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The need of people to witness the performance of stories by other- people is a
natural part of the human mind.
to watch such a performance.
civilizations.
and cultural.

The theatre is just such a congregation of people

It is a primary media of artistic expression in many

It is materially non-productive, its values being entirely spiritual
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HISTORY OF THE COMMUNITY THEATRE
Known in America in various forms, such as The Little Theatre, The Community
Theatre, The Art Theatre, and the College Theatre, it differs in certain respects
from the non-professional theatre found in Europe. Community drama existed in
ancient Greece, sponsored by the city state, and in Medieval Europe, sponsored by
the church or trade guilds.
In modern times, community drama has existed in Europe in theatres subsidized
by various governments, and involving entire communities.

The purpose of these

nonprofessional theatre groups has been chiefly to introduce to the general public
plays and production techniques too divergent from existing standards to be acceptable
to the conservative state-endowed institutions.
In Great Britain and in the United States, where drama is largely unsubsidized
by the government, the function of the community theatre has been primarily to supply
theatrical productions to communities that lack such activities.

In addition, it tends

also, where the conservative commercial theatre has remained unreceptive to experimentation and innovation, to provide and pioneer new techniques.
The extent of the amateur theatre movement in the United States is such to
astonish visitors from Europe and Latin America, where nothing comparable exists.
In the United States, the community theatre movement can be divided into three
3

classifications: the college theatre, which offers courses in playwriting, drama,
theatrical production, and produces plays in connection with these courses; the
community theatre, which has been called a theatre of, by, and for the people,
which attempts to involve as many members of the community as possible; and the
art theatre, which stresses experimentation and innovation.
Among the best known of the college theatre groups has been the Harvard
University "47 Workshop." Others include the University Theatre at Yale, the
Wisconsin Dramatic Guild, and the Carolina Playmakers at the University of North
Carolina, which specializes in folk plays.
Community theatres that have attracted national attention include the
Pasadena Playhouse, in Pasadena, California; The Little Theatre of Dallas, Texas;
and the Cleveland Playhouse.
Among the most famous art theatres in the United States was the Provincetown
Playhouse, which first introduced the works of Eugene O'Neill. Of equal importance
was the founding of the Washington Square Players in 1915, a group which later
became the Theatre Guild. The growth of the community theatre continues, and shows
no signs of letting up.

THE

CLIENT

THE CLIENT
The Lubbock Theatre Center is an educational, non-profit organization.
controlling body is a working board of governors numbering eleven people.

The

The members

of this board are elected by the voting members of the Lubbock Theatre Center at
an annual meeting.

Interested person's names are submitted to the nominating committee,

which then draws up a list of candidates and is voted on by the members who number
approximately 1,250 people.
The present members of the board of governors are:

Dr. Frank Butterfield,

President; Mr. Charles Cole, Teasurer; Mr. Bob Cooper, President Elect; Ms. Marcia
Cutter; Dr. Bill Edwards; Mr. Mel Tisman; Ms. Mary Ann Kay, Secretary; Ms. Charlotte
Moody; Ms. Ken Oden; Mr. Harlen Reddell, Production Vice-President; and Dr. Vera
Simpson, Executive Vice-President.
In addition to these eleven members there are three Ex. Officio members of the
Board of Governors:

Mr. John A. Anderson; Mr. Roland Myers; and Mrs. Rosemary Barrick.

The board meets once a month.
is mostly businessmen of the community.

Its overall composition at the present time
It has been different in the past, with

various mixtures of artists, professionals, ordinary members of the Lubbock Theatre
Center, and others.
The board meets at various locations in the city, and for various activities.

••M«tlilllBMtarf.iMt
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A luncheon-business meeting is the usual arrangement, but they have also met in
the private homes of board members as well. The board has five standing committees:
Public Relations; Membership; House, which is in charge of the theatre building;
Special Drives; and Funds. The board also has a part-time Certified Public AccountantTreasurer, whose task is to inspect the financial records of the organization once a
month to verify their accuracy. The treasurer works with the Business Manager in
this regard.
There is also the Lubbock Theatre Center Children's Theatre, which is
separate from the Lubbock Theatre Center but is controlled by the same board of governors,
It has its own director and separate financial records, and is primarily an educational
facility.

It serves children of school age from grades one to nine. The children's

Theatre meets on Saturdays. The children are divided into two groups according to
age, and separate classes are held for each group. Grades one through six meet on
Saturday afternoons. The children work and perform three productions in the spring.
The Children's Theatre is ewery bit as active as the Lubbock Theatre Center itself,
and helps to give the organization its status as a non-profit organization. Without
the tax benefits that the Children's Theatre gives to the Theatre Center by virtue
of its educational facilities, the whole Lubbock Theatre Center could not survive.
The Children's Theatre Is treated as a separate organization from the Lubbock

MfadHi
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Theatre Center itself.

It has a separate director, who oversees its work, and

separate financial and other records are kept from those of the Theatre Center
proper.

It is often separate in its activities from the main Theatre Center,

although there is the uniting factor of their both being under the control and
direction of the Board of Governors.
The Lubbock Theatre Center also has an active Women's Guild, which is a
liaison organization.

It is a socially oriented group whose primary purposes are

to raise money through various social functions, and to a social group for women
involved in the Theatre Center.

It functions as a separate organization from either

the Theatre Center proper or the Children's Theatre, but is again responsible to
the Board of Governors.

There is a certain amount of status in belonging to the

Women's Guild, which is a large part of the reason for its existence.
There is also a Lubbock Theatre Center staff, which consists of three
persons, who are:

Managing Director Roland W. Myers; Business Manager Mrs. Rosemary

Barrick; and Children's Theatre Director Mrs. Susan King.
The Business Manager has an especially important role.

He exists in a

check and balance relationship with the Director when it comes to the financial
aspects of a play; i.e., it is the Business Manager who keeps the Director from
spending too much money on a production.

Instead, they work out a budget together.
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The business manager Is also responsible for keeping these and other
financial records in good order, and once a month turns them over to a certified
public accountant, who checks and verifies their accuracy, and reports to the
treasurer and the Board of Governors. He also pays all the bills, taxes, and
salaries, keeps files on membership, ticket use, and general business, and is in
the building when a production is being performed.

He is an ind spensible

person.
There was a time when the Lubbock Theatre Center was to be included as a
part of the Lubbock Memorial Civic Center.

However, for the foreseeable future,

that no longer the case. There are a number of reasons. The first and primary
reason is that the Civic Center Board wanted only profit-making organizations in the
Civil Center simply because they wanted it to be a money-making operation.

The

Lubbock Theatre Center is a non-profit organization, and therefore wouldn't be a
revenue-producing enterprize. The second reason is that, even though the Theatre
Center is a non-profit organization, and in addition has its own trained stage
crews, it would have had to use Civic Center stage crews during performances and pay
them union wages as well. This would have been an impossible financial burden.
The third reason Is that there would have been production schedule conflicts with
other groups in the Civil Center, and because of this the Civic Center could refuse

to guarantee that the Lubbock Theatre Center could use the Civic Center facilities
at a given time. This was again an impossible condition.

However, the members

of the Lubbock Theatre Center still cling to the hope that they might be able to
occasionally use the Civic Center facilities for some of their larger and more
elaborate productions. They base this hope on the fairly reasonable supposition that
the Civic Center will not be used to the degree that the Civic Center board had
hoped or planned for, and that as a result it will be standing unused for enough of
the time that the governing board will allow other groups to use its facilities so
that at least something will be going on inside it.
This year the Lubbock Theatre Center will produce seven major theatrical
productions. This number is a decrease from the ten productions of last year, the
reason for the decrease being the loss of the technical director due to financial
conditions, and the simple fact that ten productions were simply too many plays to
perform and too much work to do. Last year it is estimated that the total audience
for the entire season was upward of 5,000 people for the Theatre Center proper,
with an additional 8,000 more for the Children's Theatre. Given that these were ten
productions last year, the average attendance per production was 1,300 people.
Some of these productions can be quite elaborate, with as many as 300 people
working on and off stage during a performance. The operating budget, however, is
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modest.

The annual budget for this year is only $25,000.00. $5,700 of which

is allocated for production costs.
not a wealthy organization.

The Lubbock Theatre Center is obviously

It is, however, an established part of the community

that will continue to serve Lubbock by bringing the performing arts to its citizens

THE
EXISTING
CONDITIONS

THE EXISTING CONDITIONS
The existing Lubbock Theatre Center is a concrete block structure build in
1953.

It is located at 2508 Ave. P., in the northeast part of town.

It has a

seating capacity of 280 in permanent seats, with room for an additional 30 folding
chairs.
The theatre has a first floor area of about 5,900 square feet, and an
additional 780 square feet on the second floor. There is no central heating or
air conditioning, and open flame heaters provide most of the heat due to a faulty
furnace. Two large evaporative cooling units are located on the roof and are ducted
through the ceiling to two outlets.
The stage area is serviced by an inadequate workshop and storage area. The
makeup area is located in the workshop and is furnished with wooden benches and small
mirrors. Two dressing rooms are available, divided only by several large canvas
partitions.

The dressing rooms are large enough to handle four or five people each

at the maximum.

There is no drinking fountain available for the backstage area and

only a small restroom with one water closet.
The upstairs area is used for a combination of functions. The director's office
is located in the first one-third of the area, separated from the sound control area
by a bookcase. The remaining space is used as costume and prop storage with a
11
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random shelving and clothes rod situation.
The Theatre Center owns approximately five thousand dollars worth of
costumes which are hung on rods with no protection from dust. None of the upstairs
area is supplied by a heating or air conditioning system.
The lobby, which is newly remodeled, is connected to a men's rest room and
a women's rest room which are both wery small and in run-down condition. The box
office is in the lobby and doubles as a refreshment area during intermission.
the lobby nor the restroom facilities are served by heating or cooling.

Neither

Security Is

a problem when ticket sales are performed, and is such a problem that some female
members of the staff refuse to work alone.
In general, the present conditions are totally inadequate. The lack of dust
protection and storage space for the costumes is causing them to ruin. The lighting
board is in such bad repair that it is dangerous. The lack of security for ticket
sales has already been mentioned, and the building is literally falling apart due
to the expansion and contraction of the concrete block walls, which Is partially
due to the lack of environmental control.

It is this mortar dust that is partially

contributing to the eventual ruin of the costumes. Simple storage and other facilities
such as mechanical stage equipment are totally inadequate. A new building is urgently
needed.

FINANCE
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FINANCE
The Lubbock Theatre Center is largely dependent on the membership of the
Lubbock community for financial support.

The total membership of approximately

1,250 people is broken down into six groups.

These are student members, sustaining

members, patron members, sponsors, annual members, and angel members.
The proposed budget for the construction of a new theatre is set at $500,000
Of this amount, half of it would be contributed from foundations, and the community
of Lubbock would have to donate the other half.

CLIMATE

CLIMATE
The climate of Lubbock is semiarid, transitional between desert conditions
on the west and humid conditions to the east, and southeast. The normal precipitation
occurs during May, June, and July, when tropical air from the Gulf of Mexico is carried
Inland.

This warm, moist air causes moderate to heavy afternoon and evening thunder-

storms, often with hail, high winds, and tornadoes.
Snow occasionally falls during the winter months, but is usually light and
remains on the ground for only a short time. Precipitation in the area is extremely
variable, and in the time that records have been kept, as much as 40.55 inches to
8.83 inches have fallen in one year.

In one month's time the maximum precipitation

is 13.93 Inches and the minimum is none.
The average annual temperature is 59.7 degrees. The warmest months are June,
July, and August, with a normal daily maximum temperature of 92 degrees, which is in
July..

The record maximum of 107 degrees occurred in June 1957 and July 1958. The

coldest months are December and January, with a normal daily minimum of 25.4 degrees
in January, and a monthly mean of 39.2 degrees. The record minimum temperature of
-17 degrees occurred in January 1963.
Wind in the area is strongest during thunderstorms, but are of short duration.
Mean wind speeds are rather high, with the surface not offering much resistance to
14
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the wind as in other areas with taller vegetation or more pronounced geographical
features. The strongest continuous winds occur in February, March, and April,
with the prevailing direction from the southwest quadrant.
The heat of the summer is somewhat blunted by the low humidity, as low as
3 or 4 percent in the hottest days. The prevailing wind also helps to reduce the
heat.

The high elevation and dry air allow rapid heat loss after night-fall, so

most summer nights are cool, with low temperatures inthe sixties.
Lubbock is located in what was known as the "dust bowl". Sand and dust
storms frequently occur, especially during the spring when the prevailing winds
Increase in speed.

These storms can turn the sky a deep red-brown, cut visibility

down to a matter of yards or feet, and have even had the effect of snarling vehicular
traffic because of dust working its way into traffic lights and jamming them.
are a force of the weather to be reckoned with.
Otherwise, the climate of the area is generally pleasant, with the most
unpleasant weather occurring in the late winter and early spring.

They
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CLIMATE INFORMATION
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199
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12

86
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Temperature Low
41.3
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Climate Design Data.
Maximum temperature recorded: 107
average high: 92
design temperature: 105°
Minimum temperature recorded: -17°
average low: 23°
design temperature: 0°
Maximum wind speed: 125 mph
average wind speed: 11.4 mph
design wind speed: 100 mph
Maximum rainfall: 2 inches/hour
average rainfall: 1 inch/hour or less
design rainfall: 2 inches/hour
Maximum snowfall: 6 inches
average snowfall: 1 inch or less
design snowfall: 6 inches

ACTIVITIES
AND
RELATIONSHIPS
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The first step in the production of a play in the Lubbock Theatre
Center is the audition.
anyone can try out.

The auditions for the cast are open to the general public;

In addition, there may be publicized personnel calls for

production jobs requiring technical skills such as lighting, scenery, special effects,
etc.

Specific people are often invited to perform these roles.

The auditions are

held in the evenings, with the prospective actors reading from the script of the
selected play to the director.
cast.

After the auditions are over the director selects the

The maximum number of performers is in the range of fifteen to twenty-five

people.
The next phase is known as the "blocking out" period, which lasts from four
to five weeks.

Rehearsal is held with the cast in work clothes, reading from the

scripts and working out actor placement and movement on stage.

Rehearsals at the

Lubbock Theatre Center are in the evenings on Monday, Tuesday, Thursday, Friday, and
Sunday, and usually last until ten-thirty at night.

Set construction goes on at

this time as well, and is scheduled for weekday afternoons, and Wednesday evenings.
After the blocking out period comes the technical rehearsals, which usually
last for another four to five weeks, but can last longer, especially in the case of
a musical production.
nine weeks.

The technical rehearsals for a musical can last for eight to

During this phase the set construction is completed, and the cast
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rehearses in full costume and makeup.
experimented with.

The stage lighting is developed and

Any special effects that the production needs is also developed.

The play as it is to be performed is the result.
In conjunction with the technical rehearsals is the opening of the publicity
campaign.

Press releases are given to the various news media such as the newspapers,

television, radio, etc., giving the name of the play and the dates of its performance.
Members of the Lubbock Theatre Center are also notified, and given first choice in
seating.
Then the box office is opened, and ticket sales begin.
two to three weeks before the scheduled run of the production.

This usually happens
The box office is

open during the afternoon and on weekends, and reservations can be made by telephone.
The dress rehearsals then cease and the play is performed.

After the last

performance, the set is struck, the costumes stored, and the process begins all over
again.
Makeup.

In a professional theatre, most of the actors do their own makeup.

However,

most of the players in a community theatre such as the Lubbock Theatre Center are
amateurs, so that the procedure is somewhat different.
The basic procedure is to have a makeup crew prepare the actors.

The

director appoints the makeup crew head, who is someone who has experience and knowledge
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of makeup techniques.

The crew head then picks his crew, preferably people who

also have some experience in this area, but this is not totally necessary.
can be trained in elementary techniques if they don't know about makeup.

The crew
This crew,

which normally numbers five or six people, prepares the actors. As many players as
possible are done at one time.

Individual makeup is designed for each actor.

The

crew can be taught the full range of makeup operations, or to specialize in one
part of the makeup process.
required.

It all depends on the complexity of the techniques

In the first situation, a crew member takes one player and does all of

the required makeup work.
makeup work.

In the second situation, the entire crew does the required

In the second situation, the entire crew works on the individual players,

one crew member applying the base, another applying the greasepaint, and others
doing such work as shade, ageing, false hair, and so on.

The crew works around the

player, and has the various supplies needed spread around on tables and counters.

These

supplies include such items as greasepaint, pancake, special types of makeup such as
latex-based paints, false hair, hair whitening agents, etc.
Illumination is critical in the makeup process.
need to see what is going on.

Both the crew and the actor

Light needs to be from the front, shining into the

player's face, so that as the makeup is being applied, no false shadows are cast.
It also needs to be white light, so that the true colors of the paint show.

However,
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some means of testing the completed makeup is also desireable, to examine it under
colored lights to check for color wash-out and other effects.
The makeup is also removed after dress rehearsal, and performances. This
of course requires lots of soap, water, and other skin-cleaning agents. Therefore,
a minimum of four sinks is required for this procedure. ' Storage space, and a lot
of it, is required for the makeup supplies. This storage is usually in the form of
cabinets where the greasepaint, base, etc., is stored.

It needs to be in the makeup

area Itself.
The Set.

Never say "scenery" to a theatre person; instead, it is the set. Set design

and construction is so complex and varied that almost anything goes. Contemporary
theatrical sets are constructed out of almost any materials imagineable: wood,
textiles, metal, styrofoam, paint, projected slides, anything.

In professional theatre

companies, the construction can be quite elaborate; for instance, period piece
furniture being made up from scratch to fit a particular production. However, as in
the case of makeup in the community theatre, fewer professionals are available to
work, the budget is smaller, and consequently the sets are less sophisticated than those
of a professional company.

However, certain standard procedures are followed.

The director usually puts someone in charge of set construction.

Following

the general rule found in the area of makeup, the supervisors usually have some
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knowledge and experience in this area, while the crews, who don't, follow

their

directions. Normal set crew size is from ten to fifteen people.
The set is designed, according to the needs of the play, the action on
stage, allowed budget, and so on, and the crew sets about to build it. There are
various types of set construction. The most elementary components in the set are
the blacks. These are simply black curtains that prevent light spills from occuring,
and can be used to black out the stage when an austere set is used.
they act as a backdrop.

In that case

Blacks don't have to be constructed; they are an integral

part of the stage area and can be hung, raised or lowered anywhere. Their placement
is important, and this factor

is the prime consideration in their use.

One of the most familiar set components is the flat. A flat is simply a
braced wooden frame with canvas or muslin or some other type of textile material
stretched over it that is painted to provide a backdrop for the action on stage. It
is stood in place with bracing props, and can be up to twenty feet tall. They are
re-usable, being painted and repainted repeatedly.
Another type of set that is currently popular is the platform type of set.
It is simply a series of wooden or metal platforms, ramps, walkways, and stairs
that occupies the stage area, and is where the actors perform their parts.

It has

the advantages of being relatively easy to construct, relatively inexpensive.
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requires fewer props, and is dramatic in appearance.

It is also non-realistic

in appearance and is cumbersome to take down. There are other components of the
set such as props, and various other types of set design techniques, but the end
result is an environment to complement the mood and action of the play.
The set crew works in the afternoons. The reason for this procedure is that
set construction and rehearsal (which is in the evenings;) have to be separated in
time so as not to interfere with each other. The crew works primarily in the set
shop and on stage, the work inevitably spilling out into the various work areas.
Crew size varies according to the size and complexity of the set.
Carpentry is one of the basic activities in set construction.

A full set of

power tools, such as saws, drills, sanders, etc., is needed. Other regular tools
such as hammers, saws, levels, and angles are necessary.

The set shop should have

a minimum of a twenty-foot high ceiling, for the construction of flats.

Storage

space with proper security is a must.
Painting is as important as carpentry.

Flats and other pieces of the set are

painted, the paint crew working on stage as well as in the set shop.

For the most

part ordinary types of paint are used, as well as thinner, varnish, turpentine, etc.
Flats and backdrops have to be painted and allowed to dry in an upright position.
Special care must be taken in the storage of painting materials because of the risk
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of fire.
Metal is also used in the sets for structural supports, as well as platforms,
and in one Lubbock Theatre Center production a considerable amount of welding was
required for the set. This welding was done on the stage area where the set was being
assembled.

Because of these various techniques, the best possible approach is to

design so that virtually anything can be done in terms of standard wood, metal, and
painting techniques.
After the production has run its course, the set must be taken down.

It is a

tradition of the theatre that this is done immediately after the last performance.
Everything else can wait; but before anybody gets any rest or any parties are thrown,
the set is taken down and stored away and the stage cleared.
Costumes. Costumes are often completely made up from scratch. The costume designer
along with the director, decides what type of costumes should be used.

The costume

designer then finds the proper patterns, or if none are available, works from
pictures of costumes and improvises. The costume crew normally numbers about five or
six people.

The actors measurements are taken.

If existing costumes can be used

they are altered to fit the players. They can also be modified by dyeing, addition
of new material, and otherwise changed to fit the needs of the play.
A full range of sewing equipment is needed. A number of sewing machines with
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special attachments, such as for sewing leather, are needed. Tables for cutting and
laying out patterns are needed, as are manequins. Dressing areas are needed so that
the players can try on the costumes for fit, and needs one locker for eyery two actors,
one toilet and shower for ewery six actors, and one washbasin for ewery four actors. *
Storage areas are a must. Unused materials must be put away. Costumes need
to be stored according to the style and period to which they belong. The costume
storage needs to be dust and lightproof to prevent damage, because the costumes
represent a large financial investment, and a potential source of income; the costumes
can be rented out to the other theatre groups and schools in town. The Lubbock Theatre
Center also borrows costumes from the Texas Tech University Theatre, which adds to their
range of costumes.
The Director. The present Lubbock Theatre Center has a paid full-time director. However,
in the next season the full-time director will be leaving and will be replaced by parttime, qualified amateurs. Many or most of the people will come from the Theatre
Department of Texas Tech University. The details of this arrangement have not yet been
worked out, whether there will be a different director for each production, or whether
one director will handle all or part of a theatre season. But one of these two
arrangements is likely to be the final decision. This move from a paid, full-time
director to an unpaid part-time one is for reasons of economy; at the present time the
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Lubbock Theatre Center simply cannot afford to pay for the services of a director.
However, regardless of what type of an arrangement, the functions of the
director is still the same. The director coordinates, arranges, and supervises
the various aspects of a theatrical production and molds it into a unified whole.
The object of this creative project goes far beyond the arrangement of resources. It
is to give the play a life on the stage that the written text cannot possess: to enhance
Its virtues, disguise its faults and limitations, and to help a company of actors to
clothe it with meaning and feeling, which only exist as an idea till expressed by the
performers. The potentialities of the job have never been greater; the director Is
a twentieth-century creation, an artist-cum-executive who has evolved out of the need
of the modern theatre.
The director of a community theatre is in charge of a cast and crew that are
mostly amateurs. However, the step-by-step process that he goes through is much the
same.

For a typical production, a play is first selected to be performed. The

director must then analyze it. This analysis of the play that he makes before
starting rehearsals will powerfully influence the end product, for better or worse.
He will formulate certain ideas about the meaning and effect of the play and its
characters, which will be hard to abandon during rehearsal, when several other minds
and personalities are possibly in conflict with his own. The degree of preplanning
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is important.

Preparation may mean that like a good military leader, the director

has a plan of action, knowns his resources, and is aware of the possibilities existing
in the play; or it may mean that he has no more than a few feelings and cannot clarify
his ideas till the play is in rehearsal.
It all begins with the director's first reading of the play.

He must put

himself in the situation of the audience, and from this reading he will get an impression
which will be very like their impression, whether the play is strong in plot and action,
or rich in character development, and whether the language has any particular quality
of poetry, imagery, or humor. The director gathers his ideas and then organizes them
into a coherent whole.
Once this analysis is over, the cast is then selected.

Open tryouts for the

cast are held in the evenings, with the director supervising and observing the people
trying out for the part.

The conclusions that he comes to during the text analysis

help him in this phase to select cast members that portray their characters as he feels
that they should.

The director also has a file that contains past cast members in

previous productions, and in addition to the open auditions those former cast members
can be selectively called upon to perform in the new production.
files for set construction, makeup crew, costumes, etc.
they are done on indexed notecards in small boxes.

He also has similar

These files are not large;
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The director also plans the movement and action of the actors on stage.
This is the blocking out period, and in this time the director creates with the
actors and the text, a plan for movement that can be modified as the production
process goes on.

The moves of a play make a strong statement, and must be

motivated by situation, relationship, or emotion.

The motivation must be in the text,

or must be in keeping with the action as a whole, and have some dramatic justification.
The director does this on stage and off, walking with the actors through their moves,
trying out different stage positions and movement patterns, and watching the final
result from the audience, where it counts.
The director then supervises the rehearsals. A full-length play should be
3.
rehearsed for at least ninety hours, but seldom is. A musical, a play with special
needs of movement, song, and complex scenes needs even longer, anything up to one
hundred and fifty hours.

Again the director is found on and off stage, directing the

movement of the actors, critiquing and instructing them on their gestures, deliveries,
facial expressions, etc.
as well.

This goes on during technical rehearsals and dress rehearsals

The director is also involved in set design.

He has at his disposal files that

contain diagrams of previously used sets, and a property inventory.
files to get an idea or adapt them for the new production.

He can use these

Or he may start from scratch.
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and design a set of his own.

It too is diagranined, inventoried, and filed away

for future reference. He must somehow fit the action on stage and the objects on
it together; and for the job he often builds a model of the proposed set to see how
It works. Once the set is decided upon, he usually appoints someone to be in charge
of the set construction crew, preferably someone with experience. This move is
necessary because, although in the Lubbock Theatre Center the set construction and
the rehearsal are separated in time, the director still has his hands full with other
aspects of the production.
Like costumes. The director also has a costume file that lists all of the
costumes owned by the Lubbock Theatre Center, and what productions that they've been
in, and their size and their style. He can choose from among these costumes that are
already available, and have them altered in their fit or appearance to suit the needs
of the actors and the play. But there are times when the proper costumes are not found
in the wardrobe; he then tries to borrow costumes from the Tech" Theatre Department,
or some such local group, or he has the costume crew make them from scratch.

Sometimes

he designs them himself, but often he works with dress and clothing makers who help
design and make the costumes. These costumes are then added to the permanent wardrobe
and are similarly filed and catalogued.
costumes fit the play.

It is the director who sees to it that the
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The final production aspect of the theatre that the director is involved with
is the special effects, such as lighting, sound, etc.

It is the director's

responsibility to see that these special effects contribute to the theme, the action,
and the mood of the play.

He usually does not directly oversee the preparation of

these effects, but instead puts them in the hands of people who hopefully have had
experience in these areas.

He does, however, have a say in their design and evolution, even

if he does not design them himself; for these effects of light and sound must blend
into a coherent whole just as everything else does.

Lighting effects are worked out

roughly beforehand to match color, illumination levels, patterns, etc.. and worked
out in detail during dress rehearsal.
ensembles and their performances.

So are any sound recordings, or musical

The director is a busy person, a professional

guiding amateurs to put out as professional and finished a product as possible.
The director has one final duty, and that is to work with the business
manager to keep financial records of the theatrical productions.

The business manager

gives him a budget for the particular production, and the director must stay within that
budget.

He breaks it down into such areas as how much will be spent on costumes,

the set, make-up, etc.

He keeps records of these expenditures and must show these

to the business manager, who verifies that the costs are remaining within the alloted
budget.

In this way the business manager and the director work in a check and balance
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relationship, and keep the productions from becoming too expensive.
The Stage Manager.

The stage manager is the man who is in complete control of all

personnel concerned with the production.
play is selected.
knowledge of it.

The stage manager's work begins when the

Like the director, he has a copy of the script and a thorough
He is present during readings, rehearsals, and production.

He makes

notes as to the location of props on the set, costume changes, times and location of
entrances and exits, lighting conditions and their changes, sound conditions, and
their changes, etc.

The stage manager works with the director during rehearsals,

and his functions in support of the director are twofold.

First, he helps expedite

the rehearsals so that the director and cast will have as much time as possible to
work on pace and interaction.

Setting rehearsal furniture, taking blocking rotation,

and warning actors for their entrances during rehearsals, are examples of the duties
implied by this function.

Second, the stage manager accepts the responsibility of

relieving the director of all concern for the mechanics of production so that the
director may concentrate on bringing about his artistic interpretation of the script.
Calling all sound and light cues, scheduling crew calls, and informing the director of
progress on the sets are examples of the duties implied here.

He is also in charge

of maintaining peace and quiet on the set during work sessions.
Various schedules and lists need to be posted, and these are his responsibility
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Such as the running order, which is a list, in production sequence, of the scenes,
giving the place of the scene, the cast members in the scene, the songs or dance
numbers in that scene, and special cue lines.

It is posted on the first day of

rehearsal, and is updated as necessary. The function of the running order is to
remind the cast members when they appear next.
In addition to this, the stage manager times each scene during rehearsal, which
gives the director an idea of what the total playing time is, and to let the box office
and house manager know what time the show will be out and what time to expect
intermissions.
He also keeps a rehearsal log, which is a very brief diary of what happened
or failed to happen at rehearsals.
During the technical rehearsals the stage manager moves from the director's
side to his normal work area, usually in the wings, but possibly in a booth behind
the audience. The purpose of the technical rehearsal is the integration of light, sound,
special effects, and scene changes, and the stage manager is the one who coordinates
these activities together.
The easiest part of the stage manager's job is running the actual performances
of the play.

He makes out pre-curtain, intermission, and post-production check lists

to help remember the things that need to be done.
During the show, the stage manager must signal or cue lights, sound, special

33
effects, and curtain, and thus coordinate these elements with the action of the play,
and make them happen at precisely the right time. He uses a marked script for this
purpose, and communicates with lighting and sound crews through an intercom system.
Generally the cues are, "Warn, Standby, and Go." The warn is usually given one and
a half to two minutes before the cue is to be executed. The standby portion should
precede the go by five to ten seconds, giving the technicians enough time to get into
position and to be anticipating the go cue.
The stage manager also times the curtain call, and follows the director's
curtain call order and strives to create the effect that the director wants in having
the actors acknowledge the audience's applause.
Another responsibility of his is to supervise scene shifts between acts.
He prepares a shift plot chart that aids in planning and supervising scene shifts,
and is posted in the scene dock and prop area so that the crew can use it as a selfbriefing aid. The chart is posted prior to the first crew rehearsal and each member
of the crew marks down his moves from the chart so that he doesn't have to constantly
consult the chart.
Coordinating scene design and technical direction, the stage manager shares in
the supervision of the take-in. The take-in is a procedure in which all of the set
pieces and scenery are brought from storage, the shop and the scene dock and set up on
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stage for the first time.

His responsibility is to get enough hands out to move the

scenery quickly so that the take-in may be completed as soon as possible without
wearing out the stage crew.
He also has to prepare scene shift-diagrams.

These diagrams are a visual

aid that will help prepare crew members on and offstage to the scene dock.

These

diagrams are posted in the crew area so that only two diagrams at a time are visible,
those being the "current" and "next" positions, which avoid confusion.
When the show has completed its run, it is time to strike--tear down the
sets and return or store the props and costumes.

To accomplish the strike efficiently,

the stage manager writes out and distributes a strike plan.
involved know what is expected of them.
with special emphasis on safety.

This plan lets everyone

He supervises the dismantling of the set.

All of these activities and responsibilities gives

the stage manager quite enough to do.
The House Manager.

The function of the house manager is to insure the audience's

safety and comfort prior to a performance, during intermissions, and after the
performance1.

The duties of the house manager can be summarized thus:
He arrives about an hour prior to the curtain, and makes sure that the
premises is clean.
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2.

He sees that all fire exits open easily, and that they are not blocked.

3.

He handles reservations problems:
overlooked audiences, etc.

people arriving on the wrong night,

He holds people without reservations until

those with reservations have been seated.
4.

He watches for causes of audience delay--rain. traffic tie-ups, etc.-and if he sees that audience will be late, he asks the stage manager to
give the cast a five minute hold.

5.

When the audience is seated, he tells the stage manager that he may "take
the show."

6.

After the curtain rises, he returns to the lobby and seats people who
arrive late, cautioning them that the curtain is up and to please be as
quiet as possible.

7.

During the play he makes sure that the lobby is clea

for the audience

during intermission and after the play is over.
8.

He directs the audience to the restrooms and makes sure that they are
clean and serviceable.

9.

He times the intermissions and blinks the outside lights to bring the
audience back in.

10.

If there are doctors on call in the audience he takes their name and
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seat location and notifies them if they get a call during the performance
11. He coordinates with the stage manager in securing the theatre when everyone has left. He searches the aisles for lost items, and checks the
entire theatre over for possible fire.
Audience Activity.

The audience activity is great before and after a performance and

during Intermissions, due to the social nature of the occasion. Spaces for lounging,
talking, and smoking are all necessary. At times, audience and actors may intermingle.
This area, which Is the lobby, should be arranged to show off groups of people and their
fancy clothes to advantage.
A combination of exhibition space and lobby is easy to achieve, and is generally
desireable in a community theatre. The desired effect is that the community will take
an interest in the production of a play as well as in its presentation, and, therefore
exhibition space is needed to show various developments: costume designs, sketches for
stage settings, etc. This exhibition space is also used to advertise coming
productions of the Theatre Center. This lobby needs access to men's and women's
public restrooms. The men's restroom needs three urinals, two toilets, and two
washbasins. The women's restroom needs three toilets, three washbasins, and two
dressing tables.

This lobby area also needs two public telephone booths and two

drinking fountains.

It also needs a space for janitorial facilities.
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Ticket Sales. Tickets are on sale from nine in the morning until five in the afternoon.
Reservations can be made by calling the ticket office during these hours. Tickets
are sold on a first-come first-served basis. Season ticket holders receive first
priority in getting tickets and seating placement. Two ticket offices are needed,
one being for reserved seats and one for current seats. The office for reserved will
need a telephone, and will require space for a small file that contains an indexed
list of season ticket holders. Both ticket offices will need space for a display
board of the auditorium seating area to show the available seats, and for a small
ticket rack as well.
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Listing of Tools

12 oz. hammers
Tack hammers
Cross cut saws
Rip saws
Key hole saws
2" plane
Screw drivers
Chisels

Brace and bits
Templates

Hand drills
Draw knife
Files
Rasp
Clinching irons
Steel squares
Try squares
Left rules
Mitre box
Work bench and vise

Materials

1 X 2's 20'-0" maximum
1 X 3's 20'-0" maximum
1 X 4's 20'-0" maximum
4' X 3' plywood
26" X 42" rolls of muslin and canvas
Chicken wire
Fish netting
Flake glue
Theatrical paste
Flat corner braces

Bolted whiting
Screws
Corrugated fasteners
Nails
Tacks
Hinges
Bolts
Pulleys
Angle irons

THE

SITE

The site selected is a lot on the corner of Tenth Street and Avenue Q.

There

are a number of reasons for selecting this particular site.
The first reason is accessiblity.

Avenue Q is a well-traveled street, with

many commercial and professional businesses lining its sides. The second reason is
the particular neighborhood adjacent to the site. This area is the Lubbock Memorial
Civic Center Complex, with other city and state facilities nearby such as the
Lubbock Public Library, the new Texas Department of Public Safety facilities, etc.
This area is fast becoming an important activity center of the city, and being located
adjacent to this increasingly important urban focal point will be advantageous for a
number of reasons.

For one thing, this area will become a prestigeous area, with

other cutlural facilities being built such as the Civic Center and the Canyon Lakes
Project. As more and more activities move into this area the Lubbock Theatre Center
will be more active.

It will become an important part of the city landscape, and

part of the reason why will be its location next to these facilities.
Another Important reasonibr the choice of the location needs to be mentioned.
It is financial in nature. The Lubbock Theatre Center may need Federal funds to
build these new facilities, and one condition that comes with these Federal funds is
that the new facilities be located so as to be accessible to minority groups so that
they can use the facilities as well. This is one reason why the Civic Center is where
39
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It is. This location Is fairly close to the main areas in the city where the black
and chicano neighborhoods are located, and would be easy to reach from them. At the
same time, it is also fairly accessible from the southwest and western portions of the
city, where the actual theatre patrons presently live and are likely to come from in
the foreseeable future. But regardless of where the patrons live, the site location
Is readily accessible to those who want to use it.

.•

f

£QDES

AND

ZONING

The site chosen is zoned under the C-4 classification, and one of its
permitted uses is that of a theatre.
Yards.

There is to be a minimum setback of 10 feet from the front property line

for non-residential uses.
Off-street Parking.

One space of off-street parking per four seats.

a minimum of one-hundred parking spaces of parking.

This would mean

One-hundred and fifty spaces

would be more realistic, when the theater staff is taken into consideration.
Landscaping.

Sixty percent of the required ten foot front yard is to be landscaped

and properly maintained.
Signs.
Sign Area.

Total size area is not to exceed 1 1/2 percent of the gross floor area of

the building or one square foot of sign for each lineal foot of lot frontage.
Sign Types Permitted.
Fascia.

A sign with letters parallel to the facade and projecting 2 feet maximum

from the building.
Canopy.

Signs which are attached to a canopy provided that they do not project
41
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horizontally or vertically beyond the canopy.
Temporary.

Signs that advertize property sale, lease, or new business.

Public Service. Signs that tell time, temperature, or news are permitted.
Sign Design. All electrical lines to signs cannot be visible from the building
exterior.

Hanging exposed neon without background letters, and flashing signs,

roof signs, or signs painted on walls are permitted.
This building is a group A. occupancy, which is any assembly building with
a stage and an occupant load of 1,000 people or more (or less).
Construction, Height, and Allowable Area.
Group A. buildings must be of Type I or Type II construction and not exceed
the specified limits found in sections 505, 506, and 507. The main floor slope of the
assembly room cannot exceed one in five.
Location on Property.
The building must have direct access or front a public street 20+ feet wide.
Access to the street must be 20+ feet wide. The main entrance must be on the street
or access way.
Fire resistive protection of exterior walls and openings are covered in

43
Sections 1803 and 1903.
Exits.
Stairs, exits, and corridors must confrom to the provisions of Chapter 33.
Light, Ventilation, and Sanitation.
Parts of the building used by people and all dressing rooms must have windows
for light and ventilation whose minimum area is one-eighth the total floor area.
half of these must be openable.

One-

Artificial light or a mechanical system can be used.

This system must supply a minimum of 5 cubic feet of outside air and a total minimum
of 15 cubic feet per minute circulated air per person, as long as the building is
occupied.

If the register air velocity is 10 feet per second +, the register has

to be more than 8 feet above the floor.
Lights must be on a separate circuit from stage lights and controlled by the
box office.

Lights in corridors, exit courts, and exit passageways must be in wire

cages for protection.
Registers and vents supplying air backstage must be equipped with automatic
closing devices with fusible links.

The closing devices must be in the vents or ducts

where they pass through the proscenium wall.

They also must have fusible links on

both sides of the proscenium wall and inside and outside the vent or duct.
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Shaft Enclosures.
Shaft enclosures and exits must conform to the provisions of Chapter 33,
section 3315.
Fire Extinguisher Systems.
Automatic fire-extinguishing systems and standpipes are required as in
Chapter 38.
Special Hazards.
Stages must be equipped with automatic ventilators as in section 3901.
Proscenium curtains must conform to standards in the U.B.C. Standard No. 6 - 1.
Flammable liquids cannot be stored in the building.
Exterior openings in a boiler room or central heating room must have a
fire assembly with a three-quarter hour fire protection rating.

It must also be

fixed, automatic, or self-closing.
Rooms containing a boiler or central heating plant must be separated from
the rest of the building by a one-hour fire-rated wall. The exception is where the
largest piece of equipment is 400,000 B.T.U. per hour input or less.
Stages and Platforms.
There must be one or more noncombustible ventilators near the center and above
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the highest part of the working stage.

It must be raised above the roof and have a

ventilation area equal to 5 percent of the floor area in the stage walls. All
equipment must conform to the requirements in subsections (b) to (1) in section
3901.
Gridirons.
Gridirons, fly galleries, and pin sails must be non-combustible. Steel and
iron fire protection can be omitted.
The head block well must have a lateral brace or strongblock to offset torque.
Rooms Accessory to Stage.
Dressing rooms, workshops, and storerooms will be located on the stage side
of the proscenium wall and separated from each other by a one-hour fire-rated wall.
(Chapter 5 ) .
Proscenium Walls.
The stage must be separated from the auditorium by a proscenium wall.

It must

have a two-hour fire-rating, and extend 4 feet or more above the auditorium roof.
All proscenium wall openings must have a one-half hour fires-rated assembly.
The proscenium opening must have a self-closing fire-resistive curtain as states in
U.B.C. Standard No. G - 1.
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Stage Floors.
All parts of the stage floor must be of Type I construction, and be able to
support 125 Ibs./sq. ft.
Platforms.
All platforms must confrom to section 3906, including ventilators, construction,
and accessory rooms.
Exits.
There must be one exit or more from each side of the stage passageway to a
street or exit court.

It must be 36 inches wide or more. The fly gallery must have

an exit stair 30 Inches wide or more. Dressing rooms must have two exits that are
30 inches wide or more.
Miscellaneous.
There must be a full-width protecting hood over the stage switchboard.
Flame-Retarding Requirements.
Scenery must meet fire department requirements for non-combustible treatment.

LIGHTING

Theatre is a collaboration of many arts, in which a group of artists
attempt to communicate with a group of people—the audience. The other artists
necessary to the production support the actor and aid him in bringing a consistent
Interpretation of the play to the audience through sound and light. Light reveals
the scenery, the actor, his costume, and blends them into a living, moving aesthetic
expression.
erately

Light guides the eye, focusing attention; or by its absence it delib-

conceals the extraneous.

It not only discloses the whole composition, it

sometimes becomes the composition itself.
The amount of light needed for the stage has always been determined by guesswork and experience. More research is needed, but good judgement has helped to
establish a reasonable range of illumination for the stage. Acting area illumination
ranges from 1 to 150 lumens per square foot. These figures mean wery little, of
course, unless such factors as color, contrast size of an object, distance from the
observer, and the nature of the surface are known.

For short periods of time, 1 lumen

per square foot might be satisfactory in a moonlight scene. At the other extreme,
150 lumens per square foot in a bright scene in a musical comedy would not be unusual.
For plays a somewhat lower level of illumination would be expected; perhaps 5 to 25
lumens per square foot for a serious play and 25 to 50 in a bright comedy would be
47
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common.
Lighting Types.
Conventional Lens Spotlights.

A spotlight is a lighting instrument with a

condensing lens producing a beam of light and is used for specific illumination.
All spotlights are equipped with a yoke for mounting on a flood stand or on a
pipe batten.

Some manufacturers make adapters for mounting spotlights or other

instruments or vertical pipes such as tormentor battens or "trees."

Spotlights

range in size from a 3-inch lens size (100 watts or 150 watts) up to ones with a
14-inch lens and a lamp as large as 5.000 watts if desired (primarily for television).
The 6-inch lens size for a 500 watt lamp makes a good upstage instrument for
mounting on a bridge or first pipe on a small stage.

The 3-inch Fresnel lens

instrument is best for restricted mounting places, hiding behind properties or
other small objects, or screwing to the back side of scenery.
Ellipsoidal Spotlights.
The ellipsoidal spotlight, named for its reflector shape, has become the
most important acting area instrument.

The selection of an ellipsoidal shape for a

spotlight came from a desire to reduce wasted light in the conventional lens
spotlight.

The ellipsoid subtends a much greater solid angle of light.
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Ellipsoidal spotlights come in many sizes and shapes, and range in size
from 3 Inches to 10 inches, with some even larger. All are made to take a tungsten
halogen lamp, the smaller ones for 400 or 500-watt lamps and the larger ones for
1000 or 1500-watt lamps.

It takes a little more mounting space and its shadows

are a little harsher than those of a Fresnel spotlight.

But the spill light of a

Fresnel is difficult to control, and the ellipsoidal spotlight is the only kind
useful for a long throw and for anteproscenium-minimum-spill conditions.
Follow Spotlights.
A follow spotlight is essentially a high-powered Instrument either incandescent
or arc that will throw a narrow beam of light, a small area at a long throw, a long
throw meaning a distance of 100 to 300 feet.'
Follow spotlights are rarely used for dramatic productions, but it Is possible
that they might be used in one, and they are traditional and rarely omitted from
musicals and musical reviews.
Floodlights.
A floodlight is a lighting instrument composed chiefly of a large reflector
and a fairly high wattage lamp.

It is used to produce general Illumination. A

floodlight produces general illumination similar to the distribution of one unit
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In a spotlight, and In some cases floodlights can be used interchangeably with
striplights.

They are mounted on pipe battens in rows and are wery useful

instruments for many purposes.
Striplights.
Striplight is a general term that includes borderlights. footlights,
cyclorama border or footlights, and backing striplights.
The best type of striplight units consist of a row of individual reflectors,
each containing one lamp and a round glass color medium that completely covers the
mouth of the reflector.

Striplights are wired in three or four circuits for the

three primary colors; blue, green, and red, and possibly one more for white light.
The color roundel is placed at the mouth of the striplight reflector, is of heavy
heat-resistent glass, and are readily interchangeable.

They can be used for both

projecting a sharp, narrow wedge of light or a wide, close-range spread.
The purpose of striplights, borderlights, and footlights is to produce
general illumination.
Borderlights.
A borderlight is just a striplight hanging from an overhead pipe batten to
produce general illumination on the acting area from above. Since modern striplights
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produce a wedge of light, the light can be restricted in part to certain areas.
The old mounting method uses chains, but more accurate control is possible
when it is attached by short arms and pipe clamps. Borderlights with individual
reflectors are made from 75 to 500 watts; 75 to 150 watts is sufficient for the
average theatre because the three small sizes, 75, 100, and 150 watts, can be placed
on 6-inch centers, and it is prefereable to have like colors near each other to make
o

the distribution as nearly even as possible.

Striplights can be made in any length

and wired with the desired number of circuits.
Footlights
Footlights usually consist of a striplight concealed from the house by
proper recession near the edge of the stage floor outside the curtain line. They are
of yery low wattage and need not be longer than three-fourths the width of the
proscenium arch.

Footlights should not be higher than 3 1/2 inches above the stage

floor, and are made in 6 or 7-1/2 foot sections, so that less than the full width
can be used when desired.^ Again, like striplights, they should be wired in three
circuits for the primary colors. The same colors should not be further apart than
18 inches so that they will blend well.
Backing Striplights
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The backing striplight is a type that is simpler than other types.

It is

divided Into compartment for small wattage bulbs (100 watts or less), but is wired
in only one circuit.

It comes in two, three, and four compartments and gives

low-level illumination in small "backing" areas offstage from doors in interior
sets.

It can be used in other set openings as well, and is rugged and easy to mount.

Mounting.
These various types of lights can be mounted a number of ways. For instance,
all spotlights are equipped with a yoke for mounting on a floor stand or on a pipe
batten.

Some manufacturers make adapters for mounting spotlights or other instruments

on vertical pipes such as tormentor battens or trees. Another place for mounting
stage lights is the lighting bridge. The bridge is a narrow platform, as long or
longer than the width of the proscenium arch, hung overhead from the gridiron or
sometimes supported from the side walls or on legs. Lights of various kinds are
mounted on the upstage side of the bridge, and an operator can adjust them or change
their color frames from the platform just behind the instruments.

If a theatre has

only one bridge, it is usually hung just upstage from the teaser. The teaser, along
with the tormentors, are adjustible framing members that help to shape the porportion
of the frame, and mask the backstage area of the set. The lighting bridges must be
located to light any actor or any part of the stage. The optimum lighting angle ranges
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their color frames from the platform just behind the instruments.

If a theatre has
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The teaser, along

with the tormentors, are adjustible framing members that help to shape the porportion
of the frame, and mask the backstage area of the set.

The lighting bridges must be

located to light any actor or any part of the stage. The optimum lighting angle ranges
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from 35 to 45 degrees from the horizontal, with shallower and steeper angles needed
occasionally.

In fixing the overhead positions it must be made possible for the

tilt of the lanterns and their lateral movement to be varied without the light being
obstructed.

It is furthermore important to design the bridge so that the lights can

be focused and serviced without acute discomfort.

If there is to be an apron stage

which can extend the acting area when necessary, a bridge must be so sited that it
can be properly lit.
In a theatre with proscenium stage the bridges should run the full width of the
auditorium to give maximum choices of lighting angles.

In a community theatre of this

size (400 seats), three lighting bridges should be needed.
Stage-Lighting Control.
There are two methods of lighting control, permanent and flexible.

In permanent

installations, the wiring from any outlet on the stage, such as the wiring for a
borderlight circuit, to a switch and dimmer on the control board, is permanently fixed
with no provision for connecting that outlet or instrument to any other circuit
on the board.
Modern practice in stage lighting requires much more variety and f l e x i b i l i t y
in an equipment layout, especially for experimental theatres, than the permanent method
affords.

For this reason flexible control has come into use, and is a method in which
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the control board and outlets where instruments are connected have some means of
connecting any outlet to any dimmer and switch on the control board.

Furthermore,

any number of outlets can be connected to one dimmer if desireable, as it often is.
Control Board Design.
The control board requires flexible control and requires an interconnecting
panel, which is the device in which connections are made between stage outlets and
dimmer controls.

This panel should have 80 to 150 of these outlets.

In addition.

it should have 48 to 64 individual dimmer controls, with six dinners of 4,000 or 6.000
/O.
watts each, and the rest of 2,000 watts. This control board needs to be in the rear
projection booth, where the crew member controlling the lighting can see the stageThe Rear Projection Booth.
located in this booth.
manager's station.
system.

As previously mentioned, the lighting control panel will be

This area needs an intercom system that connects it to the stage

In addition it needs to have a follow spotlight and a projection

The sound system will also be controlled from this booth.
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Theatre acoustics will affect every production within it. The architect
decides the acoustical characteristics at the outset because of the difficulty in
changing these acoustical properties at a later date.

Certain things need to be

done.
A noise survey needs to be made to determine how much sound insulation will
be needed.

Sound-deadening materials and other acoustical techniques should be used

in the backstage area, work rooms near the stage manager's area, the projection booth,
and in any other places where noise will interfere with the assigned activity.
The ventilation system should be insulated to make them equal to the walls
in sound attenuation.

Air conditioning equipment and electric motors should not be

placed under the stage area, because as a result more sound equipment will be required.
Rooms and their equipment should be arranged within the building so that
noisy areas are isolated from quiet areas.

For example, noisy equipment such as water

closets should not be installed directly on the back of a wall adjacent to the
auditorium.

It must also be remembered that noise that might be transmitted to the

auditorium by direct mechanical vibration can be suppressed by resilient constructions
This includes noise from transformers, ballasts, compressors, fans, etc.
Some of the worst sound losses in the theatre happen in the area directly
above the stage.

This loss can be reduced by sound louvers or sound vents through
55
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which this sound can be projected toward the audience.
A moderate degree of floor slope (1 in 5 maximum) is desireable because of its
advantages acoustical properties as well as it enhancing audience vision.
Sound absorptive material needs to be used to suppress echoes. To this end,
carpeting the floor can be an aid.

It should be remembered in this regard the carpet

underlay is as important as the carpet itself.

If carpet is not to be used, a

material such as cork tile should be used. This material, if used, needs to be very
durable because of its high use as well.

STAGE

AND

SEATING

stage Forms.
The stage fgrm determines the relationship between the actors on stage and
the audience.

Basically, there are three relationships from which to choose:

Frontal, Arena, and Thrust.
In the Frontal relationship the actor moves back and forth, or up and down
in front of a scenic background.

This form works well for plays that emphasize

verbal language. The actor's face (up to a distance of 65 feet) is made particularly
important, and the background against which it is seen offers vast possibilities
for pictorial enhancement.

Sometimes the separation between the audience and the

stage is ceremonially acknowledged by frame or proscenium, but it is the placement
of the audience before the performer, not the presence of a prescenium, which defines
the Frontal relationship.
The arena relationship requires the performer to move, and emphasizes the
three-dimensional actions of his body. This is how people gather to watch the circus,
a prize fight, or a balloon ascension.

It requires that the performer move to be

understood, and it emphasizes the actions of his body.

Scenery must be abstracted

and simplified in order not to block sightlines from the audience.
The Thrust relationship presents the actor as a freestanding element in relation
to a scenic background that identifies location.
57

Stage productions in this
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relationship become three-dimensional and require a variety of actor entrance
possiblities.
Attempts to make a aflexible theatre that changes the relationship between
audience and performer are best accomplished at a small scale (less than 500 people).
The Space Theatre (1965) places the entire audience in movable seating fragments which
combine in a variety of relationships.

The toll in machinery, expense, and enclosed

volume is high--unless seating capacity is small.

Since endless variations on the

three basic relationships are possible, it is possible, it is essential that the
architect first clarify how the audience will meet the performer before using his
skill to establish their union.
The needs of a community theatre are less elaborate than that of a professional
theatre, and so its stage does not need to be elaborate for this reason.

The board

members of the Lubbock Theatre interviewed said that a proscenium stage would be
quite sufficient for their needs.

The director, Roland Myers, made the statement

that it was the most flexible and best all round choice for a community theatre. He
also said that the stage area needed an orchestra pit with a capacity to hold
approximately twenty musicians.
fly-tower if within budget.
be established.
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He also said that a gridiron was mandatory, and a

With these basic requirements in mind, criteria need to

59
Criteria.
Stage Area.
Space is the most vital consideration.

It is necessary that the stage be so

arranged that up to five sets can be set up and stacked in succession, without being
seen during the performance; and that this can be done without acrobatics on the
part of amateur stage hands. Furthermore, open air scenes require a high loft and
an expanse of unimpeded wall space for storing current sets. This means confining
openings to one wall if possible, or, at the most, two.
It is also necessary that the stage provide a "crossover," i.e. a passage for
actors across the stage, either behind the stage through a corridor, possibly through
the stage shop, or behind the cyclorama.
Acting Facilities.
The acting area extends slightly more than the width of the proscenium, and
is, at the least, 20 ft. deep. The use of traps has declined in the modern theatre,
but there are still occasions when one is needed. The most useful trap in this
12
instance is a "grave trap" about center stage and measuring about 6' X 3". *
All types of stages are preferably provided with an ample forestage.

In

addition, it is now fairly comnon practice to install a lift which will, when raised,
extend the apron stage; when lowered it could either extend the seating capacity or
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could form an orchestra pit.

There should be access to the apron at each side

from the main stage, through entrances in the side walls of the auditorium.

Juliet

balconies above these entrances can provide raised acting levels and useful positions
for lighting equipment.
In addition, the stage manager's station needs a desk and direct access to the
stage, and to dressing rooms.

The prompter needs a small space from which he can

hear and follow action without being seen.
Sight Lines.
The apron of a forestage may be excluded from view to prevent sight lines angled
sharply downward from the rear seats.

Sight lines for the side seats in the auditorium

should permit a minimum of two-thirds of the main acting space to be seen through the
conventional proscenium; conversely, care must be taken that areas beyond the acting
space are masked.
Scenic Provisions.
Cycloramas, or background surfaces, are susceptible to great variation, both
as to material, number of units, and shape.

In planning for the type of cyclorama to

be used, provision must be made for moving scenery horizontally.

Permanent solid

cycloramas, made of plaster, are particularly desirable for use only as a back wall
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of an encircling stage. Curves must be acute, and as a rule it will be found
desirable to tilt the cyclorama back slightly.
The Gridiron.
The gridiron consists of a number of structural steel shapes suspended from
70 to 90 feet above the stage floor.

Its exact location and composition are best

determined by a stage equipment specialist. The pinrail is located along one wall
of the stage, and serves as a means of securing grid lines.

It is conmonly 14 to

15 foot above the stage floor.
The Fly-Tower.
Normal production in a proscenium theatre presupposed ability to fly scenery
out of sight, and to make quick, smooth changes of setting possible. Because drop
cloths, curtains, etc., will be higher than the effective proscenium opening, the
grid required to support the pulleys for hauling lines must be at least two and a
half times the height of the opening above the stage floor. The total height of the
tower makes it quite costly to build and equip. This cost factor may prohibit
its use, but its inclusion in the plan should be considered.
The Scene Dock.
This should be an area adjoining the actual stages and separate from the wing
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space.

It is the area required for unloading and stacking scenery and property

before being transferred to the stage wings or acting area.

The floor-level should be

that of the stage and should be raised above the outside ground-level to minimize the
work needed to load and unload vehicles.
reverse close to the loading door:

It should be possible for these vehicles to

in planning this external space it must be

remembered that the vehicles in question are likely to be large and high vans.

The

scene dock doors should be wide and high to accommodate the awkward shapes and sizes of
the articles handled.

This means that these doors should be at least 8 foot by 12 foot.

Seating Facilities.
It was the opinion of the board members and staff of the LTC that continental
seating would be desirable and practical in a new theatre facility.

They favor this

because of the unity of feeling that the audience gets when the seating area is unbroken
by aisles.

It is also practical in a small theatre because the last row will not be

too far away from the stage.

Seat spacing preferably always exceeds the minimum of

the New York Code of 32 in., back-to-back; and if possible, seats are not less than
20 inches on center.
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Interviews:
Mr. Roland Myers, Director, Lubbock Theatre Center.
Mrs. Rosemary Barrick, General Manager, Lubbock Theatre Center.
Ms. Toby Probasco, Assistant Director of "Fiddler on the Roof,"
Theatre Center Production.

Lubbock

APPENDICES
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2506 63rd St.
Lubbock. Texas

79413

March 20, 1975

President
Peter Albrect Corporation
325 East Chicago Str-et
53202
Milwaukee. Wisconsin
Dear Sir:
I am a senior architecture student at Texas Tech University
in Lubbock, Texas. As part of my requirements for .. Bachelor
of Architecture degree. I am designing a theatre for live
productions. I am now in the prograrmiing stage of this project
and I would appreciate any information that you could send me
on your line of products.
Any help that you could send me in this matter would be
greatly appreciated.
Sincerely,
/s/ Tom Dabov

00

2506 63rd St.
Lubbock, Texas

79413

March 20, 1975

President
The Joycc-Cridland Company
2027 E. 1st St.
Box 17
Dayton. Ohio
45403
Dear Sir:
I am a senior architecture student at Texas Tech University
in Lubbock, Texas. As part of my requirements for a Bachelor of
Architecture degree, I am designing a theatre for live productions.
I am now in the programming stage of this project and would
appreciate any information that you could send me on your line
of products.
Any help that you could send me in this matter would be greatly
appreciated.
Sincerely,
/s/ Tom Dabov
^/
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3506 63rd St.
Lubbock, Texas

79413

March 20, 1975

President
United Stage Equipment
Box 690
Hartselle, Alabama
35640

\ i
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Dear Sir:
I am a senior architecture student at Texas Tech University
in Lubbock, Texas. As part of n\y requirements for a Bachelor
of Architecture degree, I am designing a theatre for live productions. I am now in the prograirming stage of this project and would
appreciate any Information that you could send me on your line of
products.
Any help that you could send me in this matter would be
greatly appreciated.
Sincerely,
/s/ Tom Dabov
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Interview Summary:

Mrs. Rosemary Barrick

Mrs. Barrick mainly gave information about the basic inadequacies of the
existing facilities, and explained administrative and business aspects of the organization.
She first explained the shortcomings of the present building, with its lack of
dressing room space, rehearsal space, storage, etc.

She stated that ticket sales and

security was also a problem.
She then explained the composition and functioning of the Board of Governors, and
her responsibilities as business manager.

Other allied organizations, such as the

Children's Theatre, and the Women's Guild, were described as well.
Mrs. Barrick also gave the reasons why the LTC was not included in the Civic
Center Complex.
Theoverall emphasis of her information was that the LTC is a non-profit, volunteer
organization run by and for the community of Lubbock.
Interview Summary:

Mr. Roland Myers

The interview with Mr. layers served to confirm information received in other
interviews and to explain the basic process of play production.
He confirmed, for instance, the severe inadequacy of the present facilities,
and gave more precise reasons for their shortcomings.

1
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Besides this statement, he also confirmed that the theatre should seat a
maximum of 400 people, and that the Children's Theatre had 90 students participating
in it this season.
Interview Summary:

Ms. Toby Probasco

The interview with Ms. Probasco produced details of the various theatrical
production processes such as makeup, set construction, costume production, etc.
In addition, she also explained how these various activities are different
in a community theatre from a professional theatre.
She concluded by describing some of the functions and needs of the publicity
department, and then conducted a brief tour of both the University Theatre and the
Lab Theatre as well.
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The site was changed from the original one in the civic center complex, and for a number
of reasons. The new site Is an area occupied and located next to the Canyon Lakes Area One.
It Is bounded on the east by North Akron Avenue, the south by Marshall Street and the west by
North Boston Avenue. The site is generally flat, but slopes dramatically to the west toward the
Canyon Lakes. The height of the western slope is about forty feet.

In additon, there are two

ravines that run toward the northwest.
The site has an approximate area of three hundred ten thousand square feet.

It is

approximately seven hundred feet in its north-south direction, and four hundred feet in its eastwest direction.
It Is located in a mixed-use area. On the side of the site is a mobile home factory. To
the north Is a split-level single family residence. And to the south and west is the Canyon Lakes
Area One.
The reasons for the change of sites is primarily due to economics and size. The previous
site In the Civil Center would have been too expensive, while the present site costs about
thirteen thousand dollars unimproved. The other reason is that the new site is much larger than the
old site, and will therefore accommodate the required facilities much more easily.
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SUMMARY OF FIRST JURY
The first jury served to introduce the jury to the thesis project, and to give a brief
summary of the project program.
In addition, the first jury also gave the overall approach to the project that I chose
in the solution of its requirements.

My approach in this project is to begin with a site analysis

and a study of the images and symbolic qualities of the project.
The site is a different one from the original one selected in the Civic Center Complex.
The new site is located next to Canyon Lakes One in north Lubbock.
of reasons.

It was chosen for a number

First, it provided the required area for the building and parking facilities, being

somewhat over 280,000 sq. ft. in area.
University Avenue.

Second, it has good accessibility from Loop 289 and

Third, it was inexpensive, the total site costing roughly $13,000. The final

reason, and an important one, is that it is located near the Canyon Lakes. This area will be a
park and activity center in the near future, and will provide an esthetically suitable environment
for the theatre facility.

It will be an area also where an increasingly large number of people

w i n be going in the future—people using the Canyon Lakes boating, hiking, and recreational
facilities, and who will be attracted to the theatre as well. The theatre will also be able to use

1
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the proposed amphitheatre that is planned for this part of the Canyon Lakes. This makes this site
especially attractive because members of the Lubbock Theatre Center expressed a desire for an
amphitheatre in the project. This would be a way of providing one close to the site (less than
1000 ft. away) at no cost to the organization.
At the present, the site is in a mixed-use area of industrial and residential nature.
Adjacent buildings Include a mobile home factory, a residence, and warehouses across the Canyon
Lakes. To the southwest, there are petroleum storage tanks. The industrial buildings are of
the standard pre-engineered construction; rigid-frame with corrugated sheet metal siding,
pitched roofs and mostly unpainted.
The site has an interesting topography that is oriented to the Canyon Lakes to the west.
The site is mostly flat, but slopes about 40 ft. down the western edge. The slope continues on
the Canyon Lakes side down below. This affords good views of the site from the Canyon Lakes and
Loop 289.
The site analysis showed a number of things. For one thing, the building should be placed
in the center of the site, with parking on either side of it. In addition, the main addition of
the building should be toward the Canyon Lakes to take advantage of vistas of the lake from the
social areas of the building. This also means that the building should be oriented away from the
mobile home factory to the east, and respect the privacy of the house to the north.

It was also

determined that access to the site should be from the southwest corner, on Marshall Street, and
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from the northeast corner, from Akron Avenue. This decision is the result of the main access
being from Marshall Street, which will change once the Canyon Lakes Area One is built. The
traffic pattern will then change, with most of the traffic going down Canyon Drive from Loop 289
and University Avenue.

These two access points provide for both situations, existing, and

future. Access from the west was considered, but was rejected because of the steepness and
height of the slope. The main concept in regard to the site plan is therefore to Integrate the
site and its functions into the surrounding neighborhood, and to orient it toward the Canyon
Lakes.
The second part of the approach is the study of the images and symbols that are associated
with the project.

This topic has considerable scope, and for the first presentation the two

main areas within this area that were covered were images and ideas that were associated with the
theatre culturally, and the images of the surrounding area of the site.
The theatre's symbols and images grow out of its origins.

It grew out of the rituals of

the hunt that primitive man used to insure that his hunt would be successful, and still retained
this religious-magical link into the time of the Greeks. Since then, the theatre has been
associated with high culture, being one of the traditional "seven arts." The theatre, in losing
its magical powers, gained the title of an art form.

It became a hallmark of civilization, and

was an indicator of the degree of cultural attainment of a country or community.
is especially true of frontier towns in the United States.

This statement

It was, and still is, comnon practice

•'/
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for a small town to build a theatre of some kind once it had reached a certain size.

It indicated

that the city had reached a respectable size, that it has an interest in the arts and culture,
had access to the outside world, and that its inhabitants were not illiterate barbarians. Therefore, there was, and still is, a much sought-after symbol of art and culture.
The Images of the site provide a vivid contrast to the art and culture image traditionally
associated with the theatre.

It is primarily an industrial area, and industrial images dominate.

The mobile home factory to the east, the warehouses to the west, the storage tanks to the southwest, and the Texas Instruments plan to the north, give the area a y^ry industrial, low culture
content set of images. This contrast could provide an exciting tension between culture and
technology in the building form, with esthetically pleasing results. This approach would be an
architecture of irony, since factories and warehouses are not usually considered to be beautiful,
and certainly not the proper form for a theatre.
The jury had a number of comments.

It was pointed out that since the parking area was

going to be about 150,000 sq. ft., that that was about half the site, and therefore it was going to
be a tight fit getting everything on the site.
It was also pointed out that a theatre is necessarily an introverted structure, and that
orientation from an internal point of view made little difference. There were questions about the
surrounding buildings, and their zoning. Were they non-conforming used zoned? Were they going to
stay or be moved?

Were they subject to Canyon Lakes rules about landscaping?

The buildings are

w
5
Indeed non-conforming zoning, and there is some uncertainty as to what is to become of them.
They may move, or they may not. One juror pointed out that the storage tanks provided an
opportunity for supergraphics coordinated to the theatre graphic/color scheme.
It was also stated that the warehouses could be landscaped and prettied up more easily
than other buildings because of their low height, and that the mobile home factory would have
to be landscaped in a similar fashion as well.
On the subject of images, one juror pointed out that if industrial images were used, then
it would not be a contrast to the surrounding environment.

I then pointed out that the theatre

has a number of industrial and technological images associated with it anyway, and that my
Intent was to fit the building to the surrounding environment, and to provide contrast through
the tension between the cultural associations and the industrial nature of the area.
It was asked if the Canyon Lakes would have public parking nearby in case additional
parking was required.

There will be parking to the south and northwest of the site that could

accommodate additional parking needs.
The final comment noted the difficulty of the corner access that I had proposed in my
site analysis. They showed that access from the east side of the site would be better, and
to experiment with pedestrian and vehicular paths.
The first preliminary jury, therefore, showed the fundamental approach that I have chosen
in the solution of the project, which is the community theatre as a function of its site and
surroundings, and of the images and symbols associated with it.
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The second jury further explored the developing building form as a function of the various
images and symbols associated with the project. These symbols include industrial-technological
Images that are associated with the surrounding site, as well as the necessary stage and mechanical
equipment required by a theatre.
Therefore, after first cataloging the various images and symbols at work, it came time to
analyse them, and to come to some conclusions about how these images can be modified and utilized
in the project.

Some of the conclusions concerned the overall approach to the building form.

Because the surrounding warehouses and factories had simple, rectangular plans, and also because
this basic rectangular form has been traditional to theatre design, I decided that a simple rectangular form or series of forms would be appropriate to the project. This configuration would
echo the buildings around the site, and become part of a coherent whole.

In addition, the use of

these repetitive forms would also be much easier to realize structurally, since most conventional
structural systems are on a modular rectangular patterns. Another major decision concerned the use of
material. The buildings in the neighborhood have corrugated sheet metal for their exterior
surface. This material, and others, such as laminated plastic or curtain wall systems, have
possibilities for both the internal and external surfaces of the building. They have a number of
advantages.

They are light, relatively inexpensive, and can be painted any color. The use of color,

both inside and out, is going to be very important to the project.

.^^"la

In conjunction with these two
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decisions, the nature of the client was also an Important determinant in the overall approach.
The Lubbock Theatre Center Is an amateur organization of community volunteers. They won't take
part or do their best unless it's a pleasant, exciting environment.

It also must be inexpensive

or else there won't be any type of environment at all, exciting or otherwise. Given that the
building form is going to be conventional and formal, there will have to be some counterpoint
theme in the overall composition to play opposite this formality. One way to provide this contrasting
theme will be the use of color. Vivid, bold, colors. Supergraphics. Loud, garish floral carpets.
The approach is to break all of the aesthetic conventions of good taste that everyone has been
taught; but it can be done with wit and success, providing that some ingenuity goes into it. The
main effect that is consciously sought after is to create a dynamic tension between formality
and Informality.

Formality in its rectangular plan, informality in its materials and colors.

The familiar and the unfamiliar set side by side, with aesthetically pleasing results.
This overall approach was a controlling force in the site plans. The building configuration
on the side had to be formal and monumental, and yet fit into the Canyon Lakes Projects at the
same time. The site plan envolved from a number of factors. For one thing, the site is primarily
long and narrow, creating a strong north-south axis. Also, this strong primary axis also implies
a less-pronounced east-west axis at its midpoint. Conventional wisdom would have the building
oriented along these major axes. However, there are some very good reasons why this should not be

.
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will be bermed up to provide a buffer between the parking area and the adjacent buildings.
In the building form, one big factor is the restricted site. It therefore made sense to put
the various facilities on two levels, and build upward instead of outward. The main level has
the audience seating, stage facilities, and social area, while the lower level has actor preparation and rehearsal spaces.

In addition to this vertical separation of functions, there is

a horizontal division of the building into the stage area, auditorium, and social areas. The
stage facilities are oriented toward the eastern access road, with loading docks for set construction and storage. This area would be screened from view by a service courtyard, and any exterior
mechanical equipment would be located here as well.
The audience seating is a normal, curved-row configuration that seats four hundred. The
specified type of seating was continental seating. The plan and materials once again express this
tension between the formal and the informal. The seating plan is formal and conventional, but
the overhead lighting bridges and mechanical equipment is left exposed and painted bright colors,
as a decorative feature. The floor is carpeted, and the seats are upholstered, but again in bold
colors, not the subdued tones of a normal theatre. The light fixtures are industrial-grade
varlties that have been painted and fixed up. Supergraphics in the circulation spaces, in the
carpet, on the walls, ceiling, give directions on where to go and how to get there. The sum toUl
of this experiment is to create the extraordinary from the ordinary, the beautiful from the bland.
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and to be formal and casual at the same time.
The jury had a number of comments. One juror wanted to know if the building had to look
Industrial, and if such an approach would be a transition between the industrial area and the
Canyon Lakes. He also questioned the use of simple rectangular forms for just simplicity's sake.
Another juror suggested that the building be placed over the slope with a balcony-social area
overlooking the Canyon Lake, with the lower level underneath glassed in to make it more open.
He also suggested a study of the building codes to see whether or not exposed mechanical systems
are permissible in assembly buildings.
It was also suggested that continental seating lent itself to a side entry configuration that
used a change of levels.
Another juror also pointed out the rationale behind the site location of the building in that
the area in front of the entry was also a collecting area in the outside circulation patterns.
And It was also suggested that people be allowed to wander to the edge of the terrace, and therefore
more effectively exploit the view of the lake.
The jury suggested that more work be done on circulation patterns, especially from the entry
Into the lobby. They also said that all of the spaces, including the auxiliary areas, needed to be
fun and exciting, including such areas as set construction. With that, the jury ended.

11
The third jury presentation dealt mainly with giving some physical form to the spaces
needed In both the interior and exterior.
The site plan became more defined.

The parking islands were arranged in a diagonal config-

uration pointing in the general direction of the main entry of the building.

In analyzing the

pedestrian traffic flow between the parking area and the theatre entry, it became obvious that
bridges over the ravines were necessary to facilitate circulation. These bridges connect the
peripheral walkway around the parking lot to the social area outside the main entry, which takes
on the character of a plaza. This plaza is a major collection space for cirulation, and a social
area after a performance.

It has trees placed at its corners to define its rhythmic shape, and

low shrubs in planters stretched between these trees as an edge-defining elanent. Benches are
placed behind these planters so that the theatre goers can sit and enjoy the view of the lake at
their leisure. The lighting will also point the way from the parking areas to the entry, and
will cast a soft, low light in the plaza area as well. The ravines will also be used for circulation
Two paths leading to the upper level of the site will wind their way through these two focal
point on the site. Their paths will consciously avoid the straight line, partially because the
terrain dictates it, and also for the sake of rhythm and pattern; the gentle curves and changes
of direction are reinforced by trees and landscaping as the paths gently climb the grade of the
slope. At the top of the slope, they reverse direction and follow the sides of the building to the
plaza. And, as the pedestrian walks up one of these paths, he will pass underneath the bridges
spanning the ravines, giving a yery three-dimensional character to the external circulation network.

^ .

12
The floor plans sought to give some physical form and size to the required spaces, and
to express their interrelationships.

The building is divided into two main levels, with a

smaller third level over the main social area. The grade level plan is further divided into three
areas that delineate the functions within the building envelope. These three main sections are the
stage and auxiliary stage areas, the audience seating area, and the social area.
The stage is a rectangular area roughly fifty by forty feet, and has before it a removable
forestage over an orchestra pit. A curved cyclorama for backdrop projections is located to the
rear of the atage, and has liftable side panels for access to the set construction and set storage
areas.

Behind the cyclorama is a crossover area for the cast to get from one side of the stage

to the other without being seen. On the edges of the stage the necessary vertical circulation,
the stairways from the lower level, are located to give quick access to the acting area. Beyond
these stairways, on either side of the stage, are the set construction and set storage areas.
The set construction area houses the areas for carpentry, painting, and other activities necessary
for building sets and scenery.

It also has a loading dock with a freight elevator to move

equipment to the lower level. A painting dock is located along one side for painting large
backdrops, and a carpenter's bench, along another side, with all the necessary power equipment and
tool storage along another side. The set construction facilities have an area of about 1,500
square feet.
Between the set construction area and the stage is the stage manager's position. From it he
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can survey the activity on stage, cue the actors, lights, sound, etc., and control the flow of
the play.

In his area he has an intercom to the projection-sound booth, and to the actor pre-

paration area underneath.
On the other side of the stage is the set storage area, where the various-sized flats,
furniture, etc., are stored.
Above the stage is the pin rail, and the gridiron, which is a number of structural steel
sections abut seventy feet above the stage floor that carry pulleys and lines for raising and
lowering scenery to and from the stage. This system of pulleys and lines is operated at the
pinrail, which is about fifteen feet above the stage, and to one side. The pinrail is connected
to the system of catwalks that are the lighting bridges and mechanical systems such as house
lighting, HVAC, and is reached by the vertical circulation that reaches up three levels. This
system reaches over the audience seating, and to the projection-sound booth at the rear. The
audience seating is before the stage in a frontal configuration, arranged in twelve rows. The
area seats four hundred, in continental-type rows, in a compact arrangement displayed by the
fact that the distance from the center of the audience seating to the center of the stage is
sixty-five feet.
There is no formal separation between the stage and the audience; the forestage is on the
same level as the last two rows of seating. This continues the theme of the tension between
formality and informality that runs throughout the project.
The audience seating then leads to the social area.

It is a large area, with service

^^1-V14
areas such as storage, vertical circulation, and restrooms on the periphery to clear most of
the area for circulation and social activities. To the front is two entries with the ticket
sales.

In the center is a large social area for people to mix and Interact.

Upstairs from the social area is the projection and administration area. Here the soundprojection room goes full-width behind the audience seating area, and contains the lighting
dimmer switches, the follow spotlights, sound equipment, etc., that is needed for the productions.
Behind the sound-projection room is the administration area, with spaces for the business
manager, director, and children's theatre director. These spaces have window views to the
northwest of the Canyon Lake.
The lower level is devoted to actor preparation facilities. Underneath the stage is a main
rehearsal area, with the orchestra-pit forestage going down to this level for ease of entry.
The six actor dressing rooms are located together on one side, with three chorus rooms on the
other side.

In the center, the makeup and costuming facilities are located for easy entry to

both the dressing and chorus rooms. The makeup room accotrmodates twelve at a time, and the
costuming area has facilities for cutting, sewing, dyeing, and fitting of the costumes. Near
the social area stairs is the green room, which is done in a contrasting round form to
differentiate it from the rest of the spaces. Mechanical space is also located at this level,
underneath the set storage area. The external mechanical equipment necessary will be in the
service courtyard area.

Stairways lead up from the main rehearsal space to the s U g e area to
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provide access for the cast.
The overall building form is dictated by the internal spaces that it envelopes, a very
"form follows function" approach.

The external building skin is metal siding, an allusion to the

industrial buildings that surround it.

Its form is a series of rectangular boxes, to unite the

composition similarity of form, with an emphasis on symmetry and formality of form contrasted
against the informality of the building materials, and their colors.
A word about the design process. The main approach of the first two juries was mainly of a
theoretical nature, an exploration into the nature of the project, and the search for an
overall approach.

This was, to me, a new and unorthodox approach, and consequently left me at

somewhat of a loss as to what to do after the theorizing was over. Therefore, for this jury, I
concentrated on the opposite pole of this conceptual beginning; namely a yery traditional, pragmatic
approach concentrating on floor plans, site plans, elevations, etc. My next move is to unite
the two, by combining them, an approach of uniting both ends in the center.
The jury of course had a few things things to say. Sight and projection lines from the
sound-projection room were questioned.

In conjunction with this comment, it was suggested that a

hung cyclorama would work better than one set on the floor.
It was also suggested that the stage was too low, and that as a result, sight lines and
visibility would suffer. The orchestra pit underneath also needed handrails on the steps to it
for safety's sake. The jury also said that the set construction loading dock also should be

1
Itmoved away from the paint frame and nearer the stairway to improve circulation.
It was also pointed out that the green room on the lower level should be in a public area,
and the actor's rest rooms and showers, located adjacent to it should be located in a private
area away from it, possibly in the center area now housing makeup and costumes.
The jury remarked that the exterior form had been totally determined by the interior spaces,
much to the sacrifice of esthetics; a more balanced approach was needed to be modified to tul*111
the "fit with wit" approach to the project.
The side exits for the seating area forces a level change upward toward the social area, and
the jury wanted to know how that was to be accomplished.

Two solutions, either building up the

contours toward the slope, or building downward, suggested themselves.

The first solution is the

preferred one.
The jury also brought up the matter of acoustics.

They pointed out tnat an exposed structure

could be a problem acoustically, and that interior surfaces need to be hard so that the actor's
voices will be reflected and carry.

In addition, a console backstage will be needed for lights

and sound.
There were also questions about fireproofing.
dience seating area.

Such as how and what kind, especially in the

Options, such as sprinkler systems, spray-on fireproofing of the structure.

others were suggested.

It was also stated that no fireproofing of the structure w> ild be

Hed if the structure exceeded a certain height.
closed the semifinal jury.

Study of the fire codes was recammende<J.

That
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SUMMARY OF FOURTH JURY
In the last jury, the work of the previous presentations was finalized.
The site plan is essentially unchanged.

The parking islands, as stated in the last jury,

point toward the building and are wide enough for people to walk on to minimize automobile-pedestrian
conflit.

The eastern and southern edges of the site are berned and landscaped to form a buffer

between parking access and the industrial area to the east, and the still undeveloped Canyon Lakes
area to the south. The two ravines in the center of the site have pedestrian bridges crossing them.
Between these ravines is a plaza which functions as both a circulation-collection space for pedestrian traffic and a social area for the theatre patrons.
The floor plans are as before. The stage facilities are on the eastern portion of the site
with a loading dock and service court providing the needed facilities. The set construction and set
storage areas are located on either side, with vertical circulation dividing these areas from the
stage. The most notable changes in this area was the relocation of the loading dock close to the
stairways and the addition of a vertical sliding paint frame in the set construction area.
The audience area seats three hundred eighty-four persons in continental-style seting. It
is arranged in twelve rows, in frontal configuration.
The social area had a number of changes. The concession area was divided into two areas on
opposite sides of the social area to make it operate more efficiently. The public restrooms were
also put farther back to make them less prominent. One of the stairways in the social area was
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removed, and the other enlarged in size, making for a somewhat asymmetrical plan. The upper level
had a number of changes. A general secretarial space was located just off the stairway, and a
balcony was added, which acts also as a canopy to the social area below. The balcony is reached
from the main circulation space and from the administrative offices as well. Other spaces on this
level include a conference room and a publicity room, with the necessary facilities for designing
and making posters, newspaper ads, and the like. The spotlight gallery is also located on this
level, with facilities for spotlight gallery as well.
There were few changes in the lower level plan. One was making the restrooms more private,
and the addition of a kitchen and storage space to the green room.
The structural system was more defined.

The main level is a concrete two-way system; in other

words a waffle slab. This two-way system had two unique features. One was the fast that it rose in
six curved sections under the audience seating area, and also the fact that a space frame was set
into the floor to span the area underneath the stage area, and underneath the social area as well.
The purpose of these two space frames is to lessen the span that the waffle slab has to take. They
also become decorative lighting grids for the rehearsal and green areas.
Above this waffle slab the structure was a structural steel framework. Over the stage, the
roof was carried on joints, with girders carrying the load of the smoke vents. The span over the
audience seating area was carried by deep steel trusswork that framed into steel columns at one
end, and into another steel truss over the stage. The administrative area was carried on a steel
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