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I. THE OLD TENANT

HE typical American theater plan, like many

other type plans in this country, has been
dictated by the real estate speculator. Until the last
few years, a successful theater could vyield a land-
lord profits greater than any other form of real
estate investment. The tenant, the producer of a
play, agreed to payv 40 per cent of his gross box
office receipts as rent and to vacate the premises
within two weeks whenever this 40 per cent fell
below a stipulated figure, usually $5,000 per week.
This process of dispossessing tenants kept up until
the theater housed a “*hit,” and a hit could average
anywhere from $20,000 to $30,000 a week, or over,
and run for a year or more.

But even on the 60 per cent left by the theater
landlord, the producer might make a fortune run-
ning to half a million dollars from a New York hit
and two or three companies on ‘“‘the road” re-
producing it throughout the United States. He
had no commitments beyond the cost of settings,
costumes and dress rehearsals, and a guarantee of
two weeks' salary to his cast who rehearsed four
weeks free, This original investment might run
anywhere from $10,000 to $50,000. But with the
possibility of making anything up to 1,000 per
cent profit, it was easy to raise money to back a
“show' or to build a theater. Competition for
speculative profits led to rival chains of theaters
in every large city outside of New York City as
well as in New York City itself.

Theaters were accordingly overbuilt on plots
whose cost, both in site value and taxes, was
steadily driven higher by competition for desirable
locations in congested centers. As in the case of

every other type of building designed to get maxi-
mum returns from inflated land values, theaters did
so at the expense of their tenants. They represented
a maximum of extravagance on inessentials, facade,
trimmings, ornament and gilt gewgaws of all sorts,
intended to impress temporary tenants and com-
pensate them for unsound planning. The total plot
was invariably too small in the first place. The
stage space was reduced to a minimum, too shallow
to set scenery, shift it or light it without a maximum
waste of time and labor. A minimum of lighting
and scene shifting equipment was provided. The
landlord was selling site value; his calculations were
based entirely on getting the maximum number of
seats and a minimum stage on the smallest piece of
expensive real estate that would hold them. But
even so, audiences were made as uncomfortable as
possible by narrow aisles, bad sight lines and lobby
space so inadequate that during an intermission
they usually found themselves on the street. Any
attempts to improve theaters either architecturally
or mechanically were met by the invariable answer
of a landlord profiting by urban congestion: If the
tenants did not like it, they could go elsewhere.
Why should he pay for more space and unnecessary
improvements? If the play were a failure, the audi-
ences did not come; if a hit, they were glad to get
even the bad seats. If a producer had a hit, he could
easily afford extra stage hands. If he had a failure,
his extra expenses ended in two weeks anyway.
Why should the landlord worry? It was a great busi-
ness for anvone who knew how to play the game.

This type of theater has collapsed with every
other form of speculative real estate based on in-



flated land values and high rentals. In New York
most theaters cannot earn their carrying charges.
This deflation is not primarily due to the present
depression, which has merely administered a coup
de grace. The sure-fire popular appeal, the big
money and the easy money have been drained off
into the movies. The movies have also reduced the

potential audiences for New York “hits”
sophisticated minority far more difficult to please
than formerly. The commercial theater has been
so overbuilt that even a sudden return of prosperity
and boom times could hardly fill the theaters al-
ready constructed. The theater architect will do
well to prepare himself for a new client.

to a

II. THE NEW CLIENT

’I‘ HE demand for new theaters has not stopped.

It comes from a new source : community centers,
universities, colleges, schools and high schools, and
local “art” theaters scattered throughout the
country. And in increasing numbers they command
the funds necessary to build theaters for themselves.
This non-commercial theater is underbuilt; its needs
are growing and its programs continue to expand
as the field of the commercial theater grows more
and more restricted. The collapse of the road will
increase the number of Little Theaters originally
founded by cultured minorities disgusted with
second-rate road companies playing stale Man-
hattan successes.

As a result of the original impetus given by
Professor Baker's theater workshop at Harvard,
courses in dramatic production are continually
being added to the curriculum of colleges and uni-
versities. Endowments are forthcoming for univer-
sity theaters; or university theaters are being made
an integral part of current programs of university
expansion. College graduates, as instructors, carry
the impetus to the secondary schools. The audi-
torium of a new high school is no longer planned
solely for “morning assembly” or graduation
exercises but is expected to provide a stage where
plays can be given. Plav-giving is part of the edu-
cational program of the increasing number of
the so-called *' progressive'” or “modern” primary
schools.

A theater will presently be as necessaryv an ad-
junct to a completely equipped school or college as
a science laboratory or a gymnasium is todav. And
the new impetus given to community and town
planning by the collapse of speculative housing will
increase the number of community centers, like
Westchester County's at White Plains, N. Y.,
where an entire county can gather in an auditorium
holding an audience of three thousand to hear not
only their local choruses and amateur players, but
visiting professional companies, “grand opera,”
syvmphony orchestras, and recitalists.

The requirements of these new play producers
are in every way exactly the opposite of the com-
mercial theater's, and the architect must realize
this clearly enough to plan for them. The com-
mercial producer is a temporary tenant; these new
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producers are permanent ones. They are committed
to vearly programs of repertory ranging from the
unit set of classic tragedy to expressionistic plays
in fifteen or twenty scenes. Although the cost of
union labor is not an item, students or amateurs
are not free to spend ten or twelve hours a day on
scenic rehearsals nor can ten experienced stage
hands be called in at the last minute to help run a
show. Scene-shifting apparatus, mechanically com-
plete and efficient, that reduces hand labor to a
minimum, complete and flexible lighting equipment,
including a switchboard large enough to allow for
an expert use of the lighting effects that are so
large a part of the technique of modern production,
are essential. This equipment like everything else
in the building should reduce obsolescence and
upkeep to a minimum; there will be no large box-
office receipts to pay for expensive additions or
replacements. Scenery cannot be ordered from city
contractors a few blocks awayv. Ample workshops
for building and painting settings have to be in-
corporated with the stage proper, also ample
storage space for “properties,”” such as furniture,
to avoid the cost of hauling.

These theaters at the outset may be Little or
“amateur’ theaters, but they will not remain so;
if thev continue, they are bound to become more
expert and to put on productions that are in-
creasingly ambitious and elaborate. Inadequate
technical equipment is certain, sooner or later, to
hamper future growth. A completely equipped
stage may be an immediate asset; it enabled the
Westchester Community Center to give perform-
ances by the Metropolitan Opera during its first
seasons which not only added to the interest of its
program but were a valuable source of revenue as
well.

However, these theater buildings cannot be
wholly specialized. They are the center of all a
community's cultural interests and must be Hexible
enough to be easilv converted for concerts, choruses,
moving pictures, public lectures, regional conven-
tions, commencement exercises, traveling or local
art exhibitions. Attendance may fluctuate from a
few hundred to a few thousand. Many of these
theaters will tap a territory of several thousand
square miles on a radius of an hour's or an hour and
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a half’s automobile drive, so that the building must
often be related to parkways, landscaped ap-
proaches or large parking spaces. Box-office facilities
must be provided for maximum demand even
though it is only occasional; too small an entrance
lobby, one, instead of two, box-office windows, may
create the worst kind of congestion. In general,
ample lobby space and promenades will be an im-
portant not a negligible feature. These theaters
will be meeting places for an entire community,
social centers where conversation between the
acts with acquaintances, colleagues or neighbors
will be part of the festiveness of an evening in the
theater. Arrangements for circulation between the
acts will be as important as seating arrangements
during the acts, and those in the audience who come
several hours by car will need restaurant facilities
as well,

Planning these new theaters is therefore an
architectural problem of the first order. The stand-
ardized commercial theater plan, like the stand-
ardized city apartment plan, could be done from
the top of an architect’s mind; both were, in most
cases, turned out by second-rate architectural
hacks. Non-commercial theaters, like the new hous-
ing developments, require maximum architectural
imagination and resource. The profit-making theater
was a boarding house for temporary tenants who
had to provide excess profits or vacate, These new
non-commercial theaters are permanent workshops
for tenants felt to be of enough cultural importance
to be endowed, if necessary. As a result, the new
tyvpes of American theater will, in plan and equip-
ment, be much more like German civic and state
theaters of 1900-1920 than American theaters
built during the last twenty vears,
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Westchester County Center, White Plains, N. Y. Walker
and Gillette, Architects. Plays, recitals, operas and various
types of exhibitions are given in this auditorium which

was designed to fulfill manv functions

Gaurrery af Peeer Clark,

Inc.
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Rosenbery

The theater of Droteningholm,
Sweden, which dates back ro
1766 has a lesson for madern
designers in at least one respect:
an adequate stage size. A refer-
ence to its plan, below, and
Figure 12 on page 191 will
explain the illusion of grear
perspective achieved with a
long stage and che use of parallel
scenery flats’

III. PROGRAM AND PLAN

HE chief obstacles at present are inexperience
and ignorance on the part of both the architect
and his new clients. For the first time he learns
that there are such things as theater switchboards,
gridirons, fly floors and pin rails, elevator, sliding
and revolving stages and cycloramas. A theater
commission 1s rarely important enough to warrant
an architect taking a trip to Europe in which he
might study the civic and state theaters of Germany-.
He is likelv to look at a certain number of the more
recent Broadway theater plans or take a con-
tractor’s word for the type of scene-shifting and
lighting equipment needed and produce a theater
which in externals is a creditable piece of archi-
tecture but in plan continuously handicaps the or-
ganization that has to use it.
His clients are often more inexperienced and often
have no better idea of the technical requirements of

the kind of productions that they are planning to
undertake for the first time. Their funds are often
insufficient for an adequately equipped building:
their programs are often so vague as to number and
size of productions, actual and eventual audiences,
requisite staff organization and general plan of
operation, that it is difficult to plan a building to
fit them. The architect may easily find himself in
much the same dilemma as though he were asked
to plan a country house for someone who said, 1
have no idea of what my income will be; I may
have a family of two or ten; three servants or six-
teen: | may or may not give large dinners several
times a week; perhaps I'll have week-end parties ol
half a dozen guests at a time, and perhaps not; but
be sure to make the house Georgian.” The ignorance
of amateurs is often matched by their obstinacy.
They forget that buildings are not rubber.

The plan of the Droteningholm
Theater. The relative size of
stage o seating space is re-
markable. Much of the scenery
was of parallel ““flats™ which
could be pulled our from the
sides. The large room at the
side of the building, accessible
to both audience and actors,
might well be incorporated in 2
plan today to serve as the
spacious 'Green Room' of a
communicy cheater
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Figure 3
Figure 1 (below )

’ B1 B2

Figure 2 (right’ ’

Act I __]
Act I

\9
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IV. THE PRIME ESSENTIALS

B1
EIGHT of the stage house (width, height and depth). 1f one of the
major opportunities of American architecture at present is not to be
bungled at the start, there is urgent need for a clearing house of theater
experts in all fields which would act as a consulting and distributing
center for all the special technical information needed in theater build-
ing and which could be consulted when a new theater was being planned.
Pending this, T shall attempt to indicate a few of the essentials of
planning, principally in regard to a workable stage, which are usually
neglected.

A stage 1s not only a space where scenery is used but a space where
large amounts of scenery not in use have to be stored out of sight even
during the performance of a single play. Therefore a maximum of
stacking and storage space in addition to the playing aren of any stage
is a necessity. The playing area cannot be constricted because actors, _]
being human beings, have more or less standard dimensions. Scenes in
which six or seven of them have to move about freely at one time are
not unusual; also scenes where mobs of twenty or thirty have to move,
in addition to the leading players. Too many stages are still being
planned on the principle of a box car. Drama cannot be mobilized on
that basis. Furniture is also more or less standardized in dimension;
several roomsful may be needed in the course of a single play. Despite )
all the theorizing on the subject of abstract and stylized methods of Figure 5
production, realistic plays are still being written in quantity, and a (Below)
bulky sideboard or even a grand piano may be essential to the action of
a play. No abstract substitutes for tables and chairs have yet been
discovered.

Moreover, offstage space for circulation is also necessary. An actor
should not be expected, during Act [, to leave a room by a door on Stage
Right and be able to re-enter it by a door on Stage Left two minutes ‘ /} ,’] /’1 :

i T

B2

Figure 4
Above)

later only by climbing over a stack of furniture waiting to be used in
Act II. In open-air scenes, if there is not space enough between the
actors and a backdrop, they will throw their shadows against the sky.
Broadway theaters have been built where just this sort of thing hap-
pened, where in fact many playvs could be performed only by keeping e
furniture or scenery in the alley. Unfortunately, many new theaters are ﬁ
imitating their ridiculous inadequacy. o

The maximum dimensions of scenery are determined®y a balance of
sightlines. The balcony looks down, but most of the orchestra looks up, -
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a fact often forgotten. The curtain is rarelyv raised more than 12 or 15
ft., at most. Many plays involve realistic interiors, and il their walls are
higher than 15 ft., their proportions are not plausible. On the other
hand, if the curtain is raised less than 12 ft., the rear of the balcony
cannot see enough of the room (Figure ). In open-air scenes, a specta-
tor toward the front can look up so high that the skyvdrop or backdrop
must be 40 ft. high (Figure 2). But often two backdrops are needed
(Figure 3). Drop B! used in Act I must be got out of the way and out of
the line of sight so that backdrop B* can be seen in Act 1. The most
practical way to do this is to haul B! out of sight. There must be room
enough above the stage to do this. If there is not enough room above
the stage. the bottom of drop B' will hang down over B* during Act I1.

There are then only two ways to avoid this, to double up drop B!
(Figure 4), called “tripping,” which slows up scene shifting and is
mechanically cumbersome, or to hang borders (Frgure 5) which will
break the line of sight and hide the bottom of backdrop B* hanging
down into the scene. But these borders are so destructive of atmospheric
lighting and the illusion of plein air, making the heavens look as
though bed covers were hanging there to dry, that the entire technique
of modern stagecraft has struggled since 1870 to do away with them.

The stage-house, therefore, must be a shaft providing ample aerial
storage space above sightlines. The proscenium opening is a small slot
at the bottom of this shaft ( Figure 6). Unless it 1s high enough to take
the tallest pieces of sceneryv out of sight, it 1s useless. A stage with too
low a stage-house is as preposterous as a ten-story office building with
an elevator shaft running no higher than the third Hoor, or a public
library with enormous reading rooms and stacks too small to hold even
2,000 volumes. A stage-house to be efficient, particularly for a repertory
theater, must be high enough and large enough to store out of sight the
settings for a number of productions (Figure ).

The system of hanging flats is diagrammatically shown in Figure 7.
A drop is hoisted by three lines, preferably cables, which run through
slots in a metal gridiron G at the top of the stage-house, and then
descend to the stage floor where they are tied off to a pin rail. A counter-
weight balancing the piece to be hung reduces the dead weight in
hauling to a minimum.

However, only part of any setting can be hung and let down in place:
namely, the part parallel to the footlights. Pieces set perpendicular to
the footlights, as the side walls of a room ( Figure §). cannot be expedi-
tiouslv handled in this way. If they are not to block the passage of
other drops used in previous subsequent scenes, they would, if hung,
have to have their lines snapped off, be swung into place, and then
swung back into a parallel position and have the lines snapped on before
being hoisted out of sight, a cumbersome process that slows up scene
shifting. These side walls (such as S " [ and S 11" 2, Figure §) are usu-
ally carried into place by hand, attached (lashed ) with a cord (lash line)
running through cleats to a back wall, then unlashed (struck) and taken
offstage (stacked).

Ample hanging space above the stage must therefore be supple-
mented by ample stacking space on the stage floor itself, not only for
furniture but for parts of stage settings, often the cumbersome parts
containing niches, reveals, porticos, exterior stairwavs, etc., and for the
platformed parts of stage settings, mounds, terraces, etc., which also
are not easily hung.

The stacking space required and the size of the stage Hoor are again
determined by the relations of storage area, plaving area and sightlines,
particularly in open-air scenes, A spectator will look past the ends of
any skvdrop set at the rear of a stage and see the brick walls of the
theater if there is nothing to block his vision (Figure 9). The skvdrop
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is therefore usually curved (Figure 10), a cyclorama. But in order to
give any illusion of distance at the sides of the scene, these side arms
have to be well back of the proscenium opening. If the offstage space is
not ample, the arms of the cyclorama are so close to set pieces, such as a
portico or trees (Figure 11), and so little space is left behind them to
light the sky that any wsthetic quality the scene might have is made
impossible by a house or a tree plainly touching an expanse of unlighted
canvas. If shoved off almost to the side walls of the theater, no stacking
space is left. The only alternative system is to set up parallel flats at
each side stage (Figure 12), the “wood wings'' of the old theater. But
their pictorial effect is so contrary to the entire vision of modern art
that except for consciously archaic revivals, they cannot be used.

The width of the proscenium opening is again determined by the rela-
tion of auditorium sightlines. To get in seats for enough spectators, the
architect must spread them in a fan shape. In doing so, with too narrow
a proscenium opening, a large section of the auditorium at the right and
left see only two-thirds of the stage. If he enlarges his proscenium open-
ing (Figure 13) he is likely to destroy the necessary stacking space on
his stage (Figure 14). If he cuts down the fanlike spread of his audito-
rium in order to improve sightlines, he reduces his seating capacity
(Figure 15).

On the basis of some twelve vears' experience with almost every
method of stage setting, both at the Garrick Theater and at the Guild
Theater (the former small, the latter large), I should counsel the follow-
ing proportions of stage-house and stage floor, width and depth, and
proscenium opening:

WipTh oF ProsceExtuam: 30-32 ft., ample for even the largest produc-
tions. Never less than 25 ft.

Hergat or ProsceENtum: This is unimportant except as it affects the
design of the auditorium. The height of the stage as plaved in is de-
termined by the height to which the curtain is raised. This can rarely
be more than 15 ft.

Torar Winrtn oF Stace Froor: Minimum at least twice the pro-
scenium opening allowing stacking space at each side of one-half the
proscenium opening, ie., for a 23-foot proscenium 1214 ft. offstage R
and L, total width of 50 ft. For 30-foot proscenium a total of 60 ft., 13
ft. offstage each side. But this is a minimum and provides a stage too
narrow in width for the best use. A properly planned stage in width
should be three times the proscenium opening, i.e., 90 ft. for a 30-foot
proscenium.

DeErTH 0F STAaGE Froor (to the rear wall of the stage-house):
Minimum at least one and a hall times the width of the proscenium
opening, 45 ft. for a 30-foot proscenium. It is preferable to make the
total depth of the stage twice the width of the proscenium opening, i.e.,
60 ft. depth for a proscenium width of 30 ft.

Heraur orF Stace-House anp Griniron: Never less than two and
one-third times the width of the proscenium opening, preferably two
and one-half times, i.e., 75-90 ft.

A permanent theater is a workshop: its core an adequate stage. The
core of theater planning is the stage-house, a cube roughlv 90-100 ft.
wide, 30-60 ft. deep, 75-90 {t. high. This is the central form about which
a theater must be built, and is as much a determinant of the total de-
sign as a skyscraper tower is for the setback of the skyscraper. It should
provide the dominant mass of the theiter building, be boldly empha-
sized rather than concealed. The attempt to dwarf the stage-house re-
sults in an unworkable theater; the attempt to conceal the stage-house,
instead of making it the dominant feature of the facade, results in the
worst kind of architecture, i.e., a building whose exterior does not ex-
press the essential features of its plan. The other cubes necessary for

Cyclorama ~

Figure 10

Cyclorama

Figure 11
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Figure 12
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auditorium, workshops, dressing rooms, storage space, classrooms, etc.,
must then be related to the stage-house as an organized architectural
composition (Figures 16 and 17).

Sliding Stages. The gridiron system for “flying"" scenery is not by
any means the ultimate one. It literally grew up during the eighteenth
and nineteenth centuries when stage settings were almost exclusively
made of painted flats on which even furniture was sometimes painted.
\lodern methods of production, in response to the tactile values of
modern art and the realistic trends of maodern literature, are plastic and
tend to build cornices, porticos, window trim, etc., rather than paint
them. Stylized or abstract methods (expressionism, constructivism,
etc.), even when eschewing ornament or decoration, tend to massive
forms, terraces, plinths, trestles, stairways. The bulk and weight of
much modern scenery involves a mechanical problem that is not met
by the gridiron and aerial stacking space. But on a sufficiently wide
stage this can be solved with sliding or wagon stages (rolling platforms,
69 in. high, Figures 18 and 19), each the width of the proscenium and
12-15 ft. deep, completely set with both the scenery and furniture
necessary for each act and rolled successively into place.

This system of scene shifting has many advantages in saving both in
production and rehearsal. Instead of each set having to be dismantled,
sides unlashed, ceiling flied and all the furniture carted offstage and
stacked, the setting remains intact and can be rolled into place in a
minute or less. Heavy pieces, such as stairwavs, porticos, hillsides, etc.,
are much more easily and expeditiously handled. The details of this
system of scene shifting relative to a cyclorama for open-air scenes,
tracks, electric or hand power, etc., are beyond the scope of this article.
I cite it simply as an instance of why a stage sufficiently wide and deep
is the basis for a sound technique of play production. Even where the
stage-house is not wide enough to hold such wagon stages, they can be
housed in the lower portions of studio or storage space outside the stage
proper, if planned in conjunction with offstage workshop, studio, or
class room space (Figure 20).

For our newer theaters, site value is fortunately not a factor that
limits an adequate theater plan. These new theaters are not placed in
congested centers; their site is already part of a university campus or
provided by a county on low-priced land. The architect who insists on
adequate space on which to develop a theater is not blocked by the
necessity of asking his clients to invest several hundred thousand
dollars in added plottage. He has therefore every reason to demand an
adequate plot on which to build a theater that is efficient enough from
a technical point of view to become a permanent center of play pro-
duction.

Flexibility. Our newer theaters are likely to be put to so many
uses, local amateurs with light productions and small audiences one
week, and the next visiting orchestras, opera companies, metropolitan
plays on tour with large audiences, that the maximum flexibility of the

Figure 19
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auditorium is important. The one thing that kills the projection of a
play is too much empty space into which it has to be projected. No
small company of amateurs can get anywhere by being forced to play
in an auditorium planned to hold 1,000 or 2,000 who come to gradua-
tion exercises or to svmphony concerts. Seating must be planned so that
part of the auditorium can be skillfully cut off by temporary partitions
without damage to the acoustics.

Where the theater project is large enough, it is advisable to provide
two theaters, one small, the other large. This is best done by a common
stage-house (Figure 22) with a large fire-proof sliding portal connecting
the two stages and making it possible to shift scenery and properties
easily from one to the other, giving access to common storage space and
centralizing electric conduits for the lighting system as well as the
gridiron and scene-shifting apparatus. But two theaters can also be built
as separate units, as in Stuttgart (Figure 23), and the connecting
building used as common workshop and storage space.

Another valuable aid to interior flexibility is an elevator platform
immediately in front of the proscenium. When not in use (Figure 24),
it can be used as part of the orchestra floor, with seats on it. These can
be taken off and the elevator raised to hold a recitalist’s piano or a
small orchestra, such as a quartet, the stage curtain supplying a back-
ground. Or it can be used in conjunction with the stage for large or-
chestras, orchestras and choruses, or supply a forestage for revivals of
Greek Drama, Elizabethan or Restoration plays,

There is not space to touch on the use of elevator sections on the
stage proper, cellar space immediately below the stage floor, svstems for
trapping the stage floor, where elevator platforms cannot be used, space
needed for adequate electrical switchboards, lighting apparatus and its
control, provision for front stage lighting from the ceiling of the audi-
torium, canvas and plaster cycloramas, relation of dressing rooms to the
stage, including reserve space for mobs and choruses, auxiliary ele-
vators for handling scenery in construction and getting it from work-
shop to stage. [ have been able to indicate only the basis for planning
our new theaters. An architect can study these further details in the
illustrations of Kranich's two volumes on Biihnentechnik der Gegen-
wart, in Pichel's excellent monograph On Building a Theater, in the
monographs (usually published by Wassmuth with complete archi-
tectural plans) of German state and civic theaters, and in addition
attend some scenic rehearsals at the Yale School of Theater or The
Theater Guild where he will undoubtedly be made welcome. He will
then understand why it is important for him to insist on maximums
rather than to accept minimums.

For the term Little Theater is a vicious misnomer. The business of
the amateur is not to remain amateur but to become expert. A theater
that lives can do so only by attracting audiences, even though most of
the time they are given free seats. A theater that is planned never to
seat more than 200 people had better never be begun. Our new theaters
must be planned so that they can grow, in buildings planned not only
for today but for tomorrow.

Figure 23
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THE ARCHITECT AND THE BOX OFFICE

§. L. (ROXY) ROTHAFEL

AS TOLD TO JOHN CUSHMAN FISTERE

N ATTEMPTING to translate into words the

experience of a lifetime to find an answer to the
question, **What makes a theater pav?™ I am in-
clined to reply, " Good entertainment,” and offer no
further qualifications. Such an answer would be mis-
leading, however, because | mean by good enter-
tainment much more than would be included in the
usual understanding of the term. [ prefer to use the
word entertainment in the same sense that it is
used in the relation between host and guest.
Theater entertainment, by my dehnition, takes
place, not only on the stage, but at the box otfice,
in the lobby, the foyver, the rest rooms, and the
auditorium itself. Once within the doors of the
theater, the purchaser of a ticket becomes the guest
of the management, and the management's simple
duty is to entertain him until he leaves.

Under the expanded definition of entertainment,
the theater building itself assumes added impor-
tance, and the architect of the building a more
significant réle in contributing to the entertainment
of theater patrons. As a consequence, the architect's
work has a direct bearing upon the commercial
success of the theater he designs.

THE » # R RBI T EGCIURA L

Admitting, of course, that what transpires upon
the stage or screen is the chief source of theatrical
entertainment, we may pass on to those related
factors with which the architect 1s more intimately
concerned, bearing in mind that these considera-
tions contribute to the success or failure of the show
itself as well as to the guest's entertainment in
ceneral,

It is said occasionally, by critics and others whose
interest in the theater is chiefly literary, that a
good performance in a barn is just as exciting to the
audience as the same performance would be in a
comfortable, well-equipped theater. Those who sub-
seribe to this belief recall the
Elizabethan davs, or cite the example of Eugene
()'Neill's success in the converted stable which
housed the Provincetown Players in New York.
This, they claim, is proof that the building has an
innocuous influence upon the reactions of the audi-
ence. What they are actually proving, however, is
only that a good play may succeed despile the
surroundings.

The few conclusions which [ shall draw in this
discussion are based, I think it might be interesting

barren stages of
bl
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