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(REVISED FOR THE SECOND ISSUE)

SHOE IL HIS work 1s intended as a continuation of the valuable atlas on the theatres of an earlier period,

published at Paris in 1842 by M. Contant. Though some comprehensive monographs on such

important buildings as the Paris and Vienna Opera Houses have been issued since that date, no

great collective work on theatres has appeared within the last fifty years. Recognising the want

of such a book, I commenced, in the early part of 1890, to map out the first two volumes.

1 had not at that time fully realised the extent of ground to be traversed in an exhaustive

treatment of the subject, and had limited myself to a programme similar to that of M. Contant.

It was not until after the Vienna Theatre Exhibition of 1892 that I endeavoured to combine in this work the advantages

of an atlas with those of a text-book by adding a third volume. From that date onwards I steadily proceeded with

the preparation of the work, until in 1895 1 was able to present my programme to the public. Last year saw the

publication of the first volume in a Subscribers’ Edition; and on its exhaustion 1 have been emboldened to venture

upon this fuither issue. 1 trust that the work, when complete, will not only afford valuable information to architects,

but also to the engineer and specialist, to the theatre owner and lessee, to the play-goer and the critic, as well as to public

bodies and their officials.

Before selecting the examples illustrated or penning the information given, I myself visited all the important theatres

of Great Britain and on the Continent. In every country, facilities have been freely granted me to examine objects of

interest, and, with few exceptions, all drawings and particulars necessary to the preparation of my illustrations have

been willingly placed at my disposal. The Court Board of Works at Vienna, and the Imperial Theatre Administration of

St. Petersburg, whose officials kindly afforded me every assistance in their power, smoothed away many difficulties by

giving to my enterprise that official recognition which is so essential in Continental countries; and the same may be said

of many other public authorities. Of the many architects who have furthered my design, it would indeed be a difficult

task to select those to whom I am most indebted, but I would mention Charles Garnier, whom I have to thank for

several valuable suggestions, as well as the late Baron Hasenauer, who, some months before his death, devoted much

time to advising me on this subject. Among others who have helped me, I cannot but name the late Alexander

Stude, Fire-Master at Berlin, who was ever willing to assist me on questions of fire-protection. In the matter of fire

statistics, the late August Foelsch supplied me with valuable information, and his executors placed the whole of his papers

in my hands.

So far-reaching and compendious a work has naturally involved much labour and expense in its execution, and

during the long term over which the arrangements were spread changes were from time to time found necessary, not only

in the original and again in the published programme of this scheme, but also in the composition of the staff that assisted

me. Among those who have helped me in my preparations, was Ernest A. E. Woodrow, late of the London County

Council Theatre Department, who during our professional association from 1894 to 1896 was ever ready to aid me, and I

hold it a matter for regret that circumstances have precluded him from co-operating in the execution of the work, as had

been originally intended. Of the draughtsmen associated with me in preparing the numerous illustrations, which sometimes

entailed special journeys to different parts of Europe, Harry Budden, of Sydney, whose careful work also on special service

abroad, adds much to the value of the book, has served as my trusty lieutenant throughout; whilst Harold Coyne has

distinguished himself by his conscientious labours in the execution of many plans, and the businesslike management of an

enormous mass of drawings, photographs, &c. With regard to the somewhat heavy outlay incurred in the preparation of

the volumes, I would express my gratitude to those original subscribers who enabled me to persist in my undertaking, and
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my great appreciation of the pecuniary assistance afforded by the late much regretted Herr Jacobi, of Hamburg, who

advanced a large proportion of the required funds.

It has been a matter of great difficulty to adapt the various drawings to the uniform method of illustration required

for the plates ; for while some working drawings abounded with superfluous details, others were devoid of any but the

most elementary particulars, and had consequently to be elaborated on the spot. The sheets were drawn to the different

scales adopted by various nationalities, and many showed the innumerable subsequent alterations to which theatre

plans are especially liable. As a rule, I have simply attempted to describe, by a few geometrical lines and on a uniform

system, the principal features of the design, according to the original intention of the authors as shown in their

contract drawings.

All the plans, and many of the sections and elevations given, are presented to a scale of approximately sisth full size,

which is about 5th of an inch to the foot; and this, 1 venture to think, will be a valuable feature for the architect.

Certain of the sections, however, are to-a uniform double scale, i.., tisth full size, or about #th of an inch, whilst the

details are to various scales. Owing to the uniform reduction of the plans, the technical difficulties in the arrangement

of the book have been greatly increased, and the appearance of several plates somewhat injured. The block-plans at the

head of chapters are given to a scale of gdpsth. It will be noticed that in the separate illustrations of each theatre

the same lettering has, where possible, been retained ; and further, that the references have been limited to the more

important parts of the structure. For purposes of denomination the auditorium is uniformly divided into first, second

and third * tiers,” to: avoid the confusion caused by different theatres using different terms for the same part -of the

house. The term “area” has been introduced to describe the floor of the auditorium, which may or may not be

divided into two or more parts; and, similarly, no distinctions are made as to any minor divisions on the separate

“tiers.” References on the plates have their. Prench and German equivalents. In the German I have avoided, as far

as possible, words of Latin origin, and eniployed the word “Saal” for “area,” In the French the word Salle” has

been similarily used.

The minor illustrations in the text, which are reproductions of sketches or photographs, have been added to assist

in the appreciation of architectural or decorative features, and a number of working-drawings, with figured dimensions, have

been introduced where structural or mechanical details required full description. Special diagrams generally supplement any

reference to historical development.

| The reproduction of the drawings has been carried out by the firm of Akerman, and any good result obtained

is primarily due to the personal attention given by the principal, James Akerman, and his skilful manager, Richard

Smythson. The publication of the book has been in the competent hands of Bradley Batsford, of the firm of Batsford,

and I wish to express my thanks to him for his ready advice and constant personal attention.

I have used the greatest watchfulness to avoid errors, in both illustrations, text and tables, but I cannot hope to

have been entirely successful. For any that may be found I claim indulgence, in view of the wide scope of the enterprise,

and the fact that it has been found impracticable to submit proofs to the different persons concerned. |

I cannot, in concluding these lines, refrain from once more pointing out how impossible it would have been for

me to complete these volumes without the co-operation of those who, in every country, have so willingly rendered me

their assistance.

EDWIN O. SACHS,

11 WATERLOO PLACE, PALL MALL, LONDON, S.W.

FEBRUARY 1897.
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MODERN

OPERA HOUSES AND THEATRES.

YOLUME 1

INTRODUCTION,

THE first two volumes of this work will comprise examples of playhouses

recently erected - in Europe, whilst the third: will take the form of a complete

treatise on theatre-planning and construction, with supplements on stage machinery,

theatre fires and protective legislation. The plates in the first two volumes may be said to

wR explain themselves, the text with the minor illustrations, and the table of dimensions added in each

case, being of a supplementary character. Such detailed description as the various forms of construction, the

appliances, or the architectural rendering of the different buildings may demand, will be included under the headings of

the respective chapters in the third volume. The only object of the letterpress to each example in the first two volumes is

to indicate some of the facts or circumstances which have governed the design, and, with the minor illustrations, to draw

attention to important features. Even these few lines are in excess of the number originally intended.

I have purposely limited the selection of examples for the first volume to Great Britain, Germany, Austria, Russia,

Scandinavia and the Netherlands. France, Italy and Spain will be represented in the second volume. The examples in

this volume mostly show the same influences, the Teutonic and Anglo-Saxon; the theatre of the Latin countries has its

own distinct individuality.

It is essential to the right appreciation of the first series of buildings that some information should be furnished as

to the various conditions under which playhouses are erected in the countries represented. In offering a few remarks, to

which I must give a general character for the sake of brevity, I would point out that each class is, of course, liable

to particular exceptions.

To my mind, the theatres illustrated in this volume may be divided into the five following classes :—

1. Court-Theatres.

II. National and Government Theatres.

III. Municipal Theatres.

IV. Subscription Theatres, with or without Court, Government, or Municipal subsidy.

V. Private Theatres, with or without Court, Government, or Municipal subsidy.

Of these, the Private Theatre alone is conducted purely as a business speculation, supplying education or amusement

to its patrons, according to the demand of the locality. The other classes of theatre, which are essentially Continental

institutions, originate not with a commercial object, but for the gratification of luxury, for educational purposes, for

recreation, or else for the realisation of any two, and in some exceptional cases, of all three of these purposes.

Court Theatres are peculiarly the luxury of Royalty, established and maintained at the expense of the reigning

monarch. In modern times, all classes are usually at liberty to enjoy the entertainments given at these playhouses,

subject, of course, to such restrictions as to the number of spectators or the charge for admission, as may seem good to

1-B
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the royal owner, as whose guests in reality they are admitted. The money thus received contributes to defray the cost

of the entertainment, and in this way the public are permitted to witness the performance at a smaller outlay than would

be required of them were the institution managed merely with a view to gain. Court officials, and officers of the Army

and Navy are on the free list, whilst University Professors and other distinguished men of learning are frequently

granted admission at a nominal fee. Art is encouraged on the stage, and the attendance of the cultured classes is sought

in the auditorium. Although the price of admission is comparatively small, it is yet sufficient to secure, in addition to the

privileged, an assembly of a certain social standing. On some occasions of national festivity, however, an exception is

made, and the auditorium is thrown open to all-comers absolutely free of payment. The pride that a Continental Court

takes in its theatre is most noticeable. Not only does the Sovereign use the building for the entertainment of his official

and private guests, or for his public receptions, but no general Court ceremony is complete without a visit to the Royal

Playhouse. Indeed, some performances rank as high State functions, all the seats being filled by special invitation.

The National or Government Theatre is generally conducted on the same lines as the Court Theatre; but while the

Court Playhouse is boldly admitted to be a luxury, the foundation and maintenance of the National Institution is

generally justified on the plea of assistance rendered to Art and Education. In this case the National Exchequer takes

the place of the Royal Privy Purse as far as the expenses are concerned, but there is a comparatively greater number of

seats for sale than in the Court establishments, and the burden on the public funds is materially reduced by restrictions in

the costly privilege of free admission. As in the case of the Court Theatres the auditorium is sometimes thrown open to

the public free of charge, although it is obvious that only a small number of those who contribute to the public funds by

payment of taxes profit by such opportunities. As a rule the audience again comprises only office-holders, savants and the

wealthy, the latter having the, advantage of a smaller outlay for their seats than if they were visiting a theatre worked as

a commercial enterprise. In the same way as the Court establishment, though not perhaps to the same extent, the

Government Theatre has a social duty to perform. Not only the Government, but also members of the Royal House and

officers of State avail themselves of it for hospitable and ceremonial assemblies. Moreover, the building has the same

pretensions to be considered a symbol of the resources and power of the State as the Houses of Parliament, the High

Courts of Justice and the other great public institutions.

The Municipal Theatre is generally intended for educational and recreative purposes, the low price of admission

enabling all classes to witness the performances. Beyond the original outlay on the building, the ratepayers have, as a

rule, only to make up the small difference between the actual expenditure and the amount of money received at the

box-office. Of course, this difference varies with the success of the pieces played, but as there are no profits to be

deducted from receipts, the inhabitants obtain their entertainment at, approximately, cost price. Of the many methods of

managing such a theatre, the favourite of late years seems to be for the ratepayers to place the building and accessories

in the hands of a good manager, and grant him a small subsidy, subject to an approved scale of charges not being

exceeded. As the great ambition of the Municipality is to give its ratepayers good performances at a low price, free lists,

which would cost the management many valuable seats, are not allowed At the most there are reductions of price to

students, in certain parts of the auditorium, and the customary privileges which are granted to officers in most military

States. Among the functions performed by the Municipal Theatre, the facility it affords for social intercourse among all

classes is not the least important. A visit to the play, weekly or monthly as circumstances may permit, has long been

customary with families in every class of life on the Continent. Different sets or cliques have their different nights for

meeting, whether in stalls or gallery, and the vexations of daily life are forgotten in the general atmosphere of sociability

and good-fellowship.

The Subscription Theatre differs most from the Municipal Theatre in the fact that it owes its existence, primarily,

to the desire of the educated and wealthy for the pardonable luxury of a good play. The highest aim of a theatre, the

promotion of culture through recreation, may be attained by both institutions to a degree which justifies their existence;

but practically the Subscription Theatre originates in the desire of private individuals for mere amusement, apart from

any consideration of the benefit which they confer on their locality. In most cases the subscribers, who build the theatre,

have no advantage over the general public, except the privilege of reserving a certain number of seats. When they manage

the theatre themselves, they form a guarantee fund to cover loss, and if they employ a professional manager, they may

be required to grant him an annual subsidy or box-rental. Not infrequently the Municipality takes over the maintenance

of the building, and hence arise the “ City” theatres, so numerous on the Continent, which are really a variety of the

Subscription Theatre. In many Continental towns the subscribers do great service to the Municipality ; since the demand

for a Municipal Playhouse often has to be satisfied, and, but for this voluntary subscription, the entire cost of its foundation

would fall upon the rates. Of course, the costly perquisite system is also rigorously excluded from this type of theatre,

save indeed the concessions of an almost compulsory nature, to which I have referred. There are two variations of the

Subscription Theatre which deserve a passing reference; the first is that formed by the joint contributions of a nationality

or coterie to further some definite end; for example, a German stage established in a Slavonic country, or wice versd,

for the purpose of creating a centre and gaining prestige for a party. The “ German” Theatre at Prague, illustrated
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in this volume, may serve as an instance of this method. The other, the latest development of this class of theatre, is

that conducted either on co-operative or on philanthropic lines for the elevation and amusement of the working classes.

This “People’s Theatre” is the institution of the future, destined to play the same part in the winter months as the parks

in the summer, with the additional merit that, if well managed, it will educate. The pioneer of these establishments,

and, as such, highly remarkable, is the Worms People’s Theatre, which combined with some Assembly Rooms, a Garden

and a Restaurant, forms a kind of “ People’s Palace” for a city numbering, when this project was conceived, only 23,000

inhabitants.

The Private Theatre is common to all countries, but at the present day is primarily an English and American

institution. In exceptional cases on the Continent, Private Theatres receive a subsidy from the Court, the Municipality,

or even from private individuals, to facilitate the production of new plays. The non-subsidised Private Theatres of

Germanic countries are only found in the larger cities, where there is room for them beside the official institutions. In

England, the Private Theatre is sometimes owned and managed by the same person, who is a manager by profession, or

an actor-manager; more often, however, the owner leases it, for terms varying in length from a few nights to several years,

to managers or “star” actors and actresses. In the first case the theatre is conducted directly as a matter of business,

whilst in the latter the owner of the building chiefly considers his property an investment, leaving the lessee to employ it

for what purpose he will. In some instances the latter wishes to entertain, in others to educate, and oftener merely to

promote his professional interests. In the English provinces we find a modification of this method, the lessee sub-letting

Fey
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his house to touring companies for short “runs” of six or twelve performances at a time, and only inhabiting it himself

on special occasions such as Christmas. The old “stock” company of the English provincial theatres has been driven

out by modern conditions, and is practically a thing of the past. The last development of the Private Theatre in large

cities is the Suburban Theatre, managed on provincial lines, which can supply entertainment at popular prices, and, in

fact, almost become a “People’s Theatre.” Such institutions are now being opened in the various suburbs of London,

Vienna and Berlin.

Another sort of establishment may be classed under Private Theatres which has not hitherto been mentioned,

because it is not strictly a theatre; I refer to the “Variety” Theatres. These are in all countries of an essentially

business character, neither individual managers nor performers seeking any other object than to afford amusement and to

enrich themselves ; there is no attempt to give an elevating entertainment, unless it be also of a highly lucrative nature.

I have, so far, purposely avoided allusion to the particular form of entertainment provided in these various theatres,

and have used this term quite irrespective of the actual performance, be it Opera, Opéra Comique, Tragedy, Comedy, or

Variety show. As the planning of the theatre, especially in regard to the size of the auditorium and the setting out of

the stage, depends on the performance to be produced, it is necessary here to point out what classes of entertainment

are associated with the various kinds of institution mentioned. Grand Opera is seldom given in a Private Theatre,

although a private Opéra Comique is met with occasionally, and more rarely a travelling Opera Company. The

Private Theatre is in all countries essentially the home¢ of Drama, and of the lighter entertainments, such as Burlesque



4 MODERN

OPERA HOUSES AND THEATRES.

and Variety Shows.

bona fide Opera Houses.

built both for operatic and dramatic performances, which alternate weekly or nightly as the case may be.

OLD OPERA HOUSE, DRESDEN. SKETCH PLAN.
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Ado of programme must also be taken into account.

Most Government and Court Theatres, on the other hand, only bring out Grand Opera, and are

Municipal and Subscription Theatres, and to some extent the theatres of the minor Courts, are

The successful

planning of these houses, therefore, depends almost entirely on the clever

adaptation of both stage and auditorium to this double purpose; a difficult task

indeed, as the requirements for the successful rendering of a Tragedy or Comedy

are so very different from the essentials of a Grand Opera. To enjoy a drama

the audience must be in closest touch with the actors; every gesture should be

seen, every whisper heard. The actors do not require much space; in fact, their

surroundings should be on such a scale that there is no fear of their appearing

“lost” on the stage. At the Opera the effect depends more on a general harmony ;

the gesture and expression of the individual artist not being all important to the

Far more room, too, is wanted on the stage for elaborate

The promoters of Court, Municipal and Sub-

public of to-day.

scenery, choruses and ballets.

scription Theatres are often prone to attempt extremes, even producing a

“chamber” drama on the stage which held a Grand Opera the previous night.

To render this policy of continual change at all satisfactory, the promoters

must make up their minds for a compromise in the list of plays produced, and

boldly cut out Grand Opera and the “chamber” play. Small operas and Opéra

Comique will suit the house built for full Drama, and, with the aid of clever

planning, managers will enable their audience fully to appreciate these varied

entertainments. Otherwise, the most ingenious architect, with all the help obtain-

able from a movable proscenium, a movable orchestra-well, or the American

method of shutting off part of the auditorium and muffling the stage, cannot

succeed in satisfying such radically different requirements.

When considering the arrangement of the stage, it should be remembered

that it is not only governed by the class of entertainment, but that variation

Frequent change of bill in the

majority of Continental theatres under consideration (where the same play is rarely

given two nights in succession) necessitates a more roomy stage than is required

for theatres producing the same piece during a long series of performances. Nor

does this apply only to the stage, for the whole back of the house, from the

manager's office to the store-rooms, naturally demands corresponding enlargement.

The lines of the auditorium, on the other hand, are not dependent upon the class of entertainment, except, perhaps,

in the building devoted to Variety entertainments.

A “promenade,” or rather, standing and walking room, is now an

essential for that section of the audience which seeks an opportunity of viewing a performance without the restraints of

time, particular seats and absence of conversation.

With this exception, the nature of the performance

cannot be said to govern the lines, but only the

dimensions, of the front of the house.

No more striking demonstration can be afforded

of the difference in requirements of theatre-building

than a comparison of Continental ideas on the subject

with those prevalent in England. In this country,

with but few exceptions, the Private Theatre is

governed in its requirements by investors, or ambitious

actors, who cater for the pleasure of sensation-seekers,

among a people practically devoid of any feeling for

architecture.

| On the Continent it is far otherwise: there a

genuine interest is mahifested in architectural work;

with the result that popular and invigorating Drama
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finds a worthy home amid appropriate and dignified surroundings, and even the Variety entertainment is housed in a

building of considerable architectural pretension.

From these contrasting spirits it is easy to see how the building of English theatres has been put into the hands

of architects who are merely good planners, good constructors and business men, with the qualification of being able to
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provide for a maximum audience at a minimum outlay.

It is of no importance that the architect should have a true

feeling for art, if only he can secure the latest trick of the plaster-manufacturer to catch the vulgar taste. What counts

more than any repute for architectural design is that he should have the talents and faculties of a smart financial agent

or plausible company promoter, and preferably, be

able to find some money for the enterprise. The

Continental theatre-architect, on the contrary, must

be an architect in the highest sense of the term.

He must be an artist who takes a lively interest in

the essentially technical side of his work, but leaves

financial scheming severely alone; and he must be

conversant with the “Art” of planning, but need

The building

of a Continental theatre according to modern require-

not necessarily be “a smart planner.”

ments is, to my mind, the most difficult task that

an architect can undertake, and calls for a man

ging

I
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endowed with the pure and true spirit of the archi-
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tectural vocation. His work demands the largest

share of real beauty and the most careful blending of architecture, sculpture and painting, whilst the complicated practical

requirements are at the same time hostile to all his efforis at perfection in design. There is, In faci, no class of

architectural work which puts forward more numerous, complex and essentially technical demands, and requires at the same

time that the rendering shall not fall below the highest standard of taste.

Here I will take the opportunity of pointing out that such excellence as may be found in Continental theatres is

the result of systematic development and a wise study of preceding examples in theatre construction. Taking the theatres

in this volume, it will be readily observed that the most successful have arisen through an evolutionary process, and that,

for instance, the plan of the old Dresden Opera House —itself based on earlier models—has been gradually elaborated

through the Munich scheme, and the plans of the new Dresden Opera House, until the lines of the Vienna Court Theatre

were reached — lines which have

manner for the Odessa Theatre and

design. Further cases of a marked

nental theatre planning are not only

in the second, in connection with

Unfortunately, such systematic

English playhouse, in which it too

previous work has been neglected.

the author of a series of designs

this is mostly done, strange to say,

ideas emanating from other sources.

evolution in theatre design will be

arranged to illustrate the instance

Another point to be con-

modern Continental theatres have

considered regulations of permanent

the English examples shown were

siderable weight. English regula-

by no means been so rigorously

moreover, they are of such recent

going the most erratic altera-

have as yet materially assisted in

the point of view of safety there

derived from such regulations as

sites which give facilities for good,

and produce that attractive clear-

Continental playhouse is so noticeable.

laws, which they have ample powers to enforce.
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again. been adopted in a different

the St. Petersburg. Opera House

progressive development in Conti-

to be found in this volume, but also

examples of the Latin “countries.

evolution cannot be traced in the

often appears that wise study of

No doubt there are instances where

gradually elaborates his plans, but

with an almost wilful exclusion of

What I understand by systematic

easily recognised in the diagrams

just named.

sidered is, that the majority of

been built under stringent yet well-

value and influence, while few of

subject to restrictions of any con-

tions, even shch. as they are, have

enforced . as on the Coniinent:

date, and are so constantly under-

tion, that they cannot be said to

improving our playhouses. From

is, however, an advantage to be

require all theatres to be built on

as distinct from tricky planning,

ness and symmetry for which the

The Continental authorities are always on the watch for infringement of their

But as a matter of fact this is but rarely necessary, as most Continental

architects have a horror of running the risk of responsibility for a repetition of the “Ring” Theatre disaster, and so far

from avoiding the law, they frequently make the building safer than the codes require. In England, on the contrary,

1.~C
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architects are only too prone to attempt avoiding the few regulations that exist, or to use what influence they may have

in obtaining modifications of the clauses. I may point out that the question of safety from. fire is fully treated in the

third volume of this book, but to avoid any misconstruction, I would at once remark that I regard clear planning as

the first requisite for safety, and secondly, that before considering the so-called “fire-resisting” construction, the greatest

attention should be given to the regular attendance of a properly trained “fire-watch” at every performance, and a

periodical inspection of the premises by an expert. Good planning is of the first necessity for the safety of an audience,

since panic is more to be feared than an actual outbreak of fire, and has so frequently occurred where fire itself never

)

existed. In too many countries “construction” is unfortunately given precedence over ‘ planning.”

With regard to architectural requirements in the interior of theatres, the curious demand for splendour on the

Continent is worthy of some comment. Communities of most simple habits, paying little attention to appearance, dress, or

manners, insist upon their playhouse being decorated in highly ornamental styles such as the Rococo. Many of the

Municipal and Subscription Theatres have been made far too luxurious and palatial for their patrons; but, without naming

any special instances, I would like to impress upon architects that a theatre can be beautiful and yet at the same time

unsuitable. A vulgar and badly attired audience will spoil the most brilliant colour scheme, while a gathering of

Hungarian magnates in national dress loses half its splendour in classical surroundings. They will do well, therefore, to

bear in mind the social conditions and habits of the people for whom they are building. In England, again, we find

theatres of the most contemptible architectural rendering, in which the pleasing effect of a well-dressed audience is sadly

damaged by the unworthy workmanship of its setting. |

As to the cost of theatre construction, I cannot conclude without drawing attention to the fact that this question

generally appears of minor consequence in Continental cities, whilst in England every item is important, and the least

extravagance may mean a disastrous commercial failure. The theatre on the Continent is one of the few buildings in the

erection of which the architect has, as a rule, no narrowly confined limitations as to expenditure. For the sake of having

an edifice which shall do honour to the town the citizens seem always ready to subscribe for the making up of deficiencies

or to guarantee any excess over the amount of the estimates. Theatre construction in England also means a race against

time, or to quote the legal phrase, “Time 15 the essence of the contract.” A Continental architect, on the other hand, has

in most cases ample opportunity to mature his plans and ensure good workmanship. I wonder when, if ever, in England,

insane haste in piling up bricks will give place to the honest and thoughtful building of theatres which in conception and

execution shall be the pride of future generations.

COURT THEATRE, VIENNA. A CEILING PICTURE.
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AUSTRIA AND HUNGARY

g COURT THEATRE, VIENNA

GOTT FERIED SEMPER, BARON BRASENAULR

IT is not without reason that the Court Playhouse at Vienna, better known as the

“ Hofburg” Theatre, is the first of the series of buildings illustrated in the present

volume. Even apart from the size, the plan, the architectural treatment and the

mechanical contrivances, all of which combine to give this interesting building the first

place in a book of this description, the importance of the institution as such, compared

with other theatres and opera houses, justly entitles it to precedence. No doubt the pro-

- posed St. Petersburg Opera House, the design for which, as approved by the late Tsar

Brock PLAN.

Alexander 1II., appears at the end of this volume, will cover a considerably larger area;

for it promises to surpass even the Paris Opera House in its cubic contents and to rival my present subject in splendour.

But, for the present, the drawings of the Russian Opera House, which are reproduced, simply represent an idea, and are

not taken. from a building actually constructed, as is the case with my other examples. Even were it otherwise, the

St. Petersburg Opera could scarcely be compared with the famous establishment at Vienna.

The word “Court” in my title of the “Hofburg” Theatre must in no way be considered meaningless, for the building

is a Court playhouse in’ the full sense of that term, and performs all the functions of such an institution. If is the

property of the Emperor, and is managed by his Lord Chamberlain, the Auditorium with its magnificent suite of reception

rooms being frequently chosen for Court ceremonies and the entertainment of the Emperor's guests. There is no other

modern building to which the people of Austria, and especially the Viennese, point with greater pride. Nor have they

erred in their judgment. As an example of technical skill in theatre building brought to high perfection, it may serve as

a model for future enterprises of a similar nature; while, from the artist's point of view, it conclusively proves to what

great excellence the much abused German and Austrian architecture of the last decades can attain, where full scope and

ample time are allowed. So elaborate and costly a monument has never, perhaps, in any country been devoted to Drama

as distinct from Opera, and in Austria only important national buildings can compare with it for magnificence and display.

This remarkable structure was originally intended to replace the old “ Hofburg” Theatre as the home of Classical,

and especially of “ Chamber” Drama, played so marvellously in former days by the “ Hofburg” Company. The old theatre,
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where that company had been housed since 1776 and gained its world-wide fame, was an insignificant and unsatisfactory

building. It must, however, always be remembered for the sake of its associations; for here were given those exquisite

renderings of old German plays, which made the old “ Hofburg” Theatre an intellectual centre for all Teutonic nations.

In respect to the original, and perhaps the most important, object of its erection, the new block must unfortunately

be regarded as a failure when compared with the old. Wonderful though it be as a splendid monument, the elementary

objects for which it was intended have been entirely disregarded. Its very existence as the home of the classical

and “chamber” dramas is an anomaly. = All parts of it, Stage, Auditorium, Foyers and Offices, are on too large a

scale. Its technical appliances are elaborated out of all proportion to the requirements, and above all, the architectural

treatment, both of the interior and exterior, is far too showy and pretentious. For a National Opera House such a design

would have been admirable, but the very nature of the classical and “chamber” dramas demands a much more severe

and subdued treatment in their setting, however illustrious the audiences to which they may be played. How, let me

ask, on “0 large a stage, in front of so vast an auditorium, can an actor, who makes every movement of his features and

every intonation of his voice the expression of his art, stand in really sympathetic relations with his audience? The

~ K°K "HOFBURGTHEATER ° °

oF BURC THEATER

COURT THEATRE, VIENNA. DESIGN FOR CENTRAL FEATURE.

(From the Original Sketch by Semper.)

COURT THEATRE, VIENNA. CENTRAL FEATURE AS EXECUTED.

(From a Working Drawing by Hasenauer.)

inevitable result is that his acting falls into exaggeration, and loses all subtlety and refinement, while his voice, perpetually

strained to reach the furthest point of the auditorium, lacks its usual tone, and becomes harsh and unresonant. On the

other hand, the audience not only suffer from undue effort to see and hear, but also lose by the coarseness of that style

of acting which the size of the building engenders. And yet it is in such a building that plays are produced which in their .

very essence demand a close contact between audience and actor. The lovers of the Old German Drama can but hope that

the Emperor may yet abandon this edifice to the Opera, or devote it only to Grand Drama, erecting a less gorgeous, but

more fitting home for that form of acting in which the old “ Hofburg” Company excelled.

This inappropriateness of design to end in the new theatre admits of easy explanation. The original scheme was

confessedly based upon plans for opera houses, and consequently, the architectural principles involved in carrying it out,

satisfy operatic rather than dramatic requirements. Moreover, the whole treatment bears the stamp on the one side of a

mind trained to a palatial yet academic style, on the other of one with a tendency to exuberant decoration. This difference

in rendering calls for remark almost as much as the pretentious character of the whole. It will therefore be fitting to give

here some account of the origin of the design, together with some few particulars as to circumstances from which, unfor-

tunately, much serious controversy has arisen—a controversy, too, in which the facts have been much distorted.

It will be noticed that at the head ot this chapter Gottfried Semper and Baron Hasenauer figure as joint authors.
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I cannot help thinking that, were this reading loyally adopted, it would prevent much bitterness of feeling as to the origin

of the work and the results obtained, for although both Semper and Hasenauer are dead, the cause of each has its partisans

who claim the greater share of credit for their chosen master. The fact is that Semper was the author of the original

design, and Hasenauer was appointed as his colleague in the execution of it. After a time, however, Semper resigned,

leaving the elaboration of the design and the entire execution to the younger man. We are indebted to the former for the

plans with the main lines of the rendering, and the preliminary scheme of decoration. Baron Hasenauer improved the

original plan by giving it a more practical character, at the same time introducing a lighter feeling into the rendering

of the originator, while the whole of the constructional detail and technical appliances were arranged and carried out

under his supervision. The same hand is, practically, responsible for the whole of the interior decoration, the greater

part of which Hasenauer sketched, and all of which he executed after Semper's departure. It is, of course, difficult to

arrive at the actual truth as to how much of the original design was modified and what lines can be actually ascribed to

either of the architects, and it is little wonder that the controversy has raged so long without a satisfactory conclusion

being reached. Gottfried Semper's son, Manfred

Semper, fights hard in de- an | | 4 fence of his father’s claims

on the one side, while on the side of Hasenauer are

authorities. 1 shall not

but. 1 show a sketch of

stance of work by Semper’s

ranged many well-known

specify their contentions,

the central feature as an in-

pencil, and 1 have added a drawing of this feature

as Hasenaver ordered it to be carried out, together

with a view after execution. These illustrations explain

the matter more clearly than any long record of

arguments, and can at the same time ‘be accepted as

typical specimens of the extent of the modification

referred to. My summary here ‘ziven is based on

careful research and inter- views with the persons

most interested in the dis- pute, and, having also had

the good fortune to know both Baron Hasenauer and

Manfred Semper, 1 trust that this short account of

the matter will be consi- dered thoroughly impartial.

It is, 1 am afraid, in the face of such bitter contro-

versy, too much to expect these lines’ to he final.

As 1 have alieady observed, much of the

feeling on the subject might have been avoided

by using the term joint-

10 the attitude of Hasc-

done; Semper, héing of

architects. It was owing

nauer . that this was not

an exceptionally generous

nature, was only too ready to credit his younger col-

league with even more than he deserved. His friends,

although they have unduly attacked Hasenauer’'s work

in return for the excessive COURT THEATRE: a A Vitel or Chath Patras | claims put forward by the

latter's party, are certainly ‘ right: in declaving © that

Baron Hasenauer behaved shamefully to the man to whom he was so greatly indebted for a share in the commission,

after failing lamentably to gain it by competition in 1866.

This competition, one of the most important in the ‘annals of modern architecture, was not alone for the theatre, bui

primarily for two new Museums and a Royal Palace, which together with the theatre formed a scheme of imposing

magnitude. The other competitors on that occasion were Hansen, Ferstel and Von Lochr; but the jury were not satisfied

with any of the plans as they stood. Semper, who was holding an appointment at Zurich, was then called in to assess

some revised designs by Hasenauer and Von Loehr compared with the preliminary design by Hansen, and he was afterwards

instructed to propose a scheme of his own. This scheme, which he put before the Emperor in the form of a set of sketch

plans, excited great admiration, and the commission was practically promised to its author. According to some versions of

the story, Semper was officially advised to work in conjunction with some local architect, preferably one of the competitors,

and those who favour this account say that he approached Hasenauer as to the matter. According to others, Hasenauer,

by diplomacy and powerful Court influence, succeeded in getting appointed, on his own initiative, jointly with Semper. But

whatever version be correct, it should be borne in mind that in all official documents Semper is always given precedence,

and, while it was in Semper's power to refuse to co-operate with Hasenauer, the latter alone had no chance whatever of

IL-D |
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obtaining the commission for himself. In my opinion Semper of his own accord suggested the collaboration, because, as

above mentioned, being resident at the time (1869) in Zurich, he felt that it was necessary to have an active, well-informed

and ambitious representative at Vienna, where there were many intrigues to rob him of the Emperor's favour. There is no

doubt that the original sketches were made at Zurich without Hase-

nauer’s assistance, and that when Semper migrated to Vienna in 1871

he found Hasenauer (who had until then been’attending merely to the

business side of their work, or at most putting finishing touches to

some of the drawings) engaged almost entirely upon the International

Exhibition buildings. Semper was thus for a time left alone. It was

not until Hasenauer was free from the Exhibition, and felt that his

appointment was in every way secure, that he participated to any

appreciable extent in the work; and he then almost immediately made

himself so disagreeable to his colleague that the latter resigned, owing

to the impossibility of harmonious co-operation. All the circumstances

of this unfortunate disagreement are lamentable, and the fact remains

that it was by a discreditable want of good taste and feeling that

Hasenauer finally triumphed in his ambition to be in charge of the

new Court buildings at Vienna. Semper, who had throughout shown

a distinct want of energy and excess of good nature, succumbed too

tamely to Hasenauer’s aggression, and, I regret to say, died soon

after from the effects of worry and disappointment.

| Semper’'s commission practically dates from April 1869, when

COURT THEATRE, VIENNA. END ELEVATION OF STAIRCASE WING. he was instructed to put sketch plans before the Emperor; and his

| official appointment with Hasenauer as -a collaborator was made in

May 1871. The actual building operations commenced in November 1874. Semper left off working with Hasenauer in

June 1875, and only returned once to Vienna in 1877 to serve on the Imperial Building Committee, on which he retained

a seat after his retirement from active participation... He died at Bome on the 15th November, 1870. The stage and back

of the house were finished in May 1887, and the rest of the building in September 1888, the opening performance taking

place on the 14th of October in that year.

It is important to note that the building operations were

somewhat prolonged owing, firstly, to the Museum buildings taking

precedence in their execution, and secondly, to the fatal fire at the

)

Vienna “ Ring” Theatre, which very naturally resulted in various

amendments being made to the plans of the ‘“ Hofburg” Theatre,

with the view of guarding against a similar catastrophe. I under-

stand that practically all the staircases and much of the construction

were carefully reconsidered by the authorities, and the works were

delayed to admit of the consequent alterations being executed.

Baron Hasenauer, who had contrived that Semper’'s participa-

tion in the work should almost be forgotten before the opening day,

was the recipient of many compliments and marks of distinction on

the termination of this important, monument. But the chorus of

congratulation was not without a discordant note. An acrimonious

discussion soon sprang up between his admirers and the critics,

who pointed out certain faults in the block itself and condemned

his anxiety to have Semper’s name forgotten. It was when these

criticisms were at their height that it occurred to Hasenauer sud-

denly to recall the share taken by his deceased colleague in the

work and make him the scapegoat for the exposed deficiencies.

This was an injudicious as well as unnecessary step; for, as Baron

Hasenauer proved to me when we were discussing the question in COURT THEATRE. VIENSN, Neher of Bi or Shuntate Wiks

1893, it was practically the fault of certain Court officials that the

auditorium followed its present lines contrary to the feeling of both Semper and himself, who well knew that they could

only result in those defects of sighting and acoustics now so loudly attacked. Hasenauer died on the 5th of January, 1894,

without ving to see, in the completion of the Royal Castle, the end of that grand scheme of Imperial buildings for the

sole execution of which he had so eagerly striven. This task was placed in the hands of Otto Hofer and Bruno Gruber.
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On examining the principal lines of the “ Hofburg” Theatre, it becomes at once evident that both plan and archi-

tectural rendering are based on profound academical study, and also that the chief feature of the design is the architect's

attempt to give full expression, on the exterior, to a scheme which is entirely governed by the lines of the auditorium and

stage. In the majority of theatres the auditorium, on the other hand, only appears as an incidental part of a plan giving

precedence to the grouping of the foyers. Many other features peculiar to this design show

Semper's marked individuality, and are obviously based on his former work. Some little time

before he received the Vienna commission he had been employed on some designs for an

Opera House at Rio Janeiro, and another at Munich, neither of which, however, were executed.

Reference to the plans of the new Dresden Opera House, the joint work of Gottfried Semper

and his son, Manfred Semper, which are included in this volume, will assist in tracing the

origin of the “ Hofburg ” scheme; but stronger evidence will be found in the diagrams specially

grouped in my Introduction, showing side by side the main lines of the two Dresden structures,

the Munich scheme, and the “ Hofburg” plan. I must postpone full discussion of this deve-

lopment to my chapters on theatre planning in Volume III., and likewise the description of

Semper’s first theatre design, which was for the old Dresden Opera House, destroyed by fire in

1869. The plates in this volume illustrating the Odessa Municipal Theatre and the St. Peters-

burg project, designed respectively by Fellner and Helmer, of Vienna, and Victor Schroeter,

of the Tsar's Theatre Administration, show the still further evolution of the Dresden schemes.

COURT THEATRE, VIENNA, Hence it will be seen that of the examples reproduced in this volume, the Dresden Court

Deran. oF Box DIVISION. Theatre, the Vienna Court Theatre, the Odessa Municipal Theatre, and the St. Petersburg Opera

House scheme should be studied in comparison. These designs embody the real

principles of sensible radial planning no less than an honest architectural rendering,

which allows for true representation of the interior arrangement on the exterior form.

Regarding these examples solely as types of rational theatre design, the

degree to which the architectural details are successful or inadequate appears to my

mind immaterial. Such features as the unfortunate junction between the roofs of

auditorium and stage in the Odessa Theatre, or the unsatisfactory planning of the

State staircase in the St. Petersburg scheme, do not hinder me from adhering to

what I may call the “ Semper principles,” on account of their advantages both in

planning and architectural treatment. I do not propose in this place to discuss

these principles at any length, but merely to point out certain advantages derived

therefrom in planning the “front of the house” in the buildings here reproduced.

Chief among these stand out the excellent facilities provided for approach and exit;

the valuable assistance rendered in the distribution of the staircases according to

their importance and purpose; and the exquisite effect obtained by a curved foyer

or lounge, which presents a perpetually changing view to the eye of the spectator.

In my opinion, Fellner and Helmer, and likewise Victor Schroeter, by placing the

staircases in the outer wall, have effected a great improvement on Semper's plan of

allotting to these a position iuside the foyer. At the same time it must be

admitted that not only does the foyer lose light and air by this transposition, but

also that its old position lent itself more easily to that dignified architectural treat-

ment of the facades which was so marked a feature in Semper’s old Dresden

Theatre. As may be seen, however, from the St. Petersburg scheme, this evolution

of the principles may secure in skilful hands a rendering that lacks little in grace

compared with the older design. The adoption of extended wings for the two

Grand Staircases, which in the “ Hofbwrg” Theatre sirike so strong a nofe of

individuality, was influenced strongly, as in Semper's Munich project, by the

exigencies of the site. The explanation of the preference given to what appears

COURT. THEATRE, VIENNA.

an unpardonable waste of space over the harmonious and compact staircase of the

VIEW OF PROSCENIUM BOXES.

Dresden Opera House, must be sought in the desire of showing a large frontage

on an awkward, straggling piece of ground—a situation which also tended to mar the effect of the building by the fact

that it is on practically the same level as the surrounding thoroughfares. Had the site possessed an elevation of a few

feet, it would have certainly made an enormous difference in the general effect of the structure as a whole.

As I have stated in my Introduction, it is not my intention to give a detailed description of my examples, but

merely to point out some of the principal features which characterise the design. Where a full description of any features

seems to be demanded, it will be found in Volume III.
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Of course, what at once strikes the eye in looking at the “ Hofburg” Theatre 1s the line of the segmental front,

which lends itself so well to the play of light and shade at all hours of the day, and the two wings, which, as 1

have explained, are due to the desire of giving importance to the building. It will be noticed that the grouping is

remarkable for the rational manner in which the exterior expresses the interior arrangement. This characteristic is likewise

forcibly expressed in the rendering of the principal facades, and it is for this reason—i.e., the illustration of plan—that

no fault can even be found with the crowning feature of the part which holds the Auditorium, as the useful purpose of

ventilation has to be served. The aimless attica over the main entrance Is one of the few unsuccessful points of the

design, and the only instance of a gross mistake will be found in the attempt to carry on the imposing lines of the front

along that part of the block containing the dressing-rooms, where numerous floors and the necessarily large number of

minor windows, together with the essentially utilitarian purpose, call for an entirely different elaboration. The rear

elevation is noticeable solely because its treatment declares it not to be the work of Semper, but of Hasenauer.

In the interior, the civcular- Foyer, tq which 1 have ‘referred above, is certainly the chief feature, and it 3s {0 be

observed that the same formation is given to the Grand Vestibule and also to the minor lounge which is attached to the

third and fourth tiers. As regards the conception of the Grand Foyer with its simple grouping of series of pilasters,

its exquisite colour study and decoration, it is impossible

for me to say more than that, with the aid of brilliant

workmanship, perfection has very nearly been achieved.

The next feature to which I pass is the manner in

which the two Grand Staircases rise from the street level

to the first tier in one broad flight. It is when looking

from the upper end of either of these two stairs that the

waste of space and materials becomes most apparent to

the eye, especially in comparison with the more compact

arrangement in Semper’'s Dresden Court Opera House. 1

must remark emphatically that the desire to give impor-

tance to the building does not excuse this waste, and

further, that the long flights have the disadvantage of

being a more tiring ascent than a series of short ones to

the same height, whilst their width and unbroken descent

would not be allowed from the point of view of safety by

any conscientious authority. If it was absolutely necessary

to have the wings, even more foyer accommodation would

have been preferable to the present arrangement. 1 cannot

even say that the architectural rendering of these stair-

cases attains the beauty to be found in other parts of the

building. In speaking of safety I may mention that the

staircase to the back of the area is curved, and dangerous

in its arrangement, whilst the octagonal stairs at either

end of the Grand Vestibule are not successful in plan.

COURT THEATRE, VIENNA. View oF LOUNGE. Another point of interest in this theatre is the clever

| way in which the accommodation for the Court has been

considered, allowing for the easy approach of carriages to the covered entrances of the various Royal boxes and the large

State box. It was a mistake, however, to make the approach to the latter by a passage which has neither light nor air,

and by a staircase of not very successful plan, which in its decorative treatment also contrasts all too forcibly with the

beautiful ante-room of the box itself.

In the Auditorium, the principal feature is the great prominence given to the Royal boxes in the proscenium, and the

central State box, which are on a scale that almost kills the detail of the tier-fronts. The careful and varied decoration of

the box-divisions is remarkable, and in the ceiling there is a skilful blending of semi-relief work with painted surfaces,

which has a note of originality. Owing, however, to the difference in scale between the boxes just mentioned and the tiers,

there is a distinct want of harmony in the Auditorium taken as a whole. In its construction this part of the building is

remarkable for the extensive use of iron and steel for the containing walls, which are practically composed entirely of

metal plates fitted together in such a manner that the intermediate spaces are used as ducts for ventilation and warming.

There is no cantilever work of any considerable extent, as the rows of boxes allow for ordinary supports. The effect

of the elaborate decoration and carefully planned construction is marred by the fact that the sighting from the boxes

is distinctly unsatisfactory, and will probably have to undergo extensive alteration; in fact, the necessary sketches for

the improvements were prepared in 1895 under the direction of Hofer and Gruber. Moreover, the hearing from a large
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number of seats is very imperfect; and although a great architect once stated that acoustics were mainly a matter of

chance, I cannot forbear saying that in this instance there does not seem to have been even an attempt to put in practice

the most elementary principles of that science. This, however, as I have pointed out, cannot be laid to the charge of the

architects, but arose from the vexatious requirements of certain Court officials.

As the description of technical appliances used in theatres will be found in Volume III, I have purposely avoided

showing them in the illustrations of this part otherwise than by slight indications. In this instance, nevertheless, it will

be clearly seen how great an influence they exert upon the arrangement of a modern playhouse which claims to be

efficiently equipped at all points as regards warming, ventilation, lighting, or stage machinery. One of the characteristics

of the ‘“Hofburg” Theatre is the thorough way in which the technical appliances both for the stage and auditorium

have been elaborated, the amount of space devoted to ventilation and heating being especially noticeable. Everything that

modern ingenuity has been able to discover, is utilised in the block with more or less success, and in no part has the

engineer's work been hindered by that lack of space frequently observed in other theatres where architects have dis-

regarded the requirements of the allied profession.

It will be noticed that no storage space for

scenery has been provided in the building, an omis-

sion which doubtless offers greater... security to. the

structure ; but there is a wise mean between no

storage, as here, and too much, as. at’ the Vienna

is under the control of

The absence of bond fide

tates the adoption of the

Court Opera House, which

the same Administration.

storage generally necessi-

more dangerous makeshift of provisional storage in

an unsuitable position. From a fireman's point of

view there is otherwise very little that . calls for

special comment about the building, except, perhaps,

that the plan shows suffi- cient clearness as well as

the audience easily tw

the faults of the stair-

may prove Very serious

ample dimensions to allow

reach the open, though

cases mentioned above

in case of panic... The materials of the building

may be said to minimise the risk of five and {aci-

litate its extinction. Of minor contrivances in-

affording great protection,

the slots at the sides of

case of emergency, water

stalled with a view of

I cannot avoid mention of

the stage, from which, in

ing scenery; but though

is doubtful whether they

tical use, since . firemen

is to be poured on burn-

theoretically valuable, it

could be put to any prac-

have to contend with smoke and heat as well as

the actual flames in the discharge of their duty.

taken to centralise the

Great care has been

working of the appli- COURT THEATRE, VIENNA. VIEW To ENTRANCE END OF GRAND STAIRCASE. ances ; and this has been

so skilfully contrived that : the whole of the complex

arrangements for ventilation and heating can be easily controlled from a central chamber, where the temperature of every

part of the house is gauged to a nicety. The scenery for the most part is moved by hydraulic power, on a system improved

from that employed at the Buda-Pesth Opera House, the Halle Municipal Theatre, or the Prague “ German” Theatre,

which were the first institutions to introduce modern stage machinery. Although perfection has by no means been reached,

it is a matter of great credit to the authorities responsible for the erection of the building that they encouraged the move-

ment known as “ Stage Reform,” at that time still in its infancy.

In conclusion, the Vienna Court Theatre, erected at a cost of nearly 550,000/, and planned to hold an audience of

1475 persons, is indeed a most elaborate and wonderful structure, but quite unsuited for its purpose as a home for

“chamber” plays and classical dramas, and far more fitted for an Opera House. The architectural rendering, taken as a

whole, is of the highest order of Art, and more nearly approaches perfection than in any other such building erected

during the present century. It is unfortunate that the seeing and hearing qualities are so defective, but with regard

to technical appliances there is no other building in the world which can claim an equal completeness. This theaire

offers an instance of the Continental theatre construction referred to in the Introduction, where the architects, at the

1-E.
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same time that they put forth all their efforts to satisfy requirements of the highest standard of design, are continually met

by technical and ‘constructional demands hostile to any beautiful rendering of the whole. I cannot leave the consideration

of this splendid monument without again saying that I hope the credit for its conception and execution will in future be

given to Semper and Hasenauer as joint-architects without further controversial feeling.

APPROXIMATE DIMENSIONS.

Width of Proscenium Opening at Curtain Line . : : : : : 41’ o” 12°75 m.

Height of Proscenium Opening at Curtain Line . ; ; : ; 42.6" 13°00 m.

AUDITORIUM. STAGE.

Curtain Line to Front of State Box . : 65’ 6 2000 m. | Width inside Containing Walls . : } = nou’ a6 31'00 m,

Cwtain Line to Front of Third Tier . 71! Oo" 21°75 Mm | Curtain Line to Containing Back Wall : 77 of 23°75 mh

Cuftain Line to Furthest Seat : oz’ of 28:00 m. | Curtain Line to Furthest Wall of Back Stage 109’ 9” 33°50 m.

Sunlight Opening above Area . : . 60’ 6" 18°50 m. | Gridiron Floor above Stage at Curtain Line ool. 0’ Tazrzom,

Highest Seat above Street . ; ; : 68’ 9" 21°00 m | Cellar Floor below "Siage af Curtain Line . 36' oO 11°00 m.

Lowest Seat above Street . fre ; 14 o* 4°50 m. I. Stage Floor at Curtain Line above Street . rs! of $725 m.
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COURT THEATRE, VIENNA. VIEW oF UPPER PART OF GRAND STAIRCASE.
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NATIONAL OPERA HOUSE, BUDAPESTH

YON YB

WHILST the “ Hofburg” Theatre furnishes an example of the true Court Playhouse, owned by the Sovereign

and managed by his Lord Chamberlain, the Buda-Pesth Opera House shows us the theatre assuming the

character of a national institution. It is directed by a National Theatre Administration, responsible to the

Government both for the management of this house and of another, where drama only is produced. For

many years the representations of the national Opera and Drama were given in the same building; but the

obvious disadvantages of this arrangement, referred to in my Introduction, led to a determination on the

part of the Hungarian people to erect a second building for the exclusive performance of Opera. The

expense of so great an undertaking

was at first a serious obstacle; finally,

Brock PLAN.

through the generosity of the Munici-

pality of Buda-Pesth, who presented ground for the

site, and the accumulation of an annual sum devoted

to the encouragement of Art by the Emperor of

Austria, in his capacity of King of Hungary, they

were enabled to realise their wish. In 1873 a limited

competition was held, and plans were invited by

the Home Secretary from the architects Linzbauer,

Skalnitzky, Steindl, and Von Ybl, of Buda-Pesth,

together with Fellner, of Vienna, and Bohnstedt,

of Gotha. Premiums, amounting in all to about

2000/., were offered, each competitor being assured

an honorarium of 200/. The prize fell to Von Yhl,

NATIONAL OPERA HOUSE, BUDA-PESTH. GENERAL VIEW.

who was also charged with the execution of his

design. It was a condition that he should begin building by September 1875, and accordingly the foundations were laid in

that month. For many years he was able to proceed but slowly, owing to financial difficulties. It was not until 1882 that

this hindrance was overcome, and the work could proceed more rapidly, the building eventually being opened by the

Emperor, amid great festivities, on the 27th of September, 1884.

The Opera House occupies a position facing the Radial Strasse, a most imposing thoroughfare: The site is

rectangular in shape, but unfortunately admits of a narrow frontage only to the above-named Avenue, and the three streets

which bound its other sides are not wide enough to allow the full effect of the building being seen. The result is that

this block is seen at a disadvantage.

In noticing the leading characteristics of the building, I must first name the severe architectural treatment of both

exterior and interior. The exterior of the Opera House is distinguished from other buildings in the city by a solemn

stateliness. Its rendering would not have been out of place in a block destined to hold a Supreme Law Court; at the

most it might have been excusable in a theatre devoted to Classical Drama. In an Opera House, and, more especially, in

the Opera House of the Hungarian people, this rendering has an incongruous effect. Another feature is the ill-advised

grouping of the block, which, in almost direct contrast to the Semper principles of design already mentioned, culminates

in the placing of the stage and auditorium under one roof. Quite apart from anything relating to the composition of the

design, the absence of a marked division between the roof of the auditorium and that of the stage seriously minimises the

chance of locating an outbreak of fire in either the front or back of the house.

In plan, the arrangement of the Grand Staircase speaks of French influence by its central position, and there is a

very pleasing disposition by which a view may be obtained into it from the Lounge. It is, however, the Auditorium which

claims attention as the principal feature of the plan; primarily on account of its dimensions as compared with the size of

the audience for which it is intended. No standing room has been allowed, and only about 1250 seats provided, of which

some. 400 are in the area, 470 in the third tier, and 360 in the sixty-five boxes. The amount of space given to each
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individual spectator is exceptionally large, and it certainly adds to the dignity of the simple treatment of the Auditorium to

observe the audience so comfortably, not to say luxuriously, seated. I know of no other instance where the provision for

the seating of the audience has been so sumptuous. In pointing out the dignified architectural rendering of the Auditorium,

I cannot but mention that greater elaboration, both in the decoration and the colour study, would have been more suitable

for the Hungarian playgoer, whom I have seen on special occasions attending the Opera in his gayest national attire. As

I have said, an audience of Magyars in a simple classical framing is as great an anomaly as an audience of sombrely clad

burgesses would be in a brilliantly coloured Rococo auditorium.

It is not, however, on account of the leading features of the plan that the Buda-Pesth Opera House takes a prominent

place in the history of theatre building, but of the fact that it was one of the first structures in which improved mechanical

appliances were adopted on the stage, and marked progress was shown in the fittings of other parts of the structure. The

credit of introducing the metal stage worked by hydraulic power is primarily due to those responsible for this building,

and their share of credit is in no way lessened by the fact that the apparatus adopted was not found to be perfect and

has been since improved. A full description of these appliances will be found in the supplement on Stage Machinery in

Volume III. Of the other technical appliances for which this example is remarkable, I will only name the system of high-

pressure water service, with its pumps and reservoirs, which has been introduced in the building, and the extensive use of

sprinklers on the stage. It was my good fortune, when on a visit to Buda-Pesth with a deputation of the British Fire

Service, to see the stage put under water by means of sprinklers, whilst at the same time innumerable hydrants were being

used against an imaginary fire. If these appliances are brought to bear in case of an emergency, there will certainly be

no possibility of a fire living in this part of the building. ;

The original estimate for the building in 1875, without stage appliances or upholstery, was about 245,000/., and

this figure had to be reduced to 183,000/. After the “ Ring” Theatre fire numerous alterations were made, including the

erection of the metal stage (costing 15,000/.) and an iron roof over the stage, raising the total to 241,000/, nearly amounting

to the original estimate. The upholstery and furniture, and stock of scenery, cost an additional 25,000/., making the grand

total about 266,000/.—that is to say, over 200/. per head of the audience.

To summarise, I cannot but express my admiration of the manner in which Von Ybl fulfilled the requirements put

to him as far as the planning of this imposing structure is concerned, and acknowledge the signal service performed here

by the introduction of new appliances. In the architectural rendering, both of the exterior and interior, I do not consider

that justice has been done to the task, nor can anything be said of the design as it stands, except that it is dignified.

The Buda-Pesth Opera House is an imposing monument, but not a Hungarian National Opera House.

APPROXIMATE DIMENSIONS,

Width of Proscenium Opening at Curtain Line . ; : Sl 43 6" 13%25 m:

Height of Proscenium Opening at Curtain Line . : : : : : 41’ o” 12° 50'm,

AUDITORIUM. STAGE.

Curtain Line to Front of State Box . : sa! of 22°00 Mm. Width inside Containing Walls . : 38 6" 27°00 m.

Curtain Line to Front of Third Tier . yg! GN 2300 m. | Curtain Line to Containing Back Wall : 64’ o 19°75 m.

Curtain Line to Purthest Seat : : ot’ 6" 20°50 Mm. Curtain Line to Furthest Wall of Back Stage 131’ 3" 40°00 m.

Sunlight Opening above Area . : 60’ 6" 1550 m. Gridiron Floor above Stage at Curtain Line 70! 6 24°25 m.

Highest Seat above Street . : : . gs! gl 17°00 Wm, Cellar Floor below Stage at Curtain Line . 36 oOo I1°00 m.

Lowest Seat above Street . ; A oo 3°00 m. Stage Floor at Curtain Line above Street . 13’ of 4°00 m,
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"GERMAN" THEATRE PRAGUE.

FERDINAND FEILINER, HERMANN HELMER.

THE suggestion that a second ‘“ German” Theatre should be erected in Prague was made in 1883, and the

necessary funds were soon raised, whilst the old Neustadter Theatre was pulled down to provide a site for

the building. Naturally, great opposition was aroused among the Czech party by the idea of another German

playhouse making its appearance in their stronghold. But the event was used more as an occasion for

displaying political ardour than for serious opposition; and though some time was required to dispose of

various difficulties, the foundation stone of the building was duly laid in May 1886. By December of the

Brock TLAN.

same year the roof was on, and the whole work was finished in about eighteen months.

In this case the institution is practically a Subscription Theatre on the lines explained in the Introduction, and

further, it belongs to that class of such theatres opened with the set purpose of increasing the prestige or furthering the

interests of a particular nationality. In lieu of the Court or the Nation being the owner with command of elastic funds,

the proprietors were subscribers whose

expenditure was practically defined at

the outset; and whilst in the former

instance there was no hurry for the

— —

work, here, to a certain extent, a time- i 7 lls

limit existed. The architects selected | SZ =o

were Fellner and Helmer, of Vienna, pas a

= gj i i

the leading and practically the sole

CE

ea

1

Eg

Camilo BE

Fis

| Fee © " EN ET | E

a aly me

i : 4

; Vir Eb 2. ITE rs fal

theatre specialists in Austria, who at

the time of the Vienna Theatre Ex- =

il

FI

db

hibition were already responsible for

er AN

Ee Eee

TL

over thirty theatres distributed over dL IgER

all parts of the Continent. We have T ate pee

here to deal with the work of a firm Li A Lh

of architects who excel in a speciality od oh

= = =

:

| 4-

ih = 1B |

t i "

UL . \

1 rT

=z wr A ET Res

J bi Nan A prin

=) Ed 1 ali g “ ==

ar liven fil ne)

4 a TITRT 1

lites i Bie

= oe Jas

= Ld i. ot ha 1 T

lee ar” Jhon En

i yr i iF {

I

(J

continuously practised by them, as

distinct from work executed by men

in general practice who may or may

aster

aot have already figured Ag ul 3 “ GERMAN” THEATRE, PRAGUE. GENERAL VIEW.

in their profession, and have only

been called upon for a special task. There is not the slightest doubt to my mind that the intricate requirements of theatre

work are, as a rule, better entrusted to specialists than placed in the hands of those who have had no experience in this

class of building. I consider that the designs gradually developed by this firm from their earliest works, which, though of

interesting plan, were but poor in their interior rendering, have attained great perfection in respect to practical arrangement

and cleverly elaborated decoration. The only part where they fail is the exterior, which, with but few exceptions,

scarcely does justice to the otherwise successful treatment. It is only natural, where so much work of a similar nature

has to be rapidly executed, that a certain sameness should prevail. Fixed “types,” if I may say so, have been adopted

by the firm: The Odessa Theatre, illustrated towards the end of this volume, shows the Fellner and Helmer pattern

for an important Municipal Institution, and the “Linden” Theatre that for the highly decorated Variety establishment;

whilst this Prague example is a type of their large playhouse suitable either for Grand Drama or Opera, constructed with

three tiers and of some architectural pretension. In a similar way, there are types of theatres with one tier and two tiers

respectively, and with or without much elaboration. Yet, whatever may be said of the tendency to sameness in these

productions, they are all marked with a certain individuality which is highly creditable to their authors. Their work,

though it is not able to claim the high architectural standing of some of the great monuments, is invariably sound at

all points except the exterior treatment, and above all, thoroughly practical.

I.—-F
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As to the site of the “German” Theatre, this is one of the few instances that occur among modern theatres

where the structure has the advantage of rising ground. Of course the block is open on all four sides, this requirement

of the authorities having been in force some time before the date of erection. The two most striking features of the

building are, firstly, the arrangement of the Auditorium, and next, the disposition of the staircases leading to the tiers.

The seating in the Auditorium, which accommodates an audience of 1800, has been managed in an exceedingly economical

manner without in any way giving the appearance of crowding, whilst the sighting and

hearing are almost perfect. The depth to which the proscenium with its boxes is built

into the Auditorium is remarkable. Another equally noticeable feature is the manner in
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which the ceiling of the very commodious upper tier is worked into the large flattened

vault of the principal ceiling; and further, how the waggon vault of the proscenium allows

an excellent opportunity for a fresco which can be seen unusually well from all seats.

This theatre, like the others erected by Fellner and Helmer, calls for attention from

the ingenious way in which the architects, with but limited funds for decoration at their

disposal, have made brilliant use of large flat surfaces to execute their carefully considered

colour studies, combined with some lightly distributed semi-relief work. This feature,

I would add, testifies no less highly to the skill of the arts-and-crafts men employed

iE than to the taste of the architects themselves.

| i | Coming next to the various stairs, it must in the first place be noticed that, as

i A. ee in all their other theatres, the architects have only slightly raised the area above the

EA street level. The distance to the first tier is A on great, and it is te

FeEaNAY "THEATRE, PRAGUE. by flights of stairs placed diagonally, which continue in the same manner up to the

DETAIL OF Box DIVISION,

second tier. The two staircases to the uppermost tier are separate as regards risk,

being contained in their own four walls and having their own exits. Perhaps the only disadvantage of this planning is

that the Principal Lounge is situated on the level of the second tier, being therefore somewhat elevated for occupants of the

areca who may wish to make use of it. But in this instance the Lounge has not the same importance accorded to it in

many other Continental theatres, and it is very little used. Pass-staircases connect the different tiers. The excellent

accommodation for hats and coats on the area level as well as on the second and third tiers should be noticed. In the
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grouping of the building free access has been given the audience to large terraces running on either side of the

auditorium ; but the exits to these must be decidedly regarded as for use in emergency only, and in no way interfere with

the planning of ample staircase accommodation, which has unfortunately sometimes been the case in other examples. As

in the Auditorium the colour and plaster decoration of the Foyer and Vestibule is worthy of remark. In the matter of

technical appliances, I can only record that this theatre was one of the first where the hydraulic stage was fitted, together

with many minor appliances that showed a spirit of progress. The total outlay incurred in the erection of the structure

reached the approximate figure of 43,200/, or 24/. per head.

Speaking generally, I cannot but conclude by saying that I consider the “ German” Theatre at Prague to be one of

the most successful buildings of its class, and at the same time one of the best creations of Fellner and Helmer,

whose varied experience has resulted in their being able fully to grasp the requirements put before them and skilfully

and rapidly to execute their work with due consideration of the claims of art, science and business.

APPROXIMATE DIMENSIONS.

Width of Proscenium Opening at Curtain Line . : : : : 46 14°00. mM.

Height of Proscenium Opening at Curtain Line . : : ; ; 36 of 11°00 m,

AUDITORIUM. STAGE.

Curtain Line to. Front of First Tier . 72. 22'c0 m. | Width inside Containing Walls . . ES 23°00 m.

Curtain Line to Front of Third Tier . vv eget alt 23°50 mM. Curtain Line to Containing Back Wall : 53 3 16°25 m,

Curtain Line ito Furthest Seat . oro of 3100 Mm: Curtain Line to Furthest Wall of Back Stage lo 25°00 m.

Sunlight Opening above Area . ; so oY 15 s0.m, Gridiron Floor above Stage at Curtain Line 63" of 19°25 m.

Highest Seat above Street . ; ; : 46" of 1400 m, Cellar Floor below Stage at Curtain Line . ~ 14’ 0” 4°25 m.

Lowest Seat above Street . : 5. oft 1'50 m | Stage Floor at Curtain Line above Street . or 3 2.25 Mm,
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COURT OPERA HOUSE DRESDEN.G 4

GOTTEFRIED SEMPER, MANFRED SEMPER.

As in the case of the “Hofburg Theatre,” it is absolutely necessary for a proper understanding

of the new Dresden Opera House to refer to the historical growth of its main features. What I

have called the “Semper” principles in treating of the Vienna Theatre, here find a striking exempli-

fication. Dresden was the scene of Semper’s first efforts at theatre building. He had been invited

thither in 1835, to give advice as to the erection cf the statue to King Frederic Augustus, and while

there, conceived the idea of a scheme of buildings around the King’s Palace, including a Picture

Gallery and a Court Theatre. This resulted in the building of the famous Old Dresden Opera

House, in which he first gave expression to the guiding principles of his future work, and excited

the universal interest and admiration of his contemporaries. It is curious to note that in the midst of architecture of the

Brock PLAN.

pronounced Rococo type, he adhered closely to the classical style, thus displaying in his first achievement that independence of

thought which marked the whole of his career. His classical point of view seems all the more remarkable when we observe

that the subject must, to an ordinary mind, have seemed eminently fitted for a Rococo treatment, and that the Court officials

who entrusted him with the work, would in all probability have preferred a more gorgeous scheme. It seems to me that,

remembering the great reverence Semper always showed for every form of Art, he considered the prevailing style lacked breadth

and dignity, and was therefore

unsuitable in such a building,

quite independently of his classic

taste, and, perhaps, even his love

of contrast, ‘It is a cause for

everlasting regret that the first

example of Sempers theatre

work was lost to the world by

fire in 1869; for although’ there

has no doubt been a progressive

evolution in the Semper design

since this first embodiment, yet

in many ways it has not been

excelled. In the period between

the conception of the old and

the new Dresden theatres Sem-

per further developed his ideas

in plans for the proposed Opera

: ; COURT OPERA HOUSE, DRESDEN. GENERAL VIEW.

Houses: at Rio Janewo and

Munich, which were, in a sense, stepping-stones to the new Dresden Opera House destined to replace the former edifice, and

he had already been occupying himself with the preliminaries of the “ Hofburg” Theatre. The most noticeable point in

these theatres, as compared with the building which was destroyed, is the segmental arrangement of the facade instead of the
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semicircular, and the introduction of a central feature. There is great improvement in the grouping; for high above all

rises the Stage, and then, placed according to their importance, we find the Auditorium, Foyers and other individual

sections of the block. The sure and self-confident manner in which the group is attained, and the skilful mode of handling

its component parts, proclaim this new Opera House the work of a master hand. But the grace and simplicity, especially

in detail, which formed the charm of the earlier

work, are wanting, and that is why I so much

regret the’ loss. of the old building. Where the

beginner showed a moderate and conciliatory

Gr
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spirit towards older methods, the master has

tended to exaggeration, and the style, though still

classical, is not of the same dignity.

REPRE Ee

When Semper received the commission to

build this new Opera House, the sum of 78,000.

was granted for the purpose. The ‘cost of exe-

cuting the fully elaborated plans, however, was

estimated by the Cowt Surveyor at the much

larger sum of 129,000/, which increase on the

original amount was with some difficulty reduced

by 14000/ ln the event, all calculations were

upset by the rise of prices in the years following

the Franco-German war of 1870, and a large

additional amount was ultimately necessary. The

foundations were laid in 1871, and the first per-

formance. took place in February 1878. The

building operations were carried out under the

COURT OPERA HOUSE, DRESDEN. DETAIL oF LoGGIA. | direction of Semper’s son, Manfred Semper, who

is also responsible for much of the decoration

and under whose supervision all the technical details were contrived. It will be seen that in the heading Gottfried Semper

and Manfred Semper figure as joint authors. To my mind Manfred Semper's share in the work gives him every title to

this position, although the greater fame of the father has tended to allow the son’s collaboration to be forgotten. The

theatre, as designed by Semper, has seating accommodation for 1700 persons, and standing room for 300 more. As the

total cost reached about 210,000/, it will be seen that the price of about 100/ per head is attained.

In calling attention to the characteristics of the Dresden Opera House, all that I have previously stated regarding

the curvilinear front in the case of the “ Hofburg” Theatre may be repeated. 2
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Grand Foyer, which show the segmental treatment, give opportunity for a

constant change of picture, while at all hours of the day there are fine effects

in the play of light and shade on the facades.

Without doubt the curved Foyer and the Grand Vestibule are the

leading features of the plan; but they are almost equalled in importance by

A

the Grand Staircases on either side, which are remarkable for their dignity

and compact arrangement. It is worth notice, in referring to the Grand

Staircases, that certain flights of stairs can be readily shut off, to make room

7
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for the approach of Royalty or distinguished strangers to the proscenium

=

boxes, a facility of which frequent use is made. Each of the Grand Staircases

7

has its own carriage entrance, and each flight has its own door in addition

to the common central lobby. Hence, it will be seen that the necessity for

providing Grand Staircases for the Court has been most economically obviated,

COURT OPERA HOUSE, DRESDEN.

DETAIL OF Box DiVvISION.

‘without any inconvenience having so far been observed. Before leaving the

consideration of the Grand Staircases with their special entrances, I should

like to call attention to the plan of the old Dresden Opera House, which will be found in the Introduction. It is noticeable

that here the carriage entrances have been placed to the rear of the main proscenium wall, and that the staircases themselves

are of a modest description, while the vestibules show greater pretension. In like manner it is noticeable that in

the new Dresden Opera House the staircase accommodation for the various tiers has been greatly increased in comparison
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with that in the old building ; although it might have been assumed that the segmentdl form gave less opportunity for

staircase space than the semicircular.

| In reference to the Auditorium, it will be noticed that extreme prominence has again been given to the proscenium

boxes and the central State boxes, the scale which has been adopted almost spoiling the simple but effective treatment of the

tier-fronts and the ordinary box divisions. This is a fault which was remarked upon in the case of the “ Hofburg”

Theatre, and which is typical of the Semper designs. |

Not only in the Auditorium proper, but also in the Grand Staircases, and on the exterior, a severe style of

architectural rendering has been adopted, which is more suited to the Drama than the Opera, especially in the case of an

institution belonging to a Court of no small splendour, where the absence of decorative elaboration does not fail to make

itself felt. With regard to the arrangement of the Stage, or the practical contrivances of other parts of the building, little

can be said, but it should not be forgotten that this example is one of the oldest illustrated in this volume, according to

the date of completion. |

Taken in its entirety, the building, the effect of which is somewhat marred owing to its site not being sufficiently

elevated, is no doubt an imposing monument, but by no means of so good execution in detail as was to be expected of

Semper. While recognising that the conception was very grand, I must confess to a feeling of disappointment at the result.

APPROXIMATE DIMENSIONS.

Width of Proscenium Opening at Curtain Line

42. 6 13°00 m,

Height of Proscenium Opening at Curtain Line . 47. 6" 14°50 MV.

AUDITORIUM. STAGE,

Curtain Line to Front of Siaie Box 68! o 21°00 m. | Width inside Containing Walls oy 6 29°75 m.

Curtain Line to Front of Fourth Tier 75! 6" 23°00 MW Curtain Line to Containing Back Wall a5! of 23°50 1.

Curtain Line to Furthest Seat 10%" o 32°00 Mm. Curtain Line to Purthest Wall of Back Sgage . 116" 3” 35:50 Mm.

Sunlight Opening above Area 64! o 16°50 Mm, Gridiron Floor above Stage at Curtain Line 32! o 25°00 Mm.

Highest Seat above Street . by o 20750 Mm, Cellar Floor below Stage at Curtain Line 27k of +20 1m,

Lowest Seat above Street . : : ty io” 4°00 nn Siage Floor at Curtin Line above Street . 16% 3 5700 m,

RRS 1S

ran

rer — ade NTT AGT

To fer i ath

SRA —, gs ] TOT TE

EINE Ta] ODA OTL YET ee

7 IAT [ Te

LT NY rn ST ¢ fil

TR Ae FOR OTIC OHPRTRIE i

ie, WD a OAT RTS. 7 ~ ie al

YY] ET 1 '

; i h

mae RTPI TORTIE

(TT 23

an

—

y

ng w= &

ol SR TTR

IN Tes

A Ce

LD

TITTH

yd 0 pr

COURT OPERA VIEW OF GRAND STAIRCASE.

HOUSE, DRESDEN.

1.-G



22 MODERN OPERA HOUSES AND THEATRES

MUNICIPAL. THEATRE. HALLE

HEINRICH -SEELING.

THE erection of the Halle Municipal Theatre opened a new period in German theatre building. It was the

first theatre in Germany in which extensive use of modern methods and appliances was made for the stage, as

well as for the comfort and safety of the audience. Where the Municipal Theatre now stands, there existed

formerly a small playhouse holding 8oo people, called the ¢ Kunstscheune.” Owing to its insecurity the.

authorities ordered it to be closed in 1883. Steps were immediately taken to erect a new building in its

Bocs Prat. place, and the Municipality presented a suitable site, at the same time guaranteeing funds to the exteni of

22,500/. at a small interest. At a competition for the design, which was opened in August 1883, sixty plans were sent in,

but the judges were not able to arrive at a final decision, and three equal prizes -of 200/. were awarded to Knoch and

Kallmeyer, of Halle, Schubert, of Dresden, and Seeling, of Berlin. Although this competition was not decisive, the plans

submitted proved to be of the highest interest, and they were afterwards exhibited at Berlin, a selection of them also appearing

at a later date in book form. In January 1884, a final competition was held, at which Seeling was declared the winner,

receiving an additional premium of 125/. The old building was put in the hands of the house-breakers in the spring of the

same year, and operations were at once commenced, the opening ceremony taking place in the autumn of 1886. The total

cost was 59,000/., exclusive of the gift of 2000/. subscribed for special decoration.

In connection with what I have said in my Introduction with regard to the expense of Continental theatres, I would

call attention to the way in which the costs increased at Halle during the operations. The original limit for the competition

was about 21,000/, the architect's estimate figured at nearly 25,000/, while the actual expenditure eventually reached the

sum named above. This certainly appears to be an example of building with command of elastic funds.

The site presented great difficulties, principally owing to the facts that the levels varied to the extent of sixteen

feet, and that the ground was of solid rock. There was, further, the condition laid down that, beyond the usual theatre

accommodation, stores should be provided for scenery, and engine-rooms, connected with the theatre, as well as a large public

Restaurant, easily accessible to the audience. Moreover, these engine-rooms demanded an exceptional amount of space

owing to the elaborate electric-light plant and stage machinery. Ultimately the engines were placed partly under the back

of the stage, and partly, together with the boilers, in a side addition. The Restaurant, with its own entrance from the street,

is built in such a manner that its roof takes the shape of a broad terrace on the same level as the area passages, thus

forming an important feature in the

grouping.

4 When speaking of Fellner

and Helmer in connection with

the Prague “German” Theatre,

pointed out the advantage of giving

work of such an intricate nature as

theatre building to specialists. In

the same way as Fellner ‘and

Helmer are the theatre specialists

for Austria, or 1 might even say

for the Continent, Heinrich Seeling

is the specialist for Germany; but

it should be pointed out that he

= did not obtain his reputation in

MUNICIPAL THEATRE, HALLE. GENERAL VIEW. ;

this class of work by the gradual

development of his designs, but by his marked success in a competition against a large number of architects when still

in general practice. It is to his credit that the circumstances were exceptionally difficult, and that in this case, for the

29

first time in Germany since the “Ring” Theatre fire, there was a demand for a Municipal Theatre, which should be,

as regards the safety of the audience, a model for future -enterprises in that country. The Halle Theatre, taken as a
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whole, was as successful when executed, if not even more so, than the competition design had promised, and the natural

result has been that similar commissions have followed in such a manner as to make the general practitioner gradually

become in every sense of the word a specialist. It is, perhaps, a distinction for -the architect that, though of course

the number of theatres erected by him is small compared with those by Fellner and Helmer, he has, up to the present,

avoided clinging to any special type or pattern in his design, a temptation into which it is but too easy to fall. His

buildings show a certain individuality of plan, but at the same time a pleasing variety, whilst in regard to the architectural

rendering, the difference in his examples is marked. The theatres of this architect have no doubt been more laboriously

evolved, and the decoration, as a rule, Is move academical and coarser than

that of the Vienna architects. This latter feature of Seeling’s work,

however, probably depends more upon the national characteristics, both of

the author and of the arts-and-crafts men at his disposal, than anything Ee

Se

else. The architect is of the so-called new “ Berlin” school, which does not “i Er

. : Sid a

number among the merits of its work that of refinement, and the able al es

Ti iil

decorative plasterer or painter such as is found in Vienna is not easil A Ss I

met with in the German capital. eo WK

This example takes a most prominent position in modern theatre

architecture as a pioneer in the consideration of the security of the

audience, and the introduction of modern methods and appliances into

German theatre construction. In the same way as the Buda-Pesth Opera

House was the pioneer in the introduction of hydraulics for the moving of

stage machinery, Halle is the first theatre in Germany where these

technical improvements were adopted. As in the case of the Buda-Pesth

Opera House also, it matters not that the hydraulic stage of the Halle

Theatre is not all one could have wished, and that its imperfections have

been made good elsewhere and its system improved upon. It remains that

those responsible for the erection of this establishment, and in the frst

instance the architect who so ably advised them, deserve the credit of

making a great step in the way of progress. The Halle Theatre was built

under the influence of the terrible calamities at the Nice Theatre and

RT : yl

I I

L
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MUNICIPAL THEATRE, HALLE. VIEW OF PROSCENIUM.

“Ring” Theatre of Vienna, and not only the locality, but Germany as a

whole is to be congratulated that, at so eventful an epoch, the building

was put into the right hands.

The principal point of interest in this institution is its excellent plan,

in the first place purely as a theatre, and in the second, as a building conceived to fulfil certain requirements on an

exceptionally difficult site. The Beyreuth system of giving each sequence of rows of seats in the area its own exit has -

been carried out in a practical manner, without any loss of space, and the staircases, with their approaches, have been placed

in very good positions. Another feature is the way in which that part of the audience seated in the area finds its way

directly into the open, whilst those of the first tier who do not make use of the staircase, have emergency exits on two

spacious balconies. The fact of these balconies having been introduced, however, in no way interferes with the: ample

staircase accommodation provided for the tier. The position of the cloak-rooms, as well as other details of the plan of the

front of the house, have ‘been extremely well managed. = In section, the unusual rake. of the seats in the area calls for

attention ; and, further, the way in which unnecessary addition to the cubic contents of this part of the block has been

avoided. It is only regrettable that the theory of the utmost suppression of minor steps on the different levels has caused

an excessive use of gradients in their place. The design should not have required the introduction of so many minor

steps, or, as the case now stands, of so many gradients, as they cause a certain irritation, and even the mere physical

effort of standing or walking on a sloping surface is almost as annoying in the theatre as the effect of these differences of

level to the eye. |

Referring to the plan of the Stage, it is slightly cramped when considered from a Continental point of view, where a

constant change of bill is customary. This is, however, mainly due to the site, and the architect can scarcely be held

responsible. The question which might be considered, is why the rear elevation has a curvilinear front, when by bringing

the facade up to the street-frontage, more space would have been available. The position of the scene-stores is a redeeming

feature in the plan of this part of the theatre, for though the massing of a large amount of scenery is distinctly dangerous

in buildings of this description, and only a limited storage space should be permitted by the authorities, its position at one

side of the stage, which allows scenery to be moved without being turned, is certainly admirable. The stores, as will be

seen, are divided from the stage by a passage and double doors. Why the Stage should have been crowned by a dome, I

am not in a position to say, except perhaps as an architectural feature, which, however, loses much of its importance when
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the fact of its uselessness becomes known. The whole stage machinery can be worked from the lower level of this cupola,

and the position which has been accorded to the reservoirs would have been almost as satisfactory a few feet lower.

As regards the rendering, little can be said in comparison with the architect's later works. He has primarily

excelled in the elaboration of such fittings as the sunlight in the Auditorium. The exterior, which is in brick faced

with free-stone, does not do justice to the brilliant planning and progress in the matter of appliances. It has not only,

apparently, been stinted financially, but also fails to show the individuality generally to be found in the architect's

exteriors. As regards the construction, it need only be pointed out that ‘“‘fire-resisting ” materials have been used wherever

this is possible, and wood in every case banished. The accommodation provided for is 1141 seats and go places for

standing, making a total of 1231.

In summarising, I wish again to point out that the Halle Theatre has been a pioneer in the adoption of modern

requirements and is a model in many respects, though the architectural rendering and decoration in no way do justice to its

purpose or its special features.

APPROXIMATE DIMENSIONS.

Width of Proscenium Opening at Curtain Line . : ; / : 32 10° 00: I.

Height of Proscenium Opening at Curtain Line . : . : : ; 32 o 10°00 m.

AUDITORIUM. STACE.

Curtain Line to Front of Furst Tier . ; gz! a 16°25 m. Width ‘inside Containing Walls . gare 64’ of 1975 m,

Curtain Line to Front of Second Tier 56’ 6" 17°22. m, Curtain Line to Containing Back Wall 49 3” 15°00 m.

Curtain line to Furthest Seat . : : 87" o 26°50 m. Curtain Line to Furthest Wall of Back Stage 67’ o" 20°50 Mm.

Sunlight Opening to Area . ; : : a4 37 13°50 m. Gridiron Floor above Stage at Curtain Line 63 of 21°00 Mm.

Highest Seat above Street . : : ; 49" 3" 15°00 m. Cellar Floor below Stage at Curtain Line . 16’ 3” 5°00 m.

Lowest Seat above Street. .. ; : 9 o 2°75 Mm. Stage Floor at Curtain Line above Street . 12! 3” 3°75 m,

“NEW” THEATRE, BERLIN. VIEW OF LOUNGE.
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NEW THEATRE. BERLIN

HEINRICH SEELING.

THE “New” Theatre was opened on the 19th of November, 1892, after a. rapid erection of thirteen and a

half months, building operations having only commenced on the 2nd October, 1891. This is the first

instance in the volume, where a Continental theatre is under consideration, which is a private establishment

in the full sense of the term, and is carried on with a thoroughly

commercial object. It will serve as an excellent example of what has

been done on the Continent upon an unsatisfactory site and under all

the difficulties which arise in connection with a commercial enterprise of this kind,

including the extremely severe regulations which govern the construction of theatres

in Prussia. The “ New” Theatre was built for the production of Comedies, and it

has accommodation for 8oo persons, the limit allowed by the authorities to a building

upon such a site.

Brock PLAN.

Heinrich Seeling was entrusted with the commission, in which he has

displayed not only great ability as regards the plan, but also a far more successful

architectural rendering than in his earlier work, together with thorough business

capability in economy of construction and rapidity of execution. In this instance,

however, he has not followed the principles adopted in the Halle Theatre by giving

to each sequence of seats in the area its own exit, but has placed boxes on either

side. It should also be noted that he has given his tiers the rake to which I shall

allude in the case of D'Oyly Carte’s Opera House, and that he has employed the

cantilever system in preference to supports which obstruct the view. It is, however,

the lines of the ceiling which show the most unusual features, including a sunlight

burner so formed that it must be considered part of the structure. While referring

to the ceiling, I would point out that here a “well” is used for the back seats of

the second tier; but this has been contrived so as to avoid the objectionable points

which will be noticed in some of the other examples,—the ceiling above the second

tier seats is at no part higher than the principal ceiling. The proscenium is by no

means a deep one, but a feature has been made of the principal side boxes in such

a manner that the unsatisfactory seats which are usually found at the sides of the

uppermost tier are in this case entirely absent.

The clear planning of the staircases is one of the satisfactory features of the

building, while the ample cloak-room accommodation provided for the area and the

tiers is most commendable. On the other hand, it is noticeable that the approach to mE

the first tier is not directly from the Main Vestibule, but through the lobby or “NEW” THEATRE, BERLIN.

corridor by which the area is approached. Although these first tier stairs are so ia

arranged that they continue into the open, and direct egress is consequently possible for the spectators in the first tier,

yet there is certainly the disadvantage of possible confusion with the occupants of the area, who are obliged to pass the

foot of the staircase to reach their own exits. The position of the:l.ounge is good, and it should be remarked that it can

be overlooked from the gallery of the second tier. Of other parts of the building, I would only say that the scene-stores

have been arranged in a most practical manner on either side of the Stage. The materials employed are of the so-called

“fire-resisting type.

As regards the rendering of this block I would add that, besides being suitable for the class of work, a certain

individuality has been shown. No doubt there is much coarseness in the elaboration from an English point of view, more

)

especially, in the detail; but the architect who, as alecady stated, belongs to the “ Berlin” school, has, in this instance,

modified to a great extent that quasi-academical treatment which his confreres are so wont to adopt.

To summarise, 1 can only say that the “ New” Theatre at Berlin, taken as a whole, does credit to Heinrich Seeling.

1.-H
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He has in this instance, as in the case of Halle, had to cope with special difficulties in the matter of the situation.
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“NEW?” THEATRE, BERLIN.

SITE PLAN.

While at Halle the site was open and the obstacles took the form of awkward levels and

particular requirements, here the architect had to cope with a site which was in no way

The fact

that the institution is private and managed on the same lines as the English commercial

The “ New” Theatre

shows what creditable work can be done in a businesslike and economical manner, when the

It is true that

the rendering and decoration leave much to be desired, but the conception is satisfactory, and

fitted for such a building, and was subject to exceptionally stringent regulations.

establishment, gives it an especial interest for purposes of comparison.

promoters consider the building worthy of suitable architectural treatment.

there is an improvement on the previous example. The structure forms an interesting link

in the progressive evolution of Seeling’s designs.

APPROXIMATE DIMENSIONS.

Width of Proscenium Opening at Curtain Line 26’. 3” 8:00 m.

Height of Proscenium Opening at Curtain Line : : : ; : ar of 9°50 m.

AUDITORIUM. STAGE.

Curtain Line to Front of First Tier ga’ GF 16°00 -m. | Width inside Containing Walls 54 oo 16°50 m.

Curtain Line to Front of Second Tier i 13:00 m. | Curtain Line to Containing Back Wall 40 o 12°25 m.

Curtain Line to Furthest Seat So! 3” 24°50 m., Curtain Line to Furthest Wall of Back Stage 62’ 3” 19°00 m.

Sunlight Opening above Area 46’ © 14°00 m. Gridiron Floor above Stage at Curtain Line 55 3” 17°75 mm.

Highest Seat above Street . 37 of 11°22 Mm. Cellar Floor below Stage at Curtain Line . 15": 6" 4°75 m.

Lowest Seat above Street og” 025 Mm. Stage Floor at Curtain Line above Street . ty 1'00 m.
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"LINDEN" VARIETY THEATRE, BERLIN.

FERDINAND FELINER, HERMANN HEIMER.

THE “ Unter den Linden” Theatre in the Behrenstrasse at Berlin is a private establishment, conducted

solely on commercial lines. The original lessee, for whom the owners erected the block, was well versed in

the requirements of an institution of this class, having had charge of a Variety Theatre in Vienna and

some experience in a London business of a similar nature. The work was entrusted to the architects

who were responsible for the design of the Vienna establishment, Fellner and Helmer, and the building

Brock PLAN. operations were most rapid. The opening

performance took place on the 24th March, 1892. In this

instance we have to deal with what is usually called in

England a Music Hall, with the difference that though

Variety entertainments in the English sense of the word are

given, the production of light Opera or ballets which take

up the whole of the evening is permissible in the building.

So-called “sketches,” which last about half an hour, are

alone allowed by custom in this country during the course

of the entertainment, though it does not appear that they are

sanctioned by the Licensing Laws.

The site of the building is only part of a large piece

of ground which was developed by a company; this plot

has its main front, which is taken up by an Hotel and

Restaurant, towards the thoroughfare “ Unter den Linden,”

and its rear front to the Behrenstrasse which runs parallel

to the main street. With the view of having an approach

to the theatre from the main thoroughfare, as well as of

complying with the regulation that requires the theatre proper

io be free on all sides and to have a way for carriages

into the courtyards, a large passage was formed on one

side of the site from “Unter den Linden” to the Behren-

strasse, which has finally been elaborated into a kind of

arcade. It is further of interest to note that the theatre was

erected at a time when Prussia had just come under very

stringent regulations with regard to theatres, and that the

“LINDEN” VARIETY THEATRE, BERLIN. VIEW OF CENTRAL FEATURE.

owners and the architects had many difficulties to overcome

in complying with them, and especially in approaching the authorities with a class of institution combining the Dramatic

and Variety entertainment in a manner that had previously been unknown. The establishment holds, in fact, the unique

position that, in a city of the size of Berlin, it is the only Variety Theatre in the proper sense of the word, the others

being Music Halls of a very different description and, from the architect's point of view, merely halls with a stage in

them. It is a special credit to the owners and the architects that they have made this building not only an elaborate and

gorgeously decorated structure, but also one in which the decoration is of high architectural merit, while the lines, without

being coarse, are fully equal to the requirements of a high-class building of this kind.

The principal feature in the plan is the Auditorium with its spacious Promenade, which is on the highest tier and

affords an admirable view of the stage. This convenient feature is unusual to Berlin Variety Theatres, and has been

borrowed from London and Vienna. The first tier is composed entirely of half-open boxes, behind which are supper rooms,

while the area is taken up by seats and a minor promenade, from which latter, however, no view of the stage is obtainable.

A Grand Staircase of good proportions leads to the tiers and Promenade, but besides this there are special staircases of

ample dimensions for the use of the occupants of the tiers, in connection with which I would remark that it is not likely



28 MODERN OPERA HOUSES AND:THEATRES.

that they would be ever used in case of panic, since the spectators are certain to hasten to the Grand Staircase by which

they came up. In plan it will be noticed how distinctly separate the auditorium is kept from the front of the block, but

in the upper part of this front the Grand Foyer is situated and can be approached from the main staircase, whilst the

lower part is devoted to the restaurant. There is nothing in the construction to call for special mention; in the decora-

tion, however, we again meet the clever treatment of flat surfaces with light plastic work, which is so successful a feature

in the Fellner and Helmer theatres. As I have already remarked, these architects have certain types in theatre building,

this being their usual pattern of Variety Theatre, which they have repeated, for instance, at Buda-Pesth. The cost of this

building, which will seat 2500 persons, was 75,000/. In every way it fulfils the purpose for which it was built, and as

usual, Fellner and Helmer have thoroughly grasped the problems put to them. In architectural as well as dramatic

importance this theatre surpasses all the other Variety houses in Berlin.

APPROXIMATE DIMENSIONS.

Width of Proscenium Opening at Curtain Line . : mene : 30. vo" 12°25 m.

Height of Proscenium Opening at Curtain Line . SECT : : 32h of 9*75 m.

AUDITORIUM, + | STAGE.

Curtain Line to Front of First Tier . ; 63' ¢" 21°00 m. ‘Width inside Containing Walls . ; : 63 9 19°50 m

Curtain Line to Front of Second Tier : yal ot 22°00. ‘Curtain Line to Containing Back Wall : 43 10°50 m

Curtain Line to Furthest Seat . : : 23! of 24'00 m. Gridiron Floor above Stage at Curtain Line 46! go” 14'25 m,

Sunlight Opening above Area . : : so! o” 15730 ni. Cellar Floor below Stage at Curtain Line . 10 6 3°25 m

Highest Seat above Street . : : ar 3 6 50 m. Stage Floor at Curtain Line above Street . 4 9 1°50 m

Lowest Seat above Street . : ; : 6" 0°50 m.
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"WAGNER OPERA HouUsE. BEYREUTH

RICHARD WAGNER, O7T70 BRUECKW ALD.

THE great composer whose name is so closely connected with Beyreuth, was not a man-to be bound by

custom and tradition in architectural any more than in musical ideas. For all that, the tendency of

his Opera House design, while giving effect to his original and carefully considered theories, points to

a return to the model of the ancients rather than a complete revolution in theatre construction. This

tendency is perhaps due in some degree to his friendship with Gottfried Semper. When King Ludwig II.

determined to build an Opera House at Munich with the special object of producing Wagner's works,

Brock PLAN.

the famous musician's opinions largely influenced Semper in drawing the plans which unfortunately were

never realised. The arrangement of the auditorium in the Munich design may be seen in my Introduction, and should be

examined in connection with my remarks on the |

* Hofburg ” : Theatre design. Ai the same time

Wagner could not fail to be affected in his views : TN

by being brought into close relations with an | = [ i

architect every line of whose work was inspired : _— — = IN

by the study of classic originals.” It is therefore. = Si EE = :

a somewhat difficult task, when we study the CH = C2 fil |e |

Beyreuth design, to allot to each his individual i le EEL GE : ih»

share in the results. Ii seems to me that the i em LE ETD ig 4 :

initial ideas which led to a depavtove from. =~ 1 __ [SEH l | = il ns i L A i,

current tradition in the construction came from === rl Prot. TR

Wagner, and that Semper’s matured experience

and temper of mind acted as a guiding and |

controlling influence in the working out of the various proposals put before him. Otto Brueckwald, who generally figures

as architect and executed the work, must also bear some responsibility for the result on account of the wholesome restraint

he exercised, in the manner we should expect from so capable and practical a constructor, on Wagner's sometimes

“WAGNER” OPERA HOUSE, BEYREUTH. GENERAL VIEW.

impossible proposals.

With regard to the exterior, Wagner's leading idea was that the outward appearance of the building should always

be dependent upon the conformation of the interior, and in this he was at one with Semper, though the latter must have

regretted the complete disregard of grouping and the absence of any attempt at architectural beauty in the Beyreuth

Theatre elevations. The musician's purpose in the interior construction of this house seems to have been to lend strength

to the “mood” produced by his works in the mind of the spectator, by avoiding every visible object likely to disturb

their spell. The architect, on the other hand, no doubt considered that the semicircular form of amphitheatre sufficiently

attained this object, and cannot have regarded as a worthy architectural conception the long rows of seats with a minimal

curve, rising regularly one behind the other up to the point where it becomes impossible to view the stage, the whole

being framed in a monotonous setting.

We cannot, however, properly judge of these plans without taking into account the strong ideas that Wagner held

on the subject of the different requirements of Opera and Drama. These two forms of art, using entirely different means

to affect the mind, require a like difference in the stage and auditorium where they are produced. An operatic performance

at the very outset, by the fact of its being sung, drops all pretence at vealisin, and seeks instead to create an ideal

atmosphere and arouse illusionary feelings in the spectator’s mind; the Drama, on the other hand, aims at exciting a

sentiment of the absolute reality of lifelike characters and particular circumstances. The interests of Opera: are better

served by a somewhat remote and picturesque point of view; those of Drama by the closest relation possible between

stage and auditorium. As will be seen from the plans, he held consistently to his theories on Opera in the construction

of the Beyreuth house, and removed his stage picture as far as possible; while further on in this volume we shall see

in the Worms People’s Theatre an embodiment of his idea for a playhouse, with the stage brought forward as in the days

when the drama exercised its most powerful influence.

1.~1
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The foundations of the “Wagner” Opera House were laid on the 22nd of May, 1872, the first representation taking

place in 1876.

As to the arrangement of the building, I would first remark that the site is an open one, in every way favourable

for Wagner's work; and the block has its own paint-rooms and stores in close proximity on the grounds. The most

striking feature of the Auditorium is formed by the thirty-

one rows of seats, of uniform arrangement, rising gently

to the Distinguished Strangers’ Box, which is surmounted

by a small gallery. An excellent view of the stage is

obtained from every seat without the slightest physical

effort. The chief difficulty with which the authors were

confronted with regard to the Auditorium lay in the treat-

ment of the side walls, since Wagner was by no means

satisfied with the flat surfaces he originally proposed. The

present contrivance of a series of columnar projections was

“WAGNER” OPERA HOUSE, BEYREUTH. SITE PLAN.

a makeshift, solely due to a timely suggestion on the part

of Semper. This device has been found to be both favourable to the acoustic properties of the building, and in keeping

with the general classical tone of the rest of the interior, but its monotony 1s oppressive. :

Without going further into detail, I would draw attention to another noticeable feature, namely, the sinking of the

orchestra so as absolutely to conceal the musicians. Great importance was attached to this arrangement by Wagner, and

he was of opinion that it would be universally adopted in future, the sight of the musicians and instruments being a

serious obstacle to free artistic enjoyment of the performance. His example in this respect has been generally followed,

the latest device being the movable orchestra floor at the new Wiesbaden Theatre, which can be raised or lowered easily

by hydraulic power, and of which full details will be found in Volume III. 'The orchestra is also recessed underneath the

stage to a considerable extent.

As I have already noticed, the seats are arranged with the object of leaving each individual spectator undisturbed in

his own ideal world, entirely given up to the emotions aroused by the sights and sounds from the stage, and it is with

this object in view that the seats also have an unusually steep “rise.” In accordance with the theory of the necessary

remoteness of the scenic picture in Opera, we find as a further remarkable feature that before the ordinary proscenium

there is a second, larger and unlighted, which effectually lends an air of distance to the transactions on the stage. ." The

realisation of this idea was due again to Semper. It was termed by Wagner the “ mystischer Abgrund,” because it

separated the “ Real” from the “Ideal,” and produced on the minds of the audience the idea of something mysterious

about the actors and events before them. From a practical point of view, I must add, this arrangement has the advantage

of separating the audience more widely from the ever inflammable stage, besides affording facilities for ventilation; and

here again, although I must not enter into details of a technical nature, I cannot refrain from saying that, from a

fireman’s standpoint, the Beyreuth plan is especially admirable for the ease of exit provided, by planning the doors of

the auditorium so as to be directly opposite their respective rows of seats. In construction, of course, it is not intended

to rival other theatres of a permanent character

IN

as regards safety, yet this arrangement of exits

3 Se ett combines with the protection afforded by the

“Abgrund” to lessen the apparent insecurity of

its light structure. The building is essentially

of a temporary nature, made to a great extent of

wood. This timber-work, however, will probably

be replaced by solid materials in course of time.

With: respect to the Stage, a specially

noticeable feature is the very practical position of

the scene-stores, which readily allow for the shift-

ing of the scenes. Its ample dimensions also call

— ll : for remark. Of other practical points, the facilities

“ WAGNER” OPERA HOUSE, PEVREUTH. View of ADDHORIGG for the care of hats and cloaks are certainly most

convenient.

As to the accommodation, there are seats for 1345 persons in the area, and in the Distinguished Strangers’ Box

together with the gallery above it, seats have been provided for 300 more, the cost of the whole work amounting to

about 50,000/.

It is curious to note that, although this building was erected so far back as 1876, its lines have not been imitated

in any case but that of the People's Theatre at Worms, and there only to a limited degree.
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In conclusion, this theatre appears to me to be a grand conception elaborated in the most clever manner; yet, while

fully appreciating its excellent qualities in regard to sighting and hearing, and its work as a pioneer in introducing new

principles, I regret to say that there are only two real improvements for the general introduction of which it may claim

credit—the invisible orchestra and the provision of separate exits for distinct rows of area seats.

APPROXIMATE DIMENSIONS.

Width of Proscenium Opening at Curtain Line

Height of Proscenium Opening at Curtain Line

AUDITORIUM.

Curtain Line {0 Front of State Box .. : 96 o 20°20 m.

Curtain Line to Nearest Seat . : 26! 3 3-00 m.

Curtain Line to Furthest Seat . : HOR al 33200 ny.

Ceiling “above Area : . $ zo! o 15°50 mn.

Highest Seat above Street . ; ; : 41. 0’ 12°50 Mm.

Lowest Seat above Street . : : t! 6" 0°50 m.

’

42 6"

37 6

13°00 m.

11°50 m,

STAGE.

Width inside Containing Walls . : : gl’ of

Curtain Line to Containing Back Wall : wet

Curtain Line to Furthest Wall of Back Stage 115’ 9

Gridiron Floor above Stage at Curtain Line 96’ o'

Cellar Floor below Stage at Curtain Line . 32! ¢

Stage Floor at Curtain Line below Street . a of

PEOPLE’S THEATRE, WORMS.

DETAIL OF DECORATION IN LOUNGE.

25:00 m.

23°00 Mm.

35°25 m.

29°50 m.

10°00 Mm.

025. m,



32 MODERN OPERA HOUSES AND THEATRES.

PEOPLES THEATRE WORMS.

O770 MARCH.

THE “Worms People’s Theatre” deserves especial attention on two important grounds. At the same time

that it marks an epoch in the history of the German drama it offers to our observation an interesting experi-

ment in theatre enterprise. Nearly a century ago the conviction was growing in the minds of certain German

critics, among them Goethe, Tieck and Immermann, that complete reform in the production and mounting of

plays, by a return to the reality and simplicity of earlier ages, could alone save the drama from degeneration

Block Pua. . and restore it to its former high’ and useful position. As early as 1829 Schinkel worked out the plan of a

theatre in which the usual stage paraphernalia, such as wings and flies, were discarded in favour of a fixed frame-work of

dark red colour, harmonising with the plain material of which the curtain was composed, while the curved stage projected

‘into the audito- rium after the man-

ner, though with great limitations,

“Globe” Theatre

By these means

of the boards in the

of Shakespeare

he hoped to bring actor and audience

into" closer rela- tions, and to re-

store the. creative activity of the

spectator’s imagi- nation, so enfeebled

of detail on the

Richard Wagner,

preceding chapter,

by the elaboration

modern stage.

as indicated in the

advocated similar views and ex-

pressed them freely in his dramatic

writings, pointing out that, in Drama

as contrasted with Opera, superfluous

mechanism and attempts at phy-

sical father than

interfered with the

mental deception

sensation of actua-

lity both in actor | SERIE Tear. wornd. fu : : and spectator, the

RE, . VIEW OF AUDITORIUM WITH ORCHESTRA.

idealising state of mind being far

more effectually produced by mere suggestion. The effect of his views in relation to Opera upon the construction of his

own theatre at Beyreuth has already been pointed out. On the other hand, it had become clear to many minds that, owing

to the costly requirements of the prevailing ideas of mounting, the art of acting, the most truly popular of all arts, had

been gradually severed from the people to become the luxury of the cultured classes and the wealthy—a result detrimental

to its own vigour and earnestness as well as to the imaginative faculty of the masses. These views were much discussed,

but no serious attempt to find the remedy had hitherto been made.

The event to which the theatre at Worms was immediately due was the successful production in that town of a

popular historical play at the Luther Festival of 1883. This performance took place in a large room, there being no

regular theatre in the place. One of the managers of this representation, Friedrich Schoen, a friend of Wagner, published

a pamphlet in 1887 embodying the opinions already noticed, and further suggesting the erection of a “People’s Theatre,”

the preliminary design for which, by Otto March, of Berlin, was appended. This idea was received with great favour in

the town, and it was finally resolved to carry it into execution.

The problem, then, which the citizens of Worms set themselves to solve, was, how to simplify the Drama and make

it accessible to the majority of the people. The main difficulty in respect to the execution of the idea was that of expense;

and this was met in four ways. First, by the payment of 5000/ from the Municipality, which undertook to act as trustee,

and practically acquired the ownership of the building; secondly, by the praiseworthy action of the citizens of all classes in

subscribing the sum of nearly 12,000/, which they presented to the institution absolutely, without reserving any right or
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privilege to themselves; thirdly, by 7500/. in mortgage-money, which was lent by the Municipal Savings Bank at a small

rate of interest; and, lastly, by the proceeds of three lotteries. When we remember that at this time Worms was a town

of only 23,000 inhabitants, we know not whether to admire more the enterprising boldness with which the scheme was

attempted, or the high spirit of citizenship which made possible its realisation.

In addition to the theatre the block comprises a Public Hall or Assembly Room, with a small stage for concerts;

and, further, a Restaurant. There is a large garden and terrace in connection with the latter, which can alse be used for

outdoor entertainment. The theatre has 1180 seats, and with standing room can hold an audience of 1400. The total

expenditure for the establishment was approximately 33,000/, which sum included 1650/ for the site, 750/ for the drainage,

goo/. for laying out the garden, and 6350/. for the erection of the Assembly Room and Restaurant completely fitted. After

furnishing the theatre, the sum of 22,450/ was left to cover the erection of the theatre proper. Taking the theatre alone at

22,450/., and adding the cost of the land on which it stands, its furniture and the various fees, a total of about 25,000/. is

arrived at. 1 give these figures in such detail here, apart from ‘their allotted chapter in Volume 111. as the unique financial

arrangement of the enterprise calls for attention. As to the maintenance, the expense of the representations is well covered

by the price charged for admission, which is moderate, the highest priced seat costing only three shillings and sixpence;

and there are further sources of income from. letting the Hall, and the lease granted to the caterer in charge of the

Restaurant, who holds the monopoly for the sale of refreshment in the establishment. The Hall is so arranged that it

can be used as a Foyer to the theatre, and as will .be seen from the site-plan in the Introduction, the terrace is easily

available for the audience.

In the form of the Auditorium the influence of the Beyreuth Theatre is strongly marked ; though, as the architect points

out in an admirable lecture delivered at

the “ Architekten-

Wagner aimed at

Verein” in Berlin,

concentrating the

mind of the indi- vidual spectator by

an almost parallel arrangement of

the rows of seats whilst in a Peo-

ples's - Theatre it was thought advis-

able to promote the spirit of commu-

nity by assisting the spectator to see

his neighbour near him. Boxes have

been almost dis- penscd with, in

order to prevent any feeling of ex-

clusion or privilege with regard to view

the higher-priced

in the middle: of

merely some rather

or position, and

places are situated

the house, being

more comfortable seats in the best

position of the area. Thus, what-

ever a man's rank or wealth may be, .

PEOPLE'S THEATRE, WORMS. VIEW OF AUDITORIUM WITH ‘‘ FRONT STAGE.”

he ‘cannot hold himself aloof when

he goes to the theatre, but must sit in the midst of his fellow-townsmen. The few boxes and seats on a higher level are

only used at Grand Opera and Drama, or when the house is crowded.. As a good orchestra would be too heavy an

expense for so small a town, an organ and seats for a choir of a hundred have been installed at the back of the Auditorium

opposite the stage. This permits of some of the local Glee Clubs performing between the acts, or would furnish an

opportunity to introduce a chorus in the manner of the ancients. In front of this organ a dais can be placed for the use

of distinguished visitors.

The arrangement of seats, to which 1 have referred above, is one of the principal features of the Auditorium. As

compared with the Beyreuth Theatre, the slight elevation of one row of seats behind another will, however, be noticeable.

The principal reason for this was, as I have said, to prevent the feeling of isolation which results from the greater rise

in Wagner's Opera House. A somewhat novel feature is a large skylight, which permits of the theatre being used during

the day, and facilitates the regular cleaning of the hall, as compared with artificial light. In the evening the Auditorium

is illuminated almost solely from this skylight, over which the necessary fittings are placed. Otherwise, there are only

a few brackets with incandescent lights, on the walls of the proscenium, for decorative purposes. The arrangement of the

exits from the Auditorium is another special feature of the Worms Theatre, and the result is almost as satisfactory as

at Beyreuth, though the principle of a door to every few rows of seats has not been uniformly observed. Nevertheless,

so admirable are the means of exit, that at an experimental trial the Auditorium was emptied of 1400 children in

forty seconds. The ample space given to the cloak counters is another feature, and there is a spacious circular Lounge

I.-K ;
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which calls for remark. As in the case of the “Hofburg” Theatre, the curvilinear lines of this Lounge allow for an

ever-changing picture of excellent effect, though the two methods of decoration will not, of course, bear comparison.

In respect to the Stage, the arrangement calls for special remark. It comprises an ordinary small stage, the front

part of which has been projected into the auditorium. This so-called “fore-stage” can be removed to make room for

an orchestra in the usual position, the division between the stage proper and this projecting stage then becoming

the proscenium, of which the opening is hung with the ordinary curtain. More often, however, this division is

draped to form a simple background for the fore-stage,” which is used for recitations, dialogues, or such plays as

can dispense with scenic effect. The actors come on to this “fore-stage” from recesses on either side, whilst the short

flight of steps descending into the auditorium allows communication with the audience, and brings them more in touch

with the performers. The projections shown on either side of these steps fulfil the purposes of prompter's and stage

manager's box respectively. In plays which have no need of scenery, the draped background is, however, sometimes

raised, and a greater depth thus offered, in which case, no decorations, excepting monochrome drapery, are .used on the

stage proper. It is a feature on which the architect can be congratulated that, whilst he has in every way fulfilled the

requirements of his employers for the production of plays on simple lines, he has also so skilfully prepared his plans,

that representations can be given in the usual manner without any other obstacle than a somewhat restricted space.

The architectural rendering of the exterior is remarkable for the adoption of the Romanesque style, which is perhaps

rather severe for a building of this character, although it certainly indicates the serious spirit in which the structure was

erected, not so much to be a place of amusement as a temple sacred to Drama, and a revered public institution. In the

interior the effect is obtained by quite plain surfaces, which are highly coloured in the manner of the Romanesque churches

of the Rhine. This style of decoration, though unusual and frequently coarse, is very effective. With a little judicious

modification it offers great opportunities at a small expenditure.

It is not perhaps quite clear whether the Worms People’s Theatre is conducted as a philanthropic or a co-operative

institution, from the English point of view, though the subscription lists certainly point to. the latter. In either case,

however, its plan and architectural treatment are highly appropriate, and it is well worthy of imitation by designers of

similar institutions. I cannot but remark that Otto March has most brilliantly interpreted the purpose, and that his

building, though frequently classed with the Beyreuth Theatre, on account of Wagner's influence on the plan, has an

individuality for which the architect alone can be held responsible.

APPROXIMATE DIMENSIONS.

Width of Proscenium Opening at Curtain Line : : : 2g’ oF 9'00 m.

Height of Proscenium Opening at Curtain Line . : : ; 23 of 7°00 m

AUDITORIUM. STAGE.

Curtain ‘Line to Nearest Seat . ; ; 267 3 8:00 m. Width inside Containing Walls . ; : 49 o 15°00 m.

Curtain Line to Furihest Seat vraag al 34'00 m. | Curtain Line to Containing Back Wall ; 28 6" 3:95 m,

Sunlight Opening above Area . : or 40! 0! 14°50 m. | Gridiron Floor above Stage at Curtain Line 51.6" 15°75 mh.

Highest Seat above Street . at o 950m. | Cellar Floor below Stage at Curtain Line . 13 o” 4°25 m.

Lowest Seat above Street . : a 4’ of 1:25 m, | Stage Floor at Curtain Line above Street . > o 230m

PEOPLE'S THEATRE, WORMS. GENERAL VIEW.
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PDOYLY CARTES OPERA HOUSE 1.ONDON

R.LDOYLY CARTE 7. 8 COLICITYT, GC. II HOLLOWAY,

BLOCK PLAN.

IN my Introduction I commented at some length on the difference of the views held in England as to the

erection of playhouses from those prevailing on the Continent with regard to the same subject, pointing out how,

with but few exceptions, no attention whatever is paid in this country to the worthy conception and appropriate

architectural rendering of the structure. I also called attention to the unfortunate spirit which in England

mostly governs the selection of the architect. These general remarks, I would repeat, hold good as a rule, but

D'Oyly Carte’s Opera House furnishes one, if not almost the only exception to this custom of disregarding even

the elements of true design. Happily, in this instance, it appears that those responsible for the work were uninfluenced by

the mere desire for such features as serve the purposes of vulgar

advertisement—an influence so frequently felt where money has

been exceptionally spent on decoration. There was for once a real

recognition that the task called for architecture of a high standard.

Very few of the Austrian and German playhouses illustrated

in the preceding pages were private establishments conducted solely

as independent commercial concerns, in a manner similar to the

English institution, but these few, notwithstanding their private

character, as will have been seen, for instance, in the case of the

“New” “Theatre or the “Linden” Variety Hall in Berlin, have

strong claims on our attention by reason of their architectural ren-

dering. It is rare, indeed, that such claims can be raised for an

English playhouse. But in my present subject the dignity of plan

and decorative treatment declare a distinct intention suitably to

frame the art which was originally destined to find a home within

its walls, so that we might almost have assumed that some Con-

tinental theatre had been placed in our midst. The breadth of

conception which is usually lacking in the typical English example

is here strikingly apparent, and the interior and exterior include

numerous examples of highly successful detail, only rivalled by the

exceptional number of interesting features in construction and appli-

ances. When the “English” Opera House, as it was formerly

named, was opened in 1891, it was found to be the most perfectly

D’OYLY CARTE’S OPERA HOUSE. VIEW OF PROSCENIUM.

equipped building of its class ever seen in England, and in every way architecturally suitable for its purpose; while even

to-day, when it fulfils the so different function of a Variety establishment, and is known as the Palace Theatre of Varieties,

the various structural alterations that have been made do not succeed in lowering its position as a brilliant model for

English playhouses.

The general conception must be attributed primarily to the owner, whose wide experience in building matters,

reinforced by capable technical assistance, led him skilfully to formulate his programme with due consideration to detail.

The working drawings were placed in the hands of what I may term a master-builder, in the person of G. H. Holloway,
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who was practically responsible to the owner for the execution of the structure. What may be termed the utilitarian

scheme of the stage and auditorium, as well as the substructure, had already commenced when one of our leading

architects, T. E. Collcutt, was called in to undertake the elaboration. Still there is little doubt that the architect, although

only summoned at so late a period, materially influenced the arrangement of the block, taken as a whole, especially in its
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D’OYLY CARTE’S OPERA

HOUSE.

grouping and the positions of the various openings to the exterior. All the architectural detail is

derived from him, and almost the entire scheme of interior decoration. It is only to be regretted

that this theatre, which was intended to be the home of English Opera, was not a financial

success, and has hence had to be adapted to its present purpose. Unfortunately, too, this change

was, perhaps, also largely owing to the increase of expense incurred on the initial capital outlay

by the elaboration and care with which it was designed and executed, and to the exclusion of

those typically unsatisfactory features which generally make the English playhouse quite unfitted

for its object. It is noticeable, I should here add, that although the decoration for which the

block is so remarkable is by no means in the taste to which its present audiences are accustomed

in other London Variety Halls—that is to say, there is an absence of the coarse vulgarity of

glittering paint and gilding which in most cases seems inseparable from such institutions—they

may be heard daily expressing their approval of their surroundings—proof, to my mind, that

an English audience would be appreciative of good architectural elaboration in a theatre, should

some kind fate grant them a more refined framing.

It should not be overlooked that the design of this Opera House was greatly handicapped

by the shape of the site on which it stands, no boundary being at right angles to any other. As

regards the treatment of the exterior, the difficulties thus occasioned were cleverly overcome by the

style of architecture adopted, which in no way called for symmetry. To the planning, however,

this site certainly afforded the advantage, but seldom obtainable in this country, of frontages on all

sides to public thoroughfares. The necessity of placing the main entrance at its narrowest end,

however, and the very injudicious requirement of shops in a building of this kind, to some extent

counterbalanced this advantage.

It will be seen that the principal feature of the planning is the arrangement of the Audi-

torium with its excellent disposition of seats and tiers. The latter call for special attention on

account of the elaborate cantilever work, which is unparalleled in any other theatre in Europe, and

will be fully described in the chapter allotted to this subject in the third volume. The sighting and hearing are perfect,

and if there be anything to complain of, it is that the uppermost tier has been continued so as to form a deep “well” or

chute which, to my mind, is a disgrace to a modern theatre that claims to provide for the comfort of its audience. I must

also add that though I fully recognise the advantage of the cantilever work, which dispenses with the many supports so

frequently impeding the view of the stage, I cannot allow

that the appearance of the tiers gains by the absence of any

visible support. Similarly, it is extremely doubtful if the fact

of the tier-fronts no longer showing the orthodox horizontal

lines be an improvement in the appearance, no matter how

favourable the arrangement may be for the sighting. It is

another noticeable feature that above the Auditorium the roof

and ceiling are practically one, and form a flat covering of

iron and: concrete. A further point of interest here is the

proscenium framework in form of a broad marble band, the

effect of which has some claim to originality. The colour

study in this marble is highly pleasing.

Although the building cannot pretend to rival Con-

tinental institutions in the amplitude and symmetry of its

staircase accommodation, approaches and exits, the security

of the audience has been well considered, with the result

that for an English playhouse, the arrangement is easily D'OYLY CARTE'S OPERA HOUSE. VIEW OF GRAND STAIRCASE.

grasped by the visitor, and clever planning has not resulted

in routes of ingress and egress which are unduly complicated. The disposition also of the Lounge and Saloon has been

exceptionally well managed for a London theatre, and the contrivance of the Loggia deserves much praise.

The fittings and appliances throughout the building merit some comment, especially as compared with other theatres

in the same city, and those of the Stage will be found fully treated in their proper place. It is practically the only stage

in the Metropolis where the antediluvian methods of the old stage carpenter have been improved upon. In speaking of
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the Stage, I should add that the dressing-rooms and offices are planned on a liberal scale; whilst I need hardly mention

that the materials here, as throughout the whole block, are so-called “fire-resisting.” It should be especially observed that

bath-rooms have been provided for the performers, a convenience of great importance generally omitted both in this country

and abroad.

In the matter of the architectural rendering, it may be mentioned that the English Opera House was one of the first

instances in which terra-cotta, so popular in other buildings, was used in a theatre extensively, and with excellent effect,

while with respect to the interior decorations, I would specially point out that lincrusta and Japanese wall-papers, which

are disdained on the Continent, have here been most skilfully introduced. These materials appear to me to add greatly to

the pleasure of an English audience, which prefers a comfortable reception-room to a cold hall. The general colour-scheme

of the auditorium is pale green, cream yellow and gold, whilst in the staircases and vestibules a groundwork of deep red

has been added.

The house has seating accommodation for nearly 2000 persons, the standing room bringing the total capacity of the

building up to 2300. The cost was approximately 150,000/, and the time occupied by the erection was about two years.

In conclusion, D'Oyly Carte’s Opera House is a highly satisfactory structure in itself, apart from its being the best

example of theatre building in this country. It claims careful attention, not only on account of excellent construction, but

also for an architectural rendering of high individual merit. In many respects its arrangements make it a model for the

purposes of a London playhouse, and in other features, such as the cantilever work, the block holds a most important

position in the history of theatre construction. :

APPROXIMATE DIMENSIONS,

Width of Proscenium Opening at Curtain Line . : : ; 2 of 10°50 Mm.

Height of Proscenium Opening at Curtain Line . ; : ; } ; 34! of 10°50 Mm.

AUDITORIUM. STAGE.

Curtain Line to Front of First Tier 40’ 0" 12'25 m Width inside Containing Walls . : ; gy’ 3* 20° 50 1m,

Curtain Line to Front of Third Tier . ; g2' 6 16°00 m. Curtain Line to Containing Back Wall : 46" of 14°00 m.

Curtain Line to Furthest Seat . ; : 25! 6 27°00 mW Gridiron Floor above Stage at Curtain Line Gy af 20°50 MW,

Sunlight Opening above Area . : : 50. 9 13°30 Mm Cellar Floor below Stage at Curtain Line . Zyl af 650 m.

Highest Seat above Street . : : : 56’ 6 17°25. mv | Stage at Curiain Line below Street .. : rl 6" 0:50 m.

Lowest Seat below Street . : 6 6 2°00 m

D'OYLY CARTE’'S OPERA HOUSE. VIEW OF AUDITORIUM.
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PALYS THEATRE. LONDON.

SPENCER. CHADWICK.

DarLy's Theatre calls for notice as an example of a moderate sized London playhouse, in which the architectural

claboration has had more than ordinary attention, both on the exterior and the interior. In conception, this

building is noticeable for what I may term clever and intricate arrangement, allowing the maximum use of space

oy BL: minimum expenditure, but at the same time there is a certain breadth of treatment which gives the block an

Pax air of dignity. The proprietor, whose experience of theatre management was gained in America, naturally regards

the building solely from a commercial point of view; yet it is clear that he had some consideration for the appearance of

his block beyond the interests of mere advertisement. Although he had, no doubt, considerable influence personally in

matters of detail, it cannot be said that the block, as a whole, has been in any way affected by American models. An

important point to bear in mind is that the house was built for a particular company which excels in Comedy, and that

hence, compactness was one of the principal requirements. The preparation and execution of the design were entrusted

to Spencer Chadwick, who commenced operations in 1891, and completed the work in 1893. The cost of the block was

approximately 40,000.

In some respects the design of the building has been influenced by contemporary work. As in the D’Oyly Carte

Theatre, the arrangement of the tiers and the cantilever work tend to make the disposition of the Auditorium the principal

feature of the block. Unfortunately, the architect has not been content to

imitate only these features, but in the same manner has placed his uppermost

tier in a well or chute, a contrivance which cannot be too strongly condemned.

[t is the more to be regretted that he has resorted to this method of providing

greater accommodation for the audience, as this makeshift contrasts markedly

with the general arrangement of the Auditorium, especially when it is considered

what successful efforts have been made to secure good hearing and seeing.

It will be noticed that while in D’Oyly Carte’s Opera House, the back of

the area is on the street level, and only the front rows fall slightly below it, in

this instance the whole of the area lies lower than the roadway, the back of the

first tier being at the same height as the main vestibule. I must here take the

opportunity to remark upon the advantages of this method of planning in

adding to the security of the audience, as the spectators seated in the upper

tiers are thus brought nearer to the open than would otherwise be the case. 1

would further add that, besides the fact of the uppermost seats being in this way

nearer the road level, the proportion of the audience having to go downstairs,

which is so dangerous an operation in times of panic, becomes materially

reduced; whereas the necessity for occupants of the area to go upstairs

cannot be considered an increased risk. To my mind, an ascent is even safer

for panic-stricken people than the level, the force of any crush being reduced,

and the chance of stumbling minimised. The sinking of the area also facilitates

approach to the different and essentially distinct sections of this floor. In

DALY’S THEATRE, LONDON. VIEW OF PROSCENIUM.

respect to the division of the area into “stalls” and “pit,” the difficulty

created for the architect by the latter characteristic feature of the English playhouse must not be left without mention,

for it is obvious that the seats in that part being unreserved and the occupants not being allowed to mix with those of

the stalls, the manner of arranging their approach and exit requires no little care. The important position of the English

“pit” can in no way be compared with the “parterre” of the Continental establishment, where an entirely different object

has to be fulfilled.

It is not, however, the arrangement of the Auditorium only that is principally remarkable in this block, but also, to

)

a certain extent, its architectural treatment, as compared with other London theatres. Both in the lines of the proscenium

opening and the decoration of the tier-fronts, there is a considerable amount of originality, which causes the greater regret
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that the detail and colour study are so coarsely executed. What promises so well when seen in drawing has, in execution,

almost resulted in a failure; and I should add that this is due to the detail having been left to the so-called “ plastic

decorator” in the manner I have indicated in my Introduction.

The disposition of the staircases, entrances and exits shows intricate planning, combined with great economy of space,

though it must be allowed that much clearness has been lost through tricky contrivances. It is fortunate that the Lounge,

with its view into the Grand Vestibule, counteracts to a large extent, by its dignity of line as distinct from detail, the

effect of these devices. There are no special points of interest in the Stage or offices, and it is needless to remark that

what is termed “ fire-resisting”’ material has been largely used.

Taken as a whole, Daly's Theatre affords one of the best examples of the average type of London Comedy House in

which the characteristic failings of excessive economy, at the cost of breadth and detail, have been materially lessened. It

is regrettable that in a building where there was every opportunity to obtain yet better results, the improvements stopped

half-way.

APPROXIMATE DIMENSIONS.

Width of Proscenium Opening at Curtain Line . ; : ; ; 3 of 0’ 50 Mm.

Height of Proscenium Opening at Curtain Line . ; : ae, 3 o 9'50 Mm.

AUDITORIUM. SZAGE.

Curtain. Line to Front of First Tier . ; 33 o 10°75 m. | Width inside Containing Walls . : : 6g of 13 '00 m.

Curtain Line to Front of Third lier . , 46’ o 14°0 1m. Curtain Line to Containing Back Wall : 42’ 6" 13°00 m.

Curtain Line to Furthest Seat . : : 63’ 6 21°0 Mm. | Gridiron Floor above Stage at Curtain line 63. Oo” 19'00 m.

Sunlight Opening above Area . ] : 56! of 16° 75’ Mm. Cellar Floor below Stage at Curtain Line . 19 of 3725 m.

Highest Seat above Street . . : qo" of 12°25 Mm, Stage at Curtain Line below Street -. ; 1 3 3°50 m.

Lowest Seat below Street . : : 1g 6 gre,

DALY'S’ THEATRE, LONDON. GENERAL VIEW.
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TRAFALGAR” THEATRE 1.ONDON

WALTER EMDEN.

THE “Trafalgar” Theatre, re-named since its opening the “Duke of York's” Theatre, presents us with a typical

example of the small London establishment erected with the object of procuring, on a limited site, the maximum

accommodation at the minimum cost, no regard whatever being paid to the architectural rendering, and only such

nondescript decoration being attempted as the nature of a speculation of this kind requires. The architect is Walter

Emden, a specialist in this class of theatre work, in which he has had much experience. Work commenced on the

site in April 1891, and the opening performance took place in August 1892. The manner in which the enterprise was

arranged and the block completed testify to his capacity for organising his work and furthering the interests of the promoters

by a rapid building operation. The cost of the house was nearly 21,000/, and the seating accommodation is for 1300.

One of the principal features in the plans is the way in which open passages have been formed at the sides of the

building, partly for the purpose of isolation, and partly with a view of facilitating the arrangement of the entrances and exits.

It should be observed that only the main frontage stands free to a public thoroughfare. The space underneath these passages

has, however, been ingeniously utilised. It is noticeable that the back of the building is also completely cut off from all

adjoining property by a narrow passage, while another feature conducive to safety from fire is found in the location of the

dressing-rooms in an entirely separate structure. In buildings of this class it is characteristic that the area is placed well

below street level, an arrangement which, as I have before remarked, must fortunately be regarded as tending to the security

of the audience. Another point is the position of the back seats of the uppermost tier in the chute or well, on which I

have previously commented, and which, in the form adopted in this instance, is specially objectionable, owing to the want of

head-room making itself particularly felt. A more unusual feature in this type of playhouse appears in the symmetrical

planning and the successful manner, still more rare, in which the entrances and exits and staircases for the audience have

been contrived without loss of clearness to the whole. It is indeed exceptional to find such a disposition in theatres

of this description.

In conclusion, it will be difficult to find a more satisfactory example of this class of speculative building, if we are in

search of tricky yet simple staircase planning. And as the block certainly does not provoke criticism by an over-pretentious

style of architecture, I need not repeat any of the judgments which it has been unfortunately my duty to pass on similar

English establishments.

APPROXIMATE DIMENSIONS.

Width of Proscenium Opening at Curtain Line . . an . : 26! 3" 8°00 m.

Height of Proscenium Opening at Curtain Line . ; : : : 20’ 6" 9°00 m.

AUDITORIUM. STAGE.

Curtain Line to Front of First Tier . . 32 of 10°00 m. Width inside Containing Walls . : 42’ 6" 1300 m,

Curtain Line to Front of Third Tier . : 356! 0 11°00 m, Curtain Line to Containing Back Wall 36 o 11°00 m.

Curtain Line to Furthest Seat . : : wy! off 16°30 Mm. Gridiron Floor above Stage at Curtain Line 38 3” 17°75 mm.

Sunlight Opening above Area . ; 43 3” 13°25 m. Cellar Floor below Stage at Curtain Line . 3 of 2°50 -m.

Highest Seat above Street . : : : oy o 3'50 m. Stage at Curtain Line below Street . : 1’ 6" 3°50. m,

Lowest Seat below Street . : : : Fl 4°30 mi
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“GRAND THEATRE, ISLINGTON.

FRANK MATCHAMN.

At the time of its erection the Grand Theatre, Islington, had a character peculiar to itself among English

theatres, but there are now several examples of playhouses fulfilling the same purposes in the Metropolis, and

there is every reason to believe that this type will become common in all great centres. It is, in fact, what

I have called in my Introduction a Suburban Theatre, managed on similar lines to those of the English

BLOCK PLAN. -

provincial establishment, as already explained. The idea which has led to the erection of such houses is that

a suburb in all essential particulars is a separate town, and that hence the inhabitants eagerly welcome the opportunity of

seeing the various plays of importance without the exertion of leaving their own locality. The same principle is being

applied in several Continental cities.

The site of the Grand Theatre is that formerly occupied by the old “ Philharmonic” Music Hall, which was destroyed

by fire in 1882. The original site was enlarged by the purchase of adjoining land, but this addition scarcely

improved a situation thoroughly unsatisfactory for theatre building, owing to the absence of proper frontages upon public

thoroughfares and the close proximity on all sides of a dangerous class of property. Fortunately, the commission was

placed in the hands of Frank Matcham, a specialist in theatre construction, who was fully able to cope with the difficulties

of plan occasioned by the ground, and to modify the dangerous character of the situation. This architect, I should mention,

has done a large amount of theatre work, principally in the provinces, which is marked, as in the case of the Grand

Theatre, by the good sighting and acoustics of the auditorium, economy of space and cost, and rapidity in execution,

but is not exactly distinguished for worthy conception, or even careful architectural rendering. His building was opened on

the 4th of August, 1833, but its existence was not to be of long duration, as on December the 20th of the same year, it

met the fate of its predecessor, being totally destroyed by fire. Nothing daunted by this misfortune the owner, Charles

Wilmot, commissioned the same architect to rebuild the theatre on precisely the same lines and on the same site, but with

some improvements in the construction. The rebuilding was accomplished in less than a year, the opening performance

taking place in December 1884. There is seating accommodation for over 2800 persons, and the cost of the first and

second buildings was 14,000/. and 16,000/. respectively. In the latter, portions of the old brickwork were used, the increase

in price being the result of the better construction, which included the introduction of so-called ‘fire-resisting” materials.

The principal feature of the Grand Theatre is the arrangement of the Auditorium, in which the sighting is remarkably

good. The front line of the tiers shows an unusual modification of the horse-shoe plan, a variation which is a typical feature

of the architect's work, and has. not prevented him from retaining the horizontal front line as distinct from the raking one

of D'Oyly Carte’s and Daly’s Theatres. The division of the area into three parts is noticeable, as well as a limited use of

the cantilever system. The Stage is remarkable for its dimensions, which are considerably greater than are usually found in a

London theatre, and were necessitated by the larger space required, where there are frequent changes of programme. :

Finally, to those who may feel some astonishment that this theatre should find a place in these volumes, I would

point out that the fact of its being the forerunner of the Suburban Theatre gives it an importance which cannot be

overestimated. Whatever may be the defects of site and plan, when we remember that the building was designed so

recently as 1882, there is much in the arrangement which cannot fail to receive attention from those interested in theatre

construction.

APPROXIMATE DIMENSIONS.

Width of Proscenium Opening at Curtain Line . . : : 2g’ 6 9°00 m.

Height of Proscenium Opening at Curtain Line . : ] 3. o 9" 50 m,

AUDITORIUM. STAGE.

Curtain Line to Front of First Tier . ; 40! 9” 12°50 m, Width inside Containing Walls . : : sy of 15:75 m

Curtain Line to Front of Second Tier 40 9’ 12°50 Mm, Curtain Line to Containing Back Wall : 40 0". 12's0'm.

Curtain Line to Furthest Seat . : . 6s’ 6 2000 Mm, Gridiron Floor above Stage at Curtain Line zo! of 13°25 wm.

Sunlight Opening above Area . ; 49’ 37 15°00 m. Cellar Floor below Stage at Curtain Line . 17 of 5*2s Mm,

Highest Seat above Street . : ; ; 39 3 12°00 m, Stage at Curtain Line above Street . Sort aly *50 m.

Lowest Seat below Street . ; : : tl 6" *50 Mm.

I.-.M
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"ALHAMBRA" VARIETY THEATRE LONDON.

JOHN PERRY, F. H. REED.

ON the 6th of December, 1882, during the night, occurred one of the most noteworthy theatre fires in London

of late years, which completely destroyed the old “Alhambra” Theatre. The original building was known as the

I

v, Y
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J ““ Royal Panopticon of Science and Art,” which had, after a varied career, been transformed into a Variety Hall.

This adaptation of the old house to new requirements was fatal to a long existence, the many necessary fittings

and partitions of wood rendering it so highly inflammable that, when its turn came for that ordeal by fire

which generally had to be faced by all the older buildings, it fell an easy prey to the flames and was completely gutted.

No time was lost in erecting a safer building to replace it: and Perry and Reed, to whom the work was entrusted,

completed their task within the short space of a year, the first performance being given on the new stage in December

1883. Seats have been provided for over 1800 persons, and the total accommodation is for about 4000.

The establishment is of course in every way a commercial undertaking, in the hands of a Company. Its object is to

provide a Variety entertainment which can be enjoyed in the most easy and comfortable way possible; and in accordance

with the requirements of an institution of this kind, a very lavish expenditure of decoration has been put into the structure.

This, however, has not been done from any interest taken by its owners in architecture, but merely in the way of gorgeous

advertisement, not dissimilar from the motives which occasion the elaborate fittings of a public-house. It is a feature of

special credit to the architects that they have at least adopted a style which allows them a free treatment without offending

the susceptibilities of those who take any interest in design, and they may be congratulated on their highly successful colour

scheme. Such a building as this, however, cannot of course be compared with the “Linden” Variety Theatre at Berlin,

erected by Fellner and Helmer, in respect of architectural value.

As regards the principal features, the arrangement of the tiers is chiefly noticeable, especially the method of having

a tier proper and then a second promenade tier behind it. The promenade having an easy view of the Stage, must

: : be considered as part of the Auditorium, whilst the

Lounge attached to it takes the place of a refreshment

room. It is a noticeable fact with regard to the con-

struction of the tiers that this was one of the first

theatres to avoid the obstruction of pillars by employing

the cantilever system.

The style adopted in the rendering of the Audi-

torium may be termed ‘ Neo-Saracenic,” and its principal

lines are no less admirably suited to the purpose of the

establishment than is the general colour study. In the

decoration there is a clever feature in the framing of the

proscenium opening, and the treatment of the underside

of the tiers which form the ceiling to the promenades.

In this proscenium framework there has been fitted a

sounding-board, with the object of assisting the acoustic

properties of the house; but its treatment must be

considered somewhat heroic.

Among other questions which the designers had

to consider was that of providing facilities for cleaning

and painting. As the performances are given con-

tinuously all the year round, they had to contrive that

the re-decoration, so necessary in London theatres, should be possible without closing the doors. The great difficulty

“ ALHAMBRA” VARIETY THEATRE, LONDON. GENERAL VIEW.

which here presented itself was how to give easy access to the ceiling, which takes the form of a dome. This dome,

constructed of light iron framing and fibrous plaster panels, has been so arranged that the repairs can be readily executed

by lifting out the panels and replacing them from the gallery, fixed between this dome and the roof.



MODERN

OPERA HOUSES ANI} THEATRES. 43

I would point out here that in London a building of this kind is continually undergoing changes in decoration and

arrangement to meet the requirements of the audience and the authorities.

have allowed such insufficient staircase accommodation, the rise also of some of

the stairs being most unsatisfactory. Regarding the exterior, the facilities

which it affords for most effective illumination call for some notice. The

variously coloured lead lights in the many windows give a charming effect,

which is skilfully heightened by an arrangement of burners so distributed as to

show the outline of the facade.

The - architects have done” their utmost to prevent a repetition of iis

destruction by using the now popular * fire-resisting” materials, nor would it be

an exaggeration to say that their work in this respect opened a new era for the

London theatres. Concrete, iron and steel have been most extensively used, the

iron being very wisely protected. It is, however, regrettable that the principal

requirements for a safe theatre, as far as the audience is concerned, were not

sufficiently observed, and that precedence was given to construction instead of

to planning. As I have already remarked, it is the clear plan and sufficient

staircase accommodation that are to my mind of primary importance for the

public safety.

To summarise, the “ Alhambra” Variety Theatre fulfils its purpose and holds

a good position among English institutions of its kind. The excellent sighting

and the general arrangements show careful consideration for the comfort of the

audience. As I have already noted, some of the construction has practically made

the building a pioneer in this respect, whilst the decoration is certainly not of the

vulgar description commonly met with in our Variety Halls. Taken as a whole,

and considering the rapidity with which it was erected, this establishment is a

credit to the architects.

APPROXIMATE DIMENSIONS,

Width of Proscenium Opening at Curtain Line

It is a matter for surprise that these latter

« ALHAMBRA” VARIETY THEATRE, LONDON.

VIEW OF PROSCENIUM.

39! 3 12°00 Mm.

Height of Proscenium Opening at Curtain Line 40 o" 12°25 m.

AUDITORIUM. SZAGE.

Curtain Line to Front of First Tier . : 63 19°50 Mm, Width inside Containing Walls . : : 62-3” 19°00. m.

Curtain Line to Front of Third Tier . : 67 o 20°50 MW. Curtain Line to Containing Back Wall : 309’ 3” 12°00 Mm,

Curtain Line to Furthest Seat . : J aor og 31°00 m, Gridiron Floor above Stage at Curtain Line Gz!" 19°00 m.

Sunlight Opening above Area . : 30! 3” 24°50 m. Cellar Floor below Stage at Curtain Line . o of 3:00 m,

Highest Seat above Street . : : ; zg’ o" 17°25 Mm. Stage ‘ai Curtain Line above Street -. : gh 1°00 Mm,

Lowest Seat above Street . : ; 0 9” P28 my.

« ALHAMBRA” VARIETY THEATRE, LONDON. VIEW OF PROMENATE.



44 MODERN OPERA HOUSES AND THEATRES.

"GRAND THEATRE, WOLVERHAMPTON.

C.J PHIPPS

Tue Wolverhampton Theatre exemplifies the modern English provincial establishment, in which, as a rule,

economy is even more important than in a London institution of a similar class. The larger area, however,

generally placed at the disposal of the architect, owing to the lesser value of ground in the provinces, allows him

ALON
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scope for a more dignified conception than is usual on the average London site. On the other hand, the fact of

all desire for advertisement being, as a rule, absent, deprives him of the opportunities of architectural rendering

and decoration which this ambition sometimes affords. In this instance, however, the advantages of a comparatively roomy

site have been counterbalanced by the injudicious requirement of a row of shops in the main frontage.

The first feature which calls for notice in this building is the arrangement of the Auditorium, and the manner in

which the difficulty of providing a good approach to the stalls, without sinking the area below the street level, has been

successfully overcome. The entrances and the exits have been clearly disposed, and I would merely notice that the approach

to the first tier leads through a lounge, to which the pleasing feature of a loggia has been added. The Refreshment

Saloon of this tier, I may also remark, has been kept separate from the Foyer. |

The architect, C. J. Phipps, is England’s leading specialist in theatre construction, whose wide experience includes

the erection of some forty theatres in Great Britain. In London alone no less than nine playhouses have been designed

and executed by him, to which will shortly be added another, now in course of erection in the Haymarket. It is a notable

characteristic of this architect's work that it has always been executed on thoroughly business lines and with due regard to

the requirements of English managers, who primarily demand the greatest accommodation possible, on limited space, at a

low cost. In his theatres there is no straining after imposing architectural rendering or striking decoration which would

call for criticism. It is thus that the Wolverhampton Theatre, as one of the best examples of his work, solely demands

attention for its highly practical and economical arrangement, and not for any pretentious elaboration of interior or exterior

treatment. |

Building operations commenced on the 5th of March, 1894, and were completed in time for the opening performance

on the 1oth of December, 1894, which means that the architect accomplished his task in the very short period of nine

months. Including all fees, this structure has cost its promoters not quite 13,800/., and the accommodation for which it

is designed is 2150 persons, making the cost just under 7/. per head. I wish to specially point out that, as regards cost

per head and rapidity in execution, the Wolverhampton Theatre takes a unique position in this volume, and does every

credit to a specialist in this class of work.

APPROXIMATE DIMENSIONS.

Width of Proscenium Opening at Curtain Line . : : : 33 ¢ 10°25 m.

Height of Proscenium Opening at Curtain Line . : : ; 2 o B+2¢2 m,

AUDITORIUM, STAGE,

Curtain Line to Front of First Tier . ; 33 ¢ 10°25 m. | Width inside Containing Walls . : : 60’ 6" 18°50 m.

Curtain Line to Front of Third Tier . : 3% 6” 11°75 m. | Curtain Line to Containing Back Wall : 39’ 3” 12°00 m.

Curtain Line to Furthest Seat . : ; 6g’ 6” 20°00 m. | Gridiron Floor above Stage at Curtain Line 52! 6 16°00 m.

Sunlight Opening above Area . : : 36' 9” 11°25. m, Cellar Floor below Stage at Curtain Line . 13’ 9 4°25 m.

Highest Seat above Street . : ; : 33’ 6” 10°25 m. Stage at Curtain Line to Street : ‘ = a

Lowest Seat below Street . . : 3 3 1°00 m,
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"PALACE" VARIETY THEATRE MANCHESTER

E.. DARBYSHIRE, EF BENNETT SMITH.

IN the Manchester Palace Theatre of Varieties there is presented another instance of private commercial

enterprise, aiming at the lightest form of entertainment, and affording every facility for the audience to

walk about, converse, and smoke. The same principles governed the construction of this building as of the

# Alhambra” in London, and although, in this instance, theie was the advantage of a larger site, and a

BLocK PLAN.

better one in the matter of isolation, there seems to have been a restriction in finding the room for a public

restaurant on the principal corner of the plot.

In the autumn of 1888 the architects, E. Darbyshire and F. Bennett Smith, were commissioned to prepare designs

for this theatre, and the first public performance took place on the 18th of May, 1891, two years and a half after the work

of construction was commenced. The house has a total capacity, including standing room, of 3675 persons, and the cost,

with extras, was 40,500/.

This structure primarily calls for attention on account of its general conception, which has a certain breadth rarely

met with in English establishments of this class. It is by reason of this breadth that the building attains a prominent

position among theatres of this country. It is, however, to be regretted that, neither in the design of the exterior nor in

the elaboration of the interior, have the architects been as successful as the conception would have led one to expect. The

facades, the arcade running round the Auditorium, the Principal Lounge, and the Grand Vestibule, all so well conceived,

furnished exceptional facilities for decoration of a high standard.

One of the most admirable points of the general conception is the manner in which fine perspectives are obtained from

the first tier promenade, on one hand, into the Grand Vestibule, and, on the other, into the principal Lounge. It has also

been contrived that the visitors from this foyer are able to overlook the auditorium and witness the performance on the stage.

I must also call attention to the clear planning, from a fireman's point of view, commencing with the disposition of the

area, which is placed below the street level and divided into two sections, each of which has ample exits in form of straight

stairs leading directly up into the open. In like manner the first tier promenade possesses, besides the Grand Staircase

from the Main Vestibule, direct single-flight stairs into the street. It is, no doubt, true that a number of these straight

exits from the area and first tier must be regarded as emergency stairs only, not generally used, and therefore, as I point

out in treating of the Brussels Theatre in this volume, not likely to be sought in time of panic. There is greater

probability of their being employed in this instance than in other examples where extra exits are arranged, owing to their

conspicuous positions.

The dimensions of the Stage are unusually large, and its division from the front of the house is more marked than

is generally the case in English theatres. The dressing-room accommodation is highly satisfactory, and, as is only to be

expected from so modern a building, so-called “fire-resisting” materials have been as extensively used as for the front of

the house. | |

In summarising, I must once more point out the pleasing conception of this structure, as compared with other

English theatres, and how commendable is the clearness of the plan. It can only be the more regretted that the

insignificant architectural rendering does not correspond with the dignified character of the general lines.

APPROXIMATE DIMENSIONS.

Width of Proscenium Opening at Curtain Line . . : . . 36! of 11°00 m.

Height of Proscenium Opening at Curtain Line . . . : 32 of 10°00 m.

AUDITORIUM. STAGE.

Curtain Line to Front of First Tier . . a2’ o" 13°00 m. Width inside Containing Walls . : : 63 3" 19°25 mW.

Curtain Line to Front of Second Tier ! gals ot 16°00 m. Curtain Line to Containing Back Wall ‘ 39 3" 12°00 m.

Curtain Line to Furthest Seat . : . 66! 3” 20° 25 Mm. Gridiron Floor above Stage at Curtain Line 2 id 19°00 m.

Sunlight Opening above Area. ; . 63! o” 20°50 m. Cellar Floor below Stage at Curtain Line . 4’ of 4°50 m.

Highest Seat above Street . : : . 32" 9" 16°00 Mm. Stage at Curtain Line below Street . : yt 5 2°25. M.

Lowest Seat below Street . . . 1. 6! 3’50 Mm.

1~N
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“EMPIRE. VARIETY THEATRE. BRISTOL.

OSH ALD CC, WYLSON, (HARLES LONG.

THE present example furnishes a typical instance of the small provincial Variety establishment, founded with the

same purpose as the Manchester “ Palace,” but on a smaller scale, and compelled, by force of circumstances, to

confine promenades and saloons within narrower limits.

The commission to erect this block was placed in the hands of Oswald C. Wylson and Charles Long, who

commenced building operations in March 1892, and completed their work by January 1893. The seating accommo-

dation is for nearly 1350 persons, whilst, including standing room, space can

Brock
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be found for an audience of 2000; the cost figures approximately at 26,000/.

In this instance it is noticeable that the main thoroughfare from which the |

building is approached runs at the side of the theatre, owing to the site having a

long frontage compared to the depth. The principal point of interest is the arrange-

ment of the Auditorium, in which the distribution of the seats has been skilfully

managed, although, unfortunately, in the uppermost tier, the “ well,” to which I have

so often referred with disapprobation, takes a prominent position. There has been but

little difficulty experienced here in contriving separate approaches to the two sections

of the area. The fact is that the levels of the site have been of great assistance to the

architect in his design, as the natural slope of the ground is the same as that of the

area floor. Whilst, therefore, the back of the % pit” is at-the level of the street, the

front rows of the “stalls” stand in the same relation to the pavement outside. The

disposition of the staircases, entrances and exits will be noticed to be much clearer

than is usually the case in a building of this class.

With regard to the rendering, the authors, in this case, as Perry and Reed at

the “ Alhambra,” have adopted a style which allows a free treatment, without evoking

protests from those who take an interest in architecture. The lines of the interior _— a =2lll =

and its decorative elaboration, as well as the general colour study, may be considered =r

m= a

successful and above the average of provincial work of this kind. The cantilever

« EMPIRE” VARIETY THEATRE, BRISTOL.

system has been adopted in the tiers, and the popular *fire-resisting” materials have ENTRance Td Piese Tues,

~ been largely used. |

Taken as a whole, the “ Empire ” Variety Theatre of Bristol is one of the better examples of the provincial Variety

Hall, erected rapidly and with due regard for economy, without offending susceptibilities as regards the architectural

rendering by the coarse contrivances so frequently met with in such structures.

APPROXIMATE: DIMENSIONS.

Width of Proscenium Opening at Curtain Line 35 3” 10° y5 m.

Height of Proscenium Opening at Curtain Line . ast ul 1075 m,

AUDITORIUAL. STAGE.

Curtain Line to Front of First Tier . ; 46’ o 14°25 m. Width inside Containing Walls . : : 26! 6” 21°50 m,;

Curtain Line to Front of Second Tier gs’ gl! 17:00 m. Curtain Line to Containing Back Wall : 32’ o” 10°00 m.

Curtain Line to Purthest Seat . rR 27°00 Mm. Gridiron Floor above Stage at Curtain Line 47.6" 14°50 m.

Sunlight Opening above Area . : : 43 3 14°75 m, Cellar Floor below Siage at Curtain Line . 4 of 1°25 m.

Highest Seat above Street . ; : : 417: 12°75 m. Stage Floor at Curtain Line below Street . qt 23m.

Lowest Seat below Street . : 2’ GY sue im,
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HOLIARD AND BELGIUM,

MUNICIPAL: THEATRE: AMSTERDAM:

JAN SPRINGER.

DURING the night of the 29th of February, 1890, the old City Theatre at Amsterdam was burnt to the

Jin

| ground. It had been opened in 1774, and was owned by the Municipality; but owing to the fact that

a. the property had not been insured, that body determined that the re-erection of the playhouse would be

| too great a. burden on the finances, and that they were hence prevented from considering any scheme

© which would necessitate a large expenditure from the public funds. They, however, resolved that they

Brock PLAN. would not be adverse to assisting in the creation of a new institution by a grant of land or some form of

W

J

subsidy. In view of this resolution, a private syndicate was soon formed with the title of the “ City Theatre Company,”

having for its object the erection of the necessary building at its own cost. This arrangement, however, was subject to

numerous conditions, among which the principal was that the Municipality should undertake to find the site and become

the owner of the property, whilst the Company should hold the lease for fifty years at a peppercorn rent, and receive an

annual subsidy of 60o/ from the municipal funds towards the cost of management, any profits from which were to repay

the subscribers. Building operations were commenced on the 2nd of May, 1892, and the opening performance took place

on the 1st of September, 1504.

The design and execution of the building were entrusted to Jan Springer, who made it his aim $0 erect a

theatre that, besides satisfying the requirements of the owners, was even safer than was demanded of him by the

Special Commission exercising supervision over places of amusement at Amsterdam. . 1t is only due to the architect

to say that, even if he has not, perhaps, quite obtained the results. to. which the subject seemed to lend itself in

regard to the architectural rendering,

especially on the exterior, he has,

nevertheless, given his structure a

most practical plan, and, above all,

the. safest one. 1 know in. respect

to the security of © the audience

Recognising the essential points of

danger, he has, in the most able

way disposed the different parts of

the building so that the risks are,

as far as possible, divided.

It is this excellent disposition

of the whole, securing a division of

risk, that is the primary feature of

the building. The principal division

MUNICIPAL THEATRE, AMSTERDAM. GENERAL VIEW. effected is that between the front

and back of the house, where, in

addition to the usual main wall, there is a kind of chute which is used for purposes of the fire service. Fixed ladders

have been provided, which afford easy access to the roof, and also enable the firemen to enter the different tiers without

using the staircases employed by the audience. Another characteristic of the system of division adopted is the masterly
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way in which the entrances and exits have been arranged together with their respective stairs; while the manner in which

spacious staircase accommodation has been furnished to each tier is worthy of all praise. It is, perhaps, to be wondered at
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MUNICIPAL THEATRE,

AMSTERDAM.

VIEW OF FIRE-SERVICE TURRET.

i

that in a theatre of this kind, where provision for safety has been the essence of the arrangement,

the floor of the auditorium should have been put so much above the street level. The explana-

tion of this is to be found in the fact that Amsterdam lies at so low a level that heavy

expense would otherwise have been incurred in building a stage-cellar into the water. For the

floor of the auditorium is governed by the floor of the stage, and a considerable depth below the

latter is required by the technical appliances. It should be noticed that, according to local

custom, the building stands upon piles. This fact necessitated a somewhat lighter mode of

construction than is customary on the Continent, the number of piles, as it is, having reached

the total of 3000.

In the construction, it is noticeable that in addition to judicious planning the architect has

also used ‘fire-resisting” materials throughout, and although there is much doubt as to the

advisability of his leaving so much of his iron construction uncovered, in view of the fact that

iron is highly susceptible to heat, I consider that, taken as a whole, he has done all in his

power to secure the safety of the audience. There is also a certain amount of cantilever work

in the construction, but nothing like the extensive use has been made of it as at D'Oyly Carte’s

Opera House. The Stage shows a number of modern appliances, though hydraulic power is not

used for moving the scenery, as in the case of most Continental institutions erected of

late years. i

The design of the Auditorium betrays French influence, having large columns in the

corners supporting the ceiling and very little depth to the proscenium. I cannot say that I

admire this arrangement. An unsatisfactory feature is found in the placing of the third tier

seats in a “well,” which, in this instance, is even more inexcusable than in a private institution.

A Royal box will be noticed in the centre of the first tier.

Of other interesting points I may mention the provision of a smoking-room in a separate

wing, the only entrance to which is from a half-landing on the Grand Staircase, so that the

officials have every facility of preventing those who use the room from continuing to smoke on

leaving it.

The ample size of the Stage, with the scene-stores placed beside it, also calls for remark, and especially the manner

in which the latter have been separated by a special passage. It should be mentioned that the dressing-rooms, which are

most conveniently situated, besides possessing their own two staircases, have also been provided with emergency balconies

outside the windows.

The exterior, though not so happy as it might be, yet suits very well with the style of the other modern Dutch

buildings, of a public kind, recently erected in Amsterdam. The grouping, no doubt, is fairly expressive of its purpose, but

the details of elaboration give opportunity for criticism.

In summarising, I would only say that, in the Amsterdam Municipal Theatre, perfection in planning, with due

consideration for the safety of the audience, has almost been reached, and this, too, in a most practical manner—a marked

contrast with the way in which theoretical makeshifts have been frequently employed, as, for instance, in the next example.

APPROXIMATE DIMENSIONS.

! "n

Width of Proscenium Opening at Curtain Line . ; ; ; : : 36! of 11°00 m.

Height of Proscenium Opening at Curtain Line . . ; : : 36! o L105 Mm.

AUDITORIUM. STAGE.

Curtain Line to Front of First Tier . . 55’ of 17°00 m, | Width inside Containing Walls . : : LR i 24°50 m.

Curtain Line to Front of Third Tier. . JT 19°00 m. | Curtain Line to Containing Back Wall ; gs’ o 17°00 m.

Curtain Line to Furthest Seat . : . sgl 6 22:00 m. Gridiron Floor above Stage at Curtain Line 62" 3" 19°00 m.

Sunlight Opening above Area so! of 15°50 m. | Cellar Floor below Stage at Curtain Line . gn’ a 6°30 m.

Highest Seat above Street . 567 6 17:25 Mm, | Stage Floor at Curtain Line above Street . 15 3” 5°00 Mm.

Lowest Seat above Street

12’ 3 3:78 m,
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*I'iLeEMISH - THEATRE. BRUSSELS

JEAN BAES.

zz THE Thédtre Flamand, of Brussels, which is a municipal institution, stands out among the other examples in this

volume, and, indeed, in the whole book, because of the quaintness of its appearance. The first thought in the

mind of the architect was to secure safety from fire by means of direct ways of escape into the open air. He wished

to obviate the necessity under which a part of the audience always lies, of using staircases to reach the open air

in case of an emergency, and he thought to effect this by building outside balconies for each tier, which could be

rc reached by numerous exits. These balconies are primarily the cause of the remarkable appearance of the exterior.

In June 1883, the Common Council and Sheriffs of Brussels commissioned Jean Baes to transform the old Arsenal

in the Rue de Lacken into a theatre. The main condition laid down was that the elevation of the Arsenal which looked

on the Bassin des Commercants should be preserved. This facade has, accordingly, become the back of the theatre. The

fires at the “Ring” Theatre of Vienna and the Nice Theatre had forced upon the public mind the necessity of fresh

measures being adopted for assuring safety from fire. The idea of the terraces, however, which Baes favoured so markedly,

raised fierce opposition on account of the architectural treatment which the scheme required; but the permanent Royal

Commission on Public Works examined his plans and gave him their support. During the completion of the works,

his opponents were also completely silenced in the popular excitement aroused by the news of the terrible catastrophe at

the Paris Opéra Comique. The fact that so many of the unfortunate spectators were suffocated, lent great additional

weight to the necessity of providing easily accessible communication with the outer air. Unfortunately, the architect

did not sufficiently take into consideration the fact that panic-stricken people are impelled towards the means of exit

best known te ‘them, which is, naturally, the route by which they entered. All these ‘emergency exits to balconies in

the “ Flemish” Theatre have been the main object of thought, and have led to- the neglect of the ordinary staircases, to

which people naturally turn in time of fear; with the result that the latter are insufficient to a degree that amounts

to a scandal in the case of a theatre erected in

the full ‘consciousness of the dHAngers of fire and

panic. To my mind, safe communication with the

exterior can be better obtained in the first instance

by good staircase planning, rather than the multipli-

cation of emergency exits, since I consider that only

a small percentage of the audience would seek them.

The galleries, no doubt, have a certain value, but the

extent to which the idea has been elaborated to the

detriment of the staircases, calls for condemnation

quite apart from the architectural rendering which

they have demanded, and’ this, too, when the site

lent itself to good planning, and no heroic measures

were required. The theatre was formally opened on

the 1st of October, 1837,

Naturally, the principal feature of this building

is the arrangement of terraces already mentioned.

Whilst, on the one side, the danger is unduly adver-

tised, on the other they have, at any rate, the merit of — sr

2 4 ile : . es : “FLEMISH” THEATRE, BRUSSELS. GENERAL VIEW.

inspiring confidence in the mind of the visitor, which

is increased when he enters the building and finds that the facilities for egress from every part of the house are the same :

the building being symmetrical, and an equal number of emergency exits being provided for every tier. The passage from each

exit leads directly to one of the terraces, which run the whole length of the two lateral facades. Besides being connected by a

“ cat-ladder,” they are graduated from top to bottom of the building, the one below projecting beyond the one above in such a

manner that jumping from tier to tier is possible, and a kind of stair is formed which could be used in cases of great danger.

1-0
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In the Auditorium the first feature to be noticed is the arrangement of the proscenium opening, which is strange,

but certainly effective. The general colour study, and the idea of bringing such cold material as iron and tiles into

the auditorium are, doubtless, highly interesting and clever, but do not tend to add to the beauty of the building.

Another point in the Auditorium is the large sunlight opening which here

takes the form of a skylight, there being apertures in the roof through

which daylight can enter. The back seats in the uppermost tier are here

again unfortunately in a “ well.”

A praiseworthy feature in the design is the arrangement of two

small service staircases on either side of the proscenium, enabling firemen

to ascend rapidly to the roof, where special ladders have been fixed and a

bridge constructed, which runs parallel to the proscenium wall. This would

greatly facilitate the work of the Fire Brigade in their attempts to extin-

guish an outbreak of fire, and also aid them to approach the auditorium

without using the staircases of the “front of the house.” It is curious to

observe, however, that the manner of arranging the doors in these service

staircases offers an easy way for the smoke to enter the auditorium in case

of a fire originating on the stage; and this, too, when the architect makes

a point of the so-called “fire-proof” curtain, which is to shut off the

auditorium from the stage in case of an outbreak of fire. Another badly

contrived feature in the fire-protection expedients is that a strip of concrete

is to be found under this curtain. This strip is dangerous for the actors

by reason of its slippery surface, and also unnecessary, since oak boards

bedded in concrete would have been equally effectual. No doubt it is

a valuable safeguard to have a roomy fire-station inside the theatre, but

surely the excessive conspicuousness of the protective measures tends to

make the audience restless and uneasy, and hence all the more liable to

panic and its usually disastrous consequences.

With regard to the planning, the arrangement of the entrances to the

« FLEMISH” THEATRE, BRUSSELS. DETAIL oF ELEVATION. different staircases underneath the Auditorium, through cellar-like passages

without air or light, is most unhappily conceived, the absence of all

decoration making itself badly felt. In the rendering of the Foyer the constructional ironwork has been displayed in a

wonderful manner, but I cannot say 1 admire this method of advertising illusionary safety; moreover, I would specially

point out that ironwork that is unprotected has proved to be more dangerous than oak beams in the case of fire. As to

the facades, the rendering is almost as remarkable for its coarseness of detail as for its quaintness of outline.

Speaking generally, the building has achieved great originality at the expense of beauty, and, while 1 esteem

Jean Baes’ very excellent intentions to protect the audience, I consider that they have been carried out in an entirely

wrong manner. It is only necessary, in order to see a building constructed entirely satisfactorily from a fireman's point of

view, and at the same time architecturally and practically successful, to turn back to the admirable Municipal Theatre of

Amsterdam.

I take the opportunity to notice here that this theatre has been very fully described in the admirable monograph of

M. Lyon-Claesen, of Brussels, with whose approval the architect has put the necessary illustrations at my disposal.

APPROXIMATE DIMENSIONS.

Width of Proscenium Opening at Curtain Line . : ; ; : 29] 67 9°00 wi,

Height of Proscenium Opening at Curtain Line . ets : : : 26' 3” $00 m.

AUDITORIUM. STAGE.

Curtain Line io "Front of First Tier . 39" 3 12°00 m. Width inside Containing Walls . ; : 2’ 6 16°60. mi.

Curtain Line to Front of Fourth Tier : 50%. 1300 Mm. Curtain Line to Containing Back Wall 36! o 15:00 m.

Curtain Line to Furthest Seat ; : 68’ 9’ 21°00 m. Gridiron Floor above Stage at Curtain Line 53’ of 17°00 m.

Sunlight Opening above Area . : ; 20 3? 15°00 m, Cellar Floor below Stage at Curtain Line . 13 o" 520 m.

Highest Seat above Street . : . 49 3 15°00 m. Stage Floor at Curtain Line above Street . gq” 3°00 my.

Lowest Seat above Sireet . . . . ot 3! 2°25 Wm,
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NORWAY AND SWEDEN.

NATIONAL THEATRE CC HRISTIANIA

HENRIE BULL.

Tue inadequate provision made in Christiania for dramatic performances was for long a reproach to a nation

claiming a prominent place in Literature and Art; but at length this defect is in a fair way to be remedied

by the erection of a National Theatre. A company which owned the old theatre at Christiania, finding that

their business was being carried on at a loss, principally owing to the uncomfortable arrangements and unsuit-

able appliances of their building, resolved to form a new company, with the view of erecting a playhouse

which should in every way fulfil modern requirements. The matter having, however, been taken up by the

city and the nation at large, the scope of this scheme was widened, and eventually a piece of ground was

Bock PLAY. given by the Municipality, while the holders of the local monopoly for the sale of spirits provided a sufficient

amount of money to carry out the greater portion of the work, and the remainder of the funds necessary are at present

being raised by voluntary subscriptions and lotteries.

At the competition which was opened for the design, the first premium was awarded to Henrik Bull. The commis-

sion has been entrusted to him, and according to his plans, a building is in course of erection which 1s capable of seating

an audience of 1400. The estimates showed a probable expenditure of about 80,000/. The interior decoration, lighting,

warming and ventilation, it is understood, will alone require nearly 30,000/. Up to the time of writing, only the exterior has

been completed, operations being much delayed owing to financial difficulties. The probable total expenditure, it appears,

will also be increased by the extra cost incurred by the foun-

dations, which are on insecure ground, and necessitated the

driving of some 3000 piles. Otherwise, I may remark, the

site is a most favourable one, well isolated on a raised position

in the middle of the town, and having fine aspects.

Of this building, so far as it can be judged at the

present time, I can only say that the plans show a clearness

which is invaluable in a structure of this kind, but there

seems also to have been a large amount of space unneces-

sarily wasted. Unfortunately, too, the arrangement of the

Auditorium, which is the principal feature of this design, is

not quite as successful as would have been anticipated in a

building of this description. Not only has an excellent

opportunity for giving each sequence of seats in the aréa its

own exit been missed, but the seats at the -back of the

uppermost tier have also been placed in a “well,” a con- NATIONAL THEATRE, CHRISTIANIA. GENERAL VIEW.

trivance that is most out of place in a public monument.

The points that call for special attention are the deep proscenium, the curious shape of the ceiling, and the manner in

which the divisional wall between the auditorium and the stage has not been given its usual place in line with the curtain,

but is advanced towards the “front of the house.” In construction, the cantilever system has been employed to some extent,

and “ fire-resisting ” materials have been used in all parts of the block. With regard to the decoration of the Auditorium,

it would be premature to say anything for the present, but the main lines do not lead one to expect anything exceptional.
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In passing to the staircases, it should be pointed out that they have all been well contrived in such a manner as to

allow access from the Main Vestibule, while, at the same time, each stair has its own direct exit to the open. Of other

features, the position of the Lounge and the placing of outside balconies and terraces to the tiers, without, however, in any

way stinting the staircase accommodation, are pleasing. There is also a curious contrivance in the special staircase for the

Royal box, which is in the unusual position of the right-hand side of the stage. The only point of interest in the

arrangement of the ‘back of the house,” is the large amount of storage space provided for scenery, in this instance placed

~ at the back, instead of the more convenient position at the sides. The large cupola which covers the Stage is intended

essentially to serve the purpose of a crowning feature to the block, as the space inside (similarly to that in the Halle

Thedtre), is in no way required for moving the scenery. The rendering of the facades is simple and effective, and the detail

has a marked individuality which, though frequently crude, is certainly interesting.

To summarise, 1 should say that as far as can’ be seen at present, this building certainly calls for attention on

account of its plan, and the architectural rendering of the facades, as distinct from the general grouping or the crowning

feature. At the same time, I must add that the structure scarcely does justice to a national institution of this description,

nor to the important position taken by the Norwegian Drama.

APPROXIMATE DIMENSIONS,

Width of Proscenium Opening at Curtain Line . ; ; : Lei inal 10° 50- Mm;

Height of Proscenium Opening at Curtain Line . 32 of 10°00 m.

AUDITORIUM. STAGE.

Curtain Line to: Front of First Tier . gf 779% m, Width of Stage inside Containing Walls 6g’ 0" 21°00 Mm.

Curtain Line to Front of Second Tier : 61’ 6 13:73 m | Curtain Line to Containing Back Wall : 47 6 14°50 m.

Curtain Line to Furthest Seat. . =" gy 6" 20°75 Mm | Curtain Line to Furthest Wall of Back Stage 75! 6" 23°00 m;

Sunlight Opening above Area . ; ; 45 6" 14°75-m. | Gridiron Floor above Stage at Curtain Line 6a’ J 19°00 m.

Highest Seat above Street -. : : / 46" o 142% 1m | Cellar Floor below Stage at Curtain Line . 163” 5°00 m.

Lowest Seat above Street . : ] zl! 1'50 m Stage ai Curtain: Line above Street - ; & 3" 2°50 Mm,
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COURT OPERA HOUSE: STOCKHOLM.

A. ANDERBERG.

IT is certainly a curious coincidence that both Stockholm and Christiania, after being satisfied with the old

buildings for so long a period, should be erecting new playhouses at the same time. The history of the

Stockholm Opera House, now in course of construction, dates from 1888, when the Swedish® Government

opened an international competition with the view of obtaining a suitable design for such an institution.

This competition called for some remark, as among the conditions laid down for the competitors, it was

allowed them either to use the site of the old Opera House, still in existence at the time, in which case

the principal facade of that building was to be retained, or

to select another suitable site which was known to be the

Wd, ZA ee

pl 7 We
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property of the Government. A sum of about 350/ was set NB

Brock PLAN.

aside for premiums, and these were respectively awarded to

Karlsen in the first place, Anderberg in the second, and Lallerstedt and

Emblom in the third, all of whom were resident at Stockholm. Heinrich

Seeling, of Berlin, was also among the competitors, but he had the

misfortune to be disqualified for having chosen a site on the beautiful island

in front of the King’s Palace, which was not available for the purpose. It

will at once be recognised by those familiar with the town of Stockholm,

how great were the advantages offered by this position; and it is indeed

regrettable that means were not eventually found to place the building there,

even if Seeling’s disqualification for a premium was unavoidable. The

successful competitor, on the other hand, was one of those who selected the

old site, and retained the former Opera House facade. An examination of
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would ever have been sanctioned by any authority responsible for the safety

of public places of amusement, quite apart from the fact that justice was not
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done to the subject. Anderberg, the winner of the second premium, to whom

[Re ed

the execution of the work was ultimately entrusted, submitted a comparatively
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simple and clear design, especially remarkable for the carefully devised stair-

case accommodation. His competition design has now been carefully revised

in | Sra

and improved, but to what extent he has followed the lines of the old lu arn NE ih, mk

i io, : : jak ut In I

structure, beyond retaining the characteristic feature of a commodious public ” fw Ln

restaurant on the ground level, is not quite apparent. I am given to under- COURT OARS HOUSE, SitpoLy,

VIEW OF PROSCENIUM.

stand, however, that he has also utilised parts of the old foundations and

walls in the new building, and that two of his walls in the scene-store can be recognised as old work. 1 have,

unfortunately, been unable to ascertain fuller particulars with regard to the details under this head.

I have already noted above that the principal feature in the competition design was the ample staircase accom-

modation, and this admirable point has been fully worked out in the actual execution. I wish, firstly, to call attention to the

Grand Staircase, which gives indication of French influence in its treatment, and serves for the approach of both the area

and the fust tier. This staircase is overlooked by the Lounge and the main corridor running round the first tier. Another

feature to which great importance is attached appears in the two pairs of distinct staircases, giving access to the second and

third tiers respectively, which are so contrived that each commands a view of the other. This arrangement was no doubt

suggested by the theory, so frequently propounded on the Continent, that panic-stricken people behave less wildly when

they are conscious of being observed by others who are not similarly affected, and further, that they derive confidence from

the feeling that another section of the audience is in close proximity. Speaking personally, however, I must say that this

idea does not carry conviction to my mind, and that my experience when dealing with a terrified crowd as a fireman

almost invariably shows the opposite. I have always found that nothing is so infectious as a feeling of panic. Passing to

1-B
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the next point of interest, it should be noticed that although the institution assumes a national character, no provision

has been made for a grand central State box. The Royal box, with spacious ante-room accommodation, has been placed

at the side of the proscenium, and I should point out that it is, as in the case of the Christiania example, on the side

opposite the one where it is to be generally found.

Although, as in the case of the Christiania Theatre, it would be premature to call attention to any details of

execution in the present unfinished state of the building, the block already reveals many points that lead us to await its

completion with interest. The architectural rendering of the elevations is certainly dignified, without being too stolid,

harmonising admirably with other public works in the neighbourhood, whilst the principal lines of the interior decoration

give undoubtable evidence of the architect’s independence and originality. Not the least of the difficulties with which he

has had to contend, lies in the insecurity of the foundations, which, as in the case of Christiania, required the driving of a

considerable number of piles. There are several other interesting points for discussion suggested by this example, but it

must be obvious that at its present stage I am debarred from noticing them.

I would only add that I consider that the architect is doing justice to his subject, both in plan and architectural

rendering, and that successful results will be all the more creditable when sufficient particulars are forthcoming to show to

what extent he has been handicapped by such special requirements as the Restaurant and the retention of certain parts of

the old Opera House.

APPROXIMATE MEASUREMENTS.

Width of Proscenium Opening at Curtain Line . ; 3 : : 37 io” 1125 m.

Height of Proscenium Opening at Curtain Line . : ; : ; 49 3" 12° 25 Mm.

AUDITORIUM. STAGE.

Curtain Line to Front of State Box . ; go! gh 13-25 m, Width inside Containing Walls . ; : So! 6 27°25 Mm.

Curtain Line to Front of Third Tier . : G7 ol 20:50 Mm. Curtain Line to Containing Back Wall 67 3" 20°50 m.

Curtain Line to Furthest Seat . ; : gz" of 28725 m, Curtain Line to Furthest Wall of Back Stage 38’ &" 2700 Mm.

Sunlight Opening above Area . : : gat gl 17°00. 1m. Gridiron Floor above Stage at Curtain Line 3s! 3 26°00 m.

‘Highest Seat above Street . : 53 3" 16°25 ‘m, Cellar Floor below Stage at Curtain Line . 20’ 4 9'00 my

Lowest Seat above Street . : : . 3 3” 250. .m. Stage Floor at Curtain Line above Street . id 3°50 m,

SRA NNR

MUNICIPAL THEATRE, ODESSA. VIEW oF LOUNGE.
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RUSSIA,

MUNICIPAL THEATRE ODESSA,

FERDINAND FELINER, HERMANN HELMER.

IT is indeed a curious fact that an important Russian town like Odessa should have its new playhouse

not only designed, but also practically entirely fitted and decorated by Austrian architects and Austrian

arts-and-crafts men. It was certainly not because capable architects do not exist in Russia, for, as will

be seen in the following examples, that country can boast of so eminent a specialist in theatre construction

as Victor Schroeter, of the Imperial Theatre Administration. With only native workmen at his disposal,

the architect to this body has successfully carried out a large number of structures, many of which show

in a most creditable manner an essentially national style of architecture. This merit is one of which the

BLoCcK PLAN.

Odessa Theatre can never boast, for it will always bear the stamp of something imported. The citizens

of Odessa, however, if they must needs have gone outside their own country for assistance, could not have bestowed their

commission more worthily than on Fellner and Helmer, for the manner in which these architects have grasped the

requirements not only of their own country, but also of Switzerland, Germany and the other nations where they have

erected important build- |

ings, merits the highest

praise. In the example

before us we again find a

City theatre, owned by the

Municipality and erected

at- their cost, the total

expenditive in this case

amounting approximately

to 03,0004, but the de-

mands as to accommoda-

tion distinctly differed from

those of similar institu-

tions in other parts of — Foe = =

Europe. The building MUNICIPAL THEATRE, ODESSA. GENERAL VIEW.

operations, which com-

menced in 1884, took approximately three years, the date of the opening performance being the 13th of October, 1887.

When speaking of the Court Theatre at Vienna, 1 pointed out that the Odessa example was evolved from the

Semper theatres, and shows the Semper principles. The most marked development in this instance, as in that of the

proposed Imperial Opera House for St. Petersburg, lies in the placing of the staircases to the upper tiers outside the

circular Foyer instead of inside, as they appear in the Dresden Court Opera and the “ Hofburg” Theatre. This change,

although on the whole a distinct improvement, has the disadvantage of depriving the Foyer to some extent of light and

air, and also somewhat hinders the treatment of the facades in that academical manner which is usually associated with

Semper's work. It is creditable to Fellner and Helmer that they have attained such brilliant success in their careful

development of Semper's method, and above all that they have practically reached perfection in what I have termed

“radial” planning, a form which allows the staircases to be equidistant from the seats which they serve, and at the same
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time to secure lighting and ventilation directly from the open.

It is the evolution of the Semper principles and this

advance in “radial” planning which make the Odessa Theatre remarkable in the history of theatre architecture, quite

MUNICIPAL THEATRE, ODESSA. VIEW OF UPPER PART OF GRAND STAIRCASE.

apart from its special merits in the

arrangement of the Auditorium, the

Foyers and the various offices. It

is difficult to conceive a happier com-

bination than we see here in the

essentially classical ideas of Semper

with the practical experience of such

skilful specialists as the two Vienna

architects... The only unfortunate

feature which detracts from this suc-

cessful combination, and from the

exquisite architectural rendering of

the interior, appears in the unsatis-

factory treatment of the exterior. As

in other examples by the same archi-

tects, the exterior of their theatres is

far below the high standard of the

rest of their work, and this refers as

a rule both to the grouping and the

detail.

The principal point of the

Odessa Theatre is no doubt the

breadth of the general conception and the disposition of the foyers and staircases. In the Auditorium we find that

Fellner and Helmer have achieved their usual success in economically providing the required accommodation with all due

regard to the architectural elaboration. It is only

necessary for me to draw attention to the admirable

arrangement again found with regard to the ceiling.

The manner in which the upper tier is contrived forms

a striking contrast to the “well” or chute arrangement.

We find, further, that whilst the area has its

own lounge, in the form of a large inner vestibule, the

principle Foyer, which is on first tier level, is common

both to the fist and sccond tiers, It has an easy

approach from the latter, and also affords a fine per-

spective from several galleries overlooking it at that

level. I should here add that this second fier, asin

the case of the others, has several saloons of its own,

besides the advantage of the Principal Lounge which it

shares with the first tier. The third and fourth tiers

have foyers similar in plan to those already named,

the former having the additional convenience that the

saloons mentioned include a large one opening on the

Loggia which forms such a striking feature in the

principal frontage. The staircases are arranged in pairs,

—two stairs are for the approach to the third tier, and

two for the fourth, whilst another pair serves the pur-

poses of intercommunication, and may be considered

pass-stairs. The two Grand Staircases not only serve

as the main approaches to the first and second tiers,

but are also. continued to the third, furnishing an

additional means of access to that part of the house

MUNICIPAL THEATRE, ODESSA. VIEW OF LOWER PART OF GRAND STAIRCASE.

Another clever feature which should be noticed is the arrangement of the carriage entrances, as well as the various

entrances and exits for foot passengers. These contrivances, taken in combination with the clear and simple planning of

the staircases, afford every opportunity for the escape of the audience in time of panic.

An unusual feature, which elsewhere
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in this volume is to be found only in the Amsterdam Theatre, consists in the smoking-rooms provided, but whereas at

Amsterdam there was but one general room distinctly kept apart for this purpose, such accommodation has here been

provided on every level. The number of large loggias calls for remark, as also the excellent cloak-room accommodation.

With regard to the Stage, the construction, fittings and appliances have been carried out in the manner we should

expect in so modern a building, and amply fulfil all requirements. The stage itself is noticeable for its roominess, and

fortunately the mistake has not been made of providing excessive storage accommodation for scenery.

Taken as a whole the Odessa Theatre is one of the most noteworthy structures contained in this series of examples,

and in regard to planning may be held the masterpiece of the Vienna architects. As I have said above, however, it is

much to be regretted that the architectural rendering of the exterior, both in the general grouping and detail, in no way

does justice to the otherwise brilliant features of the scheme.

APPROXIMATE DIMENSIONS.

‘Width of Proscenium Opening at Curtain Line . ; : ; 49’ 32 15°00 MW,

Height of Proscenium Opening at Curtain Line . ; : : : : 50, 0” 5 29

AUDITORIUM. STAGE.

Curtain Line to Front of First Tier . ; 347 6" 257% am, Width inside Containing Walls . ; : 93 o 20°00 1,

Curtain Line to Front of Third Tier . : gg’ 3” 27-20 Mm, Curtain Line to Containing Back Wall 3 63’ 6" 20:00 Mm.

Curtain Line to Furthest Seat . ; . 100" of 3200 in; Curtain Line to Purthest Wall of Back Stage 103 ¢ 42°00 Mm.

Sunlight Opening above Area . : ; 635’ &” 20°00 1M. Gridiron Floor above Stage at Curtain Line 88" 6" 27°00 mW,

Highest Seat above Street . ; : 54’ 0 16°50 m, Cellar Floor below Stage at Curtain Line . 24’ of 7-50 Mm,

Lowest Seat above Street . ; : ; 47 0" 1-25. Mm, Stage Floor at Curtain Line above Street . 2" 2°30 MW,

§

i

d

|

i

i

MUNICIPAL THEATRE, ODESSA. VIEW OF AUDITORIUM.
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MUNICIPAL THEATRE TIFLIS

VICTOR SCHROETER.

Tur Tiflis Theatre, now nearing its completion, is a Municipal institution deriving its support from local

public funds, to which, however, the Imperial Government has latterly contributed. The new building

takes the place of a theatre which was destroyed by fire. As far back as 1877, a competition was held for the

design, but it was not until 1880 that building operations commenced, and the execution of the work has

been further delayed, owing, primarily, to financial difficulties. The completion of the block, however, is now

expected in the autumn of this year (1896). The original estimate for the structure was 38,000/., but

this figure has been materially exceeded. The accommodation provided allows for an audience of 1350.

This example, the design for which was prepared by Victor Schroeter, some of whose numerous achievements I have

already mentioned, is mainly remarkable for the unusual lines of the Auditorium. The area, besides being unique in plan,

has its front rows of seats considerably

below the street level, while the back

rows rise steeply behind one another,

until the last one reaches ithe height of

the first tier. . This tier, it should be

added, is on the same level as the Main

BLock PLAN.

Entrance. Another conspicuous feature

13 the curve and rake of the ceiling;

and, while in the second and third tiers

there are only boxes, of which the side

ones have but the minimal depth of a

single vow of seats, the back of the

fourth forms a gallery, having its seats

in a kind of chute, the side boxes alone

being retained.

With regard to the stairs, the

central disposition of the Grand Stair- MUNICIPAL THEATRE, TIFLIS. GENERAL VIEW.

case is effective, but it should be noted that the accommodation afforded by the minor stairs is manifestly insufficient, the

curved pass stairs also being of unfortunate plan. The Lounge and Saloons have been very ably contrived, as also the

spacious loggias which have been placed on the first tier level.

Taken as a whole, this example from the distant Caucasus is assuredly of interest from the individuality of its

plan and architectural treatment. Moreover, it is a matter of special credit to the architect that he has carefully

abstained from introducing foreign elements into his design, perceiving how well the national architecture of his country

lends itself to this class of building. Both in the grouping, the elaboration of the facades, and the decoration, the national

style has been skilfully applied.

APPROXIMATE DIMENSIONS.

Width of Proscenium Opening at Curtain Line . : : : ; 42' 67 13°00 m

Height of Proscenium Opening at Curtain Line . : : . 36’ 0” 11°00 m.

AUDITORIUM. STAGE.

Curtain Line to Front of First Tier . . 62. 3 19'0co.m. | Width inside Containing Walls . . . 8s 3” 26°00 Mm.

Curtain Line to Front of Second Tier : 62 3! 19'00 m, | Curtain Line to Coniaining Back Wall : 55 of 16°75 m,

Curtain Line to Furthest Seat . . : 85 37 26°00 m. Curtain Line to Furthest Wall of Back Stage 79’ 6” 24725 m.

Sunlight Opening above Area . . 46’ 9 14'25 m. Gridiron Floor above Stage at Curtain Line 57 6 17450 m.

Highest Seat above Street . : , 43 6 13°25 m, Cellar Floor below Stage at Curtain Line . 1d of 4°25 m,

Lowest Seat above Street . ; : : 6. 6 2'00 Mm. Stage Flocr at Curtain Line above Street . la? 1°00 m.
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PROPOSED

COURT OPERA HOUSE, ‘ST. PETERSBURG.

VICTOR SCHROETER.

THE example which forms my present subject has not yet reached execution. The prelimi-

nary works were being considered shortly before the death of the late Tsar, Alexander III.

who took a lively interest in the preparation of the plans, and it is to be hoped that

Nicholas II. will carry out the proposed structure, either in the form shown, or, perhaps,

somewhat modified, as a monument worthy of his father's memory. Great expectations have

been aroused by the proposed building, both because it would be by far the largest and

most magnificent Court Theatre yet built, and also because it bids fair to be the masterpiece

of Victor Schroeter, who numbers among his achievements the theatre at Tiflis, to which I

have already referred. The site chosen on the Champ de Mars gives ample opportunity for

architectural effect, the front being open to the River Neva, and the back to the Parade

Ground. By comparing the block plan of this example with that of other theatres in this

volume, it will appear how the latter are dwarfed in the comparison. Even the Paris Opera

House site, at present the most extensive on the Continent, shows a decidedly smaller area.

Brock PLAN.

The proposed St. Petersburg Opera House is designed to seat 2100 persons, and, by the use

of extra seats, 2800 could be accommodated. As to the proposed expenditure no particulars are forthcoming.

The building, being the property of the Tsar, will, ‘when carried out, be under the control of his Theatre

Administration, an institution so little known outside Russia that I make no apology for giving here a few particulars

with regard to it, which more properly belong to my third volume. It is, undoubtedly, the most important Theatre

Administration in the world, and even an establishment of the size of the proposed building is not likely to overtax its

resources. At the present time it consists of the Board of the St. Petersburg Court Theatres, the Theatrical School, and

the Board of the Moscow Court Theatres. There are seven companies of artists; the staff for Russian opera, drama

and ballet at St. Petersburg numbering about 400 artists; the French drama in St. Petersburg, over 50 artists; and the

Russian opera, drama and ballet in Moscow, nearly 450 artists. The staff is generally trained in the School, or taken

from private establishments; in the case of the French Theatre, the artists are brought from France. There are two

central libraries attached to the Administration, the dramatic and musical; the former having, in 1890, some 24,000

volumes; the latter, about 2700 complete operas. There are seven orchestras, and the central stores alone contain 135,000

costumes. Victor Schroeter, who is the author of the accompanying design, holds the position of Architect-in-chief to the

Administration.

When speaking of the “ Hofburg™ Theatre 1 ‘have “already ‘referred to the arrangement of the front of the

house in this St. Petersburg design, as it holds a position in the progressive evolution of the Semper principles. The

general remarks which I made about the Grand Vestibule, the Lounge and the Staircases in the ‘“ Hofburg” Theatre

and the Dresden Opera House apply with equal force to this building, to which the Odessa Theatre must be considered as

the immediate forerunner. It is not my intention to comment upon this design in the same manner as I have done

in the case of executed work, but simply to give a few particulars of the requirements it is intended to fulfil. To those

who may wonder why, then, an unexecuted project has been given a place in this volume, I would say that I consider that

the design is not only interesting in itself, but also very important in the history of theatre construction, more especially in

connection with the elaboration of the Semper principles.

As a Court Theatre the building is nominally intended for the private use of the Tsar. On ordinary occasions His

Majesty would, however, only occupy a proscenium box on the first tier, to which is attached a suite of reception-rooms, a

private staircase, vestibule and carriage-entrance. Below the Royal box is the “incognito” box, generally given to the

younger members of the Imperial family. The other special boxes of the proscenium are the “ Author’s” box, which is

here introduced for the first time, and the Lord Chamberlain’s box, both on the opposite side from the Tsar's. The Lord

Chamberlain has a special ante-room, private staircase and entrance. Since the Tsar, when he goes to the Opera, as a
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rule confines himself entirely to the box and reception-rooms referred to, the greater portion of the building would be at

the disposal of the privileged officials and such of the public as choose to pay for admission. At State performances,

however, admission is gained solely by special invitation. The Tsar would then take up his position in the central

box among his guests, using the Grand Foyer as his reception-room, and the Grand Staircase being reserved exclusively

for the Imperial party. This arrangement of the central staircase for State occasions has, however, the great disadvantage

of breaking up the floor of the admirable Lounge, a fault which was recognised both by the late Tsar and the architect,

and will probably be altered in execution. It is proposed that one of the minor grand staircases should be so arranged

that it could be easily reserved for State occasions.

As to the back of the house, but hittle can be said, as the requirements were not strictly defined ; for whilst the

architect first provided large scene-stores, a theatrical museum, and a grand stand, from which to view parades in the

Champs de Mars, there have already been material modifications made in this part of the design. The proposed circular

plan for the scene stores is certainly unique, and the arrangement of the Grand Stand has been most skilfully contrived.

To summarise, I would only say that the design approved by the late Tsar is most remarkable for its conception,

and if carried out in the same spirit—even in a modified form—is destined to take a leading place among modern opera

houses and theatres.

APPROXIMATE DIMENSIONS.

Width of Proscenium Opening at Curtain Line . : . ‘ ‘ : 60' 9 13°50 m.

Height of Proscenium Opening at Curtain Line. : : : . ‘ 45! of! £375 m.

AUDITORIUM. STAGE.

Curtain Line to Front of State Box . . oo’ 0 27°50 Mm. Width inside Containing Walls . ‘ i134 6" 41°00 m,

Curtain line to Front of Fourth Tier © .. 10¢ ¢” 31°00 m. Curtain Line to Containing Back Wall = .- * 105’ o 32°00 m.

Curtain Line to Furthest Seat . «oa of 38:00 m. Curtain Line to Furthest Wall of Back Stage 200’ 0” 61°00 m.

Sunlight Opening above Area . ; : 35" 6 2700 m. Gridiron Floor above Stage at Curtain Line 131" 3" 40°00 m.

Highest Seat above Street . ; : 73! o 24°00 m. Cellar Floor below Stage at Curtain Line . 209) 6" Q°00 m.

Lowest Seat above Street . 13! 0" 4'00 m. Stage Floor at Curtain Line above Street 15’ 3° 5°00 m.

PROPOSED COURT OPERA HOUSE, ST. PETERSBURG. GENERAL VIEW.

END OF VOLUME 1





NOTE:

Proposed Court OPERA HOUSE, ST. PETERSBURG os or for Back Elevation see also Modified Plan.
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PROPOSED COURT OPERA HOUSE, ST. PETERSBURG.

MODIFIED PLAN OF SCENE-STORE, WITH COURTYARD AND NO MUSEUM.
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Gottfried Semper, Baron Hasenauer.
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HOPFBURC THEATER, WIEN. THEATRE ROYAL VIENNE

* GRAND STAIRCASE, DETAILS.

Haupt Treppenhaus, Finzelheiten. Grand FEscalier, Details.
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Heupt. Treppenhaus, Decks. Orand Peealier, Plafond
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OPERNHAUS PEST,

OPERA BUDA PEST.

Vorder Ansicht.

A. Carriage Entrance, ( Unterfahrt, PorteCochidre.) D.

B. Grand Vestibule, (Grosse Vorhalle, Grand Vestibule ) FE. Lobby, (Vorraum, Degagement .}

C. Grand Staircase (Haupt Treppenhaus, Grand Fscalier) F. Vestibule, lll Tier; { Vorhalle, TII Rang ; Vestibule desde) J. Engineer, ( Maschinenmeister, Ingenieur.)

FRONT FILTEVATION

Hall (Wartchalle , Vestibule d’attente. )

Facade Principale

a. Stalls Stairs, ( Parkett Treppe, Escalier des Salles) c¢. II Tier Stairs, (1 Rang Treppe, Escalier des 2 des)

b. I Tier Stairs, I Rang 'freppe , Escalier des zee) d. III Tier Stairs, (III Rang Treppe , Escalier des gor)
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Crundriss, Frd Geschoss.

PLAN, GROUND LEVEL,

BP

G. Police, ( Polize, Sergents de Ville.)

H. Hire Service, (Feuerwehr, Service des Pompiers)

D. Box Office, ( Kasse, Caisse.)

y Cloak Counter, (Kleiderablage, Vestiaire )

Plan, Rez de Chaussee.
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OPERNHAUS, PEST. OPERA BUDA PEST.

A. Carriage Entrance,

( Jnterfahrt, Porte Cochiére )

G: Accident Room,

G 1 7" . ‘ .

Kremken /AmeT, Laboratomre duMédecm.)

B. Grand Vestibule,

(Vorhalle, Grand: Vestibule.

H Stores

(Mag am 3D épot )

C. Grand Staircase, J. Dressmg Room,

(Haupt Treppenhaus, Grand Escaher.) \Ankleideraum, Lo ge des Artistes.)

D. Lobby,

( Wartehalle, Vestibule d attente )

K. Scene Store,

(Coulissen Magazm, Depot des Décors.)

E. Mayor,

L. Stage Management,

(Buergermeister, Manure. ) (Reg, Direction de la sgéne.)

F. Lord Chamberlain,

(Hof Marschall, Mistre de la Cour.)

M. Chorus Room,

/

(Musik Saal, Foyer des Choristes)

a. Stalls Starrs, &. Lord Chamberlaim's Stars,

(Hof Marschall Treppe,Fiscalier du Mmstre delaCour)

\Parkett Treppe, liscalier des Stalles)

b. 1 Tier Starrs, f Service Stairs,

(Personal Treppe, liscaher de Service. )

/

\[ Rang Treppe, Eiscalier des =)

c. Il Tier Starrs, 8 Service,

{ . .

\[Rang Treppe, Escalier des os | Dienst, Service.)

d ll Tier Stairs,

(ll Reng Treppe, Escaher des aes)

y. Cloak Counter,

( Kleiderablage, Vestiamre 1

2. Lavatory,

(Retir ade, Toilette )

PLAN, ABTA

Grundriss, Saal Plan, Salle
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OPERNHAUS, PEST OPERA, BUDA PEST

A Lounge, F. Lord Chamberlam,

\ Hof Marschall, Ministre de la Cour.)

(Frfmschungssaal , Fover.

\ » £03

B. Balcony,

(Balkon, Baloon.)

G. Chorus Room,

Musik Saal, Foyer des Choristes.)

G. Grand Staircase, J. Dressmg Room,

( Haupt Treppenhaus, Grand Escalier.) | Aukleideraum, Loge des Artistes.)

D. Lobby,

(Wartehalle, Vestibule d’attente )

K. Scene Store,

(Coulissen Magazm, Depst des Décors,)

E. Saloon,

( Firfrischungsraum, Restaurant.)

a. Stalls Stams,

| Parkett Treppe, Eiscalier des Stalles)

&. Lord Chamberlamis Stars,

(Hf Marschall Treppe,liscalier duMmstre de laCou)

T Service Stars,

b. 1 Ter Starrs,

\LRang Treppe, Kiscaher des per) (Personal Treppe, Bscalier de Service.)

c. Il Tier Starrs, 7. Lavatory,

\IL Reng Treppe, Escaher des 2 ) (Retirade, Toilette )

PLAN I TIER :

Grundriss, | Rang. Plan. | Loges,
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OPERNHAUS, PEST.

OPERA BUDA PEST

1.3 eng sachmit

LONGITUDINAL: SECTION.

4

Coupe Longitudinale.

Fdwm O Sachs ed:
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OPERNHALIS, PEST.

OPERA BUDA PEST.

Vorder Ansicht, Fanzelheren. FRONT ELEVATION DETAILS. Facade Principale, Details.
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THEATER, PRA

FRONT ELEVATION.

Vorder Ansicht. Fagade Principale.

CLE 10)

ETT yu

LORGITUDINAL SECTION.

Laengsschmtt. Coupe Longitudmale.

TRANSVERSE SECTION.

Querschmtt., : Coupe Transversale.

THEATRE, PRACUE.

Edwm O Sachs ed:
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Ferdinand Fellner Hermann Helmer.
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THEATER, PRAG. THEATRE. PRAUE

AUDITOR. DETAUS

Zuschauerraum, Emzelheiten. Salle: Details,

A. MamFntrance, (Haupt Emgang, Grande Entrée.) D. Fire Service, (Feuerwehr, Service des Pompiers,) G. GreenRoom,(Unterhaltungsraum Foyer des Artistes)

B. Grand Vestibule. | Grosse Virtalle, Grand Vestibule.) E. Dres smg Room, (Aukleideraum, Loge des Artistes) H Stage Door Keeper, (Pfoertner, Concierge du Theatre.)

C.* Lobby, (Vorraum,Degagement .) $d Stage Management , (Regie, Direction de la. Séene.) J. Stores, (Magazm, Dépot )

a. [Ter Stairs, (IRang Treppe, Escalier des pes) d. PrivateBox Stairs, (Logen Treppe Escalier des Loges.) s. Stage Door, (Buehnen Fmgang, Fntrée du Theatre )

b. [Tier Star S, (IRang Treppe,Escaher des 2 2s) e. Service Stairs,(Personal Treppe,Escalier de Service.) y. Cloak Counter, (Kleiderablage Vestiaire.)

ce. Ter Stairs, (IliRang Treppe,Escaher des 3%) P. Box Office, (Kasse, Caisse) z. Lav atory, (Returade, Toilette.)

Uz

J

PLAN, AREA.

Grundriss, Saalflache. Plan, Salle.

]
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THEATER, PRAG.

THEATRE. PRAGUE

Grundriss, II Rand

Plan, 2 Loges.

PLAN, 11 TIER

Wm Oo mp

En 8

Lounge,

[Frfrischungssaal, Foyer.)

Balcony,

(Balkon, Balcon)

Ldthy

(Vorraum, Degagement. .)

Hall

Wartehalle Vestibule dAttente.)

Dressing Room,

(Ankleideraum, Loge des Artistes )

Chorus Room,

(Musik Saal, Foyer des Choristes

Stores,

(Magazin, Dépot.)

Wardrobe Room,

(Kleiderkammer, Costumes)

Armour Room,

(Ruestungskammer, Salle d armes J

Office,

(Geschaeftsraum, Bureau. |

[Tier Stairs,

[Rang Treppe, Eseaher des 17°)

II Taer Staars,

[TRang Treppe, Escalier des 2%)

[I Ther Stairs,

(MRang Treppe Escaher des 375° )

Private Box Starrs,

Logen Treppe, Fscalier des Loges)

Service Stairs,

(Personal Treppe, Escalier de Service)

bar,

(Anrichtetisch, Buffet.)

Cloak Counter,

(Kleiderablage, Vestiaire )

Lavatory,

(Retirade, Toilette)

: ® eo ®

Crundriss, [ll Rang.

PLAN J

®

TIER.

Plan 3 Loges.
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OPERNHALIS, DRESDEN.

OPERA DRESDE.

FRONT ELEVATION,

Vorder Ansicht,

Facade Principale,

Edwin 0. Sachs ed:
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COURT OPERA HOUSE DRESDEN.

Gottfried Semper, Manfred Semper.

10

Metres,
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OPERNHAUS, DRESDEN. OPFRA DRESDFE

A Carriage Entrance, (Unterfahrt Porte Cochiere) F Fre Service, (Feuerwehr, Service des Pompiers )

B Lobby, (Vorraum Dégagement.) G Green Room, (Unterhaltung sraum Foyer des Artistes)

C. Grand Vestibule, (Vorhalle, Grand Vestibule) i. Slage Management, (R efile Direction de la.Sgene.)

D. Grand Staircase, (Haupt. Treppenhaus, Grand Escalier,) J. Scene Store, (Coulissen Magazin, Dépot, des Déeors.)

E Dressing Room, (Aukleideraum , Loge des Artistes) K. Engineer, (Maschinenmeister ngenieur)

i 1 OY os .

2 Stalls Stairs

_ Private Box Stairs,

(Logen Treppe, Escalier des Loges)

oo,

(Parkett Treppe, Fscalier des Stalles.)

Box Office,

(Kasse, Caisse)

b. I Tier Stairs.

~~

(IRang Treppe,, Fscalier des 55)

y. I Der Stairs.

0

s. Stage Door,

(ILRang Treppe, Escalier des id (Bihnen Eingang , Entrée du Thealre))

w. Bar,

( Anrichtetisch, Buffet)

d. III Tier Stairs,

(IIL Rang Treppe, Escalier des Coed

es IV&V Tier Stairs.

\ IV&V Rang Treppe, Escalicr des4: Set 5M3)

y. Cloak Counter,

(Kleiderablage, Vestiaire)

7.. Lavatory,

(Reurade, Toilette)

|

Mf Y ” OY

I Service Stairs

’ ; : oe...

(Personal ‘Ireppe, Escalier de Service
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OPERNHAUS, DRESDEN. OPERA DRESDE

A. Lounge, (Erfrischungssaal , Foyer)

B Loggia (Offene Halle, Loggia .)

C. Lord Chamberlain (Hof Marschall, Ministre de la Cour.)

Hairdresser, (Friseur | Coiffeur)

> tr

Ballet Room, (Tang Saal, Foyer dela danse)

Stage Management, (Rege, Direction de la Seine)

Cy

D. Grand Staircase, (Haupt Treppenhaus, Grand Escalier.) Chorus Room, (Musik Saal, Foyer des Choristes)

E Dressing Room £ Ankleideraum, Loge des Artistes)

ve CY

b. I Tier Stairs, f Service Stairs

(IRang Ireppe , Escalier des T°%9) (Personal Treppe, Escalier de Service.)

e. II. Tier Stairs. w Bar.

rn. i : 5 de:

{ ano | x Pq ag S } +

LE ng lreppe, Lscalier des 2 ) (Anrichtetisch, Buffet)

2M Teer Ste

d WL.Tier Stairs, y. Cloak Counter,

(TI & ST nn Bunsliae Abe 20) : a

(Il Rang Treppe, Escalier des 3", (Kleiderablage, Vesliaire)

e. V&V Tier Stairs,

(IVaV Rang Treppe, Fsca lier des 4 Set 58)

Zz. Lavatory.

(Retirade | Torlette)
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PLAN. I TiFR,

Grundriss, I Rang Plan. 1 Loges.
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OPERNHAUS, DRESDEN.

OPERA DRESDE

TRANSVERSE. SFC TION.

Querschnitt.

Coupe Transversale.

d. IITier Stairs (I[Rang Treppe, Escalier des 3™¢°)

A]

e. IV&V Tier Stairs, (1IV&VRang Treppe, Escalier des 47° & 585°) D

Lounge, (Erfrischungssaal Foyer)

f. Service Starrs (Personal Treppe, Escalier de Service,

w. Bar, (Anrichtetisch, Buffet.)

(rand Staircase, (Haupt Treppenhaus, Grand Escalier.)

y Cloak Counter, (Kleiderablage, Vestiaire

z. Lavatory, (Retirade, Toilette.)

Grundriss, lll Rang.

Plan 3° Loges

PLAN II TEER.

Edwin O Sachs ed:
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Gotifried Semper, Manfred Semper.





OPERNHAUS, DRESDEN. OPERA DRESDE.

LONGITUDINAL, BFOTION,

1a engsschnitt. Coupe Longitudinale.

e IV&V Tier Stairs, (IvaV Rang Treppe, Escalier des 4 ™ et Es) w. Bar, (Anrichtetisch, Buffet.)

f. Service Stairs, (Personal Treppe, Escalier de Service) z. Lavatory, ( Retirade, Toilette)
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OPERNHAUS, DRESDEN.

OPFRA DRESDE.

Vorder Ansicht, Mittel Partie.

FRONT ELEVATION, CENTRAL FEATUREF.

Facade Principale, Partie Centrale.
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COURT OPERA HOUSE, DRESDEN.

Gotifried Semper, Manfred Semper.
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OPERNHAUS, DRESDEN.

OPERA, DRESDE.
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Zuschauerraum, Einzelhelten.

AUDITORIUM « DETAILS.

Salle, Details.
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OPERNHAUS, DRESDEN. | OPFRA DRESDE.

AUDITORIUM, CRILING.

Zuschauerraum, Decke. Balls, Plaforid,
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THEATER HALLE A. S. THEATRE HALLE,

A Grand Vestibule,

|Grosse Vorhalle, Grand Vestibule ]

B. Refreshment Rooms,

(Bierhalle, Brasserie |

GC. Kitchen.

(Kiiche , Cuisme .)

F. Boller Room,

(Kesselraum , Les Chaudrons )

F. Workshop,

(Werkstatt, Atelier)

G. Machmery,

(Maschinenraum, Machmes

D. Pantry, H. Stores,

(Anrichteraum, Service.) rrr . (Ma gazm, Depot 3

{

e. Terrace Steps,

(Altan Stufen, Escalier de Terrace 3

Stalls Staws,

(Parkett Treppe, Escalier des Stalles)

»

£ Fntrance to Refreshment Rooms,

(Emgang zur Bierhalle,

Entrée de laBrasserie )

b. ITer Stars,

[Rang Treppe, Escalier des I°%* )

¢.. Ler Stairs, Pp. Box Office,

Il Rang Treppe, Escalier des 2%) (Kasse, Caisse.)

d. Service Slairs, 7. Lavatory

(Personal Treppe, Escaher de Service ) (Retirade, Toilette.)

FRONT ELEVATION.

Vorder Ansicht. Pagade Priwipsls.

Grundriss, Erd Geschoss. Flan, Rez de Chaussee.

PLAN; GROUND LEVEL,

Edwm O Sachs ed:

nisin z y MUNICIPAL THEATRE, HALLE. fir »

Feet, Metres,

Heinrich Seeling.





THEATER HALLE. A.B

THEATRE, HALLE.

a. Stalls Stairs,

(Parkett Treppe , Escalier des Stalles)

b. 1 Tier Stairs,

(I Rang Treppe, Escalier des 17%)

¢. Il Ter Stairs,

(11 Rang Treppe, Fiscaher deg 2, des)

d. Service Stairs,

(Personal Treppe, Escalier de Service.)

0

Z

E

BE

E

E

k

L

oT

Z

0

Grundriss, I Rang

Grundriss, Saal.

e. Terrace Steps, (Altan Stufen, Marches de Terrace.) w. Bar, ( Anrichtetisch, Buffet)

ff. Caretakers Stairs, (Hausmeister Treppe, F.scalier du Concierge.) y. Cloak Counter, ( Kleiderabgabe, Vestiaire.)

S. Stage Door, ( Buehnen Eingang, Entree du Theatre.) 7. Lavatory, ( Retirade, Toilette.)

K
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Z

SA y | :

b 1
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00 9/0 Oo 0/50/05 | Nn

500 Qf0 OO foo 50,
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OOF 2 \6 O\o NONO I

o : ULL

b

I 1

Y

EF z Cc

B

PLAN. I TIER.

Plan, 1 Loges,

A Lounge, ( Erfrischung ssaal, Foyer.) G. Stage Management, ( Regie, Direction de la Scene.)

B. Balcony, ( Balkon, Balcon.) Hn Stage Door Keeper, ( Pfoertner, Concierge du Theatre)

. Lobby, (Vorraum, Dégagement )

J. Stores, { Magazin, Dépét.)

g

D.

Terrace, ( Altan Terrace ) K. Scene Store, ( Coulissen Magazin, Dépét des Decars.)

Dressing Room, ( Ankierderanm, Loge des Artistes.) L. Caretaker, ( Hausmeister, Concierge de 1'Administration )

General Management, (Verwaltung, 1.’ Administration) M. Chorus, ( Saenger, Choristes )

Plan, Salle.

PLAN, AREA.

Fdwm O. Sachs ed:

50

Feet

MUNICIPAL THEATRE, HALLDR Serr o

Heinrich Seelng:





THEATER HALLE AS

THEATRE, HALLY

TRANSVERSE. SECTION.

Querschnitt. | Coupe Transversale.

LONGITUDINAL SECTION.

Laengsschnitt. Coupe Longitudinale.

Edwm O Sachs ed:

ae 9 x Lu MUNICIPAL THEATRE, HALLE. Ey : :

Feet. Metres.

| Hemrich Seeling.





‘NEUES THEATER,BERLIN. THEATRE ‘NOUVEAU BERLIN.

LONGITUDINAL SECTION.

Laengsschnitt. Coupe Longitudmale

A Mam Fntrance, (Haupt Fingang, Grande Entrée) D. Green Room, (Unterhaltungsraum, Foyer des Artistes.) F Scene Store, (Couhssen Maga zm Depot des Décors)

B. Grand Vestibule, (Grosse Vorhalle, Grand Vestibule J r Dressmg Room, (Anklerderaum, Loge des Artistes) G 1.8 (Aufzug, Ascenseur,)

C. Lobby, (Vorraum, Dégagement) H Stage Management, (Regie , Direction dela Seéne.)

a. Tier Stairs, (IRang Treppe, Escalier des 17°°) s. Stage Door; ( BuehnenFingang, Fntrée du Théatre )

b. [Tier Stairs,(1Rang Treppe, Escalier des 24%) w. Bar, (Anrichtetisch, Buffet.)

¢ Service Stairs. (Personal Treppe, Escaher de Service) Y. Cloak Counter, (Kleiderablage, Vestiaire..)

y p. Box Office, (Kasse, Caisse) z. Lavatory, (Retirade, Toilette)
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PLAN, AREA.

Grundriss, Saal. Plan, Salle.

Edw 0.Sachs ed:

25 oa 25 10 Tn 0 10

= | ‘NEW’ THEATRE, BERLIN Weis

Hemrich oeeling :





"NEUES THEATER BERLIN.

Loun ge. :

(Erfrischungs saal Fi yer )

- Contractor,

(Unternehmer, Traiteur.)

Balcony,

B alkon Balcon)

General Management,

(Verwaltun ¢, LAdmmstration )

I Tier Starrs,

[Rang Treppe Fscaler des

IT Ther Starrs,

[Rang Treppe Escalier des 2%8)

Service Stairs,

(Personal Treppe,Fscalier de Service.)

res

kad

PLAN,

Grundriss, [ Rang.

SIDE

Seiten Ansichi.

1] TIER.

Plan, 1" Loges.

PLEVATION.

Fa 2 gle Latdrale

PLAN,

Grundriss, lI Rang.

THEATRE ‘NOUVEAU BERLIN.

Dressmg Room,

[Aukleideraum, Loge des Artistes.)

Scene Store,

(ry

|

Coulissen Magazin Dépot des Décors))

|Aufzug, Ascenseur)

Stores,

(Maga zm Depot.)

Bar,

(Anrichtetisch Buffet.)

Cloak Counter,

(Kleiderablage, Vestiaire))

Lavatory

\Retirade, Toilette)

I TIER.

Plan, 2 Loges.

Edwm O Sachs ed:

25

Se

‘NEW THEATRF BERLIN,

Hemrich Deeling

10 0 10

Metres.





SPECIALITAETEN THEATER, BERLIN.

THEATRE DES VARIETES, BERLIN.

Vorder Ansicht.

FRONT FLEVATION.

Facade Principale.

Edwin 0 Sachs ed:

Feet.

20

TINDEN VARIETY THEATRE DERIIN.

Ferdinand Fellner, Hermann Helmer.

Metres





SPECIALITAETEN THEATER, BERLIN. THEATRE DES VARIETES, BERLIN.

Dressing Room,

(Ankleideraum, Loge des Artistes)

Scene Store,

(Coulissen Magazin, Dépot des Decors.)

Refreshment Room,

(Bierhalle, Brasserie.

Kitchen,

(Kiiche , Cuisine.)

A. Grand Vestibule,

\Grosse Vorhalle, Grand Vestibule )

Grand Staircase,

(Haupt Treppenhaus, Grand Fscaher))

C. Promenade,

(Wandelgang, Promenade .)

PD. lobby

(Vorraum, Degagement.)

oe eu

p. Box Office,

(Kasse, Caisse)

s. Stage Door,

(Biihnen Fingang, Entrée du Théatre.)

w. Dar,

(Anrichtetisch, Buffet.)

y. Cloak Counter,

[Klerderablage , Vestiaire |

z. Lavatory,

(Retirade, Toilette .)

a. | Ter Stairs,

[Rang Treppe, Escalier des 17%)

b. 11 Ter Stars,

(IL Rang Treppe, Escalier des 29¢°)

c. Service otairs,

(Personal Treppe, Escalier de Service.)

Office Stairs,

(Verwaltungs Treppe, ; :

Fscalier de 1 Admmistra tion)

2

TRANSVERSE SECTION

~~ Querschmtt. (Grand Staircase] Coupe Transversale.

| Haupt Treppenhaus | (Grand Escalier)

PLAN, AREA.

Grundriss, Saal Plan, Salle.

Edwm O Sachs ed:

: = 2 LINDEN VARITTY THEATRE EFRLIN, frre atm 3

Feet Metres.

Ferdinand Felner, Harmann Hslmer





25

SPECIALITAETEN THEATER, BERLIN.

THEATRE DES VARIETES, BERLIN.

oo x.P

a. ITer Stairs,

(IRang Treppe , Escalier des 17%°)

b. UTler Stairs.

(II Rang Treppe, Escalier des 2 fos)

c. Service otairs,

(Personal Treppe,Escalier de Service.)

Grand Vestibule, (Vorhalle, Grand Vestibule.)

Grand Staircase , (Haupt Treppenhaus,

Supper Room, (Thee Zimmer, Cabinet de Souper.)

. Lobby, (Vorraum, Dégagement.)

TRANSVERSE SECTION,

Querschnitt. Coupe Transversale.

rand Fscalier)

PLAN 1 TIER.

Grundriss, 1 Rang. Plan. |

d. Office Stairs,

(Verwaltung Treppe, Escalier de

1'Administration.)

y. Cloak Counter,

(Kleiderablage, Vestiaire

z. Lavatory

(Retirade, Toilette.)

EF . Dressingroom (Ankleideranm Loge des Artistes)

I". General Management, (Verwaltung, L Administration.)

G. Office, (Geschaeftsraum, Burean )

H. Servery, (Anrichteraum, Service)

J. Caretaker, (Hausmeister, Concierge de 1 Administration.)

Loges.

Edwin 0. Sachs ed;

Feet.

2 1TINDEN VARIETY THEATRE BERLIN

Ferdinand Fellner, Hermann Helmer

10 : 0

Metres.

10



fin ak



!

SPECIALITAETEN THEATER, BERLIN THEATRE DES VARIETES, BERLIN.

]

iy LONGITUDINAL SECTION. ee

Laengsschmtt. Coupe Longitudinale.

b. Tier Stairs, w. Dar,

(Il Rang Treppe, Escalier des ples)

c. Service otairs,

(Personal Treppe, Escalier de Service.)

d. Office Stairs,

\Verwaltungs Treppe,

Escalier de | Admmistration.)

(Anrichtetisch, Buffet.)

Cloak Counter,

[Kleiderablage , Vestiaire.)

5

Y.

7. Lavaiovy,

Retirade , Toilette.)

A. Lounge, Dressing Room,

( Erfrischungssaal, Foyer.) (Ankleideraum, Loge des Artistes.)

B. Grand Staircase, P. Slopes

(Magazin, Dépot.)

Dming Room,

(Speisezimmer, Salle a Manger)

(Haupt Treppenhaus, Grand Fscalier. |

C. Promenade,

(Wandelgang , Promenade J

D. Lobby, | . Bervery,

(Vorraum, Dégagement ) (Anrichteraum, Service.)

PLAN, II TIER .

Grundriss, II Rang. Plan, 2 Loges.

Edwm O Sachs ed:

msm 2 = LINDEN VARIETY THFATEF, BERLIN rr———

Feet Metres

Ferdinand Fellner, Hermann Helmer.





OPERNHAUS, BAIRFUTH. OPERA, BAIREUTH

H i

Vorder Ansicht. TRONT: FLEVATION Pagede Principals.

LONGITUDINAL SECTION.

Laengsschmitt. Coupe Longitudinale.

Fdwm O Sachs ed:

feed z } "WAGNER OFFEREA HOUSE, PEYREUTH Dts J

Feet. ~ Metres

Richard Wagner, Otto Brueckwald.





OPERNHAUS, BAIREUTH. OPERA, BAIREUTH

A Vestibule, (Vorhalle, Vestibule) G. Police, (Polizei, Sergeants de Ville.)

B. Lobby, (Vorraum, Dégagement ) H. General Management, (Verwaltung, I Administration)

C. Lounge, (Erfiischungssaal, Foyer) J. Band Room, (Musiker, Musiciens.)

D. Cloak Room Lobby, (Wartehalle, Vestibule d'attente)

FE. Distinguished Strang ers’ Entrance, (Emgang der Fuerstlichkeiten,

: Entrée des Notabilites.)

F Ire oervice | (Feuerwehr, Service des Pompiers.)

K. Dressing Room. (Akleideraum. Loge des Artistes)

L. Scene Store, (Coubssen Magazin, Dépot des Décors.)

M. Green Room, (Unterhaltangsraum, Foyer des Artistes)

y. Cloak Counter, ( Kleiderablage, Vestiaire )

z. Lavatory (Retirade, Toilette.)

a. Intrance to Stalls. (Emgang zum Parkett, Entree du Parquet.)

b. Entrance to Orchestra, (Orchester Emgang, Entrée de 1 Orchestre.)

C. OEervice tars, (Personal Treppe, Escaher de Service.)

PLAN, GROIIND 1.FVEL,.

Crundriss, Erd Geschoss. Plan, Rez de Chaussee.

Edw O. Sachs ed:

10

Lenin Z 2. WAONER OPERA HOLISE, BENYREIITH. remiss

Feet. + rm

Richard Wagner, Otto Brueckwald.





OPERNHAUS, BAIRFUTH.

OPERA BAIREUTH.

A. Distinguished Strangers Box,

(FuerstenToge, Loge. des Notabihites.)

B. Distmgwshed Strangers Lounge,

C. Distinguished Strangers Balcony;

(Balkon der Fuerstlichkeiten, Balcon des Notabilités.)

D. Distinguished Strangers'Ante Room,

Conversations Zimmer der Fuersthchkeiten,

Salon des Notabihtes.)

a. Entrance to Stalls,

(Emgang zum Parkett, Entrée du Parquet.)

b. Fntrance to Orchestra, |

(Orchester Fingang , Entrée de L Orchestre.)

Grundriss, Saal.

(Erfrischungssaal der Fuerstlichkeiten, Foyer des Notabilités.)

F. Distinguished Strangers Staircase,

| Treppenhaus der Fuerstlichkeiten, Fscalier des Notabilites)

K. Dressing Room,

|Ankleideraum, Loge des Artistes.)

L. Scene Store,

(Coulissen Magazin, Dépot des décors.)

M. Chorus,

(Chor, Choristes .)

¢c. Servies Stairs,

(Personal Treppe, Escalier de Service)

d. Fntrance to Distinguished btrangers’' Box,

(Emgang zur Fuersten Loge,

Entrée de la Loge des Notabilités.)

PLAN, AREA.

Plan, Salle.

Edwm O Sachs ed:

25 0 z5 50

eirvinsae go TWAINERSOBTRA HOUSE DEVRUUTH Dri

Feet.

Metres

Richard Wagner, Otto Brueckwald.

10





VOLKSTHEATER, WORMS. THEATRE POPULAIRE, WORMS.

FRONT ELEVATION,

Vorder Ansicht. | Facade Principale.

A. Vestibule, (Vorhalle, Vestibule ) Y. Grand Stare ase, (Haupt Treppenhaus, Grand Escalier)

C. Lounge, (Erfrischungssaal, Foyer.) I. Fire Service, (Feuerwehr, Service des Pompiers )

D. Lobby, (Vorraum, Dégagement ) G. Police, (Polizei, Sergents de Ville.)

a. ITier Stairs, (IRang Treppe, Escalier des 17°) p. Box Office, (Kasse, Caisse.)

b. Box Stairs, (LogenTreppe, Escalier des Loges) 7.. Lavatory, (Retirade, Toilette )

PLAN, AREA

Crandriss, Saal. Plan, Salle.

Edwm O. Sachs ed:

ei ; 3 PEOPLES THEATRE, WORMS. fen aaa ; 2

| Otto March.





VOLKSTHEATER, WORMS. THEATRE POPULAIRE, WORMS.

A. Vestibule, (Vorhalle, Vestibule )

B. Hall, (Wartehalle Vestibule d'attente)

C. Lounge, (Frfrischungssaal Foyer)

D. Lobby, (Vorreum, Dégagement.)

F.. Grand Staircase, (Haupt Treppenhaus, Grand: Escalier)

F. Tre Service, (Feuerwehr, Service des Pompiers )

8. 1 Ter Stairs, (IRang Treppe, Escalier des fres) G. Pohce, (Pohzei, Sergents de Ville .) b Box Office, (Kasse, Caisse )

; : i) Ses s . Stage D (Biihmen Fa

hb Box Stairs, (Logen Treppe, Bscalier des Loges) H. Scene Store, (Codissen Magazin, Dépdt de decors) Ss. tage Door, nen es Tose]

A ea J. Dressmg Room, (Ankleideraum, Loge des Artistes ) y. Cloak Counter, (Kleiderablage, Vestiaire.)

: ’ a. PRIS .

Escaler de Service.) K. Chorus. (Saenger, Choristes.) z. Lavatory, (Retirade, Toilette.)

L. Organ,(Orgel, Orgues)

M. Chorus Room. (Chor Zimmer, Foyer des Choristes)

PLAN GROUND LEVEL | 1 a PLAN. I TIER.

Grundriss, Frd Geschoss. Plan, Rez de Chaussee. Grundriss, | Rang. Plan 1 Loges

Fdwm O. Sachs ed:

pa ae 2 _ PEOPLES THEATRE WORMS. 0 yr Ly

Feet. : a "Metres,

Otto March.





VOLKSTHEATER. WORMS

THEATRE POPULAIRE, WORMS.

2

TRANSVERSE. SECTION.

(uerzchuits, > Coupe Transversale.

LONGITUDINAL SECTION.

Laengsschnitt. Coupe Longitudinale.

Edwin O Sachs ed:

S

Feet.

P PEOPLES THEATRE, WORMS.

Otto March.

C Ear ere celeron a—

10





D'OYLY CARTES OPERNHAUS, LONDON

L OPERA DF M.D'OYLY CARTE LONDRES

A. Mam Entrance,

(Haupt Eingang, Grande Entrée )

B. Grand Vestibule,

(Vorhalle, Grand Vestibule)

C. Grand Staircase,

(Haupt Treppenhaus, Grand Escalier)

(Laden, Magasin)

a. Stalls Starrs,

(Parkett Treppe, Fscalier des Stalles.)

b. [Tier Stairs,

(TRang Treppe, Escalier des I%°¢)

g. Jl Ber Stas,

(II Rang Treppe, Escalier des 2%)

d. Ill Tier Stairs,

(II Rang Treppe, Escaher des Sass)

e. Fit Passage,

[Parterre Gang, Couloir du Parterre )

f. Private Box Stairs,

(Logen Treppe, Escalier des Loges )

G. General Management,

(Verwaltung, L'Administration )

H. Stage-door Keeper,

(Pfortner, Concierge duThéatre)

J. Green Room,

(Unterhaltungsraum, Foyer des Artistes.)

D. Lounge, K. Chorus Room,

(Erfrischungssaal, Foyer ) . (Chor Zimmer, Foyer des Choristes.)

FE. Logéia, : L. Stage Management,

(Offene Halle, Loggia ) |Regie, Direction de la Scene.)

F. Shop, M. Dressmg Room,

\Ankleideraum, Loge des Artistes )

¢. Service Starrs,

(Personal Treppe ,Escalier de Service .)

Ch Lift,

(Aufzug , Ascenseur.)

p. Box Office,

(Kasse, Caisse.)

s. dtage Door,

(Bithnen Emgang, Entrée du Théatre.)

w. Bar,

(Anrichtetisch , Buffet .)

z. Lawiory,

(Retairade , Toilette.)

Vorder Ansicht., FRONT ELEVATION. Fagade Principale.

TT rE en

'

TT ny

CL CA
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bo ——— a el

PLAN, AREA. PLAN, I TIER

Crundriss, Saal Plan, Salle. Grundriss, | Rang. Plan, | loges.

Edwin 0. Dachs ed: % o 5

Bommel x Zz —3 Fr

Tr, + DOYLY CARTES OPERA HOUSE, LONDON. . | : C5

25 EE

= | Metres.

Feet R.D Oyly Carte. TE .Collcult GC. .H Holloway.





D'OYLY CARTE'S OPERNHAUS, LONDON 1. OPERA DF M.D OYLY CARTE LONDRES

a Vl

Laengsschnitt, LONGITUDINAL SECTION. Coupe Longitudinale:

A. Saloon, (Erfrishungsraum, Restaurant.) D. General Management, (Verwaltmmg L Admmistration.) I. Ballet Room, (Tanz Saal, Foyer dela danse.)

B. Loggia, (Offene Halle, Loggia.)

rE Dressmg Room, (Ankleideraum, Loge des Artistes.) G. Wardrobe Room, (Kleiderkammer, Costumes )

II Ther otairs, (Il Rang Treppe, Escalier des 2%°) 2 Service Starrs, (Personal Treppe, Escaher de Service) h a (Anfzué, Ascenseur.)

II Ther Stairs, (0 Rang Treppe, Escalier des 3™2°)

eo

2

w. Bar (Anrichtetisch, Buffet.)

z. Lavatory (Retrade, Toilette )

5

Private Box Stairs, (Logen Treppe, Escalier des Loges)
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D
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n 3

A .

a Tee r

7

PLAN, Ii BIER, PLAN. 1] TIER

Grundriss, II Rang. Plan, 2" Logos, Grundriss, lll Rang. Plan, 3 loges,

Edwin O. Sachs ed:

] wn » 0 0 | 0 0

foo D'OYLY CARTES OPERA HOUSE, LONDON. i

BRD Ovly Carts, TE .Collowtt, GH Holloway





D'OYLY CARTES OPERNHAUS, LONDON

1L.OPERA DE MD OYIY CARTE LONDERES
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Vorder Anaieht. Finzelheiten
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PRONT -BEIFVATION. DETAILS.
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Facade Principale, Détails.

Fdwin 0. Sachs ed:

Feet,

10

—

DOL CARTES OPERA HOUSE LONDON.

9. LF Colleuit

1 0 it

Metres.





DALYS THEATER LONDON.

LF THEATRE DFE M DALY, LONDRES.

A Main Fntrance,

(Haupt Eingang,

Grande Fntree.

B. Grand Vestibule,

(Grosse Vorhalle,

Grand Vestibule)

C. Office

(Geschaeftsraum

Bureau.)

D. Saloon,

(Erfrischungsraum,

Restaurant:

LE. Dregging Room,

(Ankleideraum,

Loge des Artistes)

F. Scene Store,

(Coulis sen Magazin,

Dépdt des Decors)

Vorder Ansicht.

a. Stalls Stairs, (Parkett Treppe, Escalier des Stalles.)

b. Pit Stairs, (Parterre Treppe, Escalier du Parterre.)

4 Lounge Stairs, ( Treppe zum Frfrischungssaal, Escalier du Foyer.)

d. II Tier Stairs, (II Rang Treppe, Escalier des 2 des)

e. III Tier Stairs, (IIT Rang Treppe, Escalier des Buss)

IC rrr rrr rrr I TTT TTT TE)

1nnnnnnnannann

Jo

Juan tgubaugoL

or

444

Grundriss, Saal.

Ww

PLAN, AREA.

co

00

FRONT FLEVATION.

Lf Pass Smirs.{ Verbindungstreppe, Escalier de Communication.) S. Stage Door, (BGhnen Fingang, Entree du Theatre.)

w. Bar, (Anrichtetisch, Buffet.)

y. Cloak Room, (Kleiderabgabe, Vestiaire )

7. Lavatory, ( Retirade . Toilette.)

¢. Private Box Stairs, (Logen Treppe, Escalier des Loges.)

h. Service Stairs, (Personal Treppe, Fscalier de Service)

1. Lift, ( Aufrug, Ascenseur.)

p. Bax Office, (Kasse, Caisse.)

Fagade Principale.

Grundriss, 1 Rang.

G. Green Room,

( Unterhaltungsraum,

Foyer des Artistes.)

H. Heating Chamber,

(Heiz Kammer,

Chaufage.)

J. Bill Room,

(Anzeigen,

Affiches.)

K. Stores,

5 azin,

ep0 ]

L.. Stage Door Keeper,

( Pfoertner,

Concierge . du Theatre )

M. General Management,

(Verwaltung,

1 Administration.)

Plan, I" Loges

Edwin 0.9achs ed:

n) 0 0 20 30

Feet

5. 0 25 50

Feet

DALYS THEATRE LONDON.

Spenc er Chadwick.

0 5

Metres.

0 10

Metres.





DALYS THEATER, LONDON.

LF THEATRE DF M.DALY. LONDRES

A. Lounge, ( Erfrischungssaal, Foyer.)

B. I Tier Saloon, ( Erfrischungsraum zum II Rang, Restaurant des 2%)

C. I Tier Saloon, ( Erfrischungsraum zum III Rang, Restaurant des 3™%)

Lounge Stairs, ( Treppe zum Erfrischungssaal , E scalier du Foyer.)

. II Tier Stairs, ( II Rang Treppe, Escalier des 28%)

[Il Tier Stairs, ( III Rang Treppe, Escalier des ges

Pass Stairs, ( Verbindungstreppe , Escalier de Communication)

de

PLAN, I TIER.

Grundriss, 1I Rang. Plan, 2° Loges.

D. Smoking Room, (Rauchsaal, Famor.)

E Dressing Room, ( Ankleideraum, Loge des Artistes.)

F. Bath Room, ( Badezimmer, Bains.)

g. Private Box Stairs, (Togen Treppe, Escalier des Loges )

h Service Stairs, ( Personal Treppe, Escalier de Service.)

w. Bar, (Anrichtetisch, Buffet.)

z. Lavatory, ( Retirade, Toilette.)

LONGITUDINAL SECTION.

Laengsschmtt. Coupe Longitudinale
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TRANSVERSE SECTION. PLAN II TIER.

Querschnitt. Coupe Transversale. Grundriss, III Rang. Plan, 3 Lofes.

Edwin O Sachs ed:

2 : 0 z 50

Feet.

DALYS THEATRE, LONDON. Sesion] id

Metres.

Op encer Chadwick.





THENTRE de TRAFALGAR LONDRES.

“TRAFALGAR THEATER. LONDON.

Mam Entrance, (Heaupteingeng, Grande Entree |

B. Grand Vestibule, (Grosse Vorhalle, Grand Vestibule.)

C. Pit Entrance, (Parterre Emgeng, Entrée du Parterre)

D. II Ter Entrance, (Eingang Ill Rang, Entrée des 37s)

a. Stalls Starrs, (Parkett, Treppe, Kiscaher des Stalles.)

b. Pit Stairs, (Parterre Treppe, scaler du Parterre )

c. IITer Stairs, (Reg Treppe, Escaher des 2 des)

3

on

d. I Ter Stars, (II Rang Treppe, Escalier des dd

e. Service Stairs, (Personal Treppe, Escalier de Service)

PRONT

Vorder Ansicht.

FLEVATION.

FE. Dressing Room, (Anlkleideranm, Loge des Artistes.)

F.. Lounge, (Erfrischungssaal, Foyer.)

G. Loggia, (Offene Halle, Loggia.)

. Stores, (Magazin, Dépst.)

p. Box Office, (Kasse, Caisse)

s. Stage Door, (Buehnen Fingang, Fntrée du Théatre.)

Bar, (Avrichtetisch, Buffet)

y. Cloak Counter, (Keiderablage, Vestiaire))

z. Lavatory, (Retirade, Toilette.)

Fagade Prmcipale.
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LONGITUDINAL SECTION.

Laengsschmitt.

Coupe Longitudinale

tz

Grundriss, I Rang. Crundriss, II Rang. Plan, 2° Loges.

PLAN, I TIER. PLAN, AREA. PLAN. 11 TIFR.

Crundriss, Saal. Plan, Salle.

Fdwm O Sachs ed:

Yet 1 2 3 “ y br : ;

Feet. TRAFALGAR THEATRE LONDON, Metres. |

25 . 0 28 50 LI i cet ctas a 9 3

Feet. Walter Emden. Metres





GROSSES” THEATER, LONDON. ‘CRANT THEATRE. LONDRES.

Laengsschmtt,

Coupe Longitudimale

LONGITUDINAL. SECTION,

Mam Fntrance, (Haupt Fingang, Grande Entrée.)

Stalls & Tier Vestibule, (Parkett & [Rang Vorhalle, Vestibule des Stalles & des 17°°)

Pit Lobby, (Parterre Vorraum, Dégagement du Parterre.)

Passage, ( Gang, Couloir)

Dressmg Room, (Anklerderaum, Loge des Artistes)

General Management, (Verwaltung , 1. Administration.)

Stores, (Magazm, Dépét )

Saloon, (Erfrischungsraum, Restaurant.)

Pamt Room, (Maler Saal, Pemntres de Décors.)

cE eomEH Dog

Crundriss, 1 Rang.

a. Stalls Stairs, (Parkett Treppe, Eiscalier des Stalles.) Pin aols

Bb Pit Stairs, (Parterre Treppe, Escalier du Parterre.]

¢. [Tier Stairs, (IRang Treppe Escaler des 19°)

4 NTier Stairs, (TRang Treppe Escalier des 2 °°) PLAN, 1 TIER

Pass Starrs, (Verbindungs Treppe Escaker de C ommunication.)

5

Service Stairs, (Personal Treppe, Escaher de Service.)

CE IR Lr TT

0 1) SO VF PO 1 BL

rv yy ry Try rr rrr

Cyr ry rr rT ny Vr VT rT

p. Box Office (Kasse, Caisse) |

Stage Door, (Buehnen Eingang Entrée du Thedtre.) | | | |

w. Bar, (Anrichtetisch Buffet.)

7. Lavatory, (Retirade, Toilette.) Grundriss, Saal.

PLAN, ARPA

Fdwm O Sachs ed:

a ; ; ‘GRAND’ THEATRE. LONDON ee y

Feet. : Rien

Frank Matcham.





SPECIALITAETEN THEATER LONDON.

THEATRE DES VARIETES, LONDRES.

pe

Vorder Amnsicht. Fagade Prmoipale, Quersehmtt.

a.

A GrandVestibule, >

(Grosse Vorhalle, Grand Vestibule.)

B. Lobhy c.

4 (Vorraum Dégagement ) 1

C. Promenade, -

(Wandelgang Promenade) ini ;

D Stage Management, CLLLLLLIL) :

ARE Scene ) OR RR r

FE. DressmgRoom, A

(Ankleideraum, Loge des Artistes) EENENEERR RARER ER

FF. Scene Store, 0 ITTY >

(Coulissen Magazm, Dépot des Décors mh Fo TR ;

& Stores, TIT Corrs :

pagazinDépit) Cm
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PLAN, AREA.

Grundriss, Saal. Plan, Salle.
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FRONT ELEVATION. TRANSVERSE SECTION.

Coupe Transversale.

[Tier Stairs,

[Rang Treppe, Eseahier deg 1728 )

II Tier Stars,

[Rang Treppe, Escalier des fee]

[I Tier Stairs,

[Rang Treppe,Escalier des 3™°%)

V Tier Stairs,

(IVRang Treppe, Escalier des 42°)

Pass Stairs,

(Verbmdungs Treppe , Escalier de Communication)

Service Starrs,

[Personal Treppe, Escalier de Service)

Box Office,

Kasse, Caisse.)

Stage Door,

(Buehnen Fing ang Entree du Theatre)

Lavatory,

Retirade, Toilette.)

Fdwm 0 Sachs ed:

25 0 25 : 50

Feet .

: ALHAMBRA VARIETY THEATRE, LONDON.

John Parry FH Read.

10 0





SPECIALITAETEN THEATER LONDON,

THEATRE DES VARIETES LONDRES.

LY

(Wandelgang . Promenade.)

Dressing Room,

(Ankleideraum, Loge des Artistes)

Stores,

(Magazim, Depot)

A. Lounge,

(Erfrischungssaal, Foyer)

C. Promenade,

LONGITUDINAL, SECTION.

Laengsschmtt, Coupe Longitudmale.

PLAN, I TIER ;

Grundriss, 1 Rang. Plan, [ Loges.

1 Tier Stairs,

[Rang Treppe, Escalier des 17°)

I Ther Staars,

[IRang Treppe, Escalier des 2°)

Ther Stars,

([MRang Treppe Escalier des 32°)

IV Tier Stairs,

(IVRang Treppe, Escalier des 4™°3|

Pass Stairs,

(Verbmdungs Treppe, Escalier de Communication)

Service Starrs,

(Personal Treppe, Escalier de Service)

Bar,

(Anrichtetisch Buffet.)

Lavatory,

Retirade, Toilette.)

Fdwm O Sachs ed:

25

Feet.

z5

* ALHAMBRA VARIETY THEATRE. 1.ONDON.

John Perry F. HReed

0 : 0

Metres.

10





THEATER, WOLVERHAMPTON,

THEATRE, WOLVERHAMPTON.

"Paw

. Mam Vestibule, ( Grosse Vorhalle, Grand Vestibule.)

. Lounge, (Erfrischungssaal, Foyer.)

Loggia, ( Offene Halle, Loggia.)

Saloon, (Erfrischungsraum, Restaurant)

General Management, (Verwaltung, L'Admimistration)

PLAN, AREA.

Grundriss, Saal. Plan, Salle.

F. Shop, (Laden, Magasin.)

G. II Tier Lobby, (ITRang Vorhalle, Vestibule des 2%%)

B Stage Door Keeper, ( Pfoertner, Concierge du Théatre .)

J. Dressmg Room, (Ankleideraum, Loge des Artistes.)

K. Scene Store, ( Coulissen Magazin, Depot des Décors.)

PRONT FELEVATION

Vorder Ansicht. Fagade Prmcipzle.

PLAN, 1 TIER,

ls Grundriss, 1 Rang. Fign, 1" Lofes,

a. - Sotalls Stairs (Parkett Treppe, Fscalier des Stalles.) p. Box Office, (Kasse, Caisse.)

b. Pit Passage, (Parterre Gang, Couloir duParterre.) s. Stage Doar, (Buehnen Eingang, Entrée du Théatre )

c. lTier Stairs, (IRang Treppe, Escalier des 17°) y. Bar, (Anrichtetisch, Buffet.)

; ; | LONGITUDINAL SECTION.

d. Il Tier Stairs, (IlRang Treppe, Escalier des pen Z. Lavatory, ( Retirade, Toilette.)

; Laengsschnitt, Coupe Longitudmale.

e. Service Stairs, (Personal Treppe, Escalier de Service.) gsc P 8

Edwin O Sachs ed:

7 py 2 " 0 0 10

5 , z 2 GRAND THEATRE, WOILNVERTIAMEPTON. pt

Feet, eres.

C.J. Phipps.





SPECIALITAFETEN THEATER, MANCHESTER,

THEATRE DES VARIETES MANCHESTER.

A. GrandVestibule, (Crosse Vorhalle, Grand Vestibule.)

B. Promenade, (Wandelgang Promenade.) | RR Fone

\ MANG HE STER?>

A PALACE o/YARIZTIES

C. Refreshment Rooms, (Bierhalle Brasserie)

D. Lounge, (Erfrischungssaal Foyer

Wirder Ausioht Fagade Principale.

FRONT FLEVATION.

2. Stalls Stairs, (Parkett Treppe, Escalier des Stalles J

b. Pit Stairs, (Parterre Treppe, Escaher du Parterre.)

c. [Tier Stairs, (1Rang Treppe, Escalier des 178°)

d. II Tier Stairs, (IRang Treppe, Escalier des 2%)

e. oervice otaiwrs, (Personal Treppe, Escalier de Service.)

f.. Pass Staws, (Verbindungs Treppe, Fscalier de Communication)

p. Box Office, (Kasse, Caisse.)

z. Lavatory, (Retirade, Toilette.)

Grundriss, Erdgeschoss. Plan, Rez de Chaussee. Grundriss, 1 Rang.

PLAN, STREET LEVEL.

EB. Dressmg Room, (Ankleideraum Loge des Artistes)

CG Loggia, (OffeneHalle Loggia)

I GeneralMana gement, (Verwaltung, LL Admmistration)

H. Office, (Geshaeftsraum Bureau)

PLAN, 1 TIER.

Plan, 1 Loges.

Edwin 0. Sachs, ed.

- 3 PALACE VARIETY THEATRE, MANCHESTER.

Feet.

Alfred Darbyshire, F. Bennett Smith.

0

10

Metres.





SPECIALITAETEN THEATER, MANCHESTER.

THEATRE DES VARIETES, MANCHESTER,

a Stall Stairs, (Parkett Treppe, Escalier des Stalles.)

b. Pit Stairs, (Verbmndungs Treppe, :

Fscaher de Communication) C. Celler, (Keller, Caves )

LONGITUDINAL SECTION.

Laengsschmtt. Coupe Longitudimale.

A. Saloon (Frfrischungsranm, Restaurant )

z. Lavatory, (Retirade, Toilette )

F.. Dressmg Room, (Ankleideraum, Loge des Artistes)
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PLAN, AREA.

Grundriss, Saal. Plan. 3slle.

B. Stores, (Magazm, Dépét.) e. Service Stairs, (Personal Treppe, Escalier de Service.)

Fdwm 0. Sachs, ed.

Feet.

z5

? PALACE VARIETY THEATRE, MANCHESTER ©==

10

Alfred Darbyshire, F Bennett Smith.

Metres.





SPECIALITAETEN THEATER, BRISTOL.

THEATRE DES VARIETES, BRISTOL.

a.

b. I Tier Stairs, (Il Rang Treppe, Escalier des 2 4%)

Cc

d. Service Stairs, (Personal Treppe, Escalier de Service)

[Tier Stairs, (1Rang Treppe, Escalier des 173)

Pass Stairs, (Verbindungs Treppe, Fscalier de Communication )
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GCrundriss, Saal.
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PLAN, AREA.

Flan, Salle.

A. Stalls Entrance,

B. Pit Entrance,

CC. ITerEnirance,

p. Box Office, (Kasse, Caisse.)

S. Stage Door, (Buehnen Fingang, Entree du Théitre )

w. Bar, (Anrichtetisch, Buffet.)

z. Lavatory, (Retirade, Toilette.)

Z

FE

FE

rE

dy E

LORGITUDINAIL SECTION.

Q

oO

Laengsschmtt. Coupe Longitudmale.

D. General Management,

(Verwaltung , Administration)

FE. Dressing Room,

(Ankleideraum, Loge des Artistes)

F. Saloon,

(Erfrischung sraum Restaurant)

(Parkett Emgang, Entree des Stalles.)

[Parterre Emgang, Entrée du Parterre)

[Rang Emgang, Entrée des 17°°)

Haupt

3

nn

|

lL

LD

Hl ir

|

PRINCIPAL, FLEVATION.

Ansieht,

Fagade Principale.

Grundriss, I Rang.

PLAN, I TIER.

Plan, 1" Loges.

Edwm O Sachs ed:

50

Feet.

TMPIRE VARIETY THEATRE BRISTOL.

Oswald Wylson, Charles Long.





THEATER, AMSTERDAM. THEAT RE, AMSTERDAM.

| FRONT ELEVATION

Vorder Ansicht. Facade Principale.

| TRANSVERSE QECTION

Querschnitt. Coupe Transversale.

Fdwm O Sachs ed:

2% 2 » MUNICIPAL THEATRE, AMSTERDAM. Ee Som pi nd

= + + -. frp Ly t 1 : : Metres.

Jan. Sprmger





THEATER, AMSTERDAM. ; THEATRE, AMSTERDAM.

Seiten Ansicht. SIDE ELEVATION. Facade Laterale.

A. Mam Entrance, (Haupt Eingang, Grande Entrée. ) Kk Stage-door Keeper, ( Pfortner, Concierge du theatre.) a. Stalls & [Tier Stairs, (Parkett & IRang Treppe, Escalier des Stalles

B. Grand Vestibule, (Vorhalle, Grand Vestibule.) L.. Caretaker (Hausmeister, Concierge de administration) b. IITier Starrs, (I Rang Treppe, Escalier des 2%) SL

C. Hall, (Wandelhalle, Salle d' attente,) M. Store, (Magazin, Dépbt.) c. Il Ter Stairs, (IT Rang Treppe, Escalier des 3°)

D Labby, II & II Ter; (Vorhalle, II & [I Rang; Vestibule des nd d. Service Starrs, (Personal Treppe, Escalier de Service.)

E.. Office, (Geschaeftsraum, Bureau.) a. Lify (Aufzug, Ascenseur.)

F. Fre Service, (Feuerwehr, Service des Pompiers.) p. Box Office, (Kasse, Caisse)

G. Band Room, (Musiker, Musiciehs) 5. Stage Door, Buehnen Emgang, Fntrée du Theatre.)

H. General Management, (Verwalom$, I Admmistration.) z. Lavatory, (Retirade, Toilette.)

¥.

Stage Manag ement, (Regie, Direction de la sgéne.)

'

1

pt, te

1 '

' t

Lb

1

'

Lay

Crundriss, Erd Geschoss. PLAN, GROUND LEVEL. Plan, Rez de Chaussee.

Fdwm O Sachs ed:

tn 3 2 MUNICIPAL, THEATRE, AMSTERDAM. ess

o

Feet. Metres.

Jan. Sprmger.





THEATER, AMSTERDAM. THEATRE, AMSTERDAM.

Laengsschnitt. LONGITUDINAL SECTION. Coupe Longitudinale.

A Upper Hall (Vorraum, Avant Foyer) D . Scene Store, (Coulissen Magazin, Depdt des Decors)

B. Lounge, (Erfrischungssaal, Foyer) EF. . Dressing-room, (Ankleideraum Loge des Artistes.)

Ce Smokmg Room, (Rauchsaal, Fumoir) F'. Fire Service, (Feuerwehr, Service des Pormpiers)

a. 1 Her Stairs { [Rang Treppe, Escalier des {esd

bh 1 Ber Stairs (11 Rang Treppe, Escaher des 238%

¢ Ill Tier Starrs (III Rang Treppe, Escalier des 3™¢®

y Cloak-counter, (Kleiderablage, Vestiarre.)

_ d . Service Stairs, (Personal Treppe , Escalier de Service.)

z. Lavatory, (Retirade, Toilette.)

el)

vate

PLAN. I TIER. .

Grundriss, | Rang. Pan I-loges

Edwm O. Sachs ed:

: « MUNICIPAL THEATRE, AMSTERDAM . ie

Cie Feet, NNN De a Ee ne Metres,

Jan. Sprmger





THEATER, AMSTERDAM.

THEATRE, AMSTERDAM

B. Storage space, (Boden, Grenier.)

ciclo

Grundriss, [ll Rang.

Ww. Bar, (Anrichtetisch, Buffet.)

Z. Lavatory, ( Retirade, Toilette.)

Grundriss. 11 Rang.

PLAN 11 TIER.

A. Saloon, ( Erfrischungsraum, Foyer) D . Scene tore, (Coulissen Magazm, Depot des Decors)

EF. Dressing room, (Ankleideranm Loge des Artistes.)

£. Smokmg Room, (Rauchsaal, Fumo) F'. Fire Service, (Feuerwehr, Service des Pompiers)

PLAN. IT TIER

Pon 3 loges.

b. IlTher Stars, (II Rang Treppe, Escalier des 23)

c. I Tier Stairs, (IL Rang Treppe, Escalier des 37,

d. Service Stars, (Personal Treppe, Escalier de Service.)

Plan, 2 Loges.

Fdwmn O Sachs ed:

25

0 z5

50

MUNICIPAL THEATRE, AMSTERDAM.

Jan. Springer.

Metres.





THEATER, BRIISSE]L.

THEATRE BRUXELLES.
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Vorder Ansicht. FRONT TLEVATION,

3

. Grand Vestibule, (Vorhalle, Grand Vestibule.)

. Grand Staircase, (Haupt Treppenhaus, Grand Escalier.)

. Passage, (Gang, Couloir.)

. Lobby [ll & IV Tier, (VorhalleIl &IVRang, Vestibule des 3" et 4)

; Dressing Room, (Ankleideraum, Loge des Artistes.)

Stage-door Keeper, (Portner, Concierge du Theatre )

T

Fagade Principale.

. General Management, (Verwaltung, I Administration) MN

. tage Management, (Regie, Direction de la Scéne.) »

. Green Room, (Unterhaltungsraum, Foyer des Artistes)

. Store, (Magazin, Depot.)

Epc aomEoain>

. Fre Service, (Feuerwehr, Service des Pompiers )

- Stalls & Pit Stairs, (Parkett wHinter Parkett Treppe,

Fscaher du Parquet et Parterre)

. [Ther Stairs, (IRang Treppe, Escalier des 17°°) 7

. IITher Starrs, (IIRang Treppe, Escalier des 2%)

. Il'Ther Stairs, (ITRang Treppe, Fscalier des 329%)

. VTier Starrs, (IVRang Treppe, Escalier des 4™)

Dervice tars, (Personal Treppe, Escalier de Service.) N

fob)

Firemens Stairs, (Feuerwehr Treppe, Escalier des Pompiers )

Box Office, (Kasse, Caisse.)

Stage Door, (Bihnen Emgang, Entrée du Théatre )

Cloak Counter, (Kleiderablage, Vestiaire.)

Lavatory, (Retirade , Toilette)

Ne wv dgn the oo oo

PLAN, GROUND LEVEL. : -

Grundriss, rd Geschoss. Plan. Rez-de-Chaussee.

Grundriss, Saal

Plan, Salle

Edwm O Sachs ed:
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FLEMISH THEATEE, BRUSSELS. .
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THEATER, BRUSSEL. THEATRE, BRUXELLES.

00000 OOO 000
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TRANSVERSE SEO TION,

Querschnitt. Coupe Transversale.

A. Lounge, (Erfrischungssaal, Foyer.) B. Grand Staircase, (Haupt Treppenhaus, Grand Escalier.) C. Balcony, ( Balkon, Balcon.)

D. Supers’ Room, ( Statisten, Comparses.) Tr. Dressing Room, (Arkleideraum, Loge des Artistes.)

. [ll Ther Stairs, (IIRang Treppe, Escalier des 32%)

b. [Ter Stairs, (IRang Treppe, Escalier des 172%) ~~ c¢. ll Tier Stairs, (IIRang Treppe, Escalier des 2 %¢) :

. Firemens Stairs, (Feuerwehr Treppe , Escalier des Pompiers |

e . IVTer Stars, (IVRang Treppe, Escalier des 42%) f. Service Stairs, ( Personal Treppe, Escalier de Service.)

Ek. Tam Stairs, (Verbindungs Treppe, Escalier de Communication

06, P-

FLAN, 1 TIER,

Grundriss, I Rang. Pian, I Loges.

Fdwm O. Sachs ed:

1 : 0 0 20 ad : rt a

J Celene ge q Metres

’ 0 50 FLENMISH THEANTBE. BRUSSELS Tae

RT I Ray gor + i Metres.

Jean Baes.







THEATER CHRISTIANIA.

THEATRE CHRISTIANIA.

A. Mam Entrance (Hauptemngang, Grande Entrée.) J. Stoves | Magazin, Depot )

Scene Store, (Coulissen Magazin, Dépot des Decors.) Rr Yard (Hof, Cour)

BoxOffice,

(Kasse, Caisse.)

Stage Door,

(Buehnen Fmgang Entrée du Théatre)

Cloak Counter,

(Kleiderablage, Vestiaire )

z. * Lavatory

(Retirade, Toilette)

[Tier tars,

(IR ang Treppe, Escaher des jes)

Yh. Dhar Stairs,

(lMRang Treppe, F.scaher des 2 des )

c. Service Starrs,

(Personal Treppe,Escaher de Service.)

d. Pass Starrs,

{ Verbmndungs Treppe, scaler de

Communication.)

PLAN. I TIER,

Grundriss, | Rang. Plan, 7 loges. ; STAN. AREA

Grundriss, Saal. Plan, Salle.
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x 2 000

B. Goand Vestibule, (Vorhalle, Grand Vestibule ) K. Chorus, [Saenger Choristes.) {7 IE

a) eres

: ‘ . Nr a

C. Lob by, (Vorraum, Dégagement L. General Management (Ver waltung, LL Administration )

D. Lounge, (Erfraschungssaal Foyer) M. Pamt Room. (Maler Saal, Atelier de Pemtres-décorateurs.)

E Dressing Room, (Aukleideraum,L oge des Artistes.) N. Chorus Practice Room, | Musik Saal, Foyer des Choristes))

I

F StageD oorkeep er, (Pfoertner, Direction de la Scéne ) 0. Workshop, (Werkstatt, Atelier) GE a — Sm

G. . GreenRoom, ( Unterhaltungsraum, Foyer des Artistes.) P Balcony, (Balkon, Baleon )

-

®

0

nn

aad)

JR

"In

HR

y

om

II

——

Grundriss, II Rang.

FLAN, 11 TIER

Plan, 2 Loges.

>

-

5 I

Bb

i l

Ea

Fdwin O Sachs ed:

TE etioiiocd] x J NATIONAL THEATRE, CHRISTIANIA.

Feet.

Henry Bull.

10

Metres.







THEATER CHRISTIANIA. THEATRE CHRISTIANIA.

SIDE ELEVATION.

Seiten Ansicht. Facade Latérale.

NATIONAL THEATER

FRONT ELEVATION | | BACK ELEVATION.

Vorder Ansicht, | Fagade Principals, Minter Answcht. Facade Postérieur

Laengsschnitt. te Coupe Longitudinale

LONQITUDRIAL SECTION

Edwm O Sachs ed:

sti esa 3 NATIONAL THEATRE, CHRISTIANIA, Gs Rssvisiaiians »

Feet. P Metres.

Howry Dull





OPERNHAUS, STOCKHOLM. | OPFRA , STOCKHOLM.

‘Vorder Ansicht. FRONT ELEVATION. Fagads Prinupals.

Querschnitt. | TRANSVERSE. SECTION... ~ Coupe Transversale.

Fdwmn O Sachs ed:

i" ; a oc ACOURT OPERA HOUSE STOUKHOLN.

Feet A Anderberg | Me

0 0 10





OPERNHAUS, STOCKHOLM. OPERA , STOCKHOLM.

SIDE FLEVATION.

Sciten Anmcnt. ' Facade Latérale.

Fdwm O. Sachs ed: :

! " : COURT OPERA HOUSE, STOCKHOLM . : : ;

EG t 1 % 1 =F t i a mre T I 1 I I T re a 5

Feet, | A Andevberd





OPERNHAUS, STOCKHOLM. OPERA , STOCKHOLM.

f Fremens Stairs,

(Feuerwehr Treppe,

Escalier des Pompiers.)

p. Box Office,

a. Stall Stairs,

(Parkett Treppe,

Fscalier des Stalles)

b. 1 Ter Starrs,

(IRang Treppe, . (Kasse,

Escalier des I¥®®) Caisse.)

c. II Tier Stars, way,

(IIRang Treppe, (Anrichtetisch,

FEscalier des 2%%) Buffet )

d. III Tier Starrs, y. Cloak Counter,

(ITRang Treppe, (Klerderablage,

Escalier des 3°) Vestiaire)

e. Service Stairs, z. Lavatory,

(Personal Treppe, : (Retirade,

Escalier de Service.) Toilette.)

H. Ballet Room, ( Tanz Saal Foyer de la Danse)

J. Dressmg Room, (Aukleideraum Loge des Artistes.)

RK Stage Management, ( Regie, Direction de la Scene.)

L. Scene Store, ( Coulissen Magazin, Dépot des Décors.)

M. Store, (Magazin, Depdt )

N. Chorus Room, (Musik Saal, Foyer des Choristes.)

0. Terrace, (Altan, Terrace.)

A. Grand Vestibule, (Grosse Vorhalle , Grand-Vestibule.)

B. Grand Staircase, (Haupt Freppenhaus, Grand Escalier)

C. Lobby Ill Tier, (Vorhalle I Rang, Vestibule des 32°°)

D. Shop, (Laden, Magasin)

E.. Police, (Polizei, Sergents de Ville)

FF. Fre Service, (Feuerwehr, Service des Pompiers.)

G. Green Room, (Unterhaltungsraum, Foyer des Artistes )

Grundriss, Saal. PLAN, AREA. Plan, Salle.

Edwin O. Sachs ed:

Lvs 2 COURT OPERA HOUSE, STOCKHOLM. Lai 7

Feet. Metres,

A Andsrberg.





OPERNHAUS, STOCKHOLM. OPERA , STOCKHOLM.

b. 1 Ter Sans,

(IRang Treppe, .

Fscalier des 178)

¢. I fer Stars,

(II Rang Treppe,

FEscalier des 2%9)

d. II Ter Starrs,

\(llRang Treppe,

Escalier des 3™%)

e. Service Stairs,

(Personal Treppe,

Escalier de Service.)

y. Cloak Counter,

(Rleiderablage,

Vestiaire)

z. Lavatory,

(Retirade,

Toilette)

: Lounge, (Erfrischungssaal, Foyer.) G. Green Room, (Unterhaltungsraum, Foyer des Artistes.)

Grand Staircase, (Haupt Treppenhaus, Grand Escalier) H. Ballet Room, ( Tanz Saal, Foyer de la Danse )

. Lobby, (Vorraum, Dégagement .) J. Dressing Room, (Ankleideraum, Loge des Artistes)

K. Stage Management, (Regie, Direction de la Scene.)

L. Scene Store, ( Coulissen Magazin, Dépot des Decors.)

M. Store, (Magazin, Depdt.)

Balcony, (Balkon, Balcon)

General Management, (Verwaltung, L. Administration.)

HD ow

Mayor, (Birgermeister, Maire)

PLAN. 1 TIER

Grundriss, | Rang. Plan, I” Loges.

Fdwm 0. Sachs ed:

i x » COURT OPERA HOUSE, STOCKHOLM Els

Feet. tres.

A Anderberd

10





OPERNHAUS, STOCKHOLM. OPERA, STOCKHOLM.

LONGITUDINAL, SECTION.

Laengsschnitt. | Coupe Longitudinale

Edw O Sachs ed:

Lien! x s COURT OPERA HOUSE, STOCKHOLM. sam] 0

Feet. ae Metres.

A Anderberg.





THEATER, DDESDSA.

THEATRE . ODESSA.

a Ter Staws,

Fe tesppe Tonal st] fa ig

b. Ter Stars,

[TRang Trepne, Escaher des 29%)

c. IlTer Stars,

(IRang Treppe, Escalier des 37°

d. NN Ber Stairs, 0

(IVRang Treppe, Escalier des 4™°° |

ee 0

JJ L—3a

B=

in

0] e

)

1

'

J"

a

r=

A. Mam Fntrance, (Haupt Fingang, Grande Entrée.)

B. Carriage Fntrance, (Unterfahrt, Porte Cochiére )

C Grand Staircase, (Haupt Treppentiaus, Grand Fscalier.)

D Vestibule, (Vorhalle, Vestibule)

F.. Grand Vestibule, ( Grosse Vorhalle, Grand Vestibule )

I Lobbyll&IV Tier, (Vorhalle I&IVRang Vestibule des 322° & 42

Grundriss, Saal.

PI1.AN, AREA

S g,

el , Ve

I Lavatory,

(Retirade, Toilette )

J Ak ¢. Pass 3tairs,

(Verbmdungs Treppe,

Escaher de Communication |

NE Service Starrs

(Personal Treppe, Escalier de Service)

nN Cloak Counter

(Kle'derablage, Vestiaire .)

ann w-

G. Lobby, (Vorraum, Dégagement )

H. Chorus, ( Saenger, Choristes.)

J. Band Room, (Musiker, Musiciens)

K. Workshop, (Werkstatt, Atelier)

L. Scene Store, (Coulissen Magazin, Depot des Decors)

M. Stores, (MagazmDepét)

Plan Salle.

Edwm O Sachs ed:

25 0 25 50

Feet.

C x

MUNICIPAL, THEATRE ODEESA

Ferdinand Fellner, Hermann Helmer.

10 0 0:

+ :

ieee — re — xX IT I 1





THEATER, ODESSA,

THEATRE ODESSA.

b. IITierStairs, (Rang Treppe Escalier des 2988)

0

Vorder Ansicht,.

AL ounge, (F rfmschungssaal F oyer.) C

BB." Smo king Room, (Rauchsaal Fumoir.) D

Pass Stairs, (Verbindungs Treppe, Escalier de Commumcation) y.

] DE )

v7 r

na =

Z

d ®

c ®

(A)

®

[ J

3

®

c F

PLAN

Grundriss, II Rang.

FRONT ELEVATION,

Grand Staircase, (Haupt Treppenhaus, Grand Escalier.)

Balcony, (Balkon, Balcon)

TTer Starrs, (ITRang Treppe, Escalier des 3™¢°

Cloak Counter, (Kleider ablage, Vestiare )

il TIER

ro

Facade Principale.

Dres smgRo om, (Aukleideraum, Lo ge des Artistes.)

Ante Room, (Vorzimmer, Salon)

[VTier Starrs, (IVRang Treppe,Escaher des 49°]

Laval ory, (Retirade, Toilette)

C P x

i

°

z

@

d

Pan 2 Loges.

Edwm O Sachs ed:

2 0 25 50

Feet. :

Ferdinand Fellner,

Hermann Helmer.

MUNICIPAL THEATRE ODESSA.

10 0

Metres.





THEATER, ODESSA. THEATRE , ODESSA.

| Coupe Transversale.

Querschnitt TRANSVERSE SECTION. op

| ]

JE IE

a a. |

T

|

ao2® @

® ®&

Lae ES ae

lo |

iE? =

A RN 2 JT

dl |

mt oT

Ny

AO

RCO TIT CCC

RE TCL i

prITTIII CY

Lo

prez

6. Wher Staws,

(IRang Treppe Escalier des 3™2°)

d NTier Stas,

(VRang Treppe,Escaher des. 41°)

e. Pass Staws,

[Verbindungs Treppe, Fiscalier de Commumcation.)

y. Cloak Counter,

(Kleiderablage Vestiaire)

z. lavatory

(Retirade, Toilette.)

Lounge,

(Erfrischungssaal , Foyer)

Smoking Room,

[Rauchsaal, Fumoir)

P

Grand Staircase,

(Haupt Treppenhaus, Grand Escaher)

Loggia,

(Offene Halle, Loggia ) -

F.. DressmgRoom,

(Aukleideraum, Loge des Artistes

C2

©

Grundriss, III Rang. Plan, 3° Loges.

Fdwm O Sachs ed:

—. : ot » MUNICIPAL THEATRE, OLESEA Srna iit »

== 1 1 1

Feet “Metros,

Ferdinand Fellner, Hermann Helmer.





THEATER. ODESSA. THEATRE ODESSA.

DETAILS, GRAND STAIRCASE.

Finzelheiten, Haupt Treppenhaus. Détails, Grand Escalier

A. Lounge, (Erfrisch |

ge, \Erfrischungss aalFoyer) B. Smokmg Room, (Rauchs aal Fumorr) C. Grand Staircase, (Haupt Tr eppenhaus, Grand Escalier)

d. IVTher Starrs, (IVRang Treppe Escalier des 448) y. Cloak Counter, (Kleiderablage Vestiarre.)

Zs th avatory, (Retarade, Toilette )

VTIER.

Grundriss, IV Rang. Plan, 4 Loges.

0 ® 0

Edwm O. Sachs ed:

A 0 20 30 Si 0 5

MIINICIEAL, THEATRT. ODESZA. Lon |

Elst - itisisnanie 3 oy

Feet Ferdinand Fellner, Hermann Helmer. "Metres i





THEATER. ODESSA. : | | THEATRE . ODESSA.

LONGITUDINAL, SECTION,

Laengsschnitt. ~~ Coupe Longitudinale.

Edwin O. Sachs ed:

ti iit Gi 5 MUNICIPAL, THEATRE ODESSA | fran 0

Feet. “Metres,

Ferdinand Fellner, Hermann Helmer.





THEATER, TIFLIS

THEATRE, TIFLIS.

IT @

H

no

MERRY YT Swi

3 4 5 6 7 8 9 10 aot

Vorder Ansicht.

PRONT PLEVATION.

Fagads Principals.

Edw O. Sachs ed:

+ 3

Err rrr

20

30

THEATRE. TIFLLIS. RN

Victor Schroster.

To

Metres.



5

ily

Xe

a

>

>



THEATER, TIFLIS

THEATRE. TIFLIS

Querschnitt,

A. Main Entrance ( Hawipteingang | Grande Entree.)

B. Grand Vestibule, (Grosse Vorhalle, Grand Vestibule)

C. Grand Staircase, (Haupt Treppenhaus, Grand Escalier)

fr

FE.

G.

TEANSVY RSE SWC TION

Coupe Transversale.

Lobby, ( Vorraum, Dégagement, )

: Managers Box, ( Regie Loge, Loge duRsgisseur) M. Scene Store, (Coulisgen Magazin, Depot des Decors)

Police, ( Polizer, Sergents de Ville)

Dressing Room, (Aukleideranm, Loge des Artistes) N. Chorus Room, (Musik Saal, Foyer des Choristes )

Green Room, (Unterhaltungsranm, Foyer des Artistes) O. Ballet Room, (Tang Saal, Foyer de la Danse)

Stores, (Magazin +B €pot.

Treasury, ( Hauptkasse, Bureau des Comptes.)

Office, ( Geschaefisranm, Bureau)

1

a. Stall Stairs, ( Parkett Treppe, Escalier des Stalles) d. Private Box Stairs,( Logen Treppe, Escalier des Loges) p. Box Office, (Kasse, Caisse.)

b. 1! Ter Suirsti Rang Treppe, Escalier des 2 des) a WV Ter Stairs. IV Rang Treppe, Escalier des 4 ™¢°) Vv. Cloak Counter, ( Kleiderablage, Vestiaire)

¢. MY Ter Stairs, Wt Rang Treppe, Escalier des 3™¢) f Service ( Dienst, Service.)

Grundriss, | Rang.

7. Lavatory ,(Retirade , Toilette.)

FLAN, 1 TIER,

Plan, | Loges,

Fdwm O Sachs ed:

25

Feet.

z5

50

THEATHE. TI IC nap

Victor Schroeter.



SRN Sh ase

=

Ss



THEATER, TIFLIS.

THEATRE TIFLIS

To

Querschnmtt.

(Treppenhaus.)

Main Entrance, ( Hanpteingang Grande Entrée.)

. Grand Vesubule, ( Grosse Vorhalle, Grand. Vestibule) D

E.

II Tier Stairs. Rang Treppe, Escalier des 2 9°) d.

[ll Tier Stairs. (Ill Rang Treppe, Escalier des 32%) e

Grundriss, lI Rang.

TRANSVERSE SECTION.

(Staircase.

Coupe Transversale.

(Fscalier)

Grand Staircase, ( Haupt Treppenhaus, Grand Escalier,) J Dressing Room, ( Aukleideraum , Loge des Artistes)

Saloon Frfiischungsraum, Restaurant.)

Loggia ( Offene Halle, Loggia.)

Private Box Stairs ( Logen Treppe, Escalier des Loges)

[V Tier Stairs, (IV Rang Treppe, Escalier des 47)

O

0 oo

ofoojooloofooloY=Fto ©

oJooloofoofo ole

oO

QoJoola

°ofs

00

000

SSF 0

0 a

1 TIER.

Pl.AN,

M. Scene Store ( Coulissen Magazin, Depot des Decors.)

f Service(Dienst , Service)

z. Lavatory, ( Retirade, Toilette.)

Plan, 2 Loges.

Fdwm O Sachs ed

25 50

Feet

THEATRE, TELLS

Victor Schroeter

Metres

10





THEATER, TIFLIS.

THEATRE. TIFLIS.

La engs gohnitt.

Rh

LONGITUDINAL SECTION.

B

ey od ert eee eat 1

I

xX

0

J

Coupe Lonéitudinale

Edwm O. Sachs ed:

20

30

+ +

EX rx td

THEATRE, TH LIS.

Victor Schroeter.



ato apie on

8s iemiints hin



OPERNHAUS, ‘87 PETERSBURG (FENTWURFE)

OPFRA ST PETERSBOURG (PROJET)

Vorder Ansicht

frereeee

FRONT FLEVATION

Facade Prmeipale.

Fdwm O Sachs ed:

25

z5

50

Feet.

PROPOSED COURT OPERA HOLIBE ST. DETEHSELRD

Victor Schroeter

Photo Lithopraphed & Printed by James Akerman, 6,Queen

10

Square

W.C

15

Metres.





OCPERNHALIS, 87 PETERSBURC. [ENTWURF)

OPERA ST! PETERSBOURG, (PROJET)

EVES)

Hinter Anzicht

BACK ELEVATION. Facade Postérieur

2

Fdwm O. Sachs ed:

Feet.

PROPOSED COURT OFFRA HILISE, 2° PETER IRE

Victor Schrostsy

10

Photo Lithographed &Frintedby James Akerman, 6 Queen Square W.C

Metres.

5







OPERNHAUS. 87 PETERSBURG. (ENTWURFE)

/

2

OPFRA ST! PETERSBOURG, (PROJET)

A. State Entrance. (Gel Emgang, Fntrée d honneur ) \Y% Ki. Swre. (Magazmn, Dépot)

B. State Staircase, (Grosse Feststiege, Escelier d'homeur)

1. Wig Room, (Perriicken Kammer, Perruques)

C. Grand Vestibule, (Grosse Vorhalle, Grande Vestibule.) M. Armour Room (Ristungs Kammer, Salle darme s)

D. Vestibule, (Vorhalle Vestibule ) : N. Dressmg Room. (Arldleideraum, Loge des Artistes.)

=]

Lobby. (Werte halle, Vestibule d attente ) 0. Stage Memagement (Regie Direction de la scene.)

FT

F. Grand Staircase. (Haupt Treppenhaus, Grand Escahier) P Engmeer. (Maschinen meister, Ingenieur.)

G. Saloon, (Erfrischungsraum, Restaurant.) Q. Scene Store. (Coulissen Magazin, Dépst des Decors.)

H. Lord Chamberlam, (Hof Marschall Mimstre dela Cour ) R. Theatre Library (Theater Bibliotek, Bibhotheque du Theétre,)

J. Green Room. (Unterheltungsraum, Foyer des Artistes.)

S. Grand Stand. (Tribine, Arnpithéatre.)

a. | Tier Stars, (I Reng Treppe, Fiscaler des [ree] f. Museum Stairs, (Treppe zu den Sammlungen, Escelier du Musée.)

c. ll Tier Stairs, (III Rang Treppe, Escaher des gmes) Pp: Box Office, (Kasse Caisse)

d. IV Tier Stairs, (IV Rang Treppe, Eiscaher des 4p) y. Cloak Counter, (Kleidersblage, Vestiaire.)

e. Service Stairs, (Personal Treppe, Escaher de Service.) Z Lavatory, ( Retirade, Toilette.)

a ¥ PLAN

Crondriss. Saal;

PhotoLithographed & Printed by James Akerman, 6, Queen Square, W.C

FEdwm O Sachs ed:

pe a : ’ PROPOSED COURT OPERA HOUSE, St PETERSBURG . : :

Feet SE “Mitros.

| Victor Schroeter







OPERNHAUS, ST PETERSBURG. (ENTWURF) OPERA, ST PETERSBOURG (PROJET)

A. Hall, (Wanddhalle, Avant Foyer) J. Ballet Room, ( Ballet Saal, Foyer du Ballet.)

B. State Starcas 6, (Grosse Feststiege, Eiscalier d'honneur) Lk Stage Bar, (Buehmen Buffet, Buffet du Theatre.)

C. Logga, (Offeme Halle, Loggia.) L. Chorus Room, (Musik Saal, Foyer des Choristes.)

D. Saloon, (Brfrischungsraum, Restaurant.) M. Wardrobe Room, (leider Kammer, Costumes.)

E. Lounge, N. Dressmg Room,

(Arideideraum Loge des Artistes.)

(Erfrischungssasl, Foyer.)

F. Grand Staircase,

Q, Scene Store,

(Heat Treppenhaus, Grand Escalier) (Coubissen Magazm, Déptt des Decors.)

G. Smokmng Room, R. Museum,

(Rauch Zimmer, Fumotr) (Samslungen, Musée. )

H. Lord Chamberlam,

(Hof Marschall, Mimstre dela Cour.)

b. II Tier Stairs, (I Rang Treppe, Escalier des 2d)

¢. Tf Bap Stairs, (III Rang Treppe, Escalier des gmes) f. Museum Stairs, (Treppe zu den Sammlungen , Escaher duMusée)

d. IV Tier Stairs, (IVRang Treppe, Escaher des gues) y. Cloak Counter, (Bleiderablage, Vestinire.)

3 . ( i ; . ; 1 1

e. Service Stairs, | Personal Treppe, Escaher de Service.) Lavatory, (Retirade, Tollette.)

Grundriss, | Rang. Pian. 1. Loges.

Edwm 0. Sachs ed: Photo Lithographed & Printed by James Akerman, 6, Queen Square, W.C

: ; : a PROPOSED COURT OPERA HOUSE, S* PETERSBURG. Se ;

— : mm + t A Metres.

Victor Schroeter







CPERNHALIS. SF PETERSBURG. [ENTWURE |

URF) | OPERA St PETERSBOURG. (PROJET)

LONGITUDINAL SECTION.

Laengsschmitt. | | | Coupe Longitudinale.

graphed &Printed by James Akerman, 6, Queen Square, W. GC

Fdwm O Sachs ed:

el . : ; | | PROPOSED COURT OPERA HOUSE ST PETERSBURG. | a

Tt

Victor Schroeter













WHERE

C037543293



]

¢

| %

i v

}

9 |

1 pg

|

i

y |

1

| L

1

|

)

:

bs

4 i

y i

B 3

| I 5

k

u

®

I i

| ¥ i

| §

&

¥ 1

k

£

I .

, fl 9

| k E:

| ;

i

K gi

k

K

| .

b 1

i ;

{

|

} |

i

: §

;

i

f

b

}

|

¥

{

i

F

§

¥

4

¥

i

t

i

i

5

4

Ye

§ oi

§ gi

r 3h

(F 24h

8 4

¢ i

§ 2 of

Hg

” £ b Hi

} ¥ a

§ pr

th A

1 pis

Ha

B $ Ale

i pb

3 MH

Ex

k f

E 3

i a

i i

: w g. A E

8 bi

E 4h

hie

hi

4

¥ is i

Seri

Gah

hs

% if

Aly

po)

ee

ot hie

Gd

A

i

a i

o

PS

: A

] : §

: ud

ike

pity

ig

4 |

$ b nih

k i

! (

;

1

3

|

d

.

Eo

A |

"w )

. & A

3

i io


