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Part 1
THE REPORT: Flexible vs Fixed Stage & Seating



Chapter 1
INTRODUCTION

Menhattan Civic Theatre, also referred to as MCT, is
a community organization, an all-volunteer group with the
primary objective of providing the opportunity to partici-
pate in live theatre for the community members. Participa-
tion includes the experience of producing a play as well as
the experieﬁce of watching a play. To meet the community
participation objective, MCT plans productions, promotes
theatre as an art form and presents plays. The organiza-
tion consists of members of Manhattan Civic Theatre who pay
a nominal yearly membership fee, a board of directors
elected by the members, several committees appointed by the
boafd, and a changing group of directors, actors, and t?ch-
nicians who present each play.

The history of Manhattan Civic Theatre includes its
early days producing plays at the Community House at 4th .
and Humboldt in Manhattan, from 1951-1961. After an
inactive period there was a revival of Manhattan Civic
Theatre in 1964. Since 1964, the major problem of the group
has been the 1ack‘of a facility of its own. Plays in the
1960's and early 1970's were presented in the community
House which was and still is the location of the Manhattan
Parks and Recreation Department. The gymnasium of the

1



Community House was available to the group for one week.
During that time curtains, platforms for a stage, risers for
seating, and a set had to be built., Rehearsals and three or
four performances later everything had to be removed. Even
this limited access caused scheduling conflicts. After a
year "on the road," performing in schools, Manhattan Civic
Theatre leased part of the Elks Club building on Houston
Street, In 1976 in the Elks Club, an end stage was built
and dinner theatre was instituted. Losing the lease in
1979, the group moved to the present location, the basement
of City Hall at 11th and Poyntz in Manhattan, The basement
was never considered a permanent location. The ceilings
are too low; columns 14 feet apart block sightlines; the
space is too small; and the stairs make the theatre inacces-
sible to the handicapped.’

The problem facing Manhatten Civic Theatre now is
a possible loss of lease and an urgent need for a permanent
location. During the process of writing an architectural
program with members of the group in the Fall of 1981, an
issue arose which, though resolveable, needs further
attention as a factor in choosing a new location. The

physical point around which the controversy revolves is the

1Ma.nhat'tan Civic Theatre, minutes and records,
1954-1981.,
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stage configuration and the relationship of the audience to
the staée. Although the members are not as extreme in their
viewpoints as might appear from the description given here,
two points of view have been separated for the sake of

comparison.2

The Audience-Oriented View. The theatre depends on

the audience for its financial existence. All design focus
should be on the public areas: the lobby/lounge and the
auditorium. DPeople want to be entertained by familiar
plays, thus potential box office draw is the main criteria
for choosing a season of plays, Light drama, comedies, and
musicals are the best choices for a community theatre.

Heavy draméror avant garde works should be left to educa-
tional institutions or done only as incidental productions,
not on the main bill., According to this view, a luxurious
feeling in familiar surroundings calls for fixed seating

and stage areas. The use of a proscenium is implied because
of the proscenium's traditional appeal and its suitabity for

drawing-room comedy.

The Production-Criented View. While accepting the

fact that one cannot have theatre without an audience, this

view contends that if the performance is good, the audience

2Refer to "An Architectural Program for Manhattan
Civie Theatre" in Part 2 of this report.



will follow. The criteria for play selection are quality

of writing and form, and variety of style.  The theatre has
a mission to create theatrical experiences in Manhattan

that would not occur otherwise. A season that includes a
range of styles of plays involves the greatest range of
people both as audiences and in production. As the perfor-
mance comes first, the proper technical support areas are
essential as well as the appropriate stage configuration for
each kind of play that is performed. The stage form implied
by this viewpoint is the adaptable theatre which can be
arranged to suit any performance.

The stage form is only one of the primary decisions
that must be made before a theatre is designed; but the
other decisions are easier to make. Audience size is an
initial determination that depends on (1) the size of
available spaces being considered for the theatre, (2) the
number of tickets that must be sold to break even on a per-
formance, and (3) past experience with potential audience
sizes. The intimate quality of a small theatre is important;
a figure fbr MCT has been set at 150 to 200 seats by the
board of directors. Another important decision is the
size and number of specific supporting areas. Again, the
size of available sites is a2 determining factor as well as
the final decision on stage configuration and audience
sizes. OSupport areas that are essential to production will
be included. Those that increase audience comfort could be

added after the essential needs are met. The fourth primary



decision concerns the kind and amount of equipment to be
included in the support and production areas. <Zguipment
for Manhattan Civic Theatre will consist of what is presently
owned, with planning to include that which can be added as
needs arise and funds become available.3

Before a decision can be made about stage configur-
ation, the audience/performance dichotomy must be resolved,
The two factions can be brought together by clearing up
misconceptions, clarifying points of agreement, and compro-
mising on a solution. In this report, the term "theatre"
will be defined, and issues will be clarified. The suggested
solution for stage form will be based on the specific needs
of this community theatre, as stated in the ﬁrogram. The
decision will also be influenced by the stage form's
suitability for the kinds of plays that will be produced, as

well as the limitations of a particular location.

3Jo Mielziner, The Shapes of Our Theatre, New York:
Clarkson N. Potter, Inc,, 1970, p.155 See also "in Arch-
itectural Program for Manhattan Civic Theatre," op. cit.
in Part 2 of this report. ! ’



Chapter 2
CRITERIA FOR DECISION-MAKING

Cpinions of Experts

There are several people with expertise in technical
aspects of play production who have also designed theatres
or studied the history of theatre design. Each of these
people has written books on various aspects of theatre design
and/or has served as.a consultant on theatre architecture.
Their opinions are blased, of course, by their own past
experiences., Also, some of the writing was done in the early
1960's through the early 1970's, when the idea of non-pros-
cenium theatre was not wide-spread enough to be acceptable to
the majority. Adaptable stages were the most avant garde
development at that time. Nevertheless, these people wrote
about theatre design and are the experts. Their opinions
will be considered in the decision on stage configuration
for Manhattan Civic Theatre.

Zldon Zlder is originally from Kansas and was educa-

ted in Xansas, Colorado, and at Yale. Elder is professor of
stage design at Brooklyn College in New York and has also
taught at Yale, College of the City of New York, and Boston
College., 4 set designer, Elder was ohe of the co-designers
whose theatre design was a winner in the Ford Foundation

Symposium on the Ideal Theatre in 1961,

6



Jo Mielziner was born in France and educated in

Europe and Pennsylvania. He is a set designer and theatre
consultant in New York City. Mielziner was also a winning
co-designer in the Ideal Theatre competition and was co-
designer.with Eero Saarenin of the Vivian Beaumont Theatre
at Lincoln Center,

James Hull Miller is an American pioneer of the open

stage, consulting on the design of over 40 theatres in the
late 1950's and early 1960's for schools and communities,
His background is in technical theatre, and he has experi-
mented with a contemporary approach to stage craft for
groups that could not afford the traditional forms.

Harold Burris-Mever and Edward Cole wrote the bock

that has become the definitive source for theatre designers
with the original 1340 version updated in 1964 and 1972.
Burris-Meyer and Cole are conservative in that they believe
actor/audience dichotomy is essential and tﬁat the proscen-
ium is best because it allows "total uniform effect."4

Richard Southern is a British writer, lecturer, and

theatre historian., His books promcte the thrust version of
the open stage and the acting style it requires. Southern

is also a consultant to new theatres and is director of the

4Har01d Burris-Meyer and Edward Cole, Theatres and
Auditoriums (3rd ed.) New York: Reinhold PublIshing Cor-
poration, 1972, p. 128.




University Theatre at Southhampton.

Stephen Joseph, also Pritish, is with the Manchester
Department of Drama and has edited several books of writings
on theatre design and has written books on the history of
theatre forms. Joseph is an expert on theatre-in-the-round
and director of the first permanent theatre-in-the-round in
England.

Walden Boyle was revolutionary for his time, writing

in the 1950's, promocting arena theatre for its simplicity,

intimacy, flexibility, and low cost., Boyle's theatres all

consist of portable seating elements and stage platforms so
that the entire room can be rearranged.

Theatre designer Peter Larkin was the major critic

and moderator at the Ideal Theatre Symposium, an exhibition
resulting from the Ford Foundation Program for Theatre
design in 1961. His comments reflect an open awareness of
the need for new theatre forms and the validity of each
type of design.

Adrian Waller, Richard leacroft, and Percy Corry

are authors of books on community theatres. Waller, a

' Canadian teacher and director, and Leacroft, a British
architect and theatre historian, see the need for adaptabil-
ity in community theatres. Percy Corry, an actor, director,
technician, lecturer, administrator, and theatre planner, is
involved in amateur theatre and feels adaptable stage forms
nave no place in community theatres.

Horace Robinson and Richard Courtney write about




the educational theatre, both cénsidering adaptability a
necessity in the drama studio or teaching lab where the gozl

is to produce plays in a range of styles.

Cbjectives and Definitions

The criteria for decision-making must be based on the
particular goals and objectives of Manhattan Civic Theatre.
The major goals of the theatre group as derived from "An
Architectural Program for Manhattan Civic Theatre," in part
two of this report are:

(1) To promote community involvement through parti-
cipation in theatre.

(2) To provide social interaction, entertainment,
creative expression outlets, and cultural enrichment for
community participants.

The theatre facility must also meet the following
objectives: ‘

(1) permanence

(2) excitement/stimulus/vitality

(3) visibility

(4) comfort and attractiveness

(5) accessibility

(6) proximity to downtown Manhattan

The arrangement of the building's interior spaces
must allow for:

(1) balanced actor/audience relationships

(2) efficient maintenance and operation
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(3) acoustical and visuzl privacy

(4) functional and efficient traffic flow

(5) variety

(6) cost effectiveness

(7) potential for dinner theatre

(8) individual identity of users

(9) dynamic change/growth potential

(10) preservation of building character

A1l activities that take place in the theatre building
can be catagorized as sub-activities under the major activi-
ties, which are performing, producing, administering, and
viewing. The major goals are achieved when the viewing,
adminisfering, and producing activities meet at the point of
performing. The stage form must facilitate the activities
that 21low the goals and objectives to be met.

The term that must be defined in order to clarify
issues is that of "theatre," which should be qualified with
the adjective "live.," It is the "real physical presence" of
actors and audience that separates a performance on stage
from one on film.5 The feelings of the audience are released
in the presence of other audience members: the contagion of
feeling allows response, not just as individuals, but as a

group.6 Interaction with other audience members can occur

5St¢phen Joseph, New Theatre Forms, London: Pitman
and Sons, 1968, p. 9.

®ilbert Mehrabian, Public Flaces and Private Places,
New York: Basic Books, 1976, p.221.
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at 2 film; however it is the presence of actors that makes
live theatre unique:

In 2 live performance there is somebody there, some-
body whose artistry you can applaud, who comes forward
as a person, not a character and personally _accepts the
gratitude and appreciation of the audience, [

Most of the changes in theatre since the 1820's

were forced by the invention of the cinema and television

and their widespread use in the Twentieth Century. Theatre
has put the emphasis back on the "live," focusing on the
actor and on audience participation. The result has been a
sfriving for intimacy, for actor/audience oneness. achieving
intimacy, according to Richard Leacroft, results in:

.+sthe identifying of the playgoer with the emotion
and movement of the performers, in a manner so close that
he feels himself to be literally committed to the out-
come of the plot as though he were personally involved.8

To further the goal of intimacy, actors and audiences

have been placed in closer proximity so that visual and aural
contact can be greater, facial expressions being a key factor
in intimate theatre. The goal of all new stage forms has
been to reach a "oneness" of actor and audience. The level
of intimacy achieved by the new proximity has been so phys-
lcal as to bring cries of protest by some critics, including

Richard Southern, who calls for psychological closeness

rather than such physical closeness that the audience is on

T1vid,, p.223.

8Richard Leacroft, Civic Theatre Desiegn, London:
Dennis Dobson, Ltd., 1949, p.-9.
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top of the actor. "We want to give him full elbow room, but
we lose even more if we feel distant from him., We need a
sense of withdrawal and advance.“9

The other aspect of theatre that has been affected by

film is that of scenery. Live theatre cannot hope to dupli-
cate the ability of the camera to create & realistic, moviﬁg
scenic world, controlling attention with selective focus and
close~ups, Like modern art, Twentieth Century theatre has

had to search for new forms of expression. The 0ld theatre
forms created naturalistic pictures, in front of which a two-
dimensional actor performed. Scenery is now more symbolic,
expressionistic, and three-dimensional, the focus being on the
actor, Thus:

...theatre's hopes lie not in fake realism but in the
re-emphasis of the very thing that makes theatre unique-
the here and now of the dramatic event-the interaction
of the performance and spectator,10

Community theatre falls between two extremes of live

theatre. At one end is the professional company whose need
to make a profit precludes risk-taking; plays must have box-
office potential., ~Educational theatre, on the other hand, is
funded by an institution. The educational theatre can be

truly experimental, providing as much variety of experience

as possible for student actors and technicians, Between the

9Richard Southern, The Open Stage, London: Faber and
Faber Limited, 1953, pp. 31-33.

1OThomas de Gaetani in Adaptable Theatres, Stephen
Joseph, ed., London: Association of British Theatre Tecn-
nicians, 1962, p. 18.
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rigidity of the professional stage and the freedom of educa-
tional theatre is community theatre, needing to pay its own
way, but not needing to make a profit. Community theatre
seeks to éducate as well as entertain, but mostly it needs
to involve the community.

A balanced slate has been the goal of Manhattan
Civic Theatre's seasons in the past, in spite of the wish of
a minority to concentrate on comedy. There is an active
group who anticipate working on the classic each year; an
almost completely different group becomes involved in musicals.
It is unlikely that the trend will change from the present
pattern of one drama, one muéical, one comedy, one mystery
and one classic in each season, More variety is added with
"etcetera" performances that allow any kind of short, simple
set show to be produced by interested individuals. Recent
etcetera productions have included absurdist theatre.
Children's theatre, summer reader's theatre and presentation
of original works have also been included. The need to allow
for variety will be a determining factor in choice of a stzage
configuration.

The support spaces that meet the needs of the perfor-
mance and the areas that support the audiences are separate
and entirely different. The two areas meet, however, at the
point of performance: .

Independently they have no life., Together they

create living theatre. It is therefore the sensitive
interrelationship of the two that makes theatre design

a success or failure. All other areas and all externzl
functions must be =dditive 4o and enhance these inner
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functions.11

To meet the needs of a community theatre that performs
a range of plays and to facilitate the activities that meet
the specific objectives of Manhattan Civic Theatre, the
focus is on the audience/performer relationship. The needs
of the audience as well as the performer can be met by
providing support spaces that are essential for production
as well as planning for audience comfort and convenience with
luxuries to be added as funds become available, Each pos=-
sible stage form will be evaluated on its own merits as well
as for its potential to meet the reguirements of Manhattan

Civic Theatre,.

11Jo Mielziner, pop. cit., p. 14.



Chapter 3
CPEN STAGES AND ENCLOSED STAGES

Besides different ways of addressing the funda-
mental issues of theatre, each possible stage configuration
has implications on architectural form, on the methods used
by directors and actors, on the technical aspects of the
production, on the cost of producticn, and on the kinds of
plays that can be performed.

Two architectural forms within which theatres are
created are the form that houses the open stage variations
and the form that houses the proscenium. The proscenium is
an enclosed stage which is a separate physical structure
from the audience space. Once the barrier of the proscenium
arch is gone, the actors and the audience are in the same
room, The three main alternative stage forms; the arena,
the thrust, and the end stzage, and all their variations, are
open stages, because there 'is no architectural separation
between actor and audience.12

Putting actors and audience in the same space will
affect acting style. The actor behind the proscenium in
front of scenery has a front focus referred to as linear

projection., The actor stepping out of the proscenium can no

12S‘tephen Joseph, ovn. cit., pp. 6-9.

15
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‘1onger pretend the audience is not there. Open stage
acting calls for organic projection, which recognizes actors
as three-dimensional figures in a three-dimensional spéce.
Organic projection is "multi-directional, with an inward
focus.“13 Open stage acting may also include "direct
audience address" as an acting ‘technique.14

Scenic investiture varies with the proscenium as
opposed to open stage styles. The facilities for moving
scenéry present with an enclosed stage are often lacking in
an open stage theatre. Scenery on the open stage is limited
to suggestive elements, furniture and, other three-dimensional
set pieces. Lighting is used to create symbolic effects.
Costumes and properties are more detailed and more important
scenic elements viewed at a closer range. As position of
the audience changes from unidirectional viewing, calcu-
lating sightlines and lighting angles becomes more complex.15

The proscenium is more expensive to build than open
stages, especially if it includes the required technical
support spaces. Open stages can be created in almost any
large space. Producing a show on an open stage is cheaper
16 o

because of less scenic investiture.

Some plays were written specifically for the open

"21vid., p. 65. '4Southern, op. cit., p.17.

15Burris-Meyer and Cole, op, cit., p. 195.

16Mielziner, O0ps cit., p. €5,
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stages; others for the proscenium. The kinds of plays to

be performed would be a factor in cheoice of stage form.



Chapter 4
THE PROSCENIUM

From the Greek "skene" came the term "proscenium,"
literally the stage floor itself. This term has come to
define a type of theatre in which the proscenium arch is
the divider between two distinct rooms, the actor's room and
‘the spectator's room.17 Each audience member faces the same
way through the arch into the actor's space. Other charac-
teristics of the proscenium are a stage raised three to
three-and-a-half feet, a curtain which can separate the actor's
space from the spectator's space, lighting which complete-
ly darkens the audience, focusing attention on the actors,
and extensive off stage support areas which are macsked by
the arch. Scenery can be moved vertically upward in a stage
tower, horizontally into wings and vertically downward
through floor traps.18
The proscenium as it appears in conventional
Twentieth Century theatres is a relatively recent develop-
ment in theatrical history. Its roots are Italian Henais-

: ; : : 1
sance, and its primary reason for existence is scenery. 3

1"7
1'Southern, 88, 81, , B. 43.

'8Rjichard Courtney, The Drama Studio, London: Pitman
and Sons, 1967, pp. 10-12.

19

Joseph, op. cit., p. 6.
18
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"Creating a scenic world" became more important as drama
became more secular. The symbolism of religious drama was

replaced by the physical detail of secular art., A4s the
| Renaissance easel painters were experimenting with pers-
pective and realism, so were the scene painters experimenting
wilth trompe d'oeil effects of backdrops and moving painted
scenery. Actors performed in front of scenery which was
framed by the first irue proscenium at the Farnese Theatre at
Parma, Italy in 1618. The arch was a screen that hid the
mecnanical apparatus that was being developed to change
scenery. As scenic effects and scene changes became more

spohisticated, plays became elaborate visual tz-xtre';w':srtf.j;anzas.2'D

21 "The actors

22

"The technicians were the stars of the era.”
were merely to fill gaps between the scene changes."
Puritan censorship had closed tnglish theatres for
the 18 years from 1642-1660. When theatre was re-established
under Restoration monarchs, Engdland looked to Italy rather
than its own Elizabethan playhouses for a model. Inigo Jones
built the first English proscenium with an extremely long
forestage, retaining vestiges of the Elizabethan thrust,
while creating distant scenic effects. The stage was raked

to further e¢nhaznce the perspective vista, The presence of

20Mielziner, op. cit., pp.40=-44.

2
2

T1vig., p.s4.

o)
“joseph, op. cit., p.8.
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the forestage, however, allowed audience/actor intimacy,
until increasing desires for profits gradually replaced the
forestage with seating. By the Nineteenth Century, the
forestage was at most a narrow apron in front of a luxur-
iously guilded proscenium arch, & desire for realism in the
1860's, spurred by the plays of Henrik Ibsen, resulted in
the box set, a naturalistic room with the fourth wall mis-

sing, so the audience could look in.;')3

' The proscenium has taken a beating from the critics
for retaining vestiges of an obsolete style. It has been
criticized for being a badly 1lit, ornate hole in the wall
with too obvious a barrier between actor and audience,
Expensive to build, the proscenium is also a costly stage on
which to produce plays.24 The most scathing criticism,
quoted by Walden Boyle, is from Brooks atkinson, theatre
critic:25
How did we ever get saddled with the rigid proscenium
stage which assumes that everyone is going to write like
Ibsen and Pinero and that Romeo and Juliet cannot be

staged without $60,000 worth ol scenery and 24 sweating
stage hands?

Other critics defend the proscenium: "Criticism

23Mielziner, op. cit., Pp. 44-53,
‘43urris-Meyer and Cole, op. cit., p. 6.

25Brooks Atkinson in Central and Flexible Staging by
Walden Boyle, Berkely: University of Californis rress,
1950, "forward,"
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stems from a misconception of its nature and slavish sub-
servience to its framing function."26 The proscenium,
according to Burris-Meyer "permits directors and designers
to relate performers to scenery secure in the knowledge that
the whole audience will perceive the relationship in the

2T Proponents believe that a proscenium is use-

same way.,"
ful if it has an expanding/contracting arch, an extended
forestage for flexibility, and the required backup facili-
ties, especizlly a2 stage tower and wing space.28

Certain plays apparently require a proscenium; those
that require a box set and some Restoration comedies. They
seem to demand a frame and the right to be viewed only from
the front.29

If one is adapting an existing building to a pros-
cenium, ceiling height is an all-important criteria. The
space sould be rectangular and should not have support ..

columns down the center.30

2?Horace Robinson, Architecture for Educational
Theatre, sugene: University of Cregon, s Do .

27Burris-Meyer and Cole, op. cit,, p. 128,

28Mielziner, op. _cit., p. 72.

293drian wWaller, Theatre on a Shoestring, Tcronto/
Vancouver: (larke, Irwin & Company, ﬁtd., 072, p. 111.

30Eldon slder, Will It Make a Theatre?, Kew York:
Drama Book Publishers, 1979, pp. 6,7.
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The proscenium is only funetional if it is built
with the support spaces for moving scenery, not likely to
be possible for Manhattan Civic Theatre unless the group
raises the money to build a new building, which is not a
first choice, or adapts a building that already has a
proscenium stage. The proscenium does not promote intimacy
or change and growth, nor does it give the image of creative
vitality. The building of a proscenium with its elaborate
trappings is not cost effective. Although many plays were
not written for the proscenium, there is precedent for
doing any kind of theatre on the proscenium, so some variety
is possible., If Civic Theatre had a proscenium, the addi-
tion of an ample forestage would be desireable to increase

flexibility and actor/audience contact.



Chapter 5
OFPEN STAGE FORMS

Open stage forms are older and more basic to the
development of classical theatre than the enclosed form.
When the actors and audience share the same volume, there
is no éttempt at architectural separation and little or no
attempt at concealing the working elements of backstage

31 Open stages vary

operations; everything is in the open.
by the degree of audience/actor contact, from an end stage,
which is a proscenium with the arch removed, to the complete
audience surround of the arena stage. As a broad catagory,
the term "open stage" will be used here to include any con-
figuration in which actors and audience share the same room.

Each kind of open stage has advantages and disadvantages, and

each is suitable for different kinds of plays.

The End Stage

The end stage has the same basic stage/audience
relationship as a proscenium; it is the next step from pros-
cenium towards audience contact. In an end stage the acting
area is at one end of the room with all of the audience facing

the same way toward the stage. Like the proscenium, the stage

31Robinson, op. cit., p. 114,
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floor is raised and the audience is stepped or raked. As the
stage usually extends the full width of the auditorium, there
is no wing space. There is usually no fly space either, and
scenery consists of two-dimensional flats or backdrops with
three-dimensional set pieces. The acting style can be linear
or organic. Actor access is from one end only, the rear
wall.32

A horseshoe or caliper stage is a variation on an
end stage, with runways that lead from the front of the stage
to side staées that begin to enclose the audience. Small
scenes can be played on these side stages, or they can be
used for processional scenes. James Hull Miller's open
stage designs often include calipers or another feature of
end stage variations, the amphitheatre style, bulging
8lightly into the audience area. Another variation on the
end stage places the acting area in the corner in an L-shape,
with the audience in another corner, Two walls are useabie
for scenery and for actor access.33

Tne end stage in an existing building is an alter-
native when the building is long and narrow. An L-shape can
take advantage of existing openings for actor access. Lower

ceilings than those required for proscenium stages are

32Percy Corry, Community Theatres, London: Pitman &
Sons, Ltd., 1974, p. 10,

33Courtney, op. cit., p. 14.



acceptable for the end stage.34

Since there is no stage tower and little mechanical
equipment, end stages are cheaper to build. Proponents like
the conventionality; familiar ideas of presentation and
performance are useable: "No theatre-goers need be per-
turbed."35 The addition of a temporary arch is possible
when considered absoclutely necessary, but one writer feels
an open end stage with a proscenium in front is a disaster,
with the "disadvantages of both and the advantages of.

n36 However, audience closeness is only slightly

neither,
improved by the removal cf the barrier of the arch; more
contact is often desired; To improve intimacy, end stage
theatres should be kept small; 300 is a good size.37
an example of an end stage built for a community
theatre is the theatre at Western Springs, Illinois, a James
Hull Miller design. Llke Manhattan Civic Theatre, the
community theatre at Western Springs had been in existence
for 25 years, had produced plays in many locations and in
all possible manners, and was made up of people from all
walke of life., The proscenium was rejected by this group as
being uneconomical and the arena rejected as being too res-
trictive. Miller's design shows what can be done building

a new structure on a relatively low budget. The building

has a roof and ceiling that curve over the acting area

3'4231(161‘, Op. cit., p. 72. 35Joseph, 0p. cit., P. 59.
561pig,, p. 60. 371pi4., p. 58.
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ard audience rather than an expensive stage tower. & placter
cyclorama and built-in projection capabilities substitute
for dropped scenery. Lighting equipment is integral with the
structure and is serviced via cetwalks., The theatre sezats
412 on steeply raked terraces., The large, 25'X 524, stage
has a flexible thrust which makes it more of a quarter
circle than a true end stage. Under the sloped seating are
rehearsal spaces and storage. The Western Springs theatre,
however, is a typical Miller designy not a substitute pros-
cenium, but a stage form in its own right. To be effective,
the special reguirementis of this stage form must be met.38

4an example of an end stage which tries to be a
substitute proscenium and fails is the Salina, Kansas,
Community Theatre. The stage at Sglina has no fly tower,
no wing space, and élmost‘ﬂo rear stage space., There is no
true proscenium arch; all lighting is visible, and there is
no equipment to hide. NModified calipers extend from the sides
of the stage; covering the orchestra pit to create a fore-
stage does not coﬁnect them. Seating is in & horseshoe
pattern; the "lobby" consists of the walkway around the rear
of the seating and the foyer that contains the box office.
The people at Salina call their stage an inadequate pros-

cenium; it is also an inadequate end stage. The architect

- ®®The HUB Electric Company, The Open Stace, Chicago,
1965, pp. 10, 11. BSee also Illustration 1., p.2§.
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who designed it did not consult with the group on theatrical
needs, but presented a design for a proscenium-type stage
that was unaffordaﬁle. The support spaces were eliminated,
leaving 1ittle public area, no workshop area and no storage.
The greenroom and dressing room &re in the basement, and
were originally undesignated space. The group is the most
satisfied with the greenroom area because they have ccns-
tructed the necessary walls to create men's and women's
dressing areas and cosiume storage areas, twc offices, and
a large open space for construction of costumes, small set
pleces, and for rehearsals and meetings. Another inadeguacy
is an inaccessable and unenclosed technical control booth,
located at the rear of the auditofium, but only reachable
via cztwalks by a ladder backstage. In appearance the
building is atiractive, with ribbed concrete cladding over
concrete block construction on the exterior and warm colore
with a high tech appearance on the interior. The warm
beige of the exposed steel ceiling Jjcists and catwalks is =z
disadvantage; the light color reflects stage light and is
distracting. The director of Salina Community Theatre feels
that the group was nafve in not demanding more from the
architect; the addition they are now planning will be designed
by the group to suit their needs, The theatre does not
vork as a prosceniﬁm because it has none of the necessary
trappings of the proscenium; neither does it have the care
and concern for functicn that a James Hull Miller design has.

In appearance, the Salina Community Theztre is similar to
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a James Hull Miller open stage, but is an example of how
the open endgstage must be designed as a form is its own
right.>?

If Manhattan Civic Theatre chose to build a new
structure, a properly designed end stage could be functional,
attractive to audiences, stimulating and exciting. Flexi-
bility would have to be a part of the plan to ensure variety.
The cost would not be as great as a full-fledged proscenium,
but building would be more expensive than adapting an exis-
ting building. Care would have to be taken to insure that
the open stage techniques of acting and stage design would
be used; it would be a2 mistake to treat the stage as a

substitute proscenium,

The Thrust

The thrust configuration increases audience contact
by extending the stage into the audience while wrapping
seating around three sides. The stage can be floor level
or raised with steps leading down into the audience. The
fourth side of the stage provides actor access and some two-
dimensional scenery space. The thrust serves the purpose‘of
bringing the actor out of the picture; he or she is in the

audience and often uses the technique of direct audience

39Personal conversation with Charles Kephart, managing
director, Salina Community Theatre, and Tom Ward, technical
director, Salina Community Theatre, January, 1982. See also
appendix, this report, pp. 136-138.



THIS BOOK CONTAINS
NUMEROUS PAGE
NUMBERS THAT ARE
ILLEGIBLE

THIS IS AS RECEIVED
FROM THE
CUSTOMER



30
address. The scenery in the foreground is a furnished, '
three-dimensional aciting area.40

The thrust stage appears along with the arena in
primitive theztres; being semi-circular, it evolved from the
circle when actors wanted teo perform in front of a background.
Greek theatre at its most refined had the audience seated in
a semi-circle around the orchestra with the actors on a H
raiged platform backed by the skene. There were usually
three doorways on this skene or rear wall behind which were
changing rooms. From the Greek use of natural hillsides: for
theatres, developed the concrete, stone arches and the
vaults of Roman theatres, retazining the thrust configuration.
In Medieval Britain, religious plays took‘place first in
churches and later on the steps as audiences grew larger.

The plays became more secular when performing moved out-
doors, and minstrals and story-tellers were eventually acting
from wagons and booth stages. The booth stzge had the ele-~
ments of a thrust with a rear room for changing and a three-
sided acting area, The platform of the booth stage was fairly
high and often had 2 canopy above. When plays were presented
in an innyard, one side served as a changing room, while
spectators filled galleries on three sides or watched from

the coﬁrtyard below. When James Burbage designed "The

Theatre" for Eligzabethan plays, it was modeled after the

4950uthern, op. cit., pp. 30, 41, 42,
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current pattern, a thrust stage with a rear room for
changing and entrances, and two stories for multi-level
scenes. The commoners stood in the pit, and the wealthy
sat in surrounding galleries. The stage was often raised,
with a frapped floor, and roofed over. The architectural
elements created a permanent set that may have been elabora-
ted with banners and decoration. Restoration stages,
although influenced by the Italian proscenium, retained the
character of the thrust with immense forestages until profit
motive required replacing the forestage with seating.41

The modern thrust stage was revived by theatre
groups that wanted to perform the plays of Shakespeare on
the stage for which they were written. Tyrone Guthrie's
stages at Stratford, Ontarioc, and Minneapolis, Minnesota,
are successful examples. Stratford's Festival Theatre was
primarily for Shakespeare; the Guthrie in Minneapolis is a
classical repertory theatre.

The thrust has developed its own conventions. It is
most suitable for plays with an "urgent" need to "struggle

out of the proscenium."42

The actor becomes fully three-
.Gimensional and may address the audience directly, especially
in Shakespearean productions. Greek tragedies, Shakespeare,
and others that call for spectacular productions and grand-

iose technigues do well on large thrust stages. Smaller

41Ibid., ppo 16"’30’ 50"52. 421bido, p- 130
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thrust theatres suit more intimate drama; organic projection
is the acting style. Modern playwrights T.S. Elliot,
Christppher Fry, and Jean Anouilh write plays that need to
be performed on & thrust. However, naturalistic drama and
pictorial scenery are not considered thrust material.
Scenery should be three-dimensional; permanent architectural
sets are often used.43

Variations on the thrust include size and geometry
differences or differences in the extent of the audience
wrap. However, a proscenium with an extended forestage is
not considered a true thrust unless the audience is on all
three sides.44 Another variation is the space stage, which
pulls the thrust away from the back wall of the theatre,
giving an unlocalized feel.45

In adapting an existing building for a thrust
stage, a wide building that allows actor access from all
sides is ideal. A building with lower ceilings, columns,
or irregularities can be acceptable for a thrust stage.46

Problems with the thrust stage include limitations
as to the possible scenery, location of entrances and exits,

and the acting style required. All of these problems are

also potential assets., Jo Mielziner calls the thrust,

4370seph, op. cit., 5. 39. *4Southern, op. cit., p.4i.

45Courtney, ep., cit., p. 13, 4°Elder, ops ity Ds B
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"exciting for actors and actresses...with a visuzl fresh-
ness, simplicity and vigor."47

an example of a successful trrust theatre is Tyrone
Guthrie's theatre at Minneapolis, Minnesota. Guthrie
co-designed the theatre with Tanys koisewitsch, who also
designed with him the Festival Theatre at Stratford, Ontario.
Although the conditions are different than Manhattan's, the
city of Minneapolis being much larger and known as a cultural
center for the Midwest, there are similarities, By virtue of
the fact that Minneapolis is in Midwestern America and is
geographically isolated from other major cities, the people
of Minneapolis were not accustomed to theatre. Guthrie's
decision would hold true for a Kansas theatre: "One must not
assume that becausée they havep't had & theatre, they are not
capable of the best."48 The Guthrie group makes no conces-
sions as to quality; theirs is a classical program 1oosély
interprefed to include recent works by American playwrights
that are contenders for classic status. The Guthrie Theatre
does not perform Restoration Comedies, not just because they
were written for the proscenium, but because the English-
ness and removal from reality makes them inappropriate for

Midwestern audiences. Guthrie feels Ibsen (typical of late

Nineteenth Century naturalistic drama that is usually con-

47Mielziner, op. ¢ites pe 79

4BTyrone Juthrie in Actor and architect, Stephen

Joseph, ed., University of Toronto Press, 1965, p. 35.
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sidered proscenium material) can and should‘be done on an
open stage.49

The Guthrie Theatre seats 1000 people in a semi~-
circle around the stage. The rest of the circle is the
backstage area, The rectangular back wall is corrugated
with openable doors and windows. The doors and windows can
be part of a set, as entrances and exits, or the wall can be
opened so that a wagon can move an entire scene into place.
The theatre is large, because the potential audience is
large, but the form allows intimacy. "The Guthrie" has
become synonymous with quality theatre in the Midwest.So

Manhattan Civic Theatre's classic of each season

would do well on & thrust, as would some of the more serious

dramas, such as the 1981 production of Desire Under the Elms

by Eugene O'Neill. However, the other plays performed by

the Civic Theatre, although workable on a thrust, would be
better on other stage forms. The thrust has the advantage of
being so different from the proscenium that it would not be
confused with the proscenium; techniques would of necessity
be unique. The thrﬁst allows more audience/actor proximity
and is stimulating, exciting, vital and creative. Because

of its suitability for existing buildings,.mihimal set needs

and technical simplicity, the thrust is more cost effective

491bid|' ppc 34"36’ 39-40- 5OIbid- » P- 44.
See also Illustration 2, p. 35.
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than the proscenium or end stage alternatives.

The arena

The arena is the most radically different from the
enclosed stage. It is called arena, center stage, or theatre-
in-the-round because the audience completely surrounds the
stage. Is is the most open of open stages znd the most .
intimate, as the greatest number of people can be seated
within & few feet of the stage.

The arena is also the most ancient of theatre forms.
‘Wherever crowds gather, the natural-form is c¢ircular. The
hunting and fertility rites of primitive cultures took place
in a circle around dancers and story-tellers., ZEarly Greek
theatre was a circle around the dancer's area (orchestra).
In Medieval townhalls and guild hall performances, actors
were sometimes in the center of the space, but the only
circular performances since have been circuses. Modern
revivals of fhe arena occurred in the early Twentieth
Century with Russian attempts at realism in theatre. The
United States revival came in 1914 due to the demand of
playwrights such as Eugene 0'Neill and Elmer Rice for theatre
forms more suited to their work.51

The arena stage is usually flat, with actor access
provided on four sides. The stage is flat so that zccees is

easier and so that one actor is less likely to "cover" another

51

Mielziner, op. cit., p. 65,
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blocking him from audience view. The audience is on steeply
raked seating., Scenic investiture consists of three-
dimensional furnishings or set pieces and properites and is
limited to what is below audience eye level, above audience
eye level, or what the audience can see through. Symbolic
effects are often suggested with lighting and set pieces.
Unit sets are convenient, but not necessary. Scenery is
expressive rather than realistic, and great attention is
paid to the detail of costumes and properties.52

4 varietion on the complete arena is a transverse
stage. The transverse stage is a split stage with audience
on two sides of a central runway/acting area. The transverse
stage may have been used in some guild halls in Elizabethan
Zngland. The actor must have access from each end of the
transverse stage; it'is a good stage for a rectangular
space.53 |

4 square building is ideal for adaption to arena
tneatre. 4in arena is a good stage configuration to use when
the building has support columns. Actor access from four
sides must be considered.54

The biggest advantage of the arena is thet it is

essentially possible in any large room; it is also the most

inexpensive to build and on which to produce plays. The

52Corry, 00« Citey p. 12, 53Joseph, op., cit.,, p. 28.

54dlder, op. cit., p. 6.
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arena is about the simplist znd most complete theztre one
can devise and is a:
.«sconstant taunt to those well-meaning culiural
organizations that say they want a theztre but can't
afford one. WNonsense! What they mean is they can't
afford a marble monument!
Intimacy is another argument in faver of the arena,
with a possibility of seating 1000 people within ten rows
of the stage.

Acoustics become a problem in a large arena theatre,
The actor's voice must project backwards to the half of the
audience he or she is not facing. The fact that half of the
audience is always to the actor's back prompted Burris-Meyer
to complein that one only sees half the show. The viewpoints
of the various audience members are maximally different;
everyone sees 2 different aspect of the show. Sightlines
become more of a problem, as dces lighting, because of the
360 degree nature of the seating. The actors must use
different attacks on performance and movement than they
would on another kind of stage.56

The plays of Sophocles, Euripedes, Shakespeare,

Molier, and Sheridan work well in arena. Modern play-

wrights, intimate dramas, or comedies are a2lso good., Some

55
56

soseph, op, cit., p. 22.

Burris-Meyer and Cole, op. cit,, pp. 129,130.
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drawing room comedies which need a box set and de not
benefit from dimension are not arena msterial; they reguire
the illusion of the proscenium.57

Jo Mielginer speaks in favor of the arena: "The
fact that presentation style stresses imagination and
simplicity is a2 strong argument."58

The simplicity of arena stages make them work well
in "found" spaces. An example of such an adaptation is the
Longstreet Theatre, a classic revival former college chapel
in Columbia, South Carclina, George Izencur was the thea-
trical éonsultant on the 350 seat theatre, In order to pro-
vide the appropriate technical spaces, stage operations,
storage, and dressing rooms with adeguate public 1obbies;
another existing building was linked to the rear of the
theatre. The group does dnly intimate dramas, so the con-
siderations of a2 fully rigged proscenium or a thrust/arena
adaptable stage were rejected in light of the building's
exterior configuration and small size. The exterior was
preserved and the interior gutied to accommodate an zrena
with & fully trapped stage floor. To solve the acoustical
problems of an arena, surfaces were planned to reflect sound
back to the opposite side of the audience. The ceiling is
a convex plaster surface which also reflects sound into the

audience. Lighting problems are solved with a wire mesh

Sth
28y

allery oP: eits, pPu111.

ielziner’ oD. Cit.’ p-75'
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grid that doubles as a catwalk and light suspension device.59
Manhattan Civc Theatre's productions could work

very well in arena. In fact, the arena stage would meet zll
the goals except variety. In the range of plays and range
of people directing, there will be the need for stage forms
other than the arena. The arena appears to be the most
limiting stage form for a group that performs a variety of
plays as it is the most limiting scenically and demands

intimac even wnen 1t may be desirable to achieve some dig-
]

tance,

5IMildrea T. Schmertz, "Building Types Study #529:
Doing Less and Achieving Fore: Four lModest and Flexible
Designs for the Performing Arts," Architectural Record,
Vol. 65, Lo. 4 (4april, 1979), 125-T40.

See also Illustretion 3, p. 41.
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Chapter 6
MULTI-FORM STAGES

Each of the open stages nas roots in theatre history;
each has limits; and each has attractiveness, ezmpecially when
suited for a particular kind of play. 3y the 1970's, the
most guestionecd issues of open stages had been resolved.
Acting technigues and symbolic a&nd three-dimensional scenery
have generally become acceptable as conventions although the
proscenium is still the traditional theatre form. It is no
longer radical to present a play in the round or on a thrust
stage. Out of the experimentation with alternate stage
configurations came 2 desire not to be tied to any one stage
form. Richard Leacroft in his 1949 book on civic theatres
foresaw the issue:GO

Since these plays were designed to suit the require-

ments of the particular form of theatre then in use, it
follows that the Civic Theatre must make allowance for
this fact...every effort must be made to arrange the
necessary elements in such a way that as many different
theatre forms as possible may occur in one building.

Leacroft's suggestion, at a time when anything other

than proscenium was unheard of, was to extend the sztage with

a removeable forestzge. This solution, today commonplace,

may be called flexible, but it really only adds a questionable

-
COw :
Leacrofty ops oitey D 5%
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thrust to the outdated proscenium. Any form which adds
alterations to a proscenium is not a2 multi-form stage,

A true multi-form stage provides more than flexibility, but
is & form of open stage in its own right. Horace Robinson's
definition of multi-form theatre is one that is totally
adaptable in that no particular space is allowed for the
audience functions and the actor functions: "chairs move,
platforming moves, lights move, entrances and exits move,

but support areas‘remain the same."61

The éolution to the
problem of different requirements for each type of space
meet the demands of a group that wants flexibility, not the
demands of varied groups who each want a particular kind of
theatre and must use the :same stage. An adaptable theatre
can be truly multi-form or "it is one shape no matter how
mach it is adapted.“62 _

There is very little precedent in history for
adaptable theatres. In Elizabethan times the performance
was usually adapted to the stage, performing groups being
travelling companies. The great hall of a country house,
however, had to be changed to suit a play or to suit a
masque. The key to the need for change was that a masque

required changeable scenery; a play did not. Today a

major difficulty in adaptable theatres is providing both

61Robinson, op. cit., p. 39.

6200urtney, oD Cit., DPs 1711,
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for shows that require changeable scenery and for shows
that do not, The difficult task is designing for both
proscenium and open stage plays, rather than designing for
variations of open stage plays.63

4 distinction must be made between multi-form and
multi-purpose theatres. Multi-purpose stages have a long
history of being created toc fill a variety of needs, not
all of which are performance-related. The most infamous
result is an inadequate proscenium stage in a flat-floored
gymnasium, truly an example of the "multi-purpose is no
purpose" statement. Multi-form theatres, however, are
entirely designed to suit theatrical performances; other
uses being incidental,

The call for total adaptebility strikes a nerve in
veteran theatre designers. The people who want multi-form
theatres are often dismissed as ambitions eccentrics; as not
knowing what they want; as being'insecure about what stage
form is fashionable; or as being unable to commit themselves
to exactly the kind of plays that will be done, Percy Corry
calls them revolutionary for demanding_wide open spaces with
acting areas and seating areas that can be pushed around at

the whim of the director:

63Richard Southern in Adaptable Theatres, Stephen
Joseph, ed., op, ¢it,, p.14.
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These advocates no doubt have reasons why they
should have their fun, but as far as one can judge,
at the present, any such demand has little relevance
or practicality in the context of...community theatre
projects.b4
According to Stephen Joseph, "Theatre is not an exercise in
ingenuity; it is a place for actors and audiences, and
ingenuity in only appropriate in their service."65

Adaptable theatres are considered ideal for the
educational theatre, however., It is assumed that the
study of theatre includes producing a sample of plays from
every era and for every type of stage configuration. Both
Courtney and Robinson consider multi-form theatre most
desirable for teaching studio purposes.

Other groups that are considered ideal candidates for
multi-form theatres are experimental groups with a sophis-
ticated and theatre-wise audience or professional groups
with a fixed policy, but with the problem of performing
classics on the stage for which they were written.66

The issue of cost for a multi-form theatre also
relates to the kind of group that requires multiple stage
forms. Two kinds of adaptable theatres have been created
to meet the varying needs of groups. Professioral companies

that must pay labor costs require mechanically adaptable

64Corry, op. cit., p. 2.

65Joseph, op. cit., p. 94. 66

Southern, op. cit., p.57.
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theatres, If a professional group can afford to build =a
theatre that meets all the requirements of one particular
foim, nat is mechanically adaptable to another complete
form, the cost often becomes so high as to make it feasible
to build two separate theatres that share support spaces.67
1f, on the other hend, the conditions of the group are dif-
ferent; if the ideal theatre is out of the group's cost
range, and they are forced to work within an exisfing
building, then the critics change their attitudes.

Says Eidon Llder:

Flexibility in size and shape can be cheaper where
time and labor zre cheap. This is a complete reverse
philosophy to the thinking with regard to flexible
stage space where elaborate expensive machinery is
devised because time and manpower mean money.6g

When the alternative is the kind of stage many communities
find themselves with, having inadequate prosceniums facing
flat floors, and improvement might be to cut off the stage
entirely and create a modular open stage.69

Simplicity is the key to success in a multi-form

stage for.community,'experimental, or educational groups.
Stephen Joseph, a negative critic otherwise, feels that a

simple modular system has merit, "The most satisfactory is

the most modest. 4 30'x40' theatre or any large room can be

67Mielziner, op., cit., pp. 81=85,

68, .
Elder, op. eib., p«83. 69Joseph, Obs ¢itsy De 95
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adapted with portable rc)strums."'70

There are, in addition, experts who feel it iz a

mistake not to design for adaptability. adrian Waller and
Walden Boyle feel that adjusting to suit many kinds of
plays is necessary and can be done by designing easily
moveable platforms and performing in large open rooms,
A final and important consideration when deciding
on an adaptable stage form is to decide if the various forms
will be used, =& multi-form stage:

...requires a high degree of imagination to secure
its maximum benefits. Its unconventional and flexible
nature must be exploited if it is to be effective, If
one is tempted to use the same form repeatedly, it is
no longer a flexible theatre. 71
A modular theatre was designed for California Institute

of the Arts that represents the extent that electromechanical
technigques can be used to create a free-form theatre. The
totally modular theatre has floor, walls, and ceilings
gridded into four-foot sguares. Each floor grid is on &
hydraulic 1ift which can be raised or lowered to creste
levels necessary for stage/audience relationships in each
level. saccess problems are solved with wall panels that

can be opened 1o creéte entries at any location around the
room, Doors in the permanent wall behind the wz2ll modules

are eight feet apart. Openings are made a2t floor or balcony

levels for audience cor actor entry. The ceiling grid includes

70Ibid., p. 94, 71“ob1nson, 0P Citey Pe 111
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concentric catwalks which allow lighting from any point in
the theatre. Mechanical innovations include the lighting
system and a fly system which were specifically designed
for the theatre. The Talifornia Institute theatre is a
teaching station; Jules Fisher was the theatrical consul-
tant.72

Another theatre that has the same resulting
adaptability without the expensive mechanical eguipment is
eglso an educationzl theatre, Originally designed by arch-
itect Peter Blake and stage designer David hays for the
Ideal Theatre Competition in 1961, a modification of the
design was built at Vanderbilt University in the old
Neely Theatre Building. The original design was a 299 seat
theatre based on the dimensions of a New York City lot. The
module 1s again a square. The vertical space is a system of
related half-levels, each six feet above the one below it and
open to the entire scting/audience area. The levels can be
used for seating and acting, can serve as lighting or
projection galleries, or can fulfill several functions
simultaneously., To vary height, intermediate platforms can
be used and/or the levels can be bridged by moveable stairs,
Seating modules are manually operated and scenery is environ-

mental rather than added trappings. The goal was for sim-

2 - . . i y
7 "Here is z Practical and Economical Teaching Theatre

Based on Four Fully Integratgd Systems," architectural Record,
Vol. 153, Ko..4 (ipril, 1973), 137-140.. Tee also Purris-
ieyer igd Cole, op. cit,, pp. 436,437. See also Illustration
rll | P. [
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plicity, low cost, and variety in audience-performance
relationships.73

The stage at Topeka Civiec Theatre in Topeka, Kansas,
is referred to by the technical director as half proscen-
ium and half thrust. Since the stage can also be arranged
- for arena productions, and there is not even a false pros-
cenium, the theatre is actually an adaptable stage form.

The Topeka Civic Theatre is a dinner theatre in the capital
city of Kansas and is quite successful., Like Manhattan,
Topeka has a university, but the town is alsc several times
larger and is a center for professions such as law, medicine,
and mental health. The presence of the state governing
bodies also contributes to the more professional, arts-
supportive atmosphere of Topeka. The town is also able to
support a ballet company and another dinnef theatre as well
as the Civic Theatre.

Like Manhattan Civic Theatre, Topeka Civic Theatre
depends on ticket sales for funding, supplementied by
donations and specific fund-raising activities, Topeka
Civic Theatre produces nine shows in year-round productions
that include comedy, drama, and perhaps a classical piece

in an effort to provide a well-rounded season. Topeka

73Peter Larkin, ed., The Ideal Theatre: ZEight
Concepts, New York: American rederation of Arts, 156?,
PPe0D,5 1. See also Stanley ambercrombie, "A Teaching
Theatre," Contract Interiors, Vol., 89, No. 2 (September,

1978) 98-101, See also Illustration 5, p.51.
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Civic Theatre cooperates with other groups, sharing and
loaning equipment, a2nd allowing groups to use the stage
for such events as Jazz workshops, children's seminars, and
guest performances. If there is one important goal for
Topeka Civic Theatre, it is to improve the state of the
theatrical arts in Topeka. The group has been successful
enough to win awards and is able to pay 2 full time artis-
tic director, technical director, and managing director as'
well 2s secretaries, box office personnel, and a custodian. ?

Located in a warehouse in & hard-to-find location on
the riverfront, Topeka Civic Theatre has turned the site into
an asset with advertising; signage helps locate it, The
group worked with a member who was also an architect to
adapt the warehouse. Much of the work was done in phases,
The stage itself is an open stage with a thrust. 3By
selective rearrangement of tables, the aundience can surround
the stage in a more complete semi-circle or total arena.
The stage/audience relationship is merely a room with risers
for tables and chairs and no level change for the stage.
Because the acting area is directly over the basement where
sets are built, an area of the floor has been made removeable
so that direct access to the basement would allow for =

trapped floor or a direct way to move set pieces to the stage.

75Persona1 converstion with Faul ¥aylor, technical
director, Topeka Civic Theztre, February, 1982. See also
appendix, this report, pp. 142-144.



The gap in the-floor hag a2lsc been the opening for an
orchestra pit, the orchestrz being on scaffolding on the
basement floor below. The technical director is satisfied
with the stage, except that he would like ten more feet of
depth behind the acting area. The back wall of the building
and the back wall of the stage are one. There is very little
wing space, really no more than turn-around space. &ACCESS

to the dressing room is via stairs as the dressing room and
green room are on another level., The size limits of the
theatre are due to the size 1imits of the building's

existing rooms. There are ample support spaces with space in
the basement for costumes and for scenery building and for
electrical and property storage. The upstains greenroomn,
offices, and dressing rooms are spacious with natural light
and comfortable furnishings. There is also lobby space, a
coffee shop, and 2 bar that is an added-on box car.- another
added-on box car containe the dinner buffet, storage,.znd
clean-up facilities thzt can be acousticzlly and visuelly
parated from the audience area by closing the connecting
doors. The overall appearance of Topeka Civic Theatre is one
of being designed piecemeal, with some areas very finished-
looking and some areas very rough, organic, and handmade,
with exposed brickwork and warm colors., In spite of less
than adequate stage facilities, Topeka Civic Theatre is
vibrant, vital, and a critical and popular success. The
adaptability of its stage may be a contributing factor

in this success. It is certeainly not considered by the
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director to be an inhibiticn.76

Manhattan Civic Theatre could learn from Topeka's ﬁse of
a found space, exploiting its limitations, that good theatre
can take place in almost any location. If the key to a
successful multi-form stage is simplicity, with appropriate
uses being for groups that perform a range of plays and have
more time and volunteer labor available than money, then
MCT would seem to be an ideal candidate for a multi-form
stage. The multi-form theatre seems to meet the objectives
of participation, interaction, and creative expression by
encouraging innovation and focusing on the actor/audience
relationship. Other objectives can also be met by multi-
form theatre. The final decision for MCT, however, depends
on factors of cost, available locations, and the way the

audience-performer dichotomy is solved.

76Peraona1 conversation with Paul Naylor, technical
director, Topeka Civic Theatre, February, 1982, See also
Appendix, this report, pp. 142-144,



Chapter 7
CONCLUSION

According to the definition of live theatre, both
audience and actor are essential elements. The relationship
between the two, a function of the design, should provide
controlled contact and promote interaction between audience
and actor. There can be no emphasis on one over the other;
all functions of the theatre must support the point of
actor/audience contact. Thus Manhattan Civic Theatre, which
produces a variety of plays, should have a stage form that
promotes intéraction and allows the other objectives of the
organization to be met.

Each of the open stages addresses some of the needs
of Manhattan Civic Theatre, MCT's variety of productions
being a key factor. A musicai requires a large playing
space and more two~dimensional scenery; an end stage would
be best. A mystery or light modern comedy would benefit
from the closeness of an arena. A drama may work well on
an arena or may require a set that would allow more majesty
or pagaentry, with the thrust's available rear wall. The
yearly classic, especially if Shakespeare, would demand a
thrust. The apparent solution is flexibility in stage form,
Flexibility is not new to MCT. The present basement theatre
reguires a flexible stage to compensate for its inadequacies.

55
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Plays have been produced on a corner end stage with the
audience on two sides and on a three-gided thrust.‘ End stages
with audience on one side only have been used in three loca- .
tions in the room for small productions. The flexible staging
may be responsible for the creativity of many Manhattan
Civic Theatre productions. It will be important to retain
the uniqueness that Manhattan Civic¢c Theatre has over other
community theatres, a creative willingness to experiment.

If an adaptable or multi-form stage is chosen, the
audience-oriented point of view is not disregarded. Every
effort must be made to accommodate the aesthetic and comfort
needs of the audience. A desire for a finished wvisual
appearance suggests care in selecting colors and finishes,
Comfort needs can be met with well-chosen seating, attention
to sightlines and acoustics, and well-planned lighting, all
factors that aid the performance as well.

Dinner theatre is a desire of the group that adds
a complicating factor to the design. The serving of dinner
creates needs that are separate from and not always compatable
with theatre. Also, maintenance concerns suggest that tables
not be moved from performance-to-performance.

Two options are available to Manhattan Civic Theatre,
to build a new building or to adapt an existing building.

Cost becomes a determining factor when decisions are to be
made, Cost factors limit building options to prefabricated
steel structures and available building sites are limited.

An existing building allows the option of moving in and
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using the space with minimal changes; phasing construction
would spread expenses over a period of time. If an existing
building is chosen, the size and configuration of the space
will help determine the stage form.

Without choosing a site, but considering the argu-
ments presented in this paper in light of the special condi-
tions of Manhattan Civic Theatre, an ideal theatre would be
one with as much flexibility as possible in as simple a form
as possible., A final location may be a large room, limited
in size. The suggestion for such a condition would be to
forgo dinner theatre. The stage and audience should consist
of interchangeable modular platforms and risers and be
completely flexible.

If the location is large enough and dinner theatre
becomes feasible, then a compromise between fixed and
flexible stage/seating is suggested. Part of the audience
area would be fixed and permanently set for dinner. The
first few rows of seating would be regular, non-dinner
seating and would be flexible so that there could be changes
in stage configuration without disturbing the dinner seating.
This is the solution suggested in Part 3 of this report,
which preéents a design for Manhattan Civic Theatre in the
Wareham Ballroom, a site conducive to flexible staging with
a portion permanently fixed due to the long rectangular

configuration of the building.



Part 2

An Architectural Program for Manhattan Civic Theatre



Chapter 1
INTRODUCTION

Manhattan Civic Theatre is a community organization
that has existed sporadically since 1954, DMCT has been
continuously plagued by a latk of a permanent facility. The
most recent location, the basement of City Hall, in Manhattan,
is inadequate in that it is small, low-ceilinged, and has
structural columns that limit the size of stage and seating
areas by blocking sightlines. The basement is also virtually
invisible to the public. The lease on the basement theatre
is temporary; MCT is searching for a permanent location.

The organization tﬁat makes up the permanent core of
Manhattan Civic Theatre is the 17-member board of directors.
At the annual meeting, dues-paying membérs of MCT elect the
board of directors. Other involvement in the theatre varies
from production to production and includes a group of highly
motivated "regulars" and a fluid group of actors and tech-

" nicians from Manhattan, Fort Riley, and Kansas State Univer-
sity. All work done for Manhattan Civic Theatre is volunteer.

At the September, 1981, board meeting, I requested
and was granted the board's cooperation in writing an archi-
tectural program for Manhattan Civie Theatre. The method

chosen, Problem Seeking, by William Pena, involves users as

decisionmakers. The board realizes a need to clarify and
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reach a consensus on goals for the theatre before design
decisions are made. The board and the active members of MCT
inecludes people with expertise in various areas of theatrical
production.

IIn October, 1982, I sent a questionnaire to each
board member and to a random selection of active MCT members
involved. The questions were open-ended, intended to elicit
responses that could be used to form goals for MCI. Out
of 40 questionnaires, 24 were returned. From a consensus
of replies, I listed goals, using Peha's "key words" as a
gulide. Fach person who responded to the questionnaire was
sent the list of goals and given the option to agree or dis-
agree. On January 30, 1982, seven people-took part in a work
session to evaluate analysis cards and brown sheets and to
discuss issues relating to the program. Four board members
and three non-board members were present.

The program consists of information divided into the
five steps of the problem seeking method. Goals, facts,
concepts, and needs are subtitles under the cbnsideratipns
of function, form, economy, and time. The problem statement
is-a distillation of the information into specific considera-
tions for the project. At the time of writing the program,
the group was considering the Wareham Ballroom, anrex to the
Wareham Hotel in Manhattan, as a possible location for the
theatre. The Wareham Ballroom as a potential site was evalu-

ated as a part of the program.



Chapter 2

FUNCTION
PEOPLE, ACTIVITIES, RELATIONSHIPS

GOALS

Mission Statement

Purpose, Manhattan Civic Theatre is a community
organization that provides theatre both as a vehicle of
involvement for local people and as a source of live enter-

tainment for local people.

Reasons. Manhattan Civic Theatre needs a new facility
bacause the present one is inadequate and temporary. The new
facility should:

(1) provide adeguate space for performance and pro-
duction needs;

(2) allow for lérger audience groups;

(3) be visible to the community;

(4) be accessible to all theatre~goers;

(5) have a pleasant, comfortable, and attractive
physical appearance and atmosphere; and

(6) be a permanent facility for MCT.

Maximum Number

The facility should be large enough to hold a full

house, cast, and crew for a large musical. At times a per-
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formance is not teking rlace, the facility should accom-
modate rehearsal, set construction, costume fittings, and
possible meetings or auditions and rehearsals for a2 different

Play than the one in progress.

Interaction

Meeting and interacting with other people is a major
reason people become involved in MCT.

Being part of the audience is 2 communzl eXperience.
There is a contagion of feeling that adds to enjoyment and
frees one to respond to the performer.1

Goal: 1o promote group involvement through chance

and planned encounters.

Individual Identity
While group functioning is essentizl to theatre

production, individual creativity is a high priority as a
production depends on the varied talents of z number of
individuals. People become involved in community theatre to
use their talents, increase their skills, and express their
‘own art form.

Goal: Allow for individual identity with the
functioning of the group.

Privacx

During the running of a play, visual and acoustical

1Albert Mehrabian, Public Plzces and Private Spaces,
KNew York: Basice Books, 19?6, p. 221,
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privacy is important. 4ctors and technical people should not

be seen and heard by the a2udience while they are not on stage.

Human Values

Theatre as an art form promotes human creativity
and human interaction.

MCT specifically promotes the human values of group
cooperation, personal enrichment, recreational entertain-

ment, and cultural and creative experience.

Hierarchy of Values

(1) Community and group activity for a range of
people

(2) entertainment/social activity

(3) personal creative enrichment

(4) promotion of the art form

(5) community education

Hierarchy of Activities

(1) The primery activity is producing high gquality
theatre. 411 other activities are subordinate to the
primary one:

(2) providing social life and entertainment for the
actors and the audience;

(3) providing a location for other performance-
related activities, such as readings, workshops, children's
theatre, bringing in other groups, concerts, and dance

recitals;
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(4) oproviding a2 location for visual arts exhibites; and

(5) providing a place for meetings and special events.

Relationships
MCT must balance the needs of the audience znd the

technical and creative needs of the production,

MCT must balance the needs of an individual and the
functional needs of a group organization,

MCT must balance the needs of people with varied
likes and taste as to the kind of theatre produced.

Types of Security
The safety of people using the building must be

considered.
The equipment used in productions is expensive and

provision must be made for its security.

Progression

Traffic flow is of primary concern in accommodating
large numbers of people using the building at the same time:
entering, purchasing tickets, being seated, intermission
activities, and leaving after the performance.

Bringing production equipment to the theatre requires
a smooth flow from loading area to off-stage storage to the

L}
acting area,.

Segregation of Peogle, Vehicles, and Things
The flow from the parking area to the theatre should

provide separate lanes for audience access and cast/crew/
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egquipment access.

Functional Efficiency

The planning of all aspects of the facility should
ultimately allow smooth running of a production from

auditions to striking a set after a performance.

Transportation
Because the public access is a high priority,

parking should be available and convenient.

FACTS

Statistical Data

The theatre's organization consists of a 17-member
board of directors who are elected for one, two and three
year terms, Their function is to set policy, make decisions
on a slate of plays for 2 season and a director for each
play, aid the production staff, and serve on committees.
There are also members who join by paying dues and who elect
the board of directors at an annual meeting. Members also
serve on committees., Other involvement varies from pro-
duction to production and is open to anyone.

The production schedule includes five "main bill"
plays annually; one drama, one mystery, one comedy, one
musical, and one classical production. Dates in the
season are left opén for "Etc." productions, which are
usually short plays, open to individual(s) who want to

present. Manhattan Civie Theatre also brings in a chil-
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ren's.theatre production or produces one &as an Etc. produc-
tion. Summer theatre is unscheduled, but can be done by
interested people. |

The average house in the 1981-1982 season was 40%
of capacity. The annual budget for the theatre is approx-
imately 15,000 dollars. 61% of this income is from box
office ticket sales, 13% is donations and the rest is adver-

tising in the playbill and miscellanous sources.

Existing Area Parameters

The theatre in the basement of City Auditorium
inecludes:

(1) an acting areé, confined generally to an area
14.5 X 17 feet that is flexible;

(2) an off stage space that varies depending on the
stage configuration, approximately 120 square feet;

(3) a flexible seating area that seats from 68 to
98 people;

(4) restrooms upstairs;

{(5) a combination dressing space/greenroom that is
approximately 225 square feet;
| (6) technical control space, also used for storage of
lighting and electrical supplies;

(7) a concessions area of approximately 240 square
feet that is supplemented bty the building lobby upstairs;

(8) an enclosed box office upstairs that can be
used when the theatre is locked; and

(9) a shop used mostly for storage of paint and tools.
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Sets are built on stage. Large set building supplies

and properties are stored elsewhere. Costumes are stored
elsewhere. Rehearsals on stage have priority over set
building. Rehearsal when another show is in production

take place elsewhere.

General Activities, their Descriptions, and Space ﬁdeguacies2

Public spaces include:

(1) Entry/approach area, which should include a
drop-off space, a covered entry and/or foyer or vestibule.
A foyer should include one square foot of space per person
to be accommodated.

(2) Lobby, which provides access to the ticket
booth, cloakroom, toilets, food service areas, lounge, the
auditorium, and any stairways or ramps leading to other parts
of the building to be used by the public. 1.4 square feet per
person to be accommodated is required.

(3) Lounge, which provides an area of waiting and
relaxation before a show and during intermission. ZEight
square feet of space per person to be accommodated is required.

Two square feet per person should be free space.

®Harold Burris-Meyer and Edward C. Cole, Theatres
and auditoriums, 3rd. ed., New York: Reinhold Publishing
Corporation, 1972, pp.38=63., See also Eldon Elder, Will it
Make a Theatre?, New York: DIrama Book Publishers, 1979, pp.
B4-120, See also Edward Mills, Planning Buildings for
Administration, Entertainment and ﬁecreation, New York:
Robert E. Keieger rublishing Company, 1976, pp. 70-T4.
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(4) Box office, which is within or adjacent to the
lobby, lounge, or foyer areas. 4 space to take reservations
and sell tickets, the box office can be enclosed or an open
counter. If closed, 30 square feet per person working in the
box office is required. 75 square feet accommodate three
windows. If open, the box office will require an additional
25 square feet of lobby area. There should be two windows:
one to handle advance sales and telephone reservations and
one to handle current sales.

(5) Coat check, a place to hang coats and leave
hats that requires cne hanger per seat in the auditorium,
shelves for hats, and bins for boots.

(6) Bai or coffee bar, a space for people to sit
or stand outside circulation routes to have refreshments
during intermission. The bar requires four square feet per
person or enough space to serve half the audience in 15
minutes.

(7) Restrooms, one facility for men and one for
women, with facilities for the handicapped in each. Assume
75% of the audience is male and 75% of the audience is female.
One toilet and one sink are required for 100 females; one
toilet and one sink are required for 100 males; and one
urinal 1s required for 25 males. One handicapped facility
should be provided for each sex.

(8) Public telephones

(2) & xhibition space, an area to stand and view

artwork outside circulation routes. 4n exhibition space
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requires electrical outlets for exhibition lighting.

(19) #uditorium, or audience area, the size of
which is determined by the number of people to be accommodated.
The decision should consider factors of safety, comfort, the
ability to see and hear, and the level of intimacy desired.
General requirements are 5.5 square feet of space per seat,
with no one's angle of vision more than 30 degrees, and no
one more than 70 feet from the stage. Consider 23% of the
space for aisles. |

Performance and production spaces include:

(1) stage, or acting area, which can be either
flexible or fixed. 1If fixed, a decision must be made
which stage configuration to use. Guidelines are given for
general area requirements for stages regardless of configura-
tion:

Minimum: 240 square feet, such as 20X12 or 15X16

Average: 525 square feet, sﬁch as 25X21 or 35X15

Maximum: 1000 square feet

Musicals: 600 square feet

Dancing: 700 square feet

(2) oOrchestra pit, an area to accommodate three to
20 musicians for musicals. The pit should be below eye level
of the audience, with no more that 16 feet separating the
audience from the stage. The reguirements are 16 square
feet per instrument.

(3) Off stage area, an area directly off stage that

accommodates live storage (set pieces currently being used),
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actors waiting to go on stage, technicians working and
waiting for scene changes, and possibly the stage manager
and/or prompter. Allow 50% of the stage area for the off
stage area, The off stage area should be the same level as
the stage. Actors need at least 50 square square feet for
waiting and for quick costume changes. Circulation space
must be allowed for cross-overs.,

(4) c¢ontrol room, or the room from which lights,
sound equipment, and possibly projection equipment are
operated. The control room must house the light console
operator, the sound technician, and the stage manager.

A minimum of 66 square feet will accommodate three persons.
The control booth is generally in the back of the auditorium
above the heads of the audience and is separated acoustically
from the audience.

(5) Dpressing rooms, part of the backstage area, that
accommodates dressing and make-up. Group dressing rooms and
make-up areas are acceptable for a community theatre. A
group make-up area should be at least 100 square feet.
Dressing areas require 16 square feet per person with two
linear feet of hanging space for clothes, two linear feet of
shoe rack, 30 inches of counter, 18 inches of mirror, and one
wall outlet for every two people. In addition there should be
one full length mirror for every eight people, one sink for
every four people, one toilet for every six people, and one
shower for every six people. The dressing room should be near

but not necessarily adjoining the stage. There should be a
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call system connected with the off stage area and the control
booth.

(6) Greenroom, the actor's social room, the place
the cast is assembled and checked by the stage manager, and
a place to greet friends and admirers after the performance.
300 square feet includes space for lounge furniture, food and
drink facilities, ashtrays, and a telephone.

(7) Stage anteroom, an alternative to the greenroom,
without the lounge function. The stage anteroom is a place
to assemble the cast and wait to go onstage. 150 square
feet are required for a stage antercom.

(8) The crew needs facilities for changing, first aid,
and relaxing. These can be combined with or in addition to
the actor's areas,

(9) Scene shop, if the scenery is built on the
premises.' 220 séuare feet includes layout space for two
4'X8* pieces of plywood, storage of tools (36 square feet),

a slep sink for cleaning brushes and paints, and a fireproof
paint locker, Outlets for machinery must be included,

If the scenery is built elsewhere, provision must be
made for loading and temporarily storing the scenery until it
is used. & repair shop and tool storage area needs to be
included. &« loading door at the side or rear of the stage,
eight feet wide by 12 feet high is required, also 200 square
feet for storage pending set-up as high as the stage ceiling.

(10) If properties are brought in, as they generally

are, a loading door must be provided as well as a temporary
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storage space., Requirements include six foot wide by eight
foot high loading doors plus 100 square feet of receiving
space separate from the scenery storage area,

(11) 1Lights and technical equipment can be loaded
through the same doors as properties. There should be
receiving space available. Lights can be stored on tiered
racks in a workroom, 150 sguare feet are required for a
workroom, which should include a workbench and racks,

(12) Costumes can be brought in through the same
loading doors as lights and properties., Passage to storage
and workrooms should be at least five feet wide. A ward-
robe room will enable costumes for the current production
to be stored and constructed on site. The costume workroom
should be 120 square feet with 12 linear feet of costume
hanging space, an ironing board and iron, outlets, sewing
machine, and table, If there are facilities for dying and
printing, total square footage should be 500.

(13) Optional, a general workroom can be an undesig-
nated space for emergency costuming for larger productions,
unusual property construction, an auxiliary dressing room
for large casts or choruses, a drama lab, and a layout space
for advertising posters. 400 square feet is adequate, not to
be used for storage.

Administration spaces include:

(1) Office, which should be available for the house
manager and possible the board secretary. The office is a

location for files and box office materials. Regquirements
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include a desk, chairs, telephone, and filing cabinets.

36 square feet per person should be allowed.

(2) Meeting space is needed for the board of direc-
tors and committees, which could be located in one of the
other spaces such as the greenroom, lounge, or general
workroom if the rooms are appropriate and time-use factors
allow., Seating and refreshment facilities should be
available.

Manpower Schedule

Based on a projected audience of less than 500, public
spaces require the following manpower:?

(1) The box office requires two people who sell
tickets on assigned shifts during box office hours. They
sell tickets on the night of a production until 30 minutes
after the show begins. The box office personnel often help
with concession during intermission.

(2) Ushers take tickets and seat people on perfor-
mance nights. The ushers can alsoc help with concessions
during intermission. Four people are required.

(3) Concessions staff can overlap with box office
and usher staff. Concessions people sell beverages and
light food during intermission.

| (4) One person serves as house manager to see to the
smooth running of the public facilities during a production,

schedules staff, and manages staff,

3Burris-Meyer and Cole, op: cit. pp. 22-25.
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Production people generally include the following:

(1) Actors, who audition, rehearse, and perform,
range in number from two to 20 for drama, but a musical
may involve up to 50 people.

(2) Technicians include: one set designer, three
to 15 people to build sets, and one to eight people to set
up and move scenery during a production. Other tech people
are costumers: one costume designer, one to three people
who build the costumes, and one to four dressers during a
performance., Lighting tech people include: one lighting
designer, one to three people to hang lights, and one to
two people to run the light board during the production.
Sound tech people include: one person to make a sound tape
and one to run the tape during production. Properties
are located and/or built by one to three people, and at
least one person organizes and sets props for performance.
One to two people design and apply make-up.

(3) Direction personnel include one director to
choose the cast and crew, conduct rehearsals, instruct the
cast and oversee the technical production. There is often
a director for acting, a musical director, and a choreographer
for a musical. In'addition to the director, there may be a
technical director to oversee the technical side of the
production, including the tech crew; an assistant directcr
to aid the director in rehearsals; and a stage manager to
organize for and assist the director during rehearsals and

to manage cast and crew backstage during a performance,



(4) 4 musiceal will involve musicians, which include

one conductor and three tc 20 orchestra members.

People to be Served

As MCT is open to anyone who wants to be involved,
a range of people from children to older adults become
active in performing and in production. Audience character-
istics vary with the type of production, as plays range from
children's theatre to adult drama. Thus physical charac-
teristics of people to be served varies, Emotional charac-
teristics also reflect a range of people involved. Accor=-
ding to the questionnaire, people who are active in the
civic theatre like group activity and social events that
are part of being in a play. Manhattan Civic Theatre makes
no distinetion as to social class, and the range iﬁcludes
people who are students, unemployed, self-employed, profes-
sors, professionals such as doctors and lawyers, and home-
makers. DBecause Manhattan is a university town, most
people are college educated or in the process of becoming so.
Creative ability is a strong characteristic of people who
become involved as they see MCT as a way to express their
creativity and sharpen their artistic skills, in ways that
are not limited to acting, but include all aspects of
theatre. In addition, there is a characteristic tendency |
of the MCT people to be unconventional in their leisure
pursuits and for them to work hard at something that does

not have a financial reward.

74
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Community Characteristics

- Manhattan, Kensas is a predominantly college town.
Kansas State University is the single largest employer,
accounting for 25% of the labor force. The largest age
group is the 24-29 age range with the 15-19 and 20-24 groups
also large. The median education level of Manhattan is higher
than that of the rest of the state. Manhattan is also an
agricultural center, serving the surrounding largely agri-
cultural area and being the location of the state agricul--
tural college. DManhattan is the governmental center for
Riley County and the trade and service center for Fort Riley
and the surrcunding area. Downtown is still the center of
trade and the location of most public buildings, although
growth has been to the west. Revitalization of the Central

Business District is in process.4

Potential Loss

Manhattan Civic Theatre owns equipment, tools, and
materials that are stored at the theatre or in rented storage
and are insured for 15,000 dollars. Eguipment includes
lights, iighting console, sound equipment, and miscellaneous
tools. Materials kept on hand include flats, platforms,
lumber, Mack curtains, muslin, and caenvas. Furnishings

include tables, chairs, and risers.

4V.P. Deines and Eugene McGraw, Industry-Manhattan,
Manhattan: Kansas State University College of Architecture
and Design, Urban Design Class Report.
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Time-Distance Novement Reguirements

In Manhattan, the public is generally within 20
minutes of the theatre, It typically takes from two to
five minutes from parking to the entry of a theatre, three
minutes from the lobby to one's seat, four minutes from
the seat to the lounge during a 15=-minute intermission, and
8ix minutes to leave the theatre after a peri‘ormance.5

An important time-distance factor for actors is
from the greenrcom to the stage, a few seconds if they are
adjacent. Direct access is also important is loading sets
and properties from off-stage to the stage, as 30 seconds to

two minutes are acceptable times for scene changes,

a

Traffic Analysis

The public must have direct access from parking to
entry. The arrangement of the lobby/lounge requires circu-
lation paths that do not cross; the ticket lines should not
interfere with direct access from lobby to auditorium or to
the lounge. Coat check areas and restroom areas should not
interfere with direct access from lobby to auditorium tb
lounge during intermission. Viewing art exhibits or getting
refreshments should not interfere with circulation paths.
The lobby should allow direct access to each aisle or the
area behind seating used for cross-circulation should be
large enough to accommodate the width of each aisle it is

serving.6

5Burris-Meyer and Cole, op. cit,, p..37. 6Ibid., P.58.
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The various traffic lanes required by performers and
technicians should not be visible or cross the traffic lanes
of the public. The electrician must have access to the con-
“trol room to the equipment room to light mounting and
operating positions, OStagehands must have access from one
gide of the stage to the other at all levels. Actors must
have access from the dressing room to the stage to any side
entrances. The stage manager must have access to the front
house manager to backstage. There must be at least audial
access from house manager to greenroom and from greenrocom to

backstage.7

Behavioral Patterns of Client-User

The public either buys tickets in advance or reserves
tickets in advance, sometimes tickets are bought at the
time of performance. The public arrives from twenty minutes
early to five minutes late, Interaction with other audience
members cccurs during intermissibn. An accepted tradition
is to greet actors in the greenroom after a show,

There is a general tendency for cast and crew to
become friends during a production, evidenced by the
popularity of cast parties. At Manhattan Civic Theatre
there is no star, cast, and crew hierarchy; all are con-~

sidered important to the show,.

TIbid., pp.112,113.
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Requirements of Special Groups

A person in a wheelchair should be able to reach any
of the public areas without having to negotiate steps, If
there are ramps, no slope should be more than one in 12, and
the ramp should be flat at the top. Lifts or elevators should
accommodate a wheelchair and an attendent., It is better to
provide areas within the auditorium for a person in a wheel=-
chair to view the show than to expect him/her to transfer to
a regular seat. Separate escape routes for wheelchairs are

desireable.8

CONCEPTS

Service Groupings

The separation of areas necessary for theatrical
production, public from performance aﬂd the need to acous-
tically separate auditorium/acting space may necessitate
decentralizing services, Cost will be a consideration.
Services referred to include hearing, air conditioning, air

ducts, electrical services, and plumbing services,

Feople Groupings

The auditorium is where public and performance areas
overlap. This link is the key to successful theatre. To

add to the contagion of feeling among audience members and

8Mills. op. cit., p. 72.
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to encourage intimacy, allow visual contact between

audience members and keep audience size within a set 1imit.9

There should be areas that allow personal encounters;
for cast and crew, for audiences, and for audience, cast and
crew after a production. Lounge, greenroom, and workspaces
should be common spaces, design to promote chance and

planned encounters.

Sizes and Kinds of Groups to be Housed

4llow for grecups of 200 to used the public areas

and 50 to use the private areas,

Activity Groupings

Public activities should be grouped; performance
. activities should be grouped; and production areas should
be either'physically adjacent or mechanical communication

devices should Pe used,

Privacy

Visual and acoustical barriers should be provided
between: the lobby/lounge and the auditorium; backstage
performance and production areas and the stage; all circu-
lation areas of performers and crew and all public spaces,
sacoustical barriers only should be provided between the

auditorium and the technical control booth.10

Za1vert Mehrabian, Public Places and Private Spaces,
New York: Basic Books, 1976, p.222.

10

Burris-Meyer and Cole, op. cit., p.112
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Priority
As producing quality theatre for the community is
a high priority, size and quality of the acting/audience

area should receive first priority in space allocations.

Relationships

To balance the needs of production with audience
needs, provide backstage support facilities that allow the
production people to do their job.

To balance the needs of individuals within groups,
allow for free reign in personal creativity, allowing for
special projects such as Etc. productions to have adequate
facilities for.rehearsal and performance.

To balance the needs of varied tastes among com-
munity theatre members, produce a range of plays that involves
many different people, both as audience and in production,
The acting area should be suitable for a variety of produc-

tion types.

Security

Security for people requires a safe location within
the community, well-l1it access area and entry (five foot-
candles), extra lighting on steps and ramps, and in the

auditorium, exit lights ®r luminous strips on treads eﬂges.11

Mpurris-Meyer and Cole, op. cit., p. 38.
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Security for things includes locked storage cabinets
for storage within multi-use areas, locked rooms if there
are assigned areas for specific activities, and the pos-

sibility of a security person.12

Flow

Flow charts for traffic lanes:

VBN
LOUNGE.
EXHIBITS
RR. 84

PERFOEMANCE

Segregation

Separate entrances should be provided for: (1)

cast, crew, and things, and (2) the public.

'%B1der, op. cit., pp. 107-108.
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NEEDS'?

Space Requirements

The space requirements listed in the "facts" section
are acceptable for Manhattan Civic Theatre with the following
ammendments:

The scene shop area may need to be larger.

The lounge size seems to be excessive and size

could be compromised.

Parking Regquirements

There should be parking space for 1/3 the number of
people to be seated in the theatre,

The amount of parking will be determined by the
conditions of the existing space if the site chosen meets

other goals and requirements,

Building Efficiency Ratio
The 60/40 ratio was accepted as long as the 40%

includes adequate space for storage.
The total square footage coincided with that of

buildings under consideration.

Functional Alternatives

The establishment of dinner theatre will require

15Needs were determined as a result of decisions
made at a programming workshop held at Manhattan Civic
Theatre, January 30, 1982, at which the ideas under "goals,"
"facts," and "concepts" were discussed.
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more audience space, storsge, and a greater invéstment in
furnishings.

Multi-purpose space will allow other activities to
take place and help provide an income for the MCT organiza-
tion by rent-outs, showing movies, etc,

Multi-form space will allow various stage configura-

tions; consider & combination of permanent and flexible

seating.,



Chapter 3

FORM:
SITE, ENVIRONMENT, QUALITY

GOALS

Site Considerations

MCT is searching for an existing building to adapt
that meets its needs for size and accessability. & building
under consideration that will serve as an example solution
for this report is the Wareham Ballroom, annex to the Ware-
hém Hotel. The annex is on Humboldt Street near downtown

Manhattan, Kansas.

Neighbors
The theatre should be in an arez or a2 building where

the activities of a theatre would not interfere with the
activities and needs of the neighbors.

The theatre should be in an area or a building where
there is no excessive noise generated by the neiphbors.

Being downtown in a2 commercial area, the Wareham
Ballroom would be compatable with its neighbors if adapted to

a theatre.

Community Investment or Improvement

MCT is a community organization that would be a
positive cultural addition to the area in which it locates.
84
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Psychological Environment

The environment should make patrons feel comfortable,
yet excited about the activities that take place in the
facility.

Personal Individuslity of the User

The individual user should feel creative and alive

in the environment of the theatre.

&3]

niry

The entry should be visible to people approaching

from main accessways and from the parking areas.

Projected Image

MCT should project an image of creative vitality.

Level of Quality

The physical environment should be high quality, the
best.

Balance of Quality

The optimum size should be small enough to maintain
high quality, yet large enough to allow unhampered produc-

tion. Intimate theatre is a priority over unlimited growth.

FACTS

Site Analysis
For a complete analysis of the sample solution site,

the Wareham Ballroom, see the Appendix to this report, p. 164-16



86

Climate Data for Manhattan, Kansas:14

Seasonal Temperature., Normal means range from 29.2
degrees Fahrenheit in January to 78.5 degrees Fahrenheit in
August. Maximum means range from 39.5 degrees Fahrenheit in

January to 91.5 degrees Fahrenheit in August,
Precipitation. Average annual rainfall is 30 inches.

Snow. The normal annual average is 17.6 inches. The
average annual number of days the ground is covered with snow

is 22,

Wind Direction. January winds come from the North-

west. February and March winds come from the North. The rest

of the year winds come from the South.

Sun Angles. Altitude is the true angle of the sun's
rays with the earth's surface. On June 22, the beginning of
summer, a2t 8:00 a.m,, the altitude is 37 degrees; at 1:00 p.m.,,
70 degrees; at 4:00 p.m., 37 degrees. On March 21, the beginnin
of fall, the altitude at 8:00 a.,m, is 22 degrees; at 1:00 p.m.,
47 degrees; at 4:00 p.m., 22 degrees. These altitudes are the
same at the beginning of spring. On December 22, the beginning
of winter, the altitudes are: 7 degrees at 8:00 a.m.; 30 degrees

at 1:00 p.m.,; and 7 degrees at 4:00 p.m.

14

Climatological Data For Central United States,
U.S. Government PﬁBIica?ion, C50.18E.
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Form=Giving Significance of Code and Zoning Requirements

Codes that would affect the theatre are those

pertaining to life safety:

codes., For a complete list of

means of egress and flammibility

pertinant codes see the BOCA

codes in the Appendix to this report, p. 168. Manhattan has

a signage ordinance that would

signage.

affect marquee and esxterior

Refer to the Appendix to this report, p. 178.

The theatre should be in an area zoned C2 to C4,

commercial development.

The building under consideration,

the Wareham Ballroom, is in a commercial zone.

Psychological Implications: OFf Form on Territorizlity aznd of
Form on the Movement ol People and Venicles.

Two basic needs of human beings that determine how

well they interact with their environment are the need for

things to makes sense by being

disordered, and the need for involvement.

controllable, not chaotic or

Boredom is tHhe

result of an environment that is too bland to make sense or .

to elicit ‘involvement.

Form must be coherent and orderly,

yet retain enough complexity to maintain involvement.

anlity:

Cost per Sguare Foot

Any cost per square foot
determining whether a building
superb would be misleading, as

be volunteer.

Quality: Building Efficiency

Net assigned areas are

figures normally used in
would be austere, moderate, or

most of the work for MCT would

all areas that are required to
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fit the basic program. Unassigned areas are all other spaces,
circulation being the largest, and including general toilets,
‘mechanical spaces, Jjanitor closets, unassigned storage, walls,
and partitions. Gross area is the combination of assigned and
unassigned spaces,

Building efficiency ratic is the percentage of
unassigned to assigned spaces. For an auditorium, 60/40 is
a reasonable ratio. Commonly, superb ratios are 50/50;
moderate ratios are 65/35; and austere are 70/30.15 A total
square footage recommendation based on the requirements listed
under "Function Needs" in this program is 6,000 square feet.
The desired net assigned areas for the auditorium to be
considered reasonable is .60. The resulting figure is
10,000 square feet, the suggested building size for better

than moderate quality.

Guality: PFunctional Support Spaces

The amount of assigned storage available in a building
ig an indicator of guality. The best guality building for
MCT would have all the following storage areas: 16

Scenery storage. Adequate scenery storage requires
horizontal space for lumberj vertical storage for sheet
materials and rolls of materials; storage for flats, arches,

door frames, windows, columns, platforms, and stairs.

'SWilliam PéRa, Problem Seeking, Houston: Cahners
Books International, 1977. pp.

'®E1der, op. cit., pp. 106-110.
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Froperty storage. DProperties can be stored on

shelves in the workroom,

Costume storage. Costume storage requires racks

for clothes, bins for hats, and bins for shoes and accessories.

Make-up and wigs. Storage for make-up and wigs should

be in or near the dressing area and make-up room is cabinets.

Lighting. Lighting should be stored on tiered

racks.

"House" storage. Xitchen and bar storage and tables

and dinner accessories must be stored near where they are

used.

Administration storage. Storage to be accessible to

the office includes space for records, a play library,
catalogues, and archival material(slides, photos, and drawings

of past productions).
CONCEPTS

Site Features to be Preserved or Enhanced

The suggested solution building, the Wareham annex

Ballroom,has several outstanding features. The facade
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should maintain its character and relate to neighboring
buildings. The interior features include extensive plaster
ornamentation, a floor on springs for dancing, an existing
stage/audience relationship, and a 48-foot clear span. The

design should preserve these features.

Implication of Climate Analysis on Climate Controls

Kansas has extremes of weather than require total

¢climate control year-round.

Implication of Code Survey

Fire and life safety codes will affect exits, inter-
ior signage, and width and configuration of aisles and seating.
Signage codes will affect size, material, and location of

exterior signage.

Neighbors

Sharing or interdependence may be possible with
neighbors; for example, a restaurant may help with dinner
theatre or arts council offices may add to the "cultural

center" idea.

Orientation

A sense of orientation from the exterior is main-
tained by a building that is recognizable and memorable,

which would make sense and be involving.

4 logical flow of spaces maintains a2 sense of

orientation within the building.
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Accessibility

The public entrance should be a focal point, using
signage, lighting, and location in relation to access areas
to make the theatre accessible and visible,

The building should be on a street or in an area of

town that is accessible to the entire community.

Character of Form
To promote the image of quality for the audience: ' '

(1) Provide comfort for the audience with seating
that is at least 22" wide by 34" back to back, padded and
upholstered with non-pile surfaces.

(2) Provide good vision for the audience by close
design attention to sightlines, considering staggering
seating or risers.,

(3) Provide good acoustics for the audience by
controlling backgrdund and external noise, controlling
reverberation with absorbant surfaces, and avoiding con-
figurations that cause echo.

(4) Provide house lighting that allows desired
visiblitiy (to read programs, find a seat, and see friends)
and creates a mood. Use low brightness, white light that
does not reflect off walls.

(5) Create mood with color and materials of quality.

Dark colors do not neflect stage light and can give an image

! Horace Robinson, Architecture for the Kducational
Theatre, Bugene: University of Oregon Press, 1970, p. 120.
See also: Burris-Meyer and Cole, op. cit., p. 63.
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of richness. Carpet of good guality can add to comfort and
- image.

(6) The lobby sets the mood for the play and should
be theatrical in design. Materials and finishes should be
chosen for their appearance and gquality. Creative recycling

can cut costs.

Construction Quality

Cost per square foot is dependent on the needs created
by the site and on the amount of volunteer labor. Any

standard figures and guidelines would be misleading.

Environmental and Site Influences on Cost and Quality

The site will éontrol factors such as size of spaces,
amount of support spaces, and arrangement of spaces Qithin
the building.

hs quality of production spaces are still highest
priority, structural changes that make them possible will be
allotted the most money.

The character of the space influences the audience
as well as the actors and money should be spent on impfove—

ments that are visible.



Chapter 4

| ECONOMY :
INITIAL COST, OPERATING COST, LIFE-CYCLE COST

GOALS

Extent of Funds

As MCT has no -funds beyond a month-to-month operating
budget, fund-raising projects will be the source of money for

the project.

Cost=-Effectiveness

MCT does not want to continually replace essential

materials and equipment, so cost-effectiveness is a goal,

Maximum Return
MCT wants to invest in items that provide the most
return, by making audience experience pleasurable, thus

selling more tickets.

Return on Investment
MCT is a non-profit organization that would like to
be self-supporting, meeting its expenses and having money

for improvements.

Minimizing Operating Costs and Maintenance

Easy maintenance is important as volunteers prefer
to spend their time preducing plays. Operating costs should

te kept to a minimum, 93
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Reducing Life~Cyecle Costs

Items that have a low life~cycle because they have
high quality are alsoc the most cost~elfective. -Essential

items should be cheosen for this quality.
FACTS

Time-Use Factors for Combined Functions

Possibilities for combining the functions of areas
are considerations if lowering costs becomes necessary.
The public areas most likely to be combined are the foyer/
lobby/lounge. The three functions are simultaneous. Arrange-
ment of circulation paths becomes crucial if thé three are
the same space. -

The following production/perforﬁance areas can
be considered for combination:

(1) The stage can be used as rehearsal space and
for set construction. Conflicts occur between rehearsals
and set construction. If more than one show is in rehearszl
at one time, rehearsals wili conflict with each other.

(2) The greenrcom can be combined as a meeting
space, greenroom, and make-up room. Meetings will not
take place on performance nights, so no time conflict
occurs if the space is large enodgh to accommodate making
up and greenroom functions.

(3) Set construction, properties construction and
fabriec dyirg and printing are similar functions that occcur

in the same time period. Size and arrangement of space will
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avoid conflicts.

(4) & general workroom can be used as rehearsal
space, meeting space, overflow costume and dressing space,
etc. Time conflicts are possible but careful scheduling
can avert problems.

(5) Tne location of the stage in relation to the
loading area will determine whether the combination of
loading dock and off-stage live storage is feasible.

In the public areas of the theatre, it is possible
to use the lounge as meeting space, as rehearsal space, and
as the area the cast greets the audience after a perfor-

mance in lieu of a greenroom,

Wear and Tear Factors

The wear and tear of activities on materials,
finishes, and furnishings is a factor of the kinds of
activities that take place and the choice of materials.
Backstage operations are the most wearing and need to be
as purely functional as possible, They must withstand
heavy use by people using paints, glue, dyes, make-up, tools,
and the movement of large set pieces and properties. Lobby
spaces must withstand the traffic of each person that enters
the building and the messiness of outdoor/indocor transitions.
Lobby spaces should be finished with materials that keep
good looks with easy maintenance. Lounge and auditorium
spaces are the ones that must be the most luxurious, yet

withstand the wear of 200 or more people a night.,
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CONCEPTS

Cost=Control

If compromises are to be made to stay within budget,
they should be made on areas of lower priority, the highest

being the stage/audience area.

Allocation of Funds

The money available should be used to buy the best
of items that are long-term investments: seating, risers,

stage equipment, and carpet (if used).

Feasibility of Multi-function Areas

Because of the time-use factors, these spaces are
the best multi-function areas:

(1) The lounge is good for meetings, especially
those that involve the public. If the furnishings are
moveable, size would make it a good rehearsal space. It
is also separated acoustically from the auditorium.

(2) The greenroom is an all-purpose actors' room,
used primarily during performances. The greenroom is a good
place for meetings and can be used for somé costume fittings
and construction as storage is provided elsewhere.

(3) Construction areas can be combined into one
large multi-use area as a general workroom. If none-construc-
tion uses are to take place, such as overflow dressing during
a performance, there must be lockable storage within the
space. Kehearsal spaces and construction spaces should not

conflict.
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Merchandising

The well-lighted ‘marquee is good showmanship and will
help promote the theatre. 4advertising will also help promote
the theatre., The possibility of rent-ocuts or food as ways

to make money should be considered,

Maintenance

Materials, furnishings, and finishes should be chosen

for easy maintenance,

NEEDS

Cost-Estimate Analysis

Total budget will be determined by the requirements
of obtaining the site, initial improvements that must be.
made to make the site useable, and the results of fund-

raising activities,

Operating Costs

Based on Paul Shull's estimates in a building, which
do not include rent and do include a paid part-time manager,
the operating costs are as followst

Physical plant:

Manager, part-time $400/month
Insurance 200/month
Taxes 200/month
Utilities 300/month
Maintanence 200/month

Mise. 100/month
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Total $1,400/month  $16,800/year

Theatre Costs: (increased from current budget)

Royalties, Scripts $2,500/year
Show budgets 3,000/year
Advertising 2,500/ year
Printing 5,000/year
Total ' $11,000/year

Total estimated operating costs $27,800/year



Chapter 5

TIME:
PAST, PRESENT, FUTURE

GOALS

Historic Preservation

MCT promotes the idea of preserving the historic

character of an existing building that would be adapted.

Static[Dznamic

MCT has no choice but to be dynamic as an organization.

Change
The functional goals of MCT should not change, but

the ways of implementing them could change with new

personnel.

Growth
MCT could grow as the need for theatre in Manhattan

grows.

Occupancy Date
MCT would like to be in the new facility as soon as

possible,

FACTS

Sighificance of mxisting Building

If the wareham annex is chosen as a site for MCT,
99
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the building would heve major significance on three levels:
(1) the building itself is the last remaiming ballroom in
Manhattan, with its dance floor on springs and no extensive
changes; (2) as a Wareham building, the ballroom is part of
the development of the city by the family that contributed
in many ways to Manhattan's growth, especially in the
performing arts; and (3) as a significant factor in aiding
the preservation and development of downtown Manhattan
providing an after-five use for the area that is needed and

desired

Significance of Neighboring Buildings

The major neighboring buildings to the Wareham annex
are the Wareham Hotel and the Riley County Courthouse.
The building could be made to tie in to its neighbors as
part of the design of a planned public square behind the
'courthéuse and adjacent to the Wareham annex. There is an
existing walkway from the annex to the hotel that could be
developed to tie the two structures together to create access

from the hotel restaurant to the theatre.

Existing Activities Most likely to Change

Production schedules may be increased to more than
the current five shows per season., The expansion of a
schedule would mean more rehearsal space and more set
construction space would be required.,

48 the organization grows, the addition of a paid

manager is a possibility.
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The feasibility of dinner theatre and a liguor
license are being considered., OStorage requirements and

auditorium arrangement would be affected.

Functional Projections

Growth would depend on the increasing popularity
of theatre in Manhattan. Growth would be limited to the

sice of audience that the building would allow.

Time Schedule

MCT must find a new facility in order to be in
operation in Fall, 1983.

CONCZEPIS

Historic Preservation

in existing building should be chosen that has a
character that will be an asset to the image, gquality, and

visibility of the theatre.

Loose Fit
4 loose fit will allow for future organizational
changes. 4 60/40 efficiency ratio is generous with unassigned

spaces that can accommodate change.

Convertability

Convertable interior spaces are the multi-use areas
already mentioned. A potential need to change the stage

configuration should be based on the kinds of plays produced.



102

Expandibility_

MCT is not likely to enlarge a building if enlarging

is not initislly planned for.

Phasing

Phasing of construction is very likely:

(1) Do what is necessary to function as a theatre
within the space,

(2) Make structural changes in the building that
create the theatre: 2acting/audience area, backstage areas,
and public areas.

() Zmphasize audience amenities: fund-raising
efforts should be applied to particular projects, such as

carpeting or new chairs,
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THe PROBLEM

FUNCTION

People
Since MCT's goal is to provide true community

theatre for Menhattan, Kansas, the new facility should

be accessible to all theatre~-goers and doers, visible to

the public, permanent, comfortable, safe, and attractive.
The facility should promote social interaction and

group functioning, yet allow individual creative expression.

Activities _

Since producing high quality plays is the primary
activity, all functions should be geared to the success of
the audience/acting area with adequate support areas, correct
adjacencies of spaces, and secure eguipment areas,

Other activities to take place in the theatre are
also performance related, and the space should be flexible
enough to accommodate a variety of performance types as well

as a variety of plays.

Relationships

Proper relationships of spaces allow smooth running
of a performance. The separation of public/performance

irom production/performance areas is done with entrance
103
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locztions, circulztion paths, and visual and acoustical

barriers.
FORM

The building to be adapted will affect stage/audience
size and configuration, size and adequacy of both public
and production support spaces, as well as the physical
appearance and image of the theatre,

The site will be chosen with location, visibility,
size, and quality as criteria.

The overall quality will be as high as funding

allows.
ECONOMY

Since initial budget will be determined by the success
of fundraising activities, the quality will be the best that
can be afforded, with operating costs kept low. Essentials
to producing a play will be purchased with life-cycle costs
in mind. Phasing construction allows purchasing the best

when money becomes available.
TIME

4 historic building will add to the image of the
theatre.

The theatre will change as money and demand allows:
additions of dinner theatre, paid management, and increased

production schedules will be considered.



Part 3

A Design for Manhattan Civic Theatre



Chapter 1
THE SITE: THE WAREHAM BALLROOM

To meet the reguirements of the project portion
of the report/project option for the degree Master of Arch-
itecture, I have chosen as a design model a building that
best meets the objectives of Manhattan Civic Theatre. At
the time of this writing, however, the building is not
available., The design serves the purpose of showing how the
needs of the group can be adapted to another location; some
are unique to this building due to its configuration and
character.

The building chosen is a 1928 ballroom in downtown
Manhattan., Built as an annex to the Wareham Hotel by
Clarence Johnson for H.P. Wareham, the structure was
originally a garage on the first floor and a ballroom on the
second floor. The dance floor on springs was the ballroom's
most well-known characteristic, "It was the most famous
ballroom in the area becéuse of this feature and was very
popular with the University students..."1 The popularity of
the ballroom extended through the big band era. A black and

1Ruth Wareham, notes in the archives at the Riley
County Historical Society. '
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white photograph taken shortly after opening shows an elabo-
rately decorated room that has not been greatly altered. The
plaster ornamentation on the walls and above the stage still
for the most part exist, but the painted decorations that
covered the ceiling and engaged columns have been painted
over. Two balconies overlocked the dance floor; the one
above the stage has been enclosed.2

In recent years the structure has been a2 Y.M,C.A,

Gym flooring covers the old wooden dance floor and stray
basketballs have damaged the ceiling plaster. .Other damage
has been caused by & badly leaking roof which has destroyed
much of the plaster on the west wall. The exterior remains
virtually unchanged. The downstairs is now the location of
the Riley County Health Department, a wing houses the Jazz
Educators Association. The ballroom is vacant; areas
backstage are used for storage.

The Wareham ballroom was chosen as a site for MCT
primarily for its 22-foot high ceiling and 48 x 85-~foot clear
span, which makes an ideal location for a theatre. The
objectives of visibility, being a familiar landmark,
and accessibility, a downtown location, are automatically met.
The special characteristics of this building make it attrac-
tive and exciting; preservation becomes a more important

goal., The existing configuration of the interior spaces is

2Archives of the Riley County Historical Society
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conducive to theatre design, with backstage areas, audience/
performance area, and public areas already defined.. Other
goals will be easy to meet in the design of the space.
Trade-offs, inevitable in an existing building,
relate to access and circulation. The second floor location
requires extra attention to means of egress for occupants and
requires an elevator for handicapped access., Within the
building, circulation is & factor in making the spaces work.
Public access to seating, which is on risers, must be compat-
able with the need for level access from one end of the
building to another. The present location of restrocoms
conflicts with the need to allow for circulation of cast,
crew, and set elements out of sight and hearing of the public.
Thus, the site presents easy solutions in the layout
of spaces; the design concerns become circulation and access
and the special needs created by the chosen stage form, a
modular stage with partially fixed, partially flexible

seating.



Chapter 2

DESIGN ANALYSIS

Existing Conditions
The present layout of spaces in the Wareham Ballroom

can be divided into three parts. The north side entry area
consists of two rooms on either side of the stairwell and a bal-
cony level above, The original ballroom is a 48' X 84' X 22'H
open space. The south end of the building contains restrooms,
offices, storage and a wing 27' X 50'. The upper level of this
area is a 16' X 48' room that was originally open, overlooking
the ballroom, but is now enclosed. A rear exit includes a cove
ered walkway over the alley to the Wareham Hotel?
The limitations set by the structure are minimal. The
wall dividing the ballroom from the south end of the building
is structural. Steel columns, 17' on center, provide support
at the south end. The north half of the building is clear span

with no support columns.

Immediate repairs to the roof are necessary; replacement

38&9 existing plans, pp. 115-116.
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may be required., Extensive damage to the plaster on the walls
requires replacement, especially in the ballroom. Windows in

the ballroom should be repaired or replaced where necessary.

Phasing the Project
Due to the configuration of spaces and the physical

condition of the Wareham Ballroom, the phasing of the project
is suggested. Major initial expenses will involve repairs to
the roof and the plaster walls as mentioned under existing con-
ditions. Another major and necessary expense is bringing the
building up to code by adding fire escapes and adding fire=-
rated doors. Once repairs are made and code reguirements are
met, operating a theatre in the space requires minimal inter-
vention. The final design,. which can be reached gradually as
funds are raised, retains the original spacial designations of
phase one; thus, all changes are additive to a basically un-
changing layout which places public spaces near the north entry
and production spaces in the south end & wing; the ballroom is
the performance/audience link.

The ballroom can be used as a completely flexible theatr
with Manhattan Civic Theatre's existing stage modules and ris-
ers. The public restrooms for men and women can be used in
their existing locations. The backstage area can be used as
is, or selective demolition of walls that would be evéntually

removed can take place. Handicapped access can occur via the
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walkway to the Wareham Hotel where an elevator is available.4

The Design

Although the final design considers cost factors,
especially in location of facilities that require plumbing,
it is to be considered a "cadillac," to be arrived at in stages
as funds allow. Additions and changes to the Phase 1 layout
should be made in order of priority. As the performer/audience
relationship is the most important, the first major expendi-
tures should be in this area, secondary expenses consider
audience comfort and address the need for visual privacy be-
tween the production space and the public space. An elevator
for the hadicapped access keeps.public circulation away from
backstage and allows easier catering of dinner theatre. Re-
arranging the restrooms and separating access to them from the
actors path from greenroom to stage, creates minimal, but ade-
quate, restrooms without relocating plumbing. Other changes
involve opening up of backstage areas and making them more
efficient, and addition of furnishihgs and finishes that add

to the desired luxurious ambience of the theatre.

Public Areas”

The entry stairway opens directly intec the lobby or

4See Phase 1 Plans, p. 117.

See Plans & Sections, pp. 118=123.
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to the box office, with its small waiting area that can be
closed off from the rest of the theatre., The box office and
house manager's office are one space; theatre guild storage
is also included.

The lobby is a 15' X 48' rectangle created by the risers
built overhead. The length of the lobby allows an art exhibit
space. A door between the lobby/audience area creates an
acoustical barrier between public space and performance space.

Adjacent to and spilling into the lobby is the concess-
ion area, serving non-alcoholic beierages and light snacks.

The atmosphere of the lobby/concessions area is casual with a
theatrical theme created by introducing elements such as dir-
ector's chairs and strip lights.

Access to the upstairs bar/lounge is via a pair of
stairs flanking the stairwell (an original stair, once removed,
has been replaced). The lounge is a private club, with liguor
served at the bar. Dinner (catered) is served buffet style at -
the bar. An elevator allows caterers to bring in food; serve:;
and remove supplies without disturbing other areas of the
theatre. The elevator also provides handicapped access. The
lounge is level with the last row of dinner tables, separated
by a wall in the location of the criginal balcony wall. The
lounge is more formal than the lobby, with a 1920's theme,
reminiscent of the ballrooms heyday, and luxurious furnishings.

Restroom facilities remain in the south end of the buil-
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ding; level access is via a corridor the length of the audience
area, Public access backstage is routed to restrooms and to
the greenroom through corridors that allow visual separation

of actors' space from public space.

Performance Area

The audience seating is divided into two parts, dinner
and non-dinner. Dinner seating is on permanent risers and is
accessi ble either from the lounge or through the lobby. ZEighty-
six diners can be accomidated at 4'X 2t'e"rectangular tables.

The tables are hinged to the railing to fold down for cleaning
or to be replaced by chairs if increased seating capacity and
no dinner is desired. The regular seating consists of stan-
dard theatre seats in groups of four bolted to risers on cas-
ters that can be réarranged according to the stage configuratior
This seating can accomidate from 72 to 118 additional patrons,
Storage for this portable seating is under the permanent risers.
The stage consists of 4' X 8' platforms 2' high. These plat=-
forms can be arranged into a thrust, an arena or an end stage

position.

Production Areas’

Off-stage space is an area directly adjacent to the
stage opening. The off-stage space and the area directly be=-

hind the proscenium, which is sometimes used for seating and

6See Plans & Sections, pp. 118-123,

TSee Plans & Sections, pp. 118-123.
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sometimes part of the stage, is raised 2', level with the
stage modules. A wall acoustically separates the off-stage
space from the rest of the back stage area. The wall directly
opposite the stage opening is replaced by an overhead door,
allowing a wide opening to move constructed set pieces from
scene shop to stage.

The scene shop is created by demolishing backstage wall:
leaving only a small room in the southwest corner of the buil-
ding for the technical director's office and lgeckable tool
storage. An existing restroom to serve the crew is also re=-
maining.

The scene shop includes a clear area 16' X 16' that
is directly accessible to the stage where set pieces can be
assembled. Also adjacent is a clear area for scene painting
which is directly accessible to the slop sink & paint storage
lockers, a messy work area, Storage is provided for current-
use items; flats, lumber, canvas and muslin.

The dressing/make-up room is designed for 6 - 8 people.
There is a shower, a toilet, 2 sink and three dressing cubicles.
A lighted make=up mirfor seats six people.

The greenroom is reached through the dressing room or
through the public corridor. Large, light and open, the green=-
room contains a kitchenette and comfortable furniture, The
south end of the greenroom is a costume workroom with a large
layout table, counter topped storage and hanging space for cos-

tumes currently in use. The costume workroom is intended for
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"cleah" work such as some property construction or poster/pro-
gram layout. The area can also be curtained off to provide
dressing & make-up area for large-cast productions. The north
end of the greenroom is a public reception area to be used for
meetings as well.

The upstairs room is a rehearsal space, large meeting
hall, or small theatre for ETC. productions.

The technical control booth is built into the lounge
area overlooking the audience/stage. The counter in the booth
is raised for better sight lines.

Storage for seldom used costumes, set pieces, proper-
ties and miscellaneous items is in the basement. Lighting

equipment is stored where it is used and in the tech booth.
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Chapter 3

SPECIAL CONSIDERATIONS FOR A THEATRE DESIGN

Sightlines

Part of the concern for audience comfort as well as
the promotion of the performance is assuring that each per-
son in the audience has a clear view of the action on stage.
Sightlines are made more complex by the use of a multi-form
stage; thrust and arena stages, with their three-dimensional
acting areas, present the problem of one actor covering another
Thrust and arena stages are generally lower thanra traditional
stage, and seating is more steeply raked.8 In the case of
Manhattan Civic Theatre, the use of dinner tables creates a
further complication; the greater seat-to-seat distance created
by table and aisle space affects sightlines,

The height of seating risers for the theatre in the
Wareham Ballroom was calculated using a graphic method. The
first step is to decide the lowest and nearest point that the
whole audience should be able to see. This point, for MCT,
was determined to be 18" off the floor at the front edge of the

stage in the thrust position and is referred to as point "p".

8Eldon Elder, Will It Make 4 Theatre?, New York: Drama
Book Publishers, 1979, p. 100.
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The point is approximately the actor's knees; configurations
of the ballroom and the complications mentioned above cause
this compromise, From point "p", a line is projected to eye=-
level of the first row; this line is required to be above the
horizontal plane of point ' "p". A person's seated eye-level
is considered to be 3' - 8" above the floor. A person's head
is 4" above eye=level. To locate the level of each riser past
the first row a line is projected through point "p" over head
level of row "a" to the point 3! - 8" above the position of
the seat in row "b", A perpendicular is dropped from eye level
to determine the location of the riser. The process is repeate:
for each row of seats.9
Calculating sightlines in this manner results in din-
ner risers being at typical increments of 1' - 6", The last
row of risers is level with the existing balcony and is at the
outer edge of comfortable viewing distance, 60' from the stage.
The riser height is an advantage; space created by the last
two rows of risers allows an acoustically separated lobby below

and behind the seating area.

Acoustics
Like being able to see the actors clearly, being able
to hear them clearly is an important factor in serving both

the audience and the performance. There are two factors to

2

Stephen Joseph, New Theatre Forms, London: Pitman,
111=113

See also Illustration, p. 126,
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consider in insuring good acoustics, the noise level both in-
side and outside the theatre and the reflectance of the sur-
faces in the room.

Repeated reflections off the surfaces in a room is re-
verberation. In spaces to be used for speech, highly reflec-
tive surfaces are undesireable. A reverberation time calcula-
tion considers the absorption of all surfaces and materials
at several frequencies, the most important being the mid-range
frequencies, 500 -« 1000 Herz. At these frequencies an optimum
reverberation time for an intimate playhouse is from70.9 to 1.1
seconds, Musicals require more reverberation, optimum is 1.2
to 1.4 seconds. In order to calculate the reverberation time
for the theatre, the area in square feet of each surface was
multiplied by the absorption coefficient of the surface mat-
erial. The sum of the absorption figures was plugged into a
formula £hat results in the actual reverberation time for the
space. The Wareham theatre appears to be more absorptive than
reverberant, 1.09 at 500Hz and .82 at 1000Hz. These figures
are acceptable for drama. ¥or a musical, reflective panels
may need to be added---However, more finely tuned calculation
would determine need and configuration of reflective surfaces.

Noise outside the theatre leaks in through doors, win-
dows and ventilation ducts; all must be sealed and sound-insu-

lated. Noises generated within the theatre such as audience

10William J. McGuiness and Benjamin Stein, Mechanical
and Electrical Equipment for Buildings, 5th ed, New York:
John Wiley and Sons, Inc., 1971, p. %77—981. See also Illust-
ration, p. 129.

1C
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noises & stage machinery noises are alleviated by the extra
absorbancy of carpet and upholstery. Mechanical systems that

operate quietly are important.11

Color & Lighting

There are two‘distinct concerns in choosing colors and
lighting for the theatre. The performance requirements are
different from and somewhat at odds with the requirements of
dining. Areas outside the audience/acting area serve unique
functions with clear cut lighting needs,

The special needs of a performance area require that
stage light does not reflect off other surfaces in the room.
Often this is solved in small theatres by painting surfaces,
especially ceilings, black. However, the performance area will
also be a dining area, and audience concerns suggest that the
atmosphere be pleasant and conducive to enjoyment of a meal.
Faber Birren brings up the point that under low light levels
(below 25 = 30 footcandles) darker colors lose their identity.
A color with less than 20% reflectance will appear black and

12 To create

be somewhat disorienting under lower light levels,
the best possible ambience for dinner, yet meet acting area

requirements, two basic colors were chosen as scheme colors to

M1vid., p. 993.
12

Faber Birren, Light, Color and Environment, New York:
Van Nostrand Reinhold Company, 1969, Pp. 13, 4.
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use in variations throughout the theatre building; peach,
flattering to complexions and food, and warm gray. In areas
where people will be seen ("being seen" is part of the thrill
of theatre-going) peachy colors and warm incandescents will be
used. In the auditorium, peach occurs in table cloths with a
dark range of peachy orange to red in window hangings and up-
holstery. Walls, engaged columns and ceilings are medium to
dark ranges of gray with peach accenting plaster ornamentation,
House lighting is incandescent and low, with indirect lighting
on engaged columns and individual table lights. In the public
areas colors and lighting were chosen to promote the desired
atmosphere. - The downstairs lobby is planned to be more casual
with a subtle theatrical theme--colors are in the same family
as those used throughout but are lighter and clearer. Very
pale gray walls, peach and peachy orange accents are used.
Lighting consists of incandescent ceiling cans supplemented by
theatrical strip lights defining stairwells and concessions
area. Track lighting focuses on the exhibit wall.

The lounge upstairs is more formal. Colors of peach an
' gray are rich & dark. Light levels are low with suspended in-
candescent lights providing major illumination of seating and
food service,

Functional 1iéhting to suit tasks is used in the back-
stage areas; with existing flourescents re-used when possible
in work areas. In the make-up area, traditional incandescent

strip lights are used around mirrors. The other color that is
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flattering to complexions is the complement of skin tones,
turquoise.13 A blue-green version of turguoise defines the
"green room" and is used on end walls and the mirror wall in
the dressing room.,

Another aspect of lighting is stage lighting, also a
factor of the modular stage. In order to accommodate the stage
in its various positions, a 4" grid of pipes is suspended from
the ceiling. This grid could also be used for hanging scenery.
The area the grid covers was determined by the angle from fhe
actor's eye to‘the lighting instrument. Lights positioned so
that this angle is 45° from the eye level of the actor stand-
ing at the front edge of the stage will avoid casting light
on the spectators. The point at which the angle is 45° deter-
mines the distance the grid needs to extend into the audience
area.14 Due to the relatively low ceiling and lack of space
above for a catwalk, the lights will be serviced from an ex-

tension ladder or a small scaffold.

Furnishings, Finishes and Materials

Furnishings, finishes and materials for the public
areas of the theatre were chosen for comfort, appropriateness
to the task, and contribution to the desired image of the space

The lobby/concessions area and the adjoining box

office/manager office are similarly treated. The feeling is

31pbid., p. 993.

14Elder, op. cit., p. 91.
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light and casual with a theatrical image. Floor covering is
Dow Bradische level loop carpet, "Kingsbridge" #309 Marble
Gray, peach and charcoal. The dense, 100% acrylic fiber shoul«
resist heavy traffic. The carpet meets or exceeds federal
flammability standards.

Much of the ceiling in the lobby/concessions area is
new construction. Armstrong 6" linear strip acoustical ceil=~
ing was chosen in "concrete", a pale gray color.

Existing plaster walls are to be repaired and painted
with Coocks Paint #422, a pale gray with a 69% reflectance fac-
tor. For accent the east wall of the box office and the mana-
ger's office are to be painted in peach, Cook's Paint #495,
reflectance 37%.

Windows are treated with Roman shades to be made with
a fgbric similar to Pattern A1211 by the B. Berger Company,
in "Blush", a 100% Dacron polyester.

General lighting for the lobby/concessions area is
provided by incandescent ceiling recessed down lights. Spec-
ial accent lighting promotes the theatrical theme with "Lyte-
strips" by Lightolier defining fhe dropped ceiling over the
coneeésions stand, with bare bulbs mounted on oxidized brass
strips. Freestanding floor lamps are commercially available
theatrical spot light look-alikes.

One wall of the lobby is an art exhibit wall., The
ceiling is lowered to 8'-6" three feet out from the wall,

separating viewing area from traffic lanes. Lightolier track
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lighting spot lights the exhibit wall, which consists of 4'X8!
Celotex panels covered with natural linen and mounted on the
wall,

Furniture in the lobby/concessions area includes bench
seating next to the entry and low tables and chairs in the
concessions area, Kinetics furniture is specified for the
benches and tables: #200/113, a 24"D X 65"W X 18"H bench; and
#300/301, a 24"D X 24"W X 18"H end table are near the entry.
Concessions stand tables are #400, 15"H X 30" in diameter.

All furniture bases are "Kinkote 2-KK-09," gray baked-on ena-
mel. Table tops are white plastic laminate. Upholstery on
benches is Carnegie Fabrics "Jib Cloth," in #6260-67 "Sun-
down," a 100% cotton fabric, flame retardant and Zepel treat-
ed. Concessions chairs are standard director's chairs uphols-
tered in Carnegie's Jib Cloth, half in "Sundown" and half in
#6260-85, "Autumn." A round dual ash/waste receptacle by
Smokador, #FG-2171 in white, is used. The receptacle is 11"
in diameter X 26" H.

The lounge, being more formal than the lobdby, is
darker and more luxuriously furnished. ZFloor covering is a
55% wool/45% acrylic blend level loop carpet, "Dress Rehear-
sal," Brewen of California in #OR49, "Orkney Gray." The char-
coal gray carpet passes flammability requirements.

Walls and ceilings in the lounge are repaired and
painted with Cook's Paint #420, a gray with a reflectance of
46%. Deep rose is used for plaster ornaments and as an accent

wall color, Cook Paint #301, reflectance 63%.
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Incandescent downlights are supplemented with glass
- pendants clustered over seating groups and over the bar.
Lightolier's "Crystal Dome Pendant" is polished brass with
a 12"H X 94" diameter clear ribbed dome shade.

Furniture in the lounge has a 1920's theme. A "Gatsby
Bench" by Breuton Industries and Metropolitan Furniture Corp-
orations, #541 "Sonora" chairs are specified. The bench is
60"W X 24"D X 17%2"H with a recessed plinth base with radius
corners in rich low bronze. Upholstery is button tufted in
rose velveteen. The same fabric in a lighter shade covers the
. curved back Sonora chairs which are 31"D X 32"W X 29"H (back).
Side tables are Stendig reproductions of a 1927 Eileen Gray
adjustable height glass topped table with a polished brass
tubular steel frame.

The audience/performance area contains elements of
both the lobby and the lounge. The charcoal carpet extends
from the lounge to cover the permanent risers. The lighter
gray lobby carpet is used on lower level aisles and to top
the moveable seating risers.

Walls of the auditorium are painted medium gray,

Cooks Paint #418 with a reflectance of 30%. Ceilings are dark
gray, #417 with a reflectance of only 13%. The plaster
ornamentation and engaged column capitals are picked out in
Cooks Paint #494 peach, with a 46% reflectance factor. Riser
railings of the permanent seating area are faced with modesty

panels of Formica plastic laminate in "Burgundy Suede."
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Each column bay of the audience area has two sets of
windows, one above the other. Each bay is hung with two ver-
tical panels of fabric that cover windows from top to bottom.
Each bay is hung with a different shade of wool fabric from
red-orange to deep red.

Incandescent downlights recessed in the ceiling are
supplemented by Lightolier's #40971 wall lamp on the engaged
columns in polished chrome and brass. Lamps by Atelier Inter-
national individually'light tables.

Chairs-for dining are by Rudd International, M.O.
#4551 Armchair. The chair frames are laminated beech with
white oak veneer. The chair backs are stained black and
chairs are upholstered in four colors that correspond with
the colors used for window hangings. Used theatre seats -
are suggested for the non-dinner area, to be refurbished and
upholstered to continue the color pattern of the window hang-
ings. Chairs are to be bolted in groups of four to the mod-

ular risers.
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INTERVIEW FORM: THEATRE VISITS

Contacts: Charles Kephart, Managing Director, and Tom
Ward, Technical ﬁirec%or

Theatre Name: Salina Community Theatre

Location: Salina, EKansas

Type of theatre: professional

General Organization of theatre:

Members are season ticket holders, Members elect
board at the annual meeting. The hoard hires the manager
and members serve on committees.

Decision makers, policy setters:

Board of Directors: 17 members including the presi-
dent of Players and the president of the Guild

Who decides which plays to produce?

A play selection committee makes recommendations to
the board. Selections must have the managing director's
approval.

How are directors and technical staff chosen?

The paid managing director directs three plays and
the musical, recommending guest directors for the shows
he does not direct.

Who takes care of maintenance?

The city takes care of the grounds and public areas,
The theatre takes care of stage/production areas, depending
on volunteers,

Who takes care of general operation?

the paid managing director assisted by a part-time
secretary and the technical director

How is the theatre funded?
% box office: almost all
% donations: none (aimos
% grants: none

6ther: shows other than regnlar season shows are produced
as benefits for special projects
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What types of plays are performed in a season?
' two comedies, one musical, one drama,4one misc.
Are there other types of activities besides producing plays?
yes
List:

rent-outs: meetings, musical events, etc.
city-owned arts commission office in building

How was financing acquired for this facility's construction?
The land was donated, The theatre group raised

money to build, then gave the building to the city. The

city rents out the facility, pays the bills, shovels the

. walk, and cleans the public areas.

Was it designed by an architect? Yes

Did the users have input in the design or planning? no

Does the theatre have stated goals or objectives? yes
List goals and objectives?

Long range: an addition to the building

(1) follow-up on studies done by an

architectural committee

(2) raise money for an addition
1983 goal: 1increase membership from 2700 to 4000
Goals for the board: volunteer management program
to attract and train volunteers; develop growth
opportunities

What image does this theatre have in the community?

The theatre is popular as evidenced by sell-outs.
Some people still look askance at "those theatre
people."

Are there any areas in the theatre that you would design
differently if you could do it over?

more set construction space with shop on the same
level as the stage

change metal stairs to greenroom: too noisy
only allow for three in the orchestra pit

leave out floor trap

allow seating for 500

Are there any areas that work particularly well?



138

The proscenium is a good configuration for the
types of shows that are produced.

They like the configuration of walls in the
dressing/green room

Do you have any recommendations for MCT in the design of
a new theatre?

Paint the ceiling black.
Allow plenty off-stage space.

What is the stage configuration of your theatre?
proscenium/open-with orchestra pit
Is it flexible (can it be changed?) ?

seating is not flexible.
can put a cover over the pit for extended forestage,

Does this configuration work well for the kinds of plays
that you do?

yes
How did you decide which configuration to use?
The architect decided.

Would you make any changes in the design of the stage
itself?

* The pit cover should connect calipers.
General comments:

The problems of the theatre have been over-
emphasized. Very few theatres do not have problems.
The problems. with the design are our fault. We should
have stood up to the architect and should have brought in
theatre consultants . (Charles Kephart)
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PHYSICAL CHECKLIST: THEATRE VISITS

Theatre name: Salina Community Theatre

Location: Salina, Kansas

EXTERIOR
Description:

facing of textured concrete
upper portion of facade is wood
form reflects shape of stage

PARKING
Amount of space: plenty

Location in relaticn to bullding entry: behind building

ENTRY

Visibility: ood from street
Location in bullding: Jfacing stireet
d railroad ties facin

Signage: large sign on woo g street
Accessibility: near downtown; not handicapped accessible

PUBLIC AREAS
Traffic flow: direct connection from entry to seating

Arrangement of Lobby/Lounge/Entry:

The entry foyer opens, without barrier of any kind,
directly into a walkway the surrounds the seating area and
serves as lobby and lounge

Location of box office: ad jacent to entrxgogen
Support facilities: restrooms and coats are o the lobby/
ble on exterior

walkway in circular "Dods" Vvisi

OFFICES

Location in building: two offices off greenroom
AUDIENCE AREA ‘ '
Number accommodated: 300

Fixed or flexible: fixe

Description:

Continental seating/horseshoe-sightline problems

STAGE
Configuration: open with calipers

Fixed or flexible: Tfixed

TECH BCOTH

Location: ©behind and above audience(access via ladder and
catwalks from backstage
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OFF-STAGE SPACE
Amount available: minimal, almost non-existent

Relationship to other backstage areas: 1%t is the bacEsfage.
Everything else is downstairs

ACTORS SPACES
Dressing room description:

There are male and female dressing rooms; costume
"storage and restroom in each

Greenroom description:

large, open

used for rehearsals, costume construction, properties
construction, small set construction

Location of the two in relation to the stage: downstairs

TECH SPACES
SETS

Where built: on stage and directly off stage
Description of scene shop:

none

Location of scene shop and loading area in relation to stage:
directly off stage

PROPERTIES

Where built: off-stage and in greenroom

Where stored: a sEorage shed built on property
COSTUMES

Where built: in greenroom
Where stored: a storage shed built on properiy and dressing

rooms

LIGHTS
Where stored: on catwalks above audience

GENERAL AVAILABILITY OF STORAGE

There is little storage in the building. A storage
shed on the property meets needs adeguately

SPECIFIC (ASSIGNED) STORAGE

Costumes: closets/ Props and Costumes: shed
Archives: office/ Misc.: greenroom, offices
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DINNER
Accommodations: none

Storage: not applicable
Prep: not applicable

REHEARSAL SPACE

greenrcom and stage

MEETING SPACE
Stage/audience area and greenroom
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INTERVIEW FORM: THEATRE VISITS

Contact: _Paul Naylor, Technical Director

Theatre Name: Topeka Civic Theatre

Location: North Kansas Avenue, Topeka, Kansas

Type of theatre: professional

General organization of theatre:

_ Out of 2,000 members, a board of directors is
elected. The board hires an executive director, an artistic
director, a2 technical director, and box office personnel.
A custodian, two secretaries, and a book-keeper are also
hired. TOT is a non-profit organization.
Decision-makers, policy setters:
the board, the executive director and others on staff

Who decides which plays to produce?

: committees: +the play selection committe presents
a slate to the board, executive director and technical
director .
How are directors and technical staff chosen?

The artistic director or a visiting director
directs plays.

Who takes care of maintenance?
the custodian
Who takes care of general operation?

executive director, who is a business manager whose
responsibilities include advertising and public relations

How is the theatre funded?

% box office: most of financin
% donations: fund-ralsing

% grants: none

% other: special fundraising

What types of plays are done in a season?

comedy, drama, two musicals (one midwinter, one end
season), classical



143
Are there other activities besides producing plays? yes
List:
Jazz workshops, guest performances, i.e. opera singers,
children’s seminars
How was financing acquired for this facility's construction?

donations from 1977-1979.
building purchased by TCT.
equipment donated :

Was it designed by an architect?

membership includes an architect who volunteered
his time

Did the users have input in the design or planning?

Members did their own construction, which was
phased.

Does the theatre have stated goals or objectiﬁes? probably
List goals and objectives?

improvement of theatre in Topeka
What image does this theatre have in the community?

very high, very good
good newspaper publicity and TV coverage

Are there any areas in the theatre that you would design
differently if you could do it over?

more lighting capability
larger stage

Are there any areas that work particularly well?

good light and sound booth location
seating arrangement and sightlines 90% effective
can take out tables to expand stage

Do you have any recommendation® for MCT for the design of
their new theatre?

should have theatre consultant

highest ceiling possible

entrances and exits for bringing in scenery
thrust cheapest stage form

grid system of 1-1/2 to 1 3/4 inch pipe for lights
if dinner, provide facilities for preparing meals
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allow separate area for catering
allow separate area for bar
What is the stage configuration?
half proscenium/half thrust
Is it flexible? (can it be changed?)
thrust, semi-circle, in-the-round all possible

Does this configuration work well for the kinds of plays
that you do?

limited with box set:
proscenium is nine feet out from the back wall
thrust is thirteen feet out from the back wall
there is a 13 foot ceiling limit

How did you decide which configuration to use?

Three ground plans were presented within the
restriction of the main walls; chose the best

Would you make any changes in the design of the stage
itself?

10 feet deeper
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PHYSICAL CHECKLIST: THEATRE VISITS

Theatre name: Topeka Civiec Theatre

Location: North Kansas Avenue, Topeka, Kansas: warehouse
digtrict

EXTERIOR
Description:

a warehouse: brick, stone, and concrete block
two attached boxcars

PARKING: gravel lot
Amount of space: minimal
Location in relation to building entry: adjacent, in front

ENTRY
Visibility: cannot see from road; signage helps; door is
painted red; red and white canopy

Location in building: _south side; north side of building is
adjacent to street

Signage: large, elevated sign can be seen from river
bridge and Irom %Ee street

Accessibility:s entry is up several stairs; there is a ramp

PUBLIC AREAS

Traffic flow: through lobb ast lounge, corridor past
bar and through eievator sﬁa%t go audience area

Arrangement of lobby/lounge/entry: _entry opens to lobb
where posters are displayed, open (in same volume with) %ounge
at has tables and chairs .

Support facilities: restrooms adjacent to lobby: bar and .
coffee shop on either side 0 COrridor 10 sudience area
OFFICES

Leation in building: direcior and tech director office off
greenroom upstairs; access EErougE DoxX oifice

AUDIENCE AREA
Number accommodated: 198

Fixed or flexible: semi-flexible
Description:

tables and chairs on levels around thrust stage
carpeted floor, dark brown paint on block, brick walls
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STAGE
Configuration: modified thrust
Fixed or flexible: Tlexible

TECH BOQTH
Location: stage left, rear of auditorium

OFF-STAGE SPACE

Amount available: very small "turnaround". area in wings
Relationship to other backstage areas: greenroom ugs%a{rs
set construction downstairs

ACTORS' SPACES
Dressing room description:

open dressing tables in greenroom
dressing room has men's, women's showers; enclosed
area for changing

Greenroom description:

large, comfortable with wood floors and area rugs,
old furniture, natural light

Location of the two in relation to the stage:

must go down staircase to get to backstage
other stairs to box office
freight elevator to auditorium

TECH SPACES

SET3

Where built: downstairs, basement
Description of scene shop:

large area the size of entire audience area
all storage and lighting and electrical supplies
plenty of room

Location of scene shop in relation to stage:

Loading area: dock and garage door directly to stage
Access to scene shop through trapped floor in stage
or via freight elevator at rear entry of audience
area

PROPERTIES
Where built: scene shop
Where stored: scene shop- all furniture is borrowed so no

storage needed
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COSTUMES .
Where built: costume shop in basement, access via separate
staircase from scene shop

Where stbred: basement shop

LIGHTS
Where stored: scene shop

GENERAL AVAILABILITY OF STORAGE

scene shop and costume shop include storage
box car buffet has food storage
box car bar has food storage

SPECIFIC (ASSIGNED) STORAGE

a rented building for prop and furniture storage
see general storage

DINNER

Accommodations: gseparate boxcars added to building to
accommodate dirnner prep and cleanup in acoustical privacy
Storage: dishes and silverware storage for bar, coffee bar
and buffet in box cars

Prep. clean-up, warm-up in kitchen in box car, also in bar
and coffee bar

REHEARSAL SPACE
other buildings
MEETING SPACE

greenroom
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QUESTIONNAIRE ONE: GOALS
RZSULTS

The following is a list of questions as they were
given to the 17 members of the board of directors of Man-
hattan Civic Theatre and 30 people actively involved in the
theatre. 24 queétionnaires were returned.

The gquestions being open~ended allowed people to
give detailed, multi-level responses or no response at all.
In compiling the results, key words and phrases or reasons
given were extracted; those with similar meanings were
grouped. The responses that received the greatest number of
mentions was considered to be an important factor in deter-
mining goals for MCT. However, each response was considered
in compiling the program. In listing the responses below
totals are not given because they do not tally with the
total number of gquestionnaires returned. The guestionnaire
was considered a guide for writing the program and a catalyst

for discussion among members of Manhattan Civic Theatre.
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(1) Wwhat is your definition of community (civic) theatre?
Key words and phrases in the responses:
number of responses: wWho:

10 * for and by community members
(for people, by people, drawn
from the community, local
resources, local amateur talent
surrounding area, from the city5

which members:

7 ¥ any and all

(age groups, members of the
community, entire community)
¥cross-section

*¥fluid group

*wide spectrum

— b b

Doing what?

4 * participating
(on stage and backstage, many
different capacities, every
aspect of theatre)

4 ¥ production es well as spec=-
tators

, How:

5 * presenting plays
Why:

4 * entertainment outlet
(enjoyment, fun, recreation)

2 * provide theatre outside

: university and other organi-

zations

1 * to stimulate and preserve
theatrical activities in the
community

1 * to promote understanding and
appreciation for theztre

1 * for meaningful, direct com=
munication

1 * to promote awareness of com-
munity resources

1 * to provide educational

exposure to good theztre
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(2) What is the mission of MCT as & community theatre?

Key words and phrases in the responses:

number of responses

g

(5)
(2)
5

(53

(3)

Purpose:

* outlet for participation

{ as producers, as audience,
actors and audience, goers and
doers, means of self-expression,
theatrical expression)

* to provide alternative enter-
tainment

(high level, good quality,
excellence)

(recreation)

* to make the community aware
&of opportunities for everyone)
exposure to plays not other-

wise seen in this area)

(respect for arts, promotion of
arts, cultural experiences)

* promote community involvement
(pride, all members)

* increased value of community
(culture and entertainment
value, further state of the art)

(3) What kind of plays do you wish MCT would produce?

number of responses

9

Xey Words:

* money makers

(good family entertainment,
audience draw, full house, make
money and challenge staff, no
heavies and avant garde)

* variety everyone can enjoy
(continue present policy,
balance to meet needs of varied
population)

* no restrictions

(only limits are physical res-
trictions, available talent and
audience, criteria of good
theatre)

¥ plays that would not be seen
by other groups

* emphasis on quality; dramatic
events rather than strictly
commercial endeavors

* no abstrzct or absurd
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* key: variety and guality of
workmanship

Kinds of Plays Listed:

* musicals
(large scale)
* conventional drama
glight;
heavy
comedy
mystery
classical
mystery
children's
innovative

* sk % & %k %k

(4) Whzt kind of plays do you think MCT can do best?

number of responses

RN T OY

— el ad

-

Key Words:

¥ potential for any

* small productions, limits of
present location

* dependent on pyople involved
* conventional (successful)

* entertaining comedy or drama
* wide range (original to clas-
sics)

* forte ensemble playing

*¥ ' wfluff" not enough

* one or two large musicals a
year

* musicals and experimentals

* dramas and mysteries

* comedies, mysteries, and
musicals

(5) Why does MCT need a new home?

number of responses

6
4
5

4

3
5

(2)

Reasons:

* space for larger productions

* gpace for larger audiences

* atmosphere of prese?t facility
tnot good for dinner

* access

(need place without stairs)
* storage space
* totally inadeguate present
facility (is not a home)
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(6) What is the idezl seating
number of responses

5

2

1 each

1

1

1

1

2
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need identity

need visibility

need permanence

need location without columns
present location physically
limits creativity

*¥ to better serve the needs of
the community

* to insure the continuation of
the organization

* to keep up with changes in
the art

*¥ to adapt to economic fluc-
tuations

* to recruit new participants
and attract new patrons

*¥ to be adaptable for different
productions

* %k sk k ¥

capacity for MCT?
Numbers:

*150-200
*¥250-300

- ¥200-300; 200-500; 120-160;

200-250; 500; 125-150; 200;

150-175; 227 +/- 30

* changeable from 125 to 500

* flexible from 100 dinner to
200 regular

* 500, if Manhattan grows 10%
in five years

Comments:

* permanently set for dinner
* flexible

57) What are other possible functions for MCT?
iActivities other than producing plays?)

number of responses

8

Functions:

* workshops, teaching
(creative dramatics classes;
make-up, acting, dialects
workshops)

* concerts, musical events

* dance recitals and classes
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* guests, out of town groups

* art exhibits

* forum for original work

* readings (play readings,
reader's theatre)

* forum for improvisational or
experimental work

* children's theatre and
workshops

* hosting (conventions,
community projects, community
meetings§

* fund raising parties, special
events

¥ rent-outs

¥ promotional arts, literature
activities, awareness raising
* summer theatre

* theatre for special populations
* field trips

* child care on performance
nights

* street theatre

¥ critiquing work

* Halloween make-up projects

* none

* rather expand production than
spread too thin

{(8) What human values can MCT promote?

nunber of responses

7

= PN WA

Values

* personal enrichment

key words: self-assurance,
self-esteem, self-discovery,
freedom to experiment, forum

for creativity, satisfaction,
self-understanding, sensitivity
and awareness

* group cooperation

key words: teamwork, cohesion,
patience, participation, involve-
ment with people

* community

key words: reflect current
problems, mix ages, develop

pride

* friendship, relationships

* all values

* none

* appreciation of art form
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1 * humanism

1 * understanding of infinite
variety of human behaviors

1 * predicting outcome of certain
levels of behavior and thinking

1 * sense of humor

(9) What is your primary reason for invoivement in MCT?

number of responses Heason:
10 * use of skill/creative expres-
gion

key words: playing piano,
working tech, participating,
guild, board, non-acting
administration, being a doer,
personal enrichment, vehicle of
expression, viable art form,
experience

9 * social

key words: creative interaction,

meet different people, inter-

esting, exciting people, cast

parties, personal contact in

leisure activities, teamwork

* love theatre

* education

* fun

key words: recreation, enter-

tainment

* psychodrama

* "Jtts a different world"

AN N

— el

(10) 1Is there a conflict between the ideas of audience-
oriented theatre and production-oriented theatre? How
would you compare the two?

number of responses answer: comparason:

5 yes * audience-oriented are
money-makers; shows are plan-
ned for maximum audience
patronage; a majority of poten-
tial audiences want entertain-
ment/ production oriented are
innovative; esotoric; emphasis
on actor-director interest

5 yes * play is never complete with-
out audience; production-orien
oriented is not theatre
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* balance needed; audiences
need more exposure to greater
variety/theatre people must
realize old stand-bys are good
fun

* no difference; shouldn't be;
good production should encom-
pass both

* start with production, audi-
ence will follow

(11) What is the level of guality that MCT should strive

to achieve?

number of responses
16
6

{(12) 1Is parking space a high
number of responses

10

5

2

3

1

1

1

1
(13) 4 site has not yet been

Response:

* highest possible, excellent,
best

¥ high within limitations:
actors, facility, budget,
structure, volunteer limitations
* high is loaded community
talent can be attracted

¥ realistic level not profes~i:
gional '
* we can be as good &s pros

priority?

Response:

* ungualified yes

¥ not highest priority
Considerations:

safety
accessability/convenience
to service patrons
handicapped accessability
space for 75-100 cars

must be within 1 1/2 blocks

% %k k ¥ %k k

chosen., What should be MCT's

criteria in selecting a location?

nunber of responses

10
6

Considerations:

* accessability to community
* adequate parking
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* downtown

* visibility

* room for expansion, develop-
ment

relationship to area
permanence

cost

desireable image

safe neighborhood
flexibility

quiet

property value

accessible to handicapped/
elderly

* %k k ok %k %k %k *k *k

(14) If you could choose, would you prefer to build a new
building or adapt an existing one?

number of responses

Response:

* adapt

considerations: quality and
quantity of space

¥ build

considerations:

all other factors equal
arts center concept

* build in stages

* financial considerations
should determine

building cheaper
adapting cheaper

* no preference

(15) Should the surrounding neighborhood be considered

either in the:
b

number of responses

15

14

ag design of the structure?
the activities that take place there?

Responses: (design)

* yes

considerations: blend in 5ld
erea, space, access, parking,
security, comfort

* not high priority

Responses: (activity)

* yes
considerations: 2zoning, noise
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(16) What image should MCT project?

number of responses

5

JIFRE N Y (U T N S N

Image:

* community oriented

key words: community involve-
ment, pride, concern for
betterment, broad-based

* high quality theatrical
productions

* creativity with profession-
alism

* pleasant atmosphere for
"night out"

key words: elegant, dinner
theatre, successful, first
class

great vitality .
leader and advocate of ideals
reliability

acceptance

variety

modern, interesting, exciting,
concern for and knowledge of
eople

entertainment excellence

*g ok ok kK Kk Kk Xk

(17) Can MCT bvalance the need for size (quantity) with
‘quality of the theatre's physical structure?

number of responses

3
2
2

—_ ek s s

LA L i

Responses:

* yes
* don't know
* hope so

Considerations:

* phase construction

* prohibitive cost?

* limit size: 150-200

* balance size; provide for
growth

*¥ acoustics

* guality is limited by lack
of size

* many compromises are possible
if advantages are offered

* others have done it
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(18) There are taree ways of approaching the issue of cost
vs, quality:
a. Do what is most cost-effective (i.e. invest
in materials with nigh initial cost because
in the long rum it will be cheaper than
replacement).
b. Do what can be afforded now and change or
add to later,
¢, Buy the best; settle for nothing less.

number of responses Response:

8 * cost-effective
comments: long run invest-
ment, replacement interferes
with concentration on produc-
tion

6 * do what can be afforded now
comments: be sure future
expansion is accommodated

2 * combination of cost-effective
and buy only the best
4 * cost-effective for sound and

lighting equipment, structural
work, what can be afforded now
- for other areas (combination)
1 : * buy only the best
1 * consider recycling

(19) Do you think of:the new facility as a possible invest-
ment, bringing financial gain?

number of responses Response:

1 * no
comments: Dbreaking even is 0K,
but should pay our own way;
not the goal of the theatre to
make money -
8 * yes
comments: rent facility, food
and beverage sales, invest-
ment shelter for heavy contri-
buter, investment for community

(20) Do you feel it is important to minimize maintanence or
operating costs?

number of responses Responses:

18 * yes
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comments: don't sacrifice
hastily, keep in running order,
keep easy maintanence, budget
for maintanence, balance initisl
costs against upkeep

1 * operationazl costs are always
increasing

(21) What should MCT's attitude be toward historic preser-
preservation?

number of responses Responses:

13 * positive and encouraging
especially if adapting, sup-
portive

1 * CK, but a new building is
better

1 * don't get involved, too
expensive

1 * no opinion

(22) Do you antitipate a change in the function or organ-
ization of MCT?

number of responses ; Responses:

15 * yes

bigger and better

slight, gradual

need for manager

year round production

new budget proceedures
dinner theatre _
business rather than produc~
tion people on bhoard

* paid production staff

* go into theatre business

— BN
* %k %k sk % ¥ %k

S
- N
o

* no

* 9

* function, no; organization,
yes

—I.—IU"

(23) Should MCT be static or dynamic as an organization?

number of responses Response:
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19 ¥ dynamic

comments: no choice, flexible,
change appropriately as needs
change, same people should not
do everything

(24) when should MCT be in the new facility?
number of responses "Response:

7 * ACSIAIP'
comments: when appropriate
steps have been tzken,
decision should not be hasty
3 * 1983-1984 season

o1 ¥ two years
1 * 2
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QUESTIONNAIRE TWO: EVALUATION
RESULTS :

At the August 26, 1982, MCT board meeting, I
rresented 2 design for Manhattan Civic Theatre using the
Wareham Annex Ballroom as a site. Although the ballroom
is not available to the group, the design was presented as
a possible solution, with some ideas that could be used in
any building and others presented to facilitate discussion.
In order to gain concrete feedbaék, a questionnaire was
handed to each member of the board present. Of twelve
members present, six returned the finished questionnaires
after the meeting. The results are given as averages of

the rankings received.
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The following is a list of objectives that this
design for Manhattan Civic Theatre attempts to meet. Please

rank the design for each objective on a scale of 1 to 4.

1: excellent (meets objective completely)
2: good (meets most aspects of the objective
3: fair Emeets some aspects of the objective
4: poor (does not meet the objective)
OBJECTIVE * RANK
1. to promote theatre for and by community
members .50
2. to allow participation for spectators
and for production people 1,40
3. to allow social interaction within groups 1.80
4, to allow individual creative expression 1.25
5. to provide entertainment 1.00
6. to provide cultural enrichment 1,17
7. to allow high guality theatre to take place 1.00
8. to provide an exciting/stimulating/vital
atmosphere 1,17
9. to be visible to the community 1.33
10. to be comfortable 1.50
11. to be attractive 1.1
12. to be accessible to all theatre-goers 1.80
13. to provide an identity for MCT 1.00
14. to balance the needs of a production with
the needs of the audience 1.40
15. to allow for efficient maintenance and
cperation 1.50
16. to provide acoustical and visual separa-
tion between production areas and audience
areas 1.60
17. to allow functional and efficient traffic
flow of people and things 1.5



18, to
19. to

20, to
to

21. to
22. to
23, to

24, to
to

25, to
26, to

* Objectives are not listed in order of their priority.

allow variety in types of plays produced
allow future change

allow activities other than theatre
take place

preserve the character of the building
provide adequate storage
provide safety for people and things

accommodate all the activities necessary
produce a play

allow meetings and special events

allow for adequate audience sizes

163



164

EVALUATION CHECKLIST %
SPECIFICS

Date of visit: _Feb, 1982

weather: sunny, rainy, cold, hot, damp, dry,(sgpwy)

Building address: 421 Humboldt
Building orientation: North

Contact: Paul Shull

owner, agent, (other)

Rent per month: not available

annual rent: not available

Total square footage: 7636 sg. ft.

Dimensions: Height Width Depth total sq. ft.
1st floor: _ 22! 48' /26! 150! 4800/1300
2nd floor: _12°' 48’ 16" 768

3rd floor: 10! 48! 16" 768

Neighborhood: residential, Eommerciail manufacturing
Building type: brownstone,(ﬁtorefrontk loft, other:ballroom

Building age: 54 vears

Previous use: ballroom, YMCa

Neighbors: <Susinessh residence, occupied, vacent
right: parking lot , left: parking lot , above: vacent

below: health depsrtment and Jazz Aducator's issoc.

Building's zoning designation: C4

* Eldon Elder, op. cit., p. 125.
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NEIGHEBORHOOD

On-the-street parking: parallel parking

Restrictions: one-way street, east

Nearest parking lot: municipal parking across the street,
building parking to east, courthouse parking to west

Streets and sidewalks: potholes, cracks, irregular,(good.)

Street lights: ell-liﬁl adequate, poor

Garbage collection: irregular, regular, one

Nearest restaurants and pubs: Rie's Caie— 3 blocks (évening)

The Wareham, The Chef, Burger King- day and early evening

Nearby shops, hardware stores, etc.: one block from all

downtown merchants

Special factors: urban renewal,(landmark build;ggh city

owned, federal owned, other: _county is buying

General impression: excellent location for access and

visibility

EXTEZRIOR CONDITIONS
Facing: board,(ﬁgggk} brownstone, clapboard, other:

General condition: good

Steps: stone, wood, concrete, other: none

General condition: not applicable

Doors: wood, steel, meta1$:5la355 other:
Frames: wood, @teel), dimentions: 3'-6" X 7'-0" (7)

General condition: good

Roof access: ladder, stairs, trap door, other: do_ not know

Roof: new;(éia) cracks,(i;ékg, bubbles

General condition: poor
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Repairs needed: roof needs replacing; windows need replacing

General impression: visual appearance good

INTERIOR CONDITIONS

GENERAL
Stairs: wood, marble, concrete, metal, stone

open,  enclosed width:

Corridors: wall construction: plaster on lathe

width: 50"

general condition: clean only

Wall condition, general: good in interior wall; exterior

walls and auditorium walls are water damaged

e
Floor material: (wooEB concrete,(linoleun, other:

B e

General condition: good

Ceiling material: _asbestos (?) acoustical tile

General condition: poor, especially on exterior water

dzmaged areas

Zlevators: yes(no
Basement: (material and condition unknown)

Structure: steel beams and columns, concrete floor slab

Repairs needed: restore plaster in auditorium and as needed,

replace ceiling tile throughout, clean floors, repair/replace

auditorium windows as needed

General Impression: damage is due to leaking roof and

labor-instensive plaster repair is needed., Basically sound

structure, with most areas is good condition
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Security: doors: @ gates, bars

windows: locks, gates, bars, (Qone

Iumber of exits: two alarm system: yes,\no,

Xmergency systems: sprinklers, extinguishers, fire alarm,

emergency lighting,

Repairs needed: to bring up to code: add exits (fire

escapes, elevator), add emergency systems

Features to be enhanced or preserved: plaster ornamen-

tation in auditorium, ceiling height, floor on springs
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THE BASIC BUILDING CODEY1978

203.2 Use group A-l, theatres

203.21 TUse group A-1-A structures: Thic use group shall include all
theatres and other buildings used primarih for theatrical or operatic
perforriances and exhibitions. urranged with a raised stage, prosoenium
curtam. fived oy portable scemery loft. tights. motion picture bortl. me-
chanical appliances o1 other theatrical accessories and equip:nent. and
provided with fised seats.

203.2.2 Use group A-1-B structures: This use group shall inciude &l

. = 1 3 - . Y -
theatres without « stage and eguipped with fixed seats used for motion
picture performances.

2033 Use group A-2 Structures: This use group shall include all
buildings and places of public assemhly. without theatrical stage acces-
sories, designed for use as dance halls, night clubs and for similar pur-
poses including all rooms, lobbies and other spaces connected thereto
with a common means of egress and entrance.

2034 Use group A-3 structures: This use group shall include all build-
ings with or without an auditorium in which persons assemble for amuse-
ment. entertainment or recreation. and incidental motion picture. dra-
matic. theatrical or educational presentations, lectures, or other similar
purposes without theatrical stage other than a raised platform; and prin-
cipally used without permanent seating facilities. including art galleries,
exhibition halls. muscums. lecture halls. libraries. restaurants other than
night clubs. and recreation centers; and buildings designed for other
similar assembly purposes including passenger terminals.

203.5 Use group A-4 structures: This use group shall include all build-
ings used as churches, schools, colleges and for similar educational and
religious purposes.

203.8 Use group A-5 structures: This use group shall-include, grand-
stands, bleachers, coliscums, stadiums, drive-in theatres, tents and sim-
ilar structures for outdoor assembly use, and shall comply with the pro-
visions of this code for special uses and occupancies (see Article 4).

203.7 Regulations guide: The following listing contained in Table
203.7 is a guide to the principal requirements of this code applicable to
use group A. assembly buildings. They are not necessarilv the only, nor
all. of the provisions with which compliance is required. Omission of
reference to any provision shall not nullify any requirement of this code,
nor exempt anv structure from such requirement.
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417.3 Theatre means of egress requirements

417.3.1 Tyvpes of exitways: The required exitwavs from every tier or
fioor of a theatre shall consist of grade exitwayv discharge doors. interior
or exterior stairwavs or horizontal exits which provide direct access
to a street, an exitwav discharge court, or unobstructed passageway.
hallway cr Jobby leading to a street or open public space. The number,
location and construction of all means of egress facilities shall comply
with the requirements of Article 6 and the applicable standards listed
in Appendix B, except as herein specifically provided.

417.3.2 Number of stairways in auditorium: Each tier above the main
floor of a theatre or other auditorium shall be provided with at least
two (2! interior enclosed stairwavs which shall be located on opposite
sides of the structure; except that enclosures shall not be required for
stairs serving the first balcony only, or mezzannie thereunder. Such stair-
ways shall discharge to a lobby on the main floor. Exitwayv stairwayvs
serving galleries above the balcony shall lead directly to the street or
open public space as provided in Section 417.3.1.

417.3.3 Emergency means of egress from main floor of auditorium: In
addition to the main floor entrance and exitway, emergency exitway dis-
charge doors shall be provided on both sides of the auditorium which
lead directly to a street, or through a passageway to the street indepen-
dent of other exitways, or to an exitway discharge court as defined in
this code.

417.34 Emergency means of egress from balconies and galleries: Emer-
gency exitways shall be provided from both sides of each balcony and
gallery with direct egress to the street, or to an independent passage-
way, or to an exitway dischar§e court. There shall not be communication
from any portion of the building to the emergency exitway stairways
except from the tier for which such exitway is exclusively intended.

417.3.5 Exitway discharge courts: All exitway discharge courts shall

v, mot less than six (6) feet wide for the first siv hundred 1600 porsons
' ' b accommodated or fraction thereof, and shall be increases one (1
facr in width for each additional two hundred and £ftv 250 nersons.
<ok courts shall extend sufficiently in length to include the sid: and
rear emergency exitways from the auditorium,

417.3.6 Hardware: Latches or bolts on all means of egres: domvavs
«nall be of an approved self-releasing. panicproof type complving with
Section 612.5.2, -
217,87 Width of exitway doors: The maximum width of sincle exit-
v doors shall be fortv-two 420 inches and the minimum widil of
gouble doorways shall be sivtv 60 inches.

-f r

. sed Exit signs compliving with Section 623.0 whick shall he kept lighted
ac all times during cecupaney of the building.

417.3.8 “Exit” Jights: All exitwav doors shall be marked with. illumi-
it

4174 Theatre seatings

4174.1 Fixed seats: In all theatres and similar places of assemblv
exespt churches. stadiums and reviewing stands. individual fived seats
shall be provided with an average width of not less than twentv (20:
inches and seats shall not be less than nineteen (19) inches wide. All seats
shall be provided with separating arms and arranged in rows not less than
thirtv-two (32} inches apart, back to back, measured horizontallv.
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417.4.2 Number of seats: Aisles shall be provided so that not more
than six (6) seats intervene between any seat and the aisle or aisles,
except that the number of seats in a row shall not be limited when self-
raising seats are provided which leave an unobstructed passage between
rows of seats of not less than eighteen (18) inches in width leading to
side aisles in which exitwav doorwavs are located at not more than
twenty-five (25) foot intervals to the exitwayv corridor or exitway dis-
charge court. -

4174.3 Box seats: In boxes or Joges with level floors, the seats need
not be fastened when not more than fourteen (14) in number.

417.5 Theatre aisles

417.5.1 Longitudinal aisles: The width of longitudinal aisles at right
angles to rows of seats and with seats on both sides of the aisle shall
be not less than thirty-six (36) inches, increasing one-quarter (%) inch
for every foot of length of aisle from its beginning to an exitway door,
or to a cross aisle or between cross aisles. The width of the longitudinal
aisles with banks of seats on one side only shall be not less than thirty
(30} inches, increasing one-quarter (%) inch for each foot of length.

417.5.2 Cross aisles: When there are twenty-seven (27) or more rows
of seats on the main floor of theatres, cross aisles shall be provided so
that a block of seats shall not have more than twenty-two (22) rows. The

width of cross aisies shall be not less than the widest aisle with whick
thev connect or the width of exitway which they serve: but a cross ajg).
shall not be less than fortv-two (42: inclres wide. or when bordering
means of entrance not Jess than fortv-eight (45 inches wide. In balconie.
and galleries of theatres. one i1y or mure cross aisles shall be provideg
when there are more than ten 1107 rows of seats.

417.5.3 Gradient: Aisles shall not exceed @ gradient of one and three.
quarter (1% inches per foo.

41754 Balcony steps: Steps mav be provided in balconies and gal.
leries onlv. and such steps shall extend the full width of the aisle wigh,
treads and risers compiving with Anicle € whicl, shall be Hluminated
by lights on batk sides or by a step licht or ctherwise to insure an ire
tensitv of not less thun one 1 foot candle,

417.5.5 Railings: Meta! or other approved nencombustible railings
shali be provided cn baiconies and galieries as preseribed below. -

1. At the faciz «f boxes. balconies and galleries not less than thir

(30; inches i height; and not less than thirtv-six 36/ inches i
height at the foot of steps;

2. along cross zisles not less than twenty-six (26) inches in height
except where the backs of the seats along the front of the aisle
project twenty-four (24) inches or more above the floor of the aisle;
and
where seatings are arranged in successive tiers, and the height of
rise between platforms exceeds eighteen (18! inches, not less than
twenty-six (26 inches in height along the entire row of seats at the
edge of the platform.

w2
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417.6 Theatre foers

417.6.1 Capacity: In every theatre or similar place of public assembly,
not including churches, for theatrical use with stage and scenery loft.
a fover or Jobby shall be provided with a net floor area, exclusive of
stairs or landings. of not less than one and one-half (1%2) square feet
for each occupant having access thereto. The use of fovers and lobbies
and other available spaces for harboring occupants until seats become
available shall not encroach upon the clear floor area herein prescribed
or upon the required clear width of front exitways.

417.6.2 Egress: VWhen the fover is not directly connected to the pub-
lic street through the main lobby, an unobstructed corridor or passage
shall be provided which leads to and equals the required minimum width
of main entrances and exitwavs. A mirror shall not be placed so as to
give an appearance zs a doorway, exit or passageway.

417.6.3 Gradient: The rear fover shall be at the same level as the
back of the auditorium and the means of egress leading thereform shall
not have a steeper cradient than one (1) foot in eight (8) feet.

417.64 Construction: The partitions separating the fover from the

.pditorizs. ang other adjoining rooms and spaces of theatres shill be
-A.m‘thT‘UC’.'.:i‘:- of not less than two {2° hour fireresistance rat‘in;:. except
Jhat openinz protectives may be constructed of noncombustibie matenal:
without Sreresistance ruting.

417.6.5 Vaiting spuces: Waiting spaces for harboring occupants shall
be locate only on the first or auditorium floor. Separate exitways in ad-
gition te the reguired theatre exitwayvs shall be provided from the wait-
i-.c space based on anooccupaney of one (1) person for each threc 3
couare Ies 0f waiting shace area.

3177 Toeatre stage construction

417.7.1 Stage enciosure walls: Everv stage hereafter erected or al-
sered for theatrical performances which is equipped with portibie or
fved scenen. lights and mechanical appliances. shall be enclosed on all
sides witt solid walls of not less than four 41 hour fireresistance rating.
extending continucusiy from foundation to at least four 41 feet above
the roof. Trnere shall not be window openings in such walls within six (6;
feet of a= interior ot line; and ull permissible window openings shall
be protecied with three-quarter (%) hour fire windows complving with
Article 9.

417.7.2 Floor construction: The entire stage, except that portion used
for the working of scenery, traps, and other mechanical apparatus for
the presentation of & scene, and the roof over the stage shall be not
less than three (3) hour fireresistance rated construction. All openings
through the stage floor shall be equined with tight fitting. solid wood
trap doors not less than three (3' inches in thickness or other materials
of equal ohysical and fireresistance rated properties.

41753 Rigging loft: The rigging loft, iv galleries and pin rails shall
be constructed of approved noncombustible materials.

417.74 Footlights and stage electrical equipment: Footlights and bor-
der lights shall be installed in troughs constructed of non-combustible
materials. The switchboard shall be so located as to be readily accessible
at all imes and the storage or placing of stage equipment against it shall
be prohibited.

i
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417.7.5 Exterior doors: All required exitway discharge door openings
to the outer air shall be protected with approved self-closing fire doors,
complying with Article 9. All exterior openings which are located on
the stage fur means of egress or loading and unloading purposes which
are likelv to be open during occupancy of the theatre, shall be constructed
with vestibules to prevent air draughts into the auditorium.

417.7.6 Proscenium wall: There shall not be other openings in the
wall sepa-ating the stage from the auditorium except the main prosceni-
um opening; two (2) doorways at the stage level, one (1) on each side
thereof; 2nd, where necessary, not more than two (2) doorways to the
musicizr: pit from the space below the stage fiour. Each suel, g,
shall not exceod twentv-one (21 square feet in area und shall D‘_T"
tected wiil approved automatic and seli-closing fire door geger -.’:"r_.-
complyvir.z with Article 9 with a combined fireresistunce ratinz (

(3) hours or the approved labeled eguivalent. The distunce betwen.
top of the proscenium opening and the ceiling of the stage shall 3, ¢
less than &+¢ 3 feet, T hat

LRI
el b

417.7.7 FProscenium curtain: The proscenium opening shall be ...
tected witt an automiatic fireresistive and smoke-tight curtain Geg. < s
to resist ax air pressure of not less than ten (10, pounds per sou, o
foot (psf. nurmal to its surface. both inward and outward. The u::
shall with::zand @ one-half 32) hour fire test at a temperature of no- ]:-r'
than seventeen hundred (1700; degrees F. without the passage of 5;.

The curtaiz. :Lal be operated by an automatic heat actviated device 1, Ge.-

scend Insizztly and safely and to completely close the proscenium oo
ing at & rate o temperature rise of fifteen (15 to twenty (20 degre.—_'?:":"-
per minute: LnC by ap ausiliany operating device to permit promn: ..
immediate =anual ciosing of the proscenium opening, T

41778 Scezery: All combustible materials used in sets and sceper
shall be rencered flameresistant to comply with Article 9. )

417.7.9 Stage ventilation: Metal or other approved noncombustibie
ventilators, ezuipped with movable shutters or sash shall be provided
over the staze. constructed to open awtomaticallv and instantlv by ap-
proved heat zctivated devices, with an aggregate clear area of bpeD.
ing not less =an one-eighth (%) the area of the stage, except as other.
wise pravidec in Section 417.2.2, Supplemental means shall Ee provided
for manual coeration of the ventilator.

417.8 Dressizg and appurtenant rooms

417.8.1 Conszuction: Dressing rooms, scene .docks, propertv rooms,
work shops a=d store rooms and all compartments appurtenant to the
stage shall be of fireproof (Type 1) construction and shall be separated
from the stage and all other parts of the building by walls of not less
than three (3) Lour fireresistance rating. Such rooms shall not be placed
immediately over or under the operating stage area.

41782 Opening protectives: Openings other than to trunk rooms and
the necessary doorways at stage level sEaH not connect such rooms with
the stage, and such ogenings shall be protected with one and one-half
(1%2) hour self-c’osing fire doors or the approved labeled equivalent com-
plving with Ar=cle 9. .

417.8.3 Dressing room and stage exitways: Each tier of dressing rooms
shall be provideZ with at least two (2) means of egress, one (1) of which

chall TanA Alearittes bn nem ~elbeeinae o3 _ s
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staze area behing the proscenium wall, At jeast one 1 zre
:

sewsy shall be provided from each side of the stage ang ¢

ot
™
re

"ap et

e : 4 . . '
* "+ side of the space under the stage. anc from each By galiery and from,

midiron 10 a street. exitway discharge court or passageway 1¢ &
 An iron ladder shell be provided from the gridiron to a seuttle
—¢ stage roct.

4°7.5 Lighting
42781 Exitwayes During necupancy all exitways in places of assem-

r ol

15- ¢hall be lighted to CL)I‘{.\E-T‘]_\' with the requirements of Section 624.0.

Faat o

$7=4.2  Avditoriums:  Aisice dn auditoriums shall be provided with

eemera) ibumination of not Jess than eneqtenth (3o foot candles st the
ree—- v of seate and not Jess than two-tenths (%100 foot candles at the
1 wo of seats ané the ifuminabion shall be maintzined throughout
swing of motion pictures 6r other projection:.

517.6.3 Other places of public assembly: Al areas and portions of

t—_dings used as places of public assembly other than theatres shall

—

e lichted by electric light to provide a general ilivmination of not Jess

t+zn one (1) foot candle.

17.94 Control: The lighting of exitways, aisles and auditoriums shall
be controlled from a location inaccessible to unauthorized persons. Sup-
= smentary control shall be provided as specified in Section 40834 in
t=: motion Picture projection room.

4:7.10 Fire protection and fire fighting equipment: Every theatre
c..ssified in the use group A-1 shall be equipped with a fire protection
~stem complving with the requirements of Article 12 and as herein
stecified.

4:7.10.1 Fire suppression system: Approved automatic fire suppression
svstems complying with the provisions of Section 1202.0 shall be provided
t: protect all parts of the building except the auditorium, foyers and
lc\'nEies or in the immediate vicinity of automatic equipment or over
¢>namos and electric equipment. Such %)rotection shall be provided over
the stage, under the gridiron, under all fly galleries, in dressing rooms,
over the proscenium opening on the stage side, under the stage, in all
bzsements, cellars, work rooms, store rooms, property rooms and in toilet,
lounge and smoking rooms.

417.10.2 Standpipes: Standpipe fire lines complying with the provi-
sioms of Section 1211.0 shall be provided with outlets and hose attach-
ments; one (1) on each side of the auditorium in each tier; one (1) in each
miezzanine; ope (1) in each tier of dressing rooms; and protecting each
pTuperty, store and work room.

$17.10.3 First-aid standpipes: First-aid standpipes complying with the
T rovisions of Section 1211.0 shall be provided on each side of the stage.
Such stzmdpipes shall be not Jess than two and one-half (2%2) inchies in
diameter. equipped with one and one-half 1%z inch hose and three-
eichth =~ inch nozzles. ’

417.10.4 Hose outlets: A sufficient ouantity of hose shall be provided.
equippes with regulation fire department couplings, nozzle and hose
sparmer. o reach all areas as specified in Article 12
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417.10.5 First-aid hand equipment: Approved portable two and one-
Lalt 2= gallon fire extinTwshers shall be provided and locared as fol-
:2: o each tier or foor of the stage: one () immediately out-
sige 0f e motion picture projection room: oue ‘1 in each dressing Toom.
ané one 10 in each work wulitv and storage room. Fire axes and fire
Houks alse be providged ws directed by the fire official: and all £re
i shill by sceurelv mounted on walls in pluin

SECTION 607.0 TYPES AKD LOCATION OF EXITWAYS

607.1 General: All approved exitways, including doorways. passage-
wavs, corridors, interior stairways, exterior stairways, moving stairways,
smokeproof enclosures, ramps, horizontal exits, bridges, balconies, fire
escapes and combinations thereof shall be arranged and constructed as
provided in this code.

607.2 Arrangement: All required exitways shall be so located as to be
discernable and accessible with unobstructed access thereto and so ar-
ranged as to lead directly to the street or to an area of refuge with
supplemental means of egress that will not be obstructed or impaired by
fire. smoke or other cause.

607.2.1 Exitway discharge: Al exitways shall discharge directly at a
public way or at a yard, court or open space of the required width and
size to provide all occupants with a safe access to a public way.

607.3 Remote location: Whenever more then one (1) exitway is re-
quired from any room, space or floor of 2 building, they shall be placed as
remote from each other as practicable, and shall be arranged to provide
direct access in separate directions from any point in the area served.

607.4 Length of travel: Except as modified by provisions of Section
609.3 for huildings with one (1} exitway, all exitways shall be so located that
the maximum length of exitway access travel, measured from the most
remote point to an approved exitway along the natural and unobstructed
line of travel shall not exceed the distances given in Table 607; except
where the area is subdivided into rooms or compartments, and the egress
travel in the room or compartment is not greater than ffty (50) feet [one
hundred (100) ft. in use groups equipped with an automatic fire suppres-
sion system], the distance shall be mcasured from the exitway access en-
trance to the ncarest exitway,

Table 607
: LENGTE DF EXiTWAY ACCESS TRAVEL (FT)
! Without fire ! Witk fire
Use group ‘ i suppression system ' suppression system
csembly f 150 .
Business , f 200 1
Facrory 2nd induz=rial ' 200 '

Hign h

. mpgerate MEZETC ! 230 ;
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SECTICN BOE.D CAPACITY OF EXITS
60851 TUnit & egress width: The unit of egress width for all approved

wpes of mezazs of egresr partr and facilities shall be twentv-two (22}
inches with z credi: of onz-half {20 unit for each twelve (12 inches

width in adcizion to one :1. or more twenty-two (22) inch units. Frac-
tions of a uniz of width less than twelve {12) inches shall not be credited.
608.2 Desigr: allowance for use groups: Except as may be specifically

modified in A=Hcle 4. the design capacity per unit of egress width shall be -
computed in z=-cordance with Table 608 for the specified use groups.

Table 608
CAPACITY PER UNIT EGRESS WIDTH
Without fire suppression system With fire suppression system
Number of occupants Number ¢f occupants
Use group . Doors, ramps and Doors, ramps and
Stairways corridors Stairways corridors

hssembly 75 100 113 150
Business 60 10D 90 150
Factory and :

_industrial 60 100 90 150
High hazard L —_— —_— ) 60 100
institutional : 22 30 33 45
Mercantile i 60 100 80 150
Residential j 75 100 113 150
Storage 60 100 80 150

Note, The main ex w2y of a bowling zllev shall be of sufficien! czpacity to accommodate 50 per cent of the
totai occupant lced, « :nout regerd to the number of aisles which it serves,

SECTION E09.0 NUMBER OF EXITWAYS

609.1 Generzl: The following general requirements apply to buildings
of all use gro-os. More restrictive requirements that may be provided in
Article 4 for special uses and occupancies shall take precedence over the
general provi<l ons of this section.

SECTION B18.0 INTERIOR EXITWAY STAIRWAYS

616.1 Capacity: The capacity of stairwayvs and doors per unit of exit
width shall be computed in accordance with Section 608.0.

616.2 XNlinimum dimensions

626.2.1 Width: All interior exitway stainvays shall be not less than forty-
f:.ur (44) inches in width, except that such width may be reduced to thirty-
six {36) inches when serving an occupancy load of fifty (50) or less.

€16.2.2 Headroom: The minimum headroom in all parts of the stair
exclosure shall be not less than six and two-thirds (6%) feet measured

vertically from the tread nosing or from the floor surface of the landing
or pIat:’orm. ’ )
616.2.3 Restrictions: Stairways shall not reduce in width in the direc-
tion of exit travel. Prowecdons into a staimwav are prohibited except for
hancrails as indicated ir, Section 616.5.1 and for stairway stringers which
mev proiect not more Lav one and one-half (1%) inches.
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€16.3 Landings and plutiorms

616.3.1 Width: The ez dimension of landings and platforms shall be
no: less than the regzir=Z width of stairway.

§1€.3.2 Vertical rise: I all buildings a stairway shall not have =
height of vertical rise ¢ more thar twelve (12! feet betweern landings
and intermediate platforms,

616.4 Treads and risers

616.4.1 Minimum dimensions: The heigh: of risers and width of treads
ininches shall be as indicated in the following Table 616.

Tabie 616
TREAD AND RISER SIZE
Use group Maximum riser Minimum tread
Assembly and institutional® 7" 10"
One and two family dwellings 81z~ gr
Ali oihers® B” o~

Ncte 1. Within any flight, e three-sixteenths (3,16} inch mawimum variation In riser height or tresd
widin is permitied.

Nete 2, Except in on: and two family dwellings, treac and riser shal! be sc proporiioned that the sum
ot two frz uzs;rs p;u; one (1) tread, exclusive of nosing, is not less than twenty-four (24, nor more than
twertv-five 257 inches.

616.4.2 Winders: \Winders shall not be permitted in required exitway
stairways except in one- and two-family dwellings and stairways serving
a single dwelling unit and in ornamental stairways not required as an
element of an exitway. Such winders shall have a tread width of not less
than nine (9) inches at a point not more than twelve (12) inches from the
side where the tread is narrower and the minimum tread width is not
less than six (6) inches.

616.5 Stairway guards and handrails: Stairways shall have continuous
guards and handrails on both sides, and in addition thereto, stairways
more than eighty-eight (83) inches in required width shall have inter-
mediate handrails dividing the stairway into portions not more than
eighty-eight (88) inches wide. Stairways in one- and two-family dwellings
may have one (1) handrail.

616.5.1 Handrail details: Handrails shall be provided according to the
following requirements.

SECTION £21.0 FIRE ESCAPES

621.1 Where permitted: Fire escapes shall not be permitted as an
element of a required means of egress except on existing buildings or
structures when constructed in accordance with the approved rules and
when more adequate exitway facilities cannot be provided. Fire escapes
shall not provide more than fifty (50) per cent of the required exit capacity.

6212 Location: When located on the front of the building and project-
ing beyond the building line, the lowest landing shall begnnt lers,s :han
seven (7) or more than twelve (12) feet above grade, equipped with a
counter-balanced stairway to the street. In alleyways and thoroughfares

- less than thirty (30} feet wide, the clearance under the lowest landing
shall be not less than twelve (12) feet.
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621.3 Construction: The fire escape shall be designed to support a live
load of one hundred (100) pounds per square foot (psf), and shall be con-
structed of steel or other approved noncombustible materials. Fire escapes
may be constructed of wood not less than two (2) inches thick on
buildings of Type 4 construction.

621.3.1 Dimensions: Stairs shall be at least twenty-two (22) inches
wide with risers not more and treads not less than eight (8) inches and
landings at foot of stairs not less than forty (40) inches-wide by thirty-six
(36) inches long, located not more than eight (8) inches below the access
window or door,

621.3.2 Opening protectives: Doors and windows along the fire escape
shall be protected with three-quarter (%) hour fireresistance rated open-
ing protectives.
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CITY OF MANHATTAN SIGNAGE COILE

4-802 BUILDINGS, CONSTRUCTION: Signs 4-80g,

4-802. PERMIT REQUIRED. Except os otherwise provided in Section 4~804 of

. this orticle, no sign shall be ersctad, or attoched to, suspended from o g,
ported on a building or structure until a permis for the same has besn issvad by the builg
inspector, No permit shall be issued by.the building inspector until an application hasbeg,
filed with him showing the plans and specifications, matericls end detoils of condition;,
Iocation and method of enchering the propased sign. Forms for making such epplication
shall be fumished by the city, (Code of 196}, Sec, 4-B02)

4-803. PERMIT FEES, Any person, firm or corporction desiring o parmit which i
required under the provisions of this orticle shall at the tims of receiving syg,

permit pay to the city a fee as follows: i

a. For every thirly square fest (30 sq. ,) or fraction thereof, one dollar (§1);

b. Double foced signs for svery thirty squore feet (30 5q. ft.) or fraction thereof of secong
side, fifty cents (50¢);

c. Minimum chorge for ony sign, one dollar ($1).

*(Code of 1961, Sec. 4-803)

4-804, EXEMPTION. No permit shall be required for a wall sign not more thon

ten squore fest (10 1q. ft.) in ares; nor for o projecting sign not exceeding
two ond one-half square feet (2 1q. fi.) of disploy surface; nor for o ground sign odvar~
Yising elther the sale or rental of the premises upon which it is maintainad when such sign
does not exceed twenty-five square feet (25 3q. f1.) of display surfece. However, the
exemption from o permit shall net be construed as relleving the owner or person in control
of the sign from erecting and maintaining the sign in o safe condition. {Code of 1941,
Sec. 4-804) ‘ .

4-805, ALTERATIONS. Rules and regulations pertoining to olteration of signs

shall be o3 follows:

a. Structurel. No display sign shall be cltered, rebuilt, enlorged, extanded or -
relocated except in conformity with the provisions of this articls.

b. Movable Parts. The changing or movable parts of signs thet ore designed for
changes, o the repainting of display malter shall not be deemed 1o be ollerations
within the meaning of this section,

(Code of 1961, Sec. 4-805)

4-806, WALL SIGNS, Wall signs usad In the City of Monhottan shall be disploysd
as follows: ‘ e

o. Display signs placed against the exterior walls of buildings or structures sholl not
extend mote than fifteen inches (15") out from the wall sufoce.

b. Wall signs shall not extend beyond the top or ends of the wall surface on which they - -
ore placed, # )

€. Wall signs exceeding forty 1quare feet (40 3. fi.) In orea sholl be of noncombustible
moteriol except thot such signs ploced ogeinst o building or structure which is of wood
frome construction or which colld be of wood frame construction under the ordinonces
of the city may be of combustible material. Coppings, decorations, lettering and
motdings may be of combustible moterial on ony wall sign.

70

o BUILDINGS, CONSTRUCTION: Signs 4-B0%

vrall signs shall be securely artached to the building or structure by means of metal
enchors, bolts or exponiion screws. No woed blocks or anchoroge with wood used in
cennection with scraws or nalls shall be considarsd propsr anchorags except in the
cese of woll signs aHached to buildings or structures with walls of wood, N
swall be entirely supported by an unbraced parapet wall.

e of 1961, Sec, 4-806)

o wall sign



- PROJECTING SIGNS. Rules ond regulations pertalning to projecting signs
o sholl be as follows: .
No projecting sign shall profect from the face of the building or structure over a sireat,
aliey or other public place beyond a line drawn perpendiculerly upward from two fest
,2* inside the curbline: Provided, That any projeciing sign allowing thirteen feet
.13} of gpen space below moy project 1o o point that 1s a line drown perpendicularly
<oword from the curbline. -
» clear space of not less than nine feet (9') shatl be provided below all parts of pro-
jecting signs. . -
Projecting signs exceading fwo and one~half squors feet (23 s5. ft.) In orea shall be
made of noncombustible material except thot decorations, focings ond lettaring set in
or attached to noncombustible motericl may be of combustible material.
Projecting signs shall be securely atlached.to the bullding or structure by bolts,
onchons, choins, rods or guys. Mo naolls or stoples shall be used to secure ony pro-
jecting sign to o building or structure,
de of 1941, Ssc, 4-807)

A3, GROUND SIGNS, Ground signs shall be constructed and displayed os
T follows:
Ground signs shall not exceed forty fest (40') in height above the ground on which
they rest, The height shall be meosured to the top of the sign.
Lighting reflectors may project beyond the top or foce of the sign. ‘ PP
An open space at least thirty inches (30) high shall be mointained between the bottom
of the sign ond the ground: Provided, That necessary supports extending through
such spoce, ond the filling of such space with lattice or slatt leaving ot least fifty
percent (50%) of the space open shall not be prohibited,
Within the fire limits, ground signs more thon fifteen fest (15') high shall be mode
of noncombustible material, except that coppings, decorations, lettering ond moid-
ing: may be of combustible material .
deé of 1941, Sec. 4-808)

9. ROOF S5IGNS, Display of signs on fop of buildings shall be as
follows:

Displey signs thot ore placed cbove or supported on the top of a building or structure
thall be made of noncombustible material, except thot coppings, decorctions, letlar~
ing and moidings may be of combustible material.
An open spoce of not less than four feat (4') sholl be maintained below the botiom of
the sign, except for necessory vertical supports.

e of 1981, Sec. 4-809) i

n .
4-810 BUILDINGS, CONSTRUCTION: Signs 4.
4-B10. FROJECTING AND ROOF SIGNS. No sign shall be fosiened, hung or e

pended to o parapet woll. All roof signs and supports must be fastened 1o the
main raof siructure and of no greoter weight thon this article ellows. Frojecting signg
must be supported by golvonized messenger cobles not lighter than three-sixteenths inch
{3/16") or its equivalent and where small signs are to be hung, smoller size coble may by
used when authorized by the building inspector. Fastenings for such guys on the body of
the sign shall be rigidly bolted to the structural frome within the sign, not simply fo the
sheet metal frame of some, Whers sigm exceed two hundred fifty pounds (250 Ibs.) in
weight or where angle of support is less thon forty=five degrees (45°), of loast one supperts
ing guy sholl be fastened to the bullding by means of one-holf inch (") or heavier bolt
entirely through the building wall below the roof tine with o sufficient stee! plate inside of
wall to prevent any undue strain on the wall. In lieu of through bolts, a structurl frame
may be placed on the roof of the building. Such fromes must be securely fastened 1o the
structural members of the roof, and must not exert ony pressure on the wall. (Code of
1961, Sec. 4-810)
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4-811. ; SLOW BURNING PLASTICS AND ILLUMINATION. Signs consteucted of
slow burning plastics shall be regulated by the following rules and ragulations;

a. Letters, decorations and facings of signs otherwise constructed of nencombustible
material may be constructad of slow buming plasties, .

b. The oreo of such display surface of plastic focings so employed in electric signs shall
not exceed one hundred square feet (100 59, f.).

€. When plestic letters ond decorations’are employed in electric signs, the area of the
display surface of focing occupied or covered by sich letiers ond decorotions shell
not excesd the parmissible area scheduled In the following table:

Arso of Display’ Surface of vArea Permitted Covered or Oc-
Sign in Square Feet : - cupled by Plastics in Square Fest

Less thon 100 square fest 100% of displey surface area
100 square feet but less than - 100 square feet plus 25% of dif-
300 squore feet ference between 100 and total

area of display surface

300 square feet but less than 150 square feet plus 25% of dif-
2,000 squore feet ference between 100 and totol

area of display surface

d. Slow buming plastics when used for the previous described purposes shall not burn
foster than two and one=half inches (23*) per minute in six hundredths Tnch {.06")
in thickness when tested in nccordance with A, 5. T. M. Standord Method Test for

" Flemmebility of plastic over fifty=six thousandths inch (.056") thickness. .
e. Uluminating disploy signs illuminated with electricity or equipped in o way with
elactrical devices or appliances shall conform with respect to the wirlng of such
"signs with the provisians of the ordinances of the city pertalning to electrical
-wiring. All work 1o be done by city licensed electriciam.

(Code of 1961, Sec. 4-811)

72
212 BUILDINGS, CONSTRUCTION: Signs 4-814
Fe-Ll !
a2 LOCATION. No sign shall be 3o placed os to obstruct or interfere with any
F LA a4

sequired exit way, free pawoge from one port of o roof to any other part there=
. ith light and ventilotion, or so o1 to obstruct ony required opening in an exterior wall.

W

";de of 1961, Sec. 4-812)

5.313 DESIGN, The design of signs in the City of Manhattan shall be os
S follows: .
All signs shall be designed according 1o generally occepted engineering practice to
withstand wind pressure specified in this section. The loads shall be distributed to the
srructurel members of the building or structure in such a woy that these members will
not be overstressed,
For the purpose of determining wind pressures, all signs shall be classified os elther
o open or slid. Signs in which the projected araa expased to wind cansists of seventy
parcent {70%) or more of thi gross orea as determined by the overall dimensions shalf
be clossed o8 solid signi; thosa in which the projected sxposed orea Is derived fromopen
{etlars, figuras, strips ond structural framing members, the oggregate totol area of which
is less thon seventy parcent (70%) of the gross area so determined, shall be clossed o
n signs.;
;.TI' ;ig:s sheoll be designed and constructed 1o withstond wind pressures epplied to the
projecied sxposed arsa, allowing for wind in ony direction, in occordance with the
Tollowing table:

Haight from Ground to Wind Pressure, Pounds
Top of Sign, in Fest S:ﬁ:.sr Square Foal .
: igns igns
Less than 30 ' 17 . ni!
30 to 49 ) IR - X 3)
50 to 99 ’ : 28 39
100 to 499 a3 : 45

For grourid :igm-?hlrly (30:) to forty-nine feet (4%') in Ftcight, the tabulor valuss
for heights of less thon thirty feet (30') moy be used,
«Code of 1981, Ssc. 4-813) 3
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i-814, PRORIBITED SIGNS. Rules end regulations prohibiting certoin signs shall

be as follows:

o. No sign shall be erected, instolled, ploced,painted, projected, inscribed or otherwise
depicted, which is of on obscene, indecent or uniightly character. Mo sign shall pre-
sent or represent a thing that Is of on offensive. nature or unsightly manner. It is the
intent and purpose of this section that all signs be attractive in oppearonce,

b. No sign hereofter eracted or re-erected over or ocross any strest or public thorough-
fare or over or across ony sidewalk or parkwoy shall not be hung in such o monner
as to allow it fo swing free.

€. No sign shall be ollowed except on-site signs within the city, unles oppieved by the
city commission.

Ord. 2459, Sec. 2)
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ABSTRACT

Manhattan Civic Theatre is a community organization
with the purpose of providing theatrical experience for the
people‘of Manhattan, Kansas, both as audience and as partici-
pants., The group is presently searching for a permanent
location. During the process of writing an architectural
program with members of the theatre in the fall of 1981, the
issue of audience-oriented theatre verses performance-
oriented theatre arose. The physiecal point around which the
controversy revolved was the stage/audience relationship.

In order to resolve the conflict and suggest a design
solution, shared goals of the two viewpoints were explored.
Both realized that audience as well as actors are essential
to the success of the performance, contact being unigue to
live theatre. A4ilso agreed upon was the desireability for a
community tneatre to produce a variety of types of plays to
meet a range of people's tastes.

The options for design of the stage were evaluated
against the criteria set by the program. Stages can be
either enclosed or open. The enclosed proscenium stage was
designed to facilitate the use of illusionistic scenery, the
Picture frame creating a barrier between actor and audience,
Cpen stages, although reguiring different acting styles and
techniques of scenic design and lighting, do create a

preferred atmosphere of intimzcy. The limitation of all



stage forms is that each is suitable for a certain kind of
play; An alternative is an adaptable or multi-form theatre,
which is more successful if used as a theatre form is its
own right, the director taking advantage of its creative and
experimental possibilities, If a group camnnot afford a
building that meets all reguirements of any of the stage
forms or must use an existing large room, a simple moduiar
arrangement, adaptable to several configurations is a good
choice.

4 solution for Manhattan Civic Theatre utilizes a
former ballroom located on the second floor of a 1928
building in downtown Manhattan. The location's advantages
are 22 foot high ceilings and a 48X45 foot clear span.
Trade-offs include access and circulation problems for cast
and audience. The space allows a fixed dinner seating area
with a 30X40 foot modular stage/audience area that can be
arranged to create an end stage, a thrust, and an arens,

allowing the option of non-dinner thezatre,



