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The desire of people to witness performances by other people 

appears to be so deeply rooted in the human spirit as to be 

instinctive. Theater is the gathering together of a group of people 

to witness a planned performance. It is one of the major modes 

of diversion of modern civilization. It is materially non-productive, 

its values being entirely spiritual and cultural. 

Harold Burris-Meyer and Edward C. Cole, Theaters 
and Auditoriums (New York: Reinhold Publishing Corp., 1949), p. 4» 
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The project chosen as my thesis subject is the designing of 

a new 400-seat theater facility in Lubbock, Texas for the Lubbock 

Theatre Centre. The organization, having inadequate and overcrowded 

facilities at the present time, feels that a new theater providing 

adequate facilities for the production of quality plays would give 

the community and the theatrical group a sense of pride in the 

community as well as increase the awareness, involvement and satisfy 

the cultural needs of the people. 
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The basic elements of theater and drama are found in every 

society no matter how primitive or advanced. They may be seen in the 

dances and ceremonies of primitive peoples, just as they can be 

found today in such diverse activities as religious services, 

political campaigns, parades, sports, and children's make-believe. 

In the beginning, man gradually became aware of forces which 

appeared to control his food supply and other determinants of this 

existence. Having no understanding of natural causes, he attributed 

occurrences to supernatural forces and assigned human motivation, 

such as anger and jealousy, to them. Next he began to search for 

means by which he may have won the favor of these powers. Over a 

period of time, he perceived a supposed connection between certain 

attempts and desired ends. These acts were then refined and 

formalized into a ritual. At this early stage, rites were usually 

performed by the entire tribe, while the audience was the supernatural 

force. 

As a tribe became more sophisticated, its conceptions of super

natural forces and of casual relationships changed. As a result, 

some rites were abandoned or modified. At some later time, stories 



based on these myths were usually acted out as a kind of primitive 

drama divorced from all ceremonial concerns. When this occurred, 

the first step was taken toward the theater as a specialized activity. 

4 
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In America, the theater began to emerge about 1750. 

Philadelphia was made the theatrical center of America when a company 

under the leadership of Walter Murry and Thomas Kean made its 

appearance. By 1755 several small theaters were opened in New York 

and Charleston, The productions were staged by third-rate performers 

and the expense and inconvenience of travel made it necessary to 

keep the troup small and the scenic investiture simple. 

During the revolution there were no performances other than 

those given by the British soldiers in Boston, New York, and 

Philadelphia.?? After the revolution, professional performances were 

staged in Philadelphia and New York. 

Between the years of 1815 and I85O, the theater in America 

constantly expanded even though it was often in danger of ruin 

because of the general financial depression. The growth of the 

theater is most clearly manifested in its extension into new 

territories as settlers moved westward. The first major step toward 

a professional theater in the "Wesf'rcame in 1815 when Samuel Drake 

took a company overland from Albany to Kentucky. Between 1820 and 

Oscar G, Brockett, History of the Theatre (Boston: 1968), 
p. 213. 5 I 
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1840 several competitors had moved into Virginia, South Carolina, 

and Tennessee, Most of the theaters in the v/est were situated on 

rivers easily reached by boat. 

The years between I85O and 1870 brought still further expansion 

of the American Theater. As the v/estv/ard movement accelerated, 

especially after the discovery of gold in California in I848, the 

theater kept pace. In California, the first professional 

performances in English were given in 1849, when Sacramento's Eagle 

Theater began to offer three programs a week to the miners. In San 

Francisco, the first theater was opened in I85O and by the following 

year, the number had grown to three. From this time, San Francisco 

was to be the major theatrical center of the far west. New mining 

strikes led to still further expansion of the western theater. In 

the late l850's, mining towns attracted actors to Idaho, Montana, 

Colorado and Oregon. 

Between I85O and I87O, the number of permanent companies 

increased throughout America. The thirty-five of I85O had grown to 

about fifty in i860, and remained constant until after 1870, Along 

with the increase in permanent companies, burlesque became one of 

the most popular dramatic types. Parodying well-known plans, g 



performers, or topical events, and featuring songs and dances, it 

appealed to the taste for broad comedy. 

The years between I87O and 1895 brought enormous changes as 

the resident company was undermined by touring groups, as New York 

became the only major center of production, and as the long run 

superseded the repertory system. By I87O, the resident stock company 

was at the peak of its development in America. The fifty permanent 

companies of I87O, however, had dwindled to twenty in I878, to eight 

in 1880, to four in 1887 and had virtually disappeared by 1900. 

While the causes of this change are numerous, probably the 

most important was the rise of the "combination" company (that is, 

one that travels with a star and full company). Sending out a 

complete production was merely a logical extension of toiiring by 

stars. During the early years of the combination system, local 

managers maintained companies to perform during the intervals between 

traveling productions. Often the local company toured small tovms in 

the vicinity while the visitors occupied its theater. As local 

support was withdrawn from the resident troups, managers dismissed 

their actors and became mere landlords. The new system did not end 



the emphasis upon stars, but now they traveled with full productions. 

Much of the drama of this period illustrates the trend toward 

greater realism. While fidelity of spectacle had been increasing 

throughout the century, realism of character and situation were slower 

in arriving. Despite the trend toward realism, the majority of 

theaters continued to emphasize more popular fare. After 1870, minor 

dramatic forms were combined with variety acts to create new 

conceptions of burlesque and vaudeville. Modern vaudeville grew out 

of the same movement. From about 1890 until about 1930, vaudeville 

was one of the most popular of theatrical entertainments. Essentially 

a collection of variety acts, it also featured sketches and short 

plays in which leading actors performed. 

By 1895» the traveling road show had become the usual soiirce 

of theatrical entertainment in America, While a few resident troups 

remained, the long run hit had become the goal, and New York was 

virtually the only theatrical center. These conditions brought about 

many new problems. Perhaps the most obvious difficulties were those 

connected with booking. The manager of a local theater now had to go 

to New York to arrange a season of attractions. To remedy these ills, 

new approaches evolved. Theatres in a restricted area joined together 

8 



to arrange bookings, and agents began to serve as middlemen between 

managers and producers. 

In this confusion, a small group of men saw the possibility of 

gaining control of the American theater, and formed the "Theatrical 

Syndicate" in 1896, The new organization began by offering a full 

season of attractions, on the condition that local managers book 

exclusively through the syndicate. This offer was welcomed by many 

managers, for it permitted them to deal with a single agent and to 

obtain outstanding productions. The Syndicate did not seek to gain 

direct control over all the theaters in the country, rather it 

concentrated on key routes betv/een large cities. By 1910, the 

resistance of independent theaters against the Syndicate was showing 

and by 1913 the differences had reached their peak. The struggle 

between the two finally broke the grip of the Syndicate, and by 1916 

it ceased to be an effective force. 

By 1915, the theater was beginning to decline in popularity. 

While increased ticket prices were partially responsible, effective 

competition, most notable from spectator sports and motion pictures. 

'Ibid.. p. 226. 



was also appearing. Soon after Thomas A, Edison demonstrated the 

"kinetoscope" in 1894, "penny arcades" began to show short motion 

pictures. In 1905, the first motion picture theater was opened in 

McKeesport, Pennsylvania, and by 1909 there were 8,000, 

The competition from films did not bring an overnight 

revolution. In 1915» there were still about 1,500 legitimate 

theaters outside of New York and the number of productions on Broadway 

continued to increase until 1927. The invention of sound motion 

pictures in 1927 and the depression in 1929 dealt serious blows, and 

by 1930 only 500 theaters remained outside of New York. Thereafter 

the number steadily declined. 

The depression motivated the creation of a unique experiment, 

the Federal Theater Project, which was established in 1935, to combat 

unemployment. At its peak, it employed 10,000 persons in forty 

states.-̂  About 1 ,000 productions of all types were given, 65 percent 

of which were free. Most of the plays had as a central character the 

"little man" who, upon raising questions about a current problem, was 

led through its background, human consequences, and possible solutions. 

-̂ Glenn Huges, Story of the Theater (New York: Binghampton 
Press, 1928), p. 198. 10 



The depression also gave impetus to the "workers theater" movement, 

which had begun in 1926 with the V/orkers Drama League. In 1932 a 

national organization was formed, later called the New Theater League. 

Most of the members were amateur, but in 1933, s fully professional 

organization, the Theater Union, v/as formed in New York and provided 

leadership for the entire theater movement. 

Theatrical productions were complicated in the depression years 

by the emergence of powerful labor unions. The stagehands' union, 

the National Alliance of Theatrical Stage Employees, had achieved 

full recognition during the season of 1910-11, and in 1918 the United 

Scenic Artists was formed. Actors Equity Association, founded in 

1912, was able to establish a minimum-wage scale in 1933* The * 

Dramatists' Guild, formed in 1912, became the bargaining agent for 

all plajrwrights in 1926. As each group bettered working conditions, 

it also demanded considerably higher pay for its members and 

contributed to the economic problems of the theater. 

The Second World War, like the first, interrupted the 

theater's normal patterns. Energies were turned to building morale 

and providing diversion. After the war, the theater was seriously 

threatened by the rapid development of television. In 1948, there 
11 



were only 48 stations, but by 1958, there were 512 and over 50 million 

television sets. The free entertainment provided by the new medium 

came at just the time when production costs in the theater were 

rapidly increasing. Between 1944 and 1966 the price of tickets more 

than doubled, and the cost of moving a show increased at a still 

faster rate. Under these circumstances, producers tended to seek 

vehicles with broad appeal, and to avoid both plays and production 

styles which might offend or confuse the spectators. 

The Broadway theater continued the decline which had begun 

before the war. It reached the lowest point in the season of 1949-50 

when only fifty-nine new productions were mounted, but then slowly 

climbed to about seventy. In the late 1940's, the reduction of the 

American theater to a small number of Broadway productions served to 

motivate several attempts to diversify the theater. One of the most 

important efforts was to be the off-Broadway movement. By playing 

in out-of-the-way theaters or improvised auditoriums, production costs 

could be cut considerably, and works which would not appeal to a mass 

audience could be played for more restricted groups. Although the 

off-Broadway theaters continue to be a significant force, since I960 

their importance has declined for several reasons. Their ticket -p 



prices have gradually risen as the original concessions made by 

unions have been withdrawn. Furthermore, as audiences have become 

more familiar with new dramatic and production styles, works of the 

kind formerly restricted to off-Broadway groups have been performed by 

commercial producers. Thus, the original distinctions between 

Broadway and off-Broadway have tended to disappear. 

As off-Broadway lost much of its adventurousness around I960, 

a new movement usually called "off-off-Broadway" began. By the mid-

1960' s, dozens of new groups were working in makeshift quarters, out-

of-doors, or even in subways. Many charged no admission, but took up 

collections and divided the receipts among the performers; some 

played merely for themselves and made no attempt to attract audiences. 

Both the off-Broadway and the off-off-Broadway movements are related 

to attempts to decentralize the American theater. In 1935, the 

American National Theater and Academy (AITOA) was chartered by Congress 

to stimulate the rejuvenation of the theater outside of New York and 

to form an academy to train personnel. Because of lack of funds, 

little was accomplished, although ANTA continues to be the principal 

American center for collecting and exchanging information about the 

theater, -̂  

TEXAS TECH U8RARY 





The existing Lubbock Theatre Centre building is a concrete 

block structure built in 1953. It is located at 2508 Ave. P in the 

north-eastern section of Lubbock. It has a seating capacity of 280 

in permanent seats with room for about 30 folding chairs. 

The theater has approximately 5,900 square feet on the first 

floor and 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 ducted through the ceiling to two 

outlets. The stage area is serviced by an inadequate workshop and 

small storage area. The makeup area is in the workshop on wooden 

benches and small mirrors. Two dressing rooms are available, divided 

only by several large pieces of canvas hung by nails. The dressing 

rooms are large enough to handle four or five people at the maximum. 

There is no drinking fountain available for the backstage area and 

only a small rest room with one water closet. 

The upstairs area is used for a combination of functions. The 

director's office is located in the first third separated from the 

sound control area by a bookcase. The remaining area is used as 

costume and prop storage with a random shelving and clothes rod iZf 



situation. The Theatre Centre ov/ns approximately $5,000. worth of 

costumes which are hung on rods with no protection from dust. None 

of the upstairs area is supplied by a heating or sir conditioning 

system. 

The lobby which is newly remodeled is connected to a men's 

rest room and a women's rest room which are very small and delapidated. 

The box office is in the lobby and doubles as a refreshment area 

during the intermissions. Neither the lobby nor the bathrooms are 

vented or serviced by heating or cooling. 
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Lubbock Theatre Centre is an educational non-profit 

organization. The permanent professional staff of four consists of 

a full-time manager-director, a part-time business manager, a part-

time technical director, and a part-time children's theater director 

who is employed by the Lubbock Womens Guild. A working board of 

governors consisting of nine people work voluntarily in the advisory 

and public relations area. They also contribute to youth activities, 

house management, membership and special projects. The Theatre Centre 

also has a production board consisting of thirteen members. These 

members are employed in the different aspects of producing a play 

such as sound, lights, sets, makeup, etc. The new theater v/ould 

require the hiring of one more full-time director for the children's 

theater and one part-time assistant. 

16 





The following information was taken from a survey of 1,400 

people conducted by the drama class of Dr. Richard Weaver, director 

of the University Theater at Texas Tech University. 

The typical theater patron in Lubbock is a white protestant of 

an average age of 19 to 25. He lives in Lubbock and is a married 

family man. The average patron has a college education and is 

engaged in business, agriculture, or a professional career. 

The average Lubbock theater audience would prefer to see a 

comedy over another play, followed by a drama, then a musical. 

The majority of the average audience also attends football 

games, jazz or pop concerts, and art exhibits. 

Of the total number of people surveyed, 65 per cent stated 

that they attend the theater for the entertainment, followed by 25 

per cent which stated they attended for the educational value. 

17 
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Lubbock Theatre Centre has several programs for different 

age groups and interests. The adult theatre has a major season of 

five productions. At least one of these productions is a musical. 

The Theatre Centre also has a children's theater for grades one to 

nine which meets every Saturday for nine months out of the year. 

This function is staged in cooperation with Texas Tech University 

and local organizations. 

During the month of June a theatre workshop is held for the 

children's group and also for the teenage group. 

Throughout the year, Wednesday night is set aside from 

regular rehearsal and used as crew night. During these sessions, 

special attention is given to such items as sound, lighting, makeup, 

and sets. The crew nights are strictly on a voluntary basis and 

offer the interested public a chance to participate in the production 

of a play. 

The theatre also sponsors a series of special events such as 

the Phantom Ball, the Poor-Boy Art Sale, the Annual Awards Banquet, 

and benefit productions to different organizations. 

18 





The Theatre Centre is largely dependent on the membership 

and donations of the Lubbock community for financial support. The 

1973 total membership of 902 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 theater 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 1250,000, 

The 1973 operational budget is broken down on the following 

page. 

19 
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LUBBOCK THEATRE CENTRE 

1973 Operational Budget 

INCOME: 

Membership Dues 

Contributions 

Grants 

Special Pr( 

Total 

EXPENDITURES: 

Salaries 

Production 

Printing 

Utilities 

Insurance 

Supplies 

ejects 

Expense 

Improvements 

Miscellanec 3US 

Long Term Note 

S15,000. 

15,000. 

10,800. 

4,000. 

$44,800. 

$17,000. 

5,700, 

2,100, 

1,500, 

1,000. 

550. 

1,375. 
2,000. 

5,000. 

Total $36,225. 

Information obtained from interview with Mr. Roland Myers. 20 
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9f kO The following is a list of space requirements with a brief 

description of each for a live arts theater with a seating capacity 

of 400, «?aso5s st#§««, aw^ qui^^ cliaaf«> iv&mBlng >*ooth>s ciiat ^r^ 

1. Storage Space - the storage space should be close or "<>-

adjacent to the stage area with doors wide and high enough to handle 

maximum size flats, props, and platforms. The maximum size flats are 

six feet by fifteen feet and can be broken down if necessary. An 

elevator with a capacity of 4,000 pounds minimum is helpful adjacent 

to the holding area if the design of the theater calls for one. 

Storage bins and shelving should be sufficient to house building 

materials used (see special considerations under tools and materials). 

All corners of the storage area should be padded or blunted if 

possible to prevent ripping or tearing of flats. The storage space 

should be lighted with a minimum luminance of 70 footcandles. 

2. Offstage Space - the offstage space should be a minimum of 

one half as much clear unobstructed space on each side of the ulA be 

proscenium opening as the proscenium width itself (maximum opening 

Roderick Ham, Theater Planning (London: Architectural 
Press, 1972), p. 119. 21 
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of 40 feet). The maximum and ideal space would be a space on each 

side of the opening as large as the opening to allow for jackknife 

stages, wagon stages, and quick change dressing booths that are 

frequently needed. Wagon stages usually take precedence over turn

tables as a method of quick change of scenery unless there is an 

unusually deep stage. The offstage space should have built in 

concealed lights in wall and floor level to permit actors and crew 

to walk safely behind the scenery while the production is in progress 

(see section entitled "Special Considerations for Staging Forms), 

3. Backstage Space for Crossing - adequate space must be 

planned for actors and technicians who are required to cross behind 

the playing area during the play. This theater will employ the use 

of rear projections, therefore the crossover space should be planned 

so the actor will not interfere with light beams as he crosses. A 

good planning consideration would be tunnels underneath the stage 

area. Built in louvered lights in the wall at floor level should be 

used for safety. Blue lights can be used to reduce the amount of 

reflective light spill. 

American Theatre Planning Board. Theatre Check List 
(Middletown, Conn.: Wesleyan University Press, 1969), p. 31. ZZ 
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4. Rear Projection Area - the theater calls for a rear 

projection space which should be located directly behind the playing 

area. This is usually done by constructing a blister, a small 

funnel-shaped recess in the rear wall. The blister would house *?d 

several spotlights as well as lighting control panels. The size ofip 

the blister can be a minimum of six feet by eight feet.-̂  This 

minimum size would be large enough for two people and two spot lights, 

with no lighting control area. The control area needs to be located 

so the technician can have a full view of the stage area with no 

obstructions. 

Another method of rear projection is the use of the lighting 

bridges. These are located near the ceiling of the auditorium and 

have access by ladders or towers. Side positions in the walls of the 

auditorium are useful and access to and from these bridges can be 

from outside the auditorium (see special considerations section 

entitled "Rear Projection" for examples and sizes), 

5, Equipment Receiving Space - an open space should be planned 

to handle the loading and unloading of large pieces of equipment 

^Roderick Ham, Theatre Planning (London: Architectural 
Press, 1972), p. 118. 23 



and scenery. Loading platforms should be accessible to the stage 

and well lighted from overhead. There should be not less than two 

doors from the loading platform into the theater, and they should 

slide up and down if possible. The platform itself should be standard 

truck tailboard height and ramps should be built where needed to help 

transfer material from trucks to stage or storage. 

6. Scene Painting Dock - depending upon the activity of the ̂ ^̂  

theater, consider placement for painting of scenery with good lighting. 

The paint frame may be located along the back wall of the stage but 

ideally it should be in an area where the activity of painting will 

not disturb the activity of rehearsing. The paint frame should be 

counterweighted and should be hung so that it can sink belov/ the 

working floor and should go belov/ floor level up to full height less 

six feet, six inches. The closet in which paints, dyes, and other 

chemicals are stored should be lockable, "well lit," "well ventilated," 

and fireproof. Facilities for sinks and faucets should be located 

near the scene painting area. 

7. Rehearsal Space Other Than Stage - the theater calls for a 

rehearsal hall because of conflicts between several activities in the 

Lubbock Theatre Centre. The children's theater which meets every _, 



Saturday, nine months out of the year, needs a separate stage area 

than the adult theater because of the two activities taking place at 

the same time. 

The rehearsal hall lighting should be equivalent to that of 

the performing stage (see Appendix, Theater Lighting), The floors 

should be suitable for dancing (see Special Considerations) and the -* 

atmosphere should be quiet. The hall should have enough seats so the 

entire company, staff, and crew can v;atch the rehearsal without 

disturbing the actors. Several small divided rehearsal rooms should 

be adjacent or a part of the main rehearsal hall for individual study 

spaces. The rehearsal rooms should be equipped with one locker per 

two actors for clothing and personal items, a bulletin board, a 

shov/er for every six actors, a lavatory for every foxur, and a toilet 

for every six. 

Consider making it possible for scenery to be set up on the 

rehearsal stage and easily moved onto the main stage as a method of 

scene shifting. 

8. Dressing Rooms - the theater should have an adequate number 

of dressing rooms which is dictated by the type of productions and 

the number of performers. For this theater, the maximum number of 
25 
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performers is fifteen to twenty-five. In small non-professional 

theaters, it is wise to provide smaller individual dressing rooms 

plus two large makeup rooms or lounges. These should be no less 

than four of the dressing rooms on the same level as the stage.^ 

All dressing rooms should be provided with lighting facilities 

whereby the performers can approximate the color effect of the stage. 

Space should be allotted in the dressing rooms for costumes as well 

as storage for personal effects. There should be a minimum of one 

toilet and one shower per six actors and one v/ashbasin per four 

actors (see Special Considerations - Dressing Rooms). 

9. Offstage Room for Personnel - there should be an offstage 

room for actors and musicians. This area is usually called the 

green room and serves the function of a lounge and a place for the 

audience to meet the actors. If possible, provide the actors with a 

terrace and a source of natural light because they often spend long 

periods of time in this area. Provisions for serving drinks, coffee, 

and sandViTiches can save valuable rehearsal time. Also provide 

offstage areas for ushers, doormen, and custodians, with provisions 

^American Theatre Planning Board. Theater Check List 
(Middletown, Conn.: Wesleyan University Press, 1969), p. 1>5' 26 



for changing clothes. The janitors should have space for the storage 

of cleaning supplies. 

10. Orchestra Pit and Area Under Stage - if the orchestra pit 

is located at the front of the stage, be sure that the floor of the 

pit is lov/ enough so that there will be a minimum of obstruction of 

viev;. Permanent electrical connections for all music stand lights 

and a dimmer switch at the conductor's stand should be installed. 

Consider making possible the raising and lowering of the pit so the 

pit area can become additional forestage when the orchestra is not 

used. Provide entrances from both sides of the stage and crossover 

under the stage, 

11. Auditorium - Lovier Floor - the auditorium floor should 

slope to permit unobstructed view of the stage area from all seats. 

The lighting of the auditorium area should be adequate for reading of 

programs. For safety reasons, the steps of the orchestra floor should 

have risers in proper proportion to treads as stipulated by local 

building codes. The auditorium floor should be carpeted, in aisle 

areas, as an aid to acoustics (see Special Considerations for seating 

arrangements and dimensions), 

12. Box Office - the box office should have no less than two 
27 



windows in order to facilitate ticket buying, particularly at curtain 

time. Provide adequate space for treasurers, ticket racks, a safe, 

and telephones. Consider installing illuminated price listings as 

well as a chart of the seating arrangement of the entire theater. 

Also, the posting of upcoming productions and prices is helpful to 

the public, 

13. Management Offices - provide adequate space for manager, 

bookkeeper and staff, publicity department, stenographers, sub

scription department, technical staff, etc. with an entrance so 

located that visitors do not have to go through stage auditorium or 

lobby area to reach offices. Consider locating manager's office with 

direct access to a box so that manager can get to the center of 

activity during rehearsal or performance as easily as possible. 

Provide lockable storage room for front-of-the-house supplies. 

14. Lounge and Rest Rooms - facilities providing coffee, soft 

drinks, and candy, both as a customer service and as a means of 

revenue, are needed. Provide well-lighted and easy to clean rest 

rooms. A minimum of three urinals, two washbasins, and two toilets 

for men and three toilets, three washbasins, and two dressing tables 
28 



for women, should be provided for 400 seats.^ Allow space tor 

soundproof telephone booths and drinking fountains. Some space 

should be provided for a first aid station for accidents and sadden 

emergencies. 

^5. Foyer - the foyer should be lighted to a wtlrtiminmi illimlnance 

level of 10 footcandles and well ventilated."' Provide plenty of 

doors, even more than those provided by code, for heavy rushes of 

people. Consider providing space and facilities for exhibits or 

advertising displays, which can be an important soiirce of additional 

revenue, 

16. Coat Rooms - consider installation of automatic lockers 

that charge a reasonable fee. These would provide both a means of 

revenue and a customer convenience. 

^Roderick Ham, Theatre Planning (London; The 
Architectural Press, 1972), p. 185. 

John H. Callender, Time-Saver Standards (New York: 
McGraw-Hill Book Co., 1966), p. 904. 
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Basically a theater for the production of live arts is 

broken down into four major areas. These areas are the public 

areas, production areas, performance areas, and administration 

areas. The following diagrams show the spatial relationships of 

these areas within each one. 

Source: Theater Planning, edited by Roderick Ham, the 

Architectural Press, London, 1972. 
30 





The following diagram shows the relationship of functions 

in the theater. This is a total relationship using all of the 

following inter-relationships. 
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Lubbock, Texas is a bustling agricultural, wholesale, retail, 

medical, educational, financial and industrial center. Located in 

the heart of the vast South Plains of West Texas and Eastern New 

Mexico, Lubbock is known as the "Hub of the Plains," because airlines, 

railroads, and highways radiate from the city as the spokes from 

the hub of a wheel. 

Lubbock is recognized as one of the fastest growing cities in 

the nation, with a census as of 1970 of over 149,000. Lubbock's 

metropolitan population exceeds 179,000. It is the largest metro

politan area between Dallas-Ft. Worth and Albuquerque, San Antonio 

and Denver, Oklahoma City and El Paso. 

There are over 5»000,000 acres and over 53,000 irrigation 

v/ells in operation in the Lubbock area to make it the third largest 

inland cotton market in the world. 

Lubbock offers a fine opportunity for advanced education with 

Texas Tech University and Lubbock Christian College enrolling a total 

of about 22,200 students in four-year programs. 

Lubbock is a growing, young, ambitious, forward-looking city 

with plenty of room to grow and the type of people to make it grow. 

3^ 



The specific site was chosen because of several criteria 

which are important to the function and success of a theater. 

The site which is located at the corner of Tenth Street and 

Avenue 0 is situated on one of the city's busiest traffic arteries. 

The site is easily accessible from all parts of the city from other 

main arteries such as 19th St., 34th St., and 50th St. Another 

advantage of the site is that it is one of the main entry points into 

the city from Highways 84, 82 and 87. 

The site is located near the major city functions of Lubbock 

(refer to Map c). This factor plus the population of the 

surrounding area being made up of various socio-economic classes of 

people makes the theater available and more inviting to a larger 

cross section of the citizens. 

The site contains approximately 43,750 square feet which would 

allovi adequate surface parking area and plentiful landscape 

opportunities. All utilities are located in the alley adjacent to a 

majority of the land. 

The site is owned by the Urban Renewal Agency and is a 

planned portion of the Lubbock Civic Center complex which is Urban 

Renewal project number TEX. R-138 (C). The land is valued at 39 



approximately S87,000 and is iaoned for commercial use on a restricted 

basis. All uses of the land and construction of buildings shall 

conform with the applicable laws, ordinances, and regulations of the 

city of Lubbock and the State of Texas, with these restrictions and 

with the officially adopted Urban Renewal Plan for the Memorial Center 

Complex. 

1 
Urban Renewal Agency, "Memorial Center Complex, Urban 

Renewal Project No. TEX. R-I38 (C)," p. C-213-35. 
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The climate of the Lubbock area is semiarid, transitional"" 

between desert conditions on the west and humid climates to the east 

and southeast. The normal annual precipitation is I8.O8 inches. 

Maximum precipitation occurs during May, June, and July when v/arm, 

moist, tropical air is carried inland from the Gulf of Mexico. This 

air mass produces moderate to heavy afternoon and evening convective 

thunderstorms, sometimes with hail. • ' •' "' • ' 

'•' ' Snow occasionally occurs during the winter months, but is 

generally light and remains on the ground only a short time. Pre

cipitation in the area is characterized by its erratic nature, varying 

during the period of recording from as much as 40.55 inches to only 

8.73 inches annually, and from as much as 13'93 inches to none in 

one month. '' ' ^^ 

;V\:>K:: rpĵe ayerage annual temperature is 59-7 degrees. The warmest 

months are June, July and August, with a normal daily maximum 

temperature in July of 92 degrees. 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 temperature in 

January of 25.4 degrees and a monthly mean of 39.2 degrees. The 

record temperature of -16 degrees occurred in January, 1963. ^^ 



Winds in the area are strongest during intense thunderstorms 

but are of short duration. Mean wind speeds are rather high, with 

the surface not offering as much resistance to the wind movement as 

in locations with taller plant cover or more uneven topography. 

The strongest continuous winds occur during February, March, and 

April, with the prevailing direction from the southwest. Improved 

agricultural methods have reduced dust storms in the last several 

years. 

The heat of the summer is moderated by low humidity and wind 

during the daytime. The high elevation and dry air allow rapid 

radiation after nightfall so most summer nights are cool, with 

minima in the sixties. 

The climate of the area is generally pleasant with the most 

disagreeable weather occurring in the late winter and early spring. 
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CLIMATE INFORMATION 
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All property acquired by the Urban Renewal Agency of the City 

of Lubbock delineated as limited commercial on the land use plan 

shall follow the following restrictions. 

1. Yards - a front yard shall be required on all properties in 

the limited commercial area. The minimum depth of the yard shall be 

twenty-five feet. No on-street loading shall be permitted. There 

shall be a rear yard along the rear line of the lot to provide 

loading and unloading space. No loading will be carried out in the 

alleys or other public right of way. Side yard setback shall be 

twenty-five feet. 

2. Parking - the redeveloper shall be required to provide 

off-street parking as follows. For a theater, the parking require

ments are one parking space per four seats. The redeveloper shall be 

required to provide this off-street parking within 4OO feet of the 

structure. No parking spaces shall be permitted less than twenty-five 
2 

feet from street right of way line on which building fronts. On 

other streets or along adjacent property lines, parking shall not be 

^Urban Renewal Agency, "Memorial Center Complex, Urban 
Renewal Project No. TEX. R-138(C)," p. C-213-13. 

^Ibid., p. C-213-14. 47 



permitted within five feet of such property lines. 

3. Off-street Loading - all off-street loading space areas 

shall meet the approval of the Urban Renewal Agency. Loading space 

shall be so arranged as to permit a truck to reach the space by a 

single backing movement. No on-street loading will be permitted. 

4. Landscaping - all property not covered by buildings, walks 

or parking shall be landscaped in a manner approved by the Local 

Public Agency. A minimum of 10 per cent of the property must be 

landscaped and permanently maintained. 

5. Advertising - (a) The contents of signs shall relate to 

primary services provided or products sold or to the name of the 

business, (b) The total area of the sign(s) allowed shall not exceed 

one and one-half per cent of the gross floor area of the building. ^ 

On signs with more than one side, only the area of one side of the 

sign shall be used in calculating the sign area. 

The following types of signs are permitted. 

(1) Fascia - a sign with letters parallel to the building 

facade extending to no more than two feet perpendicularly from the 

facade. 

(2) Canopy - a sign attached to a canopy, provided it does not 



•iWl^i':X^ 
mml^liiti#iiimim00niin'.i sgmaHii iiii' 

project horizontally beyond the canopy or vertically above the 

highest point. 

(3) Temporary - a sign which advertises the land for sale or 

lease or which advertises the opening or closing of a business. 

(4) Public Service - a sign limited to depiction of time, 

temperature, or news provided all other standards are met. 

(5) Detached - one detached sign per development is permitted 

if (a) the design, form, and material is in harmony with the building 

design, (b) height is not over six feet, (c) no part of the sign is 

beyond the property line, and (d) on a street corner, no sign shall 

be placed within twenty-five feet of right of way or within twenty-

five feet of a driveway or entrance. 

6. Coverage - Coverage shall not exceed seventy-five per cent 

of the gross lot area. 

7. Height - there is no maximum height specified; however, 

front, side and rear yards must be increased one additional foot for 

each foot of height exceeding thirty-five feet.-̂  

8. Surfacing - for surface or ground level parking, siu'facing 

^Ibid., p. C-213-16. 49 



shall be asphaltic concrete or concrete. 

9. Parking Space Layout - parking area shall be so designed 

that adequate space is available for centering or leaving auto

mobiles in parking space. Spaces shall be marked by paint striping. 

10. Utilities - insufficient or unnecessary utilities will be 

abandoned, removed, or enlarged. When utilities are adequate they 

shall be retained. New utilities will be provided to supplement 

those remaining where necessary. Other utilities will be relocated 

in accordance with the Memorial Center Plan. All utilities in the 

project area must be underground. 
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Seats should be shaped for comfort, with upholstered bottoms 

that are resilient and give proper body support. The seats should be 

arranged so that when it is necessary for spectators to view the 

stage through the space between the heads of spectators in preceding 

rows, the distance between the heads of seated spectators increases 

the nearer the spectators are to the stage. The backs of the chairs 

should be upholstered not only for appearance but for acoustical 

properties. Consider darker shades for side and rear seats, which may 

be unoccupied during some performances. If possible, double-arm block 

chairs should be provided, particularly in front rows. Seats should 

operate silently and v/ith hinges so constructed that flow of traffic 

through rows is facilitated. The distance between centers of chairs 

should be at least twenty inches. This distance should be greater 

consistent with sight-line requirements. One should consider labeling 

seats with prominent, large size numbers and letters and avoid systems 

of numbering where same row and number apply to more than one seat. 

It is desirable to obtain a minimum viewing distance from the 

last row of seats to the stage. To achieve this, rows should be a 

^Roderick Ham, Theater Planning (London: The Architectural 
Press, 1972), p. 33- 51 



minimum distance apart and chair backs should have a minimum thickness 

commensurate with comfort from specific vertical viewing angles. The 

minimum row spacing should be thirty-two inches, and this distance 

should increase as the difference in degree of elevation of floor 

increases. A balcony with a four-inch riser should require a minimum 

of thirty-two inches. One with five-inch risers should require a 

2 
minimum of thirty-three inches, etc. 

•Ibid. 
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IMPORTANT DIMENSIONS IN SEATING 
LAYOUT 

k- ye X 

. -1 i-

i'-^s—< 

A. Back to back distance between rows 
of seats with backs: 30"- 32 

B. Width of seats with arms: approx. 
20 

C. Unobstructed vertical space 
between rows: min. 12 

Minimum width of main aisle or 
gangway: 42" 
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STAGE STAGE 

MERICAN SEATING CONTINENTAL SEATING 

American seating (left) requires approximately 35 between 

rows, whereas continental seating (right) requires approximately 45 . 

A rear-row spectator in the 20th row of an American layout might be 60 

from the stage, whereas in the 20th row of a Continental layout, he might 

be "]"} from the stage. Continental may be more practical in auditoriums 

of smaller capacity. 
54 

^Horace W. Robinson, "An Approach to Theater Planning," 

Educational Theater Journal, III (October, 1954), 62-63. 





STAGE FORMS 

1. Open Stage 

Elizabethan Stage 

Three-sided Arena 

A theatre in which the audience faces the performing 

area from three adjacent sides. 

2. Proscenium Stage 

Picture-frame Stage 

A theatre in which the audience faces the performing 

area from one side only, and in which there is a 

proscenium arch spanning the front of the performing area. 

3. Center Stage 

Two-sided Arena 

A theatre in which the audience faces the performing 

area from two opposite sides. 

4 . Theatre- in- the-Round 

Arena Stage 

A t h e a t r e in which the audience completely surrounds 

the performing a r e a . 

55 



5. Hybrid Stage 

A combination of two or more different types of stage. 

6. Thrust Stage 

A stage which extends the performing area out into the 

audience to a considerable degree. 

7. Multiform Theatre 

Adaptable Theatre 

Flexible Theatre 

8. Multipurpose Theatre 

A theatre which can serve more than one purpose without 

altering its basic form. (Virtually all theatres are 

multipurpose in that they are sometimes used for some

thing else besides plays, e.g., ballet, lectures, motion 

pictures, etc. However, the term is usually reserved 

for those theatres which have been deliberately planned 

to be efficient for several functions.) 
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1. Use kiln-dried edge-grained wood in footlight area to 

prevent warping, and use edge-grained yellow pine for the rest of 

the floor. 

2. There should be at least three feet of clear stage floor 

area in front of the curtain for special announcements and forestage 

action. 

3. The stage should be sectionalized to permit the use of 

wide trap doors. The dimensions of the trap doors should be large 

enough to permit two people to ascend through it simultaneously. 

4. All entrances to the stage floor should be large enough 

to provide easy passage for large props and costumes. 

5. The floor should be as nonreflective as possible and 

should not be so slippery as to provide difficulty for quick-moving 

actors in costume shoes. 

6. There should be a lip on all edges of the stage floor. 

Not only does such a lip make replacement of worn edges easier, but 

also it will take a water stain the same shade as the stage floor. 
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All lighting positions have to be reached so that individual 

units can be directed, fociised, eri'l n̂sint-̂ ined. It is most 

convenient if the electricians can reach the laterns from 

permanent walkways or platforms with room to walk without stooping. 

The rear projection area is usually a blister or a lighting 

bridge. The following page gives examples of each. 
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10 feet 

Auditorium c e i l i n g 

rium c e i l i n g 

LIGHTING BRIDGE 
Dimensions i n m i l l i m e t e r s . 

BLISTER 

The size of the blister varie 

with the equipment and use. 

This is only a projection 

blister but some have sound 

and lighting controls in 

the blister. 
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LISTING OF TOOLS 

Hammer 12 oz. 
Tack Hammer 
Compression Stapler 
Cross cut saw 
Rip saw 
Key hole saw 
Plane 2" 
Screw drivers 
Chisels 
Brace and bits 

1x2 - 20' maximum 
1x3 - 20' maximum 
1x4 - 20' maximum 
4'x3' plywood 
36" & 42" rolls of 
chicken wire 
fish netting 
flake glue 
theatrical paste 
Rosine 

MTERIALS 

muslin and canvas 

Hand drill 
Draw knife 
Files 
Rasp 
Clinching iron 
Steel square 
Try square 
Rule-left 
Mitre box 
Work bench with vise 
Template 

Bolted whiting 
Screws 
Corrugated fasteners 
Nails 
Tacks 
Hinges 
Bolts 
Pulleys 
Angle irons 
Flat corner braces 
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Below is a check-list of requirements to insure a proper 

system of lighting for tne tneater. Tnis list applies to stage 

lighting from the ceiling of the auditorium. 

1. Be sure spotlights are placed so that they light the 

actors' faces at a good angle of projection and with a minimum of 

glare into the eyes of front-row spectators. Except for these 

spotlights, the majority of light locations should provide an angle 

of between thirty-five and forty-five degrees of elevation (relative 

to the true horizontal) to the level of head height of an actor 

standing at the front of the stage. (See page 68.) 

2. Spotlights for tone lighting may be required at other angles. 

3. Be sure to install permanent wiring of sufficient load 

capacity at each location for all foreseeable future conditions, such 

as visiting productions which may carry equipment requiring heavier 

wiring. 

4. Check with local fire regulations and building codes for 

safe wiring procedures. 

5. Be sure all lights are readily accessible with safe. 

^American Theatre Planning Board. Theatre Check List 
(Middletown, Conn.: Wesleyan University Press, 1969), p. 44-

62 



permanent catwalks, both to the gallery and to the lights themselves. 

These catwalks should have guard rails and should be adequately 

lighted without lighting leaking into the darkened auditorium. If 

catwalks are not feasible, provide means of lowering lights to 

within three feet of the auditorium floor. 

6. Provide fine wire mesh under all overhead lighting equip

ment to safeguard against loose parts of equipment possibly falling 

into the auditorium. 

7. Work lights should be located in such a way that the 

electrician can see what he is doing at the same time as he retains a 

view of the stage. 

8. Install proper visors to avoid light leaks. 

9. With remote control equipment, dimmer units can be kept 

close to the lights they control in order to reduce the cost and 

inconvenience of installing large amounts of heavy copper wire. 

(Remote control equipment uses light wire to run from the switchboard 

to the dimmer units.) 

10. Provide permanent wiring troughs with connector pigtails at 

all ceiling-beam, face-of-balcony, booth, and side wall locations 

where stage lights may be used. 63 



The following is a check-list for lighting of the projection 

and spotlight booth. 

1. Consider remote-control console at this location in order 

to utilize the advantage of operator being able to view the stage. 

The booth is usually located at the rear of uppermost level of 

seating. In any event, viewing angle should permit chief electrician 

at console to have a clear view of the stage and of the drop farthest 

upstage, 

2. Sound as well as light should be controlled from this 

booth. For this purpose, amplifiers and loudspeakers inside the 

booth should be connected to a microphone in front of the acting area 

so that the operator in the booth can hear sound cues. 

3. The booth should be soundproof and as lightproof as 

possible, so that activity inside it will not disturb the audience. 

Consider providing a curtain on booth window, which can be drawn 

during intermissions. 

4. There should be a means of passage from the booth to the 

backstage area without passing through the auditorium. 

5. Ideally, unless booth is at floor level, it should be 

accessible by a regular stairway. At the very least, it should be g^ 



accessible by a slanting ship ladder with four-inch-wide treads. 

6. Allow for intercommunication system between the stage 

manager's post and the booth. In some theaters the show is stage-

managed from the booth by means of two-way intercommunication between 

booth and assistant stage manager backstage. In such cases, be sure 

that loudspeakers located backstage for purposes of intercommunication 

cannot be heard by audience when they are operated at the required 

volume for hearing during performance. 

7. Consider additional circuits to enable communication with 

operators located on the left and right sides of the backstage area, 

with the orchestra leader, and with other locations. 

8. Install additional adequate wiring for carbon and follow-

spotlights and projection machines which require direct current. 

9. Be sure that the booth has well-lighted controls and that 

it is adequately ventilated. 

10. If feasible, the booth should be equipped with toilet, wash 

basin, and clothes rack. 

Below is a check-list for the lighting and wiring of the stage 

and backstage areas. 

1. Install several separate glareless rehearsal and work 65 



lights. 

2. The permanent and/or temporary switchboard should be 

conveniently located so that its operator will be able to view directly 

the entire stage and the action on it. 

3. If a curtain is used, provision should be made to operate 

it by remote control from the switchboard "so that in economy 

productions, the same person can act as both switchboard operator 

and curtain raiser. 

4. There should be sufficient stage floor outlets installed 

off stage right and left and in the center of the rear wall to 

operate all electrical equipment. Every allowance should be made 

for the future acquisition of desirable equipment not feasible within 

the original budget. 

5. Consider providing extra outlets to cover the possibility 

of a visiting show that brings with it more electrical equipment than 

usual. Musical comedies require two to three times as heavy an 

electrical load as straight plays. 

6. Install carefully shielded lights which v/ill provide good 

visibility for stagehands working at panels, switchboard, dimmer 

banks, and other machinery, but which will cast a minimum amount of 



glow and cause minimum audience distraction during dimly lit scenes 

or blackouts. 

7. Provide adequate space for and make readily accessible all 

parts of dimmers, switchboards, and motors. 

8. Be sure to allow sufficient work room so that removal of 

any one part or piece of equipment for repair or replacement can be 

accomplished easily and directly without complicated dismantling. 

9. Area where sensitive and costly machinery is located should 

be sufficiently ventilated and adequately lighted. Efficient repair 

work is prevented when technician must hold a light in one hand while 

he is working. 

10. Consider permanent wireways for all overhead and side 

lighting and multicord cable to help avoid having a lot of loose 

cables on the stage floor. 

11. Provide outlets for sound equipment, considering not only 

performance needs but also the needs of intercommunication systems, 

12. Consider automatic disappearing type of footlights. 

13. Consider provision in footlights for connecting micro

phones and other sound devices needed in productions. 

14. Stage floor outlets should be distributed on either side 
67 



of the stage, offstage, and close to the back wall, center stage. 

15. Allow traps for horizon lights so that they will be pro

tected and not get in the way when these lights are not in use. 

16. Make certain that all disappearing-type lights are easily 

accessible for repair. 

68 





The acoustics of a theater will affect every production in 

that theater. Because of the extreme difficulty of making any 

noticeable change in the acoustic conditions by adjustments to the 

building itself, the architect in effect decides its acoustic 

characteristics at the outset. Below is a list of ideas to acquire 

an ideal acoustical theater. 

1. Where possible, select the site for the theater in the 

quietest surroundings consistent with other requirements, such as 

accessibility, convenience to eating places and parking space, and 

pleasant surroundings. 

2. Consider making a noise survey as an aid in determining 

how much sound insulation v/ill be required for the theater. 

3. Sound-absorptive materials and other acoustical treatment 

can be used extensively in the backstage area and especially in work 

rooms near the stage manager's area, in the projection booth, and any 

other place where work or conversation might interfere with the 

spectator's enjoyment of the performance. 

4. Adequate noise insulation should be provided in the 

ventilation system, to make the ventilation ducts equal to the walls 

in sound attenuation. 69 



5. If possible, do not place motors or air conditioning 

equipment under the stage, as much additional sound insulation will 

then be required. 

6. Consider arranging the rooms and equipment within the 

theater building with a view to isolating noisy areas 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, 

7. Note that noise which might otherv/ise be transmitted to 

the auditorium by direct mechanical vibration can be suppressed by 

resilient constructions. This includes noise from transformer, 

ballast, compressors, fans, etc. 

8. Design the shape of the theater so as to enhance a flow of 

sound to auditors seated farthest from the playing area. These 

design considerations should be resolved in the earliest stages of 

planning. 

9. One of the worst losses of sound in the theater is the loss 

directly above the stage area. This can be reduced by specially 

shaped sound louvers or by sound vents through which this sound can 

be projected tov/ard the audience. 
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10. Avoid the use of unbroken parallel side walls in the 

theater, 

11. Avoid large vertical surfaces v/hich are concave inward 

toward the stage. Straight or segmented rear walls are more desirable 

from the standpoint of avoiding rear-wall echoes. 

12. Keep the rear wall of the auditorium to a minimum height. 

13. In general, for reinforcement, the ceiling and the side 

walls in the areas nearest to the acting area should be reflective, 

14. Avoid excessive balcony overhang so as not to hamper the 

free flow of sound to the rear orchestra seats, 

15. A high degree of floor slope which enhances spectator 

vision usually results in acoustical benefits as well. 

16. Design the auditorium with the reverberatory characteristic 

most desirable for the main purpose of your theater. 

17. Consider upholstering seats in such a way that an empty 

seat will come as near as possible to having the same acoustical 

absorption as one occupied. 

18. Sound-absorptive material should be used to suppress 

undesirably long-delayed reflections of sound (echoes) and to achieve 

optimum reverberation time for the average size audience expected. 71 
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19. Consider the use of carpet to help solve acoustical 

problems. Note that the underlay of the carpet is as important as 

the carpet itself. Where carpet cannot be used, a resilient material 

such as cork tile will help reduce noise. 

20. Where sound-absorptive materials are used, consider not 

only their acoustical absorptivity and appearance, but also their 

paintability and durability and the ease of cleaning them. 





The installation of sound-reinforcement systems should be 

considered in auditoriums having a large seating capacity or an 

unusually deep balcony overhang. Better results can be obtained 

when this is considered in the original design than when equipment 

is brought in as an afterthought. 

If a sound reinforcement system is not required, consider the 

installation of loudspeakers for sound effects. The designer should 

consider providing a monitor loudspeaker in the booth with an 

arrangement whereby the operator can premonitor the taped sound 

effects before they are played over the auditorium loudspeakers. 

All loudspeaker switches should be wired in such a way that no 

transient clicks or thumps will be heard vihen switching from one 

loudspeaker to another or when turning amplifiers off or on. 

Provide low-voltage circuits from the booth tc the acting area 

for bells, buzzers, etc. Consider providing nicrophone and loud

speaker outlets in the stage floor, at the grid, ir. the vail adjacent 

to the proscenium arch, etc. Also consider providing stereophonic 

sound systems for realistic sound reinforcement. 
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Floor slopes, balcony pitches, and seat positions should be 

designed so as to provide a view of the entire performing area and 

of scenery unobstructed by any of the structural elements. The 

architect should provide a viewing angle most suitable for the type 

of performance planned for the theater. (Ideally, theaters should be 

planned for one type of performance, but in actuality it is sometimes 

necessary to plan a theater so that it will be as close as possible 

to ideal for its primary function and yet adequate for its secondary 

functions.) The slope of the seating and the determination of the 

number of tiers of seats advisable should be arrived at firstly by 

seeking the maximum number of seats with as close to an ideal viewing 

angle as possible. 

The proportion of ideal seating locations must be determined 

by the capacity of seats required for economic or other reasons. The 

architect should strive to keep all seats, if possible, and no less 

than ninety per cent, within a maximum advisable viewing distance and 

within a bottom and top viewing angle acceptable to the stage director 

and to the scene designers who will operate the theater. 

4P> 

American Theatre Planning Board. Theatre Check List 
(Middletown, Conn.: Wesleyan University Press, 1969), p. 35. 74 



Once the angle of view and viewing distance have been 

determined, the next consideration is establishing the level of the 

performing area and the detailed differences in the levels of rows 

of seating so that there v/ill be no critical obstruction of the 

audience's view of the performance. The generally accepted criterion 

for sight-line clearance design is known as two row vision. (See 

diagram ). One row vision (seeing over the head of the person 

seated in the row in front of you) has the,disadvantage of creating 

steep floor pitches, which in turn may place too many seats with a 

viewing angle steeper than desirable. 

Upper-level seats should be located so that the top of the 

proscenium arch does not obstruct the view of the bottom seven feet 

of the back wall. The stage height above the orchestra floor should 

be approximately four inches lower than the eye-line of the spectators 

seated on the front row of seats. If floor slopes provide sufficient 

sight line clearance, the stage floor can be lower. Guard rails 

should be so located that they do not obstruct the view from any seat 

located behind them. If there is a crossover aisle, the seats 

-Ibid., p. 51 • 75 



behind it should be sufficiently raised so that the angle-of-sight 

line relative to the last row of seats in front of the crossover 

aisle is maintained. 

76 



ELEVATION SCALE i 

PLAN SCALE i 

Above is an example of two-row vision: man in 

third row sees through-gap between second-row spectators and over 

the head of man in first row. Man in second row sees through 

gap between first-row spectators. 

11 





Within any given audience, there will be some people visiting 

the theater for the first time, and many others may not be 

particularly familiar v/ith it. If an emergency arises and the premises 

have to be evacuated, much depends upon the clarity of layout of the 

building. The alternatives open to members of the public should 

avoid creating a sense of uncertainty and indecision. 

At least tv/o exits should be provided from each tier or floor 

and they should be independent and remote from one another. Two 

exits close together woul^ not, in some circumstances, provide an 

alternative means of escape, nor would they provide an alternative 

if they both joined into one common space. Exits from the 

auditorium area must be distributed with safety in mind, but also 

related to the circulation of the public. In an emergency, it is 

easier for people to make their way out in an orderly fashion if the 

route is already familiar to them. It is best to avoid special 

emergency exit routes if it is possible. It is unadvisable to place 

the only exits close to the proscenium in case of an outbreak of 

fire onstage. Another reason why it is better to have exits at the 

^Roderick Ham, Theatre Planning (London: Architectural 
Press, 1972), p. 51. 78 



back of the auditorium is that in an emergency it is less dangerous 

to travel up steps than down. The possibility of an emergency 

arising in the foyer area will probably justify some exits near the 

front of the auditorium. 

The number of exits and their widths should be such as to 

permit an audience to leave in Zi minutes. All exits should be 

through doorways or openings which are clearly indicated by notices 

illuminated by two systems of lighting and which are readily 

distinguishable from doors leading to other areas. The whole of the 

exit route to the street should be properly lit from two independent 

systems and be provided where necessary with cut-off doors and smoke 

extract ventilation. Doors in escape routes should all open in the 

direction of escape. The only exception to this is in the case of 

doors used normally as entrances to the building which are permitted 

to swing both v/ays. Revolving doors or turnstiles do not count as 

exits because of the danger involved in an emergency and should never 

2 
be used in a theater. 

•Ibid., p. 51. 
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This interview was conducted with Mr. Roland Myers who is 

director-manager of Lubbock Theatre Centre. In the interview, I 

asked him to state the features of a theater that were mandatory, 

desirable, and undesirable. 

MANDATORY - orchestra pit, gridiron with counterweight 

system, large scene shop, storage, dressing rooms, office space, 

loading dock, dimmer and sound system at the rear of the theater. 

DESIRABLE - (depending on budget) spacious lobby, adequate 

parking, intercom systems, green room, v/ell-designed dressing rooms, 

rehearsal hall, shov/ers, concession area, display area. 

UNDESIRABLE - Oklahoma City Community Theater! 
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The following represents correnpondence received during the 

completion of th i s project . 
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The site for my theatre is located in the Lubbock Civic Center 

complex at 8th Street and Avenue Q. I chose this site over several 

alternatives for a number of reasons. The first being the locatiom 

of the site in relation to the city of Lubbock. Avenue Q is one of 

Lubbock's busiest streets. It also connects to the other main 

traffic arteries, as well as several major highways coming into the 

city. The second reason for this particular site is its location 

as far as socio-economic classes of people. This section of the city 

is in the lower income, less socially and culturally inclinec^ area of 

Lubbock. One of my goals was to get the minority and lower income 

groups of people involved in the community theatre both as partici-

paats and as attendants. I believe this kind of involvement will 

stimulate not oaly civic pride but also a personal pride ia these 

people. The third reason for selecting this site is the Civic 

Center, now under construction, and the new development around the 

site. The theatre is a business and it must make moaey to keep 

operating. I feel that this new development which includes the 

Civic Center as well as several large hotels and restaurants cannot 

help but make the commuaity theatre a prosperous and active asset 
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to the city. 

In the actual design process of my site planning, I progressed 

through several different concepts before arriving at what I believe 

is a good solution. I concentrated all of my parking on the west 

side of the site so as not to interfere with landscaping on the east 

side. The parking is lowered three feet below Avenue Q and 

the earth removed is used to create berms around the parking. This 

was done in an attempt to conceal the parking from motorists or 

pedestrians moving along Q and also to make the actual process of 

parking a car more interesting than it usually is. I also am using 

planting areas throughout the shape of the parking area to break up 

the lines of automobiles. The pedestrian path that leads up to the 

fountain area was planned so it would be an exciting feeling walking 

to the theatre. The fountain area itself is meant not only as an 

interest point but also a place open at all times to anyone who 

would want to use it for waiting, relaxing, or whatever. A second 

fountain was designed to be on 8th Street and serve a dual purpose 

also. This fountain would act as an entry point into the theatre 

and as a people-gathering area. There will be many people walking 



from siirrounding hotels to the theatre and I attempted to make this 

fountain a welcome sign to them. For the matter of convenience, I 

designed a drive-up window which is serviced by a driveway so anyone 

wishing to pick up tickets early for a performance may purchase 

tickets without getting out of his car. I situated the building as 

I did mainly to create an unobstructed view of landscaping and the 

Civic Center complex from the outdoor terrace. A pedestrian path 

leads up to the terrace to serve as another public entry and also a 

required fire escape. 





In aesignmg the theatre, i itept the needs and desires of the 

client as well as the purpose I believed a community theatre should 

serve in my mind at all times. From the programming stage of this 

project, I knew which conditions were mandatory, desirable, and v/hich 

were undesirable to create a functional and pleasing theatre. 

I tried to weigh the importance of all aspects of design such 

as function, beauty, circulation, and feelings of people as they are 

in the theatre to name a few. I found that I could not really place 

more importance on one particular aspect than another in attempting 

to find a starting or beginning of my design, so I proceeded with 

the thought that all of everything must be taken into consideration 

at all times. This was very difficult for me during the first of 

the project, but seemed to get less difficult as I proceeded in this 

manner. The theatre finally seemed to come alive and begin to grow 

in a way in which I was pleased. 

I wanted the theatre to be an exciting place for people to 

attend and to leave with a feeling of pride in their community 

theatre and a desire to return. I also designed with the idea of 

total community involvement in the theatre, not a strict once-cs-year 



affair, I wanted to create an open, easy feeling and tried to achieve 

this in several ways such as my seating system, landscaping, terrace, 

moveable displays and auditorium walls that mechanically raise on 

two sides to actually integrate the lobby area with the seating area 

and the seating with the meeting area. '" ŝ'Ws i^^^- .^-it-mm-^f^ -

''''•^'''^'-'••<- I felt that the functions could be broken down into three "* 

main groups. These being the actor group, audience group, and 

employee group. V/ith each of these groups, I designed both separate 

and combined parts. In the audience or public group, I designed the 

lobby area, seating area, terrace and public service area which 

includes rest rooms, telephone area, coat room and first aid. The --

lobby area was designed to be very large and open with moveable art 

displays and a large quantity of glass. Directly related to the 

lobby is an outdoor terrace overlooking a landscaped area which 

v;ould be very pleasant to the public for use before the performance, 

during intermissions, and after the performance. In designing the 

Auditorium area, I wanted the people to have a different experience 

while viewing the play; therefore, I created my concept of capsule 

seating. This system consists of semicircular capsules much 



different from the conventional auditorium seating arrangement of 

row after row of seats. The capsules are of varied sizes and 

designed to hold from two people up to five people. The forms are 

of concrete painted in bright primary colors. The capsules are 

upholstered and padded for comfort and acoustics, and resemble a 

couch. The capsules will allow people a sense of privacy and a more 

exciting experience in the theatre. 

For the actor group of people, much detail and consideration 

was used, I wanted to provide the performers with all of the 

necessities of staging a performance as well as a comfortable and 

attractive environment. In doing this, I provided more than adequate 

room in the stage and surrounding areas to allow free movement of 

people as well as the bulky items involved in the theatre, I located 

a large shop and storage area directly behind the stage for easy 

access onto the stage and convenience of tasks of building, paiating, 

and storing props and flats. In the shop area are also storage areas 

for electrical equipment, tools, and paint, as well as a small dress

ing room with private lockers. On one side of the stage are restrooms 

and a rehearsal hall seating 35 people. On the opposite side are 



the stage manager's station, counterweight system, green room, 

dressing rooms, and make-up area. The green room was designed to be 

a comfortable, enjoyable space for the performers to relax and visit. 

It overlooks a meeting area which is two feet lower and serves as a 

place for actor-audience mingling. The dressing areas are on the 

first floor and basement level. Dressing for a minimum of eight 

people is located on the main level and is provided with a shower 

area. Directly adjacent to the dressing rooms is a central make-up 

room seating 15 people at one time. I wanted to have as much 

convenience as possible for the performers, therefore I created a 

shower-dressing-make-up-green room relationship. In the basement 

level are located more performer-related spaces. One large dressing 

room for a minimum of five people with its private shower is located 

so as to have easy access from them up to the acting area. Also in 

the lower level are a wash room, sewing room, fitting area, costume 

storage, musicians' lounge and storage, mechanical room, janitors' 

area, restrooms and a property storage which is serviced by an 

elevator and located directly below the material storage. The 
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orchestra pit is an intermediate level but has access from the lower 



level next to the musicians' lounge. 

For the employee or administrative group, I designed a closely-

related area. The box office area is related to the business manager 

which is also related to the director's office. An advertising 

office is located close to the business manager and the box office, 

I located all of my administrative functions on one side of the 

theatre, thus keeping them related to one another and also creating 

a relation with the actor's areas and stage area. Other areas in the 

employee group are restrooms, assistant director's office, children's 

director, library and a conference room. The offices, library and 

conference room are supplied v/ith a great deal of natrual light from 

large windows on one side of the theatre. The actor-audience meeting 

area is also connected to the administrative areas providing the 

director and his staff a convenient way of relating to the audience 

and still having the privacy of the administrative section of the 

theatre. 

Over all, I believe that a community theatre should be 

designed so that it conveys an intimate feeling between the community 

and the performers and also gives an open, inviting feeling and 
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functions properly for its purpose which is the staging of a 

theatrical performance. 





The material chosen for the exterior of the theatre is stucco. 

I chose this for several reasons. I wanted the curved forms to look 

clean and smooth and felt stucco would be the best material suited 

for the purpose. I also felt that stucco v/ould be more economical 

than other materials I had considered such as face brick and pre

cast concrete panels. The color of the exterior stucco is a cream-

colored white. The glass in the theatre is a lightly-copper toned, 

non-glare plate glass which will contrast with the stucco. Also 

contrasting with the exterior are bands of brown stone caps meant 

to help define the different spaces and volumes v/ithin the theatre. 

The materials chosen for the interior spaces vary throughout 

the theatre. The lobby areas have carpet on the floor in all areas 

except the concession which receives brick pavers. The ceiling of 

the lobby is a suspended acoustical lay-in system, and walls being 

painted on the gypsum-board finish everjrwhere except the moveable 

wall panels that are covered in vinyl fabric. Other public-use 

areas such as the coat room, first-aid and restrooms receive vinyl 

tile on the floors and vinyl fabric on the walls except in the rest-

room areas which get ceramic tile on the walls. The ceiling material 



is similar to the lobby area except the ceiling height is lowered to 

nine feet. The telephone room floor is brick pavers with walls being 

vinyl fabric. 

The auditorium area is carpeted throughout for comfort, color 

and acoustical reasons and the ceiling is a suspended system covered 

with acoustical plaster. The front Wall is face brick and all others 

are finished with vinyl fabric. 

The administrative areas are carpeted and painted gyp board 

on the walls with super graphic wall paper on some walls. The 

conference and library areas are also carpeted and their wall 

treatment is wood paneling. All ceilings in these areas are also 

syspended acoustical tile. Finish surfaces in all dressing rooms, 

and the make-up room are fairly plain and inexpensive. Vinyl tile 

on the floors, and painted gypsum board walls make up these area 

finishes. The choice was made for economic reasons as well as 

maintainence reasons. The green room will be furnished with carpet, 

brightly colored wall paper and suspended ceiling. The shop and 

storage areas are painted concrete block for the walls and exposed 

concrete floors. The lower level dressing rooms, storage areas, and 
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restrooms are treated similar to those above. The only area to 

receive carpet in the lower level is the musicians' lounge which 

will also receive wall paper. 

Colors throughout most of the theatre will be kept in warm 

earth colors of browns, beiges, and oranges. The administrative 

areas, green room and meeting area will have bright graphic wall 

paper and carpets in soft tones of yellow, green and orange. Any 

wall painting in the shop and backstage areas will be left up to the 

director and actors in creating pleasing wall murals and graphics. 

In doing this, I felt that the people using the space could exercise 

their freedom in decorating their working spaces in the way they 

wish. The seating capsules in the auditorium will be painted bright 

primary colors for identification of sections and visual excitement. 
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In choosing a structural system, I analyzed several systems 

and combinations of systems and arrived at what I believed to be the 

most suitable structural system for the project. The system I chose 

is a combination of steel and concrete. The design of the theatre 

necessitated a system that would allow many curves and irregular 

shapes. I felt that a steel frame would allow me to achieve this 

more economically than an all-concrete system. In-between the 

steel frame will be concrete block filler up to the beams. The 

finish stucco can then be applied directly to the block. Another 

reason I felt this system was justified is the long spans with no 

supports in-between that were called for in my auditorium area. A 

steel truss was the best answer in this case as far as cost and size. 

The lower level is poured in place concrete walls with prestressed 

slabs for the roof of the basement. Steel columns and beams are 

placed in rooms with spans over twenty-five feet enabling the concrete 

slabs to span the distance without getting over eight inches deep. 

Electric utilities and communication systems are run in the slabs, 

thus saving ceiling space in the basement. The concrete slabs are 

also used on the ground level along the administrative and public 
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use areas to span the roof. By doing this, the cost of a roof system 

can be cut considerably in these areas. The actual roof is a built-

up roof on steel joists and steel deck or concrete slabs v/hen necessary. 

Steel columns continue to the bottom level under the stage area for 

. support of the stage floor and the live load anticipated. • seî r the 

The mechanical system I chose for the theatre is a single duct 

system with reheat units in individual spaces. The system allov/s for 

separate areas to be different temperatures and controlled by ^^ 

individual thermostats. Another reason this particular system was'*-"" 

chosen is that it consolidates all major equipment in the machine "' 

room which, in this case, is in the basement. A chase system is 

provided for ducts up from the basement to branch out and condition 

the spaces. In this system primary treated air is supplied at a ^̂ • 

constant volume from the central mechanical room through a single 

duct to room units. Each room unit is equipped with a small steam or 

hot water reheat coil which is 'positioned in the supply'air stream or 

in an induced air position. Supply air temperature can be as low as 

38°F thus conserving on duct size, ceiling space and fan horsepov/er 

and a large savings in cost, -- •' ^ 
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come in wattages of 250 to 500 watts. The purpose of the back lights 

is to blend a pleasant tone on the cyclorama if it is being used at 

the time. Another specialty item in the lighting system are the 

ellipsoidal spotlights located in a lighting bridge in the ceiling 

of the auditorium. There are six of these lights and their function 

is to light the front acting areas. Also located in the lighting 

bridge are two 500 watt adjustable front rehearsal lights and two 

outlet boxes. At the front of the stage is a row of disappearing 

footlights. These stretch the length of the stage, are 100 watts 

each, and serve as a toner for the sets and performers' faces. Above 

the direct acting area are six rows of border lights, each one 

extending the length of the stage. These lights are alternated with 

red, blue, yellow, and white lights. Each light is from 100 to 300 

watts and serves two purposes. One is to blend the acting areas and 

the other is to light the background area. Connected to the first 

row of border lights which is behind the first curtain are six 6" 

fresnel spotlights ranging from 250 to 750 watts each. Their purpose 

is to light the rear acting areas. The last item in the special 

lighting system are two more 500 watt adjustable work and rehearsal 
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lights to light the rear stage area with an adequate amount of work 

light. 
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