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NOTE TO VOLUME [1]

NVC the issue of the present Volume, which includes three Supplements, my work, ‘ Modern Opera Houses and

/ Theatres,” sees its completion. Though I have, no doubt, a feeling of satisfaction in concluding this contribution

to architectural literature and illustration on a subject which I hold has a very great future, it is not without

regret that I terminate what has been a most congenial occupation for my leisure hours during the past eight years. The

devotion of the time spared from the claims of professional practice to the study of the particular class of building with

which I am associated, combined the pleasures of relaxation with the agreeable thought that my work might serve as a

medium of advice to those directly or indirectly connected with the housing of the drama. The many days spent in the

company of some of the great masters whose playhouses are here dealt with, the interchange of views and experiences with

experts and others both at home and abroad, besides being most instructive were in the highest degree enjoyable.

Though this concluding volume embraces much beyond what was originally intended, and the whole work aims at

greater comprehensiveness, yet much of value is necessarily left unsaid and unillustrated. I had to choose between writing

a text-book, or a generally descriptive treatise, and in attempting the latter, I have excluded detailed explanations and

records, except with regard to the three important questions treated in the Supplements. It was not my intention to address

myself only to the architectural expert, but also to the actor, theatre manager, lessee, public official, critic and playgoer.

Anything, therefore, other than a wide treatment of the subject would have been out of place, save in the few instances

where matters of an essentially technical character had to be considered. My Supplement on ‘Stage Construction’ is

intended to be more technical than my Treatise on Theatre Planning, whilst those on Theatre Fires and Legislation aim

simply at recording stern, even if sometimes unpalatable, facts. Elsewhere, however, I have attempted to appeal to all those

whose varying interests centre around the drama, while avoiding the technical phraseology that often irritates the layman.

As was only to be expected in a work of this description, I have had to close individual sections at different times.

Thus, whilst my Treatise was finished only a few weeks before publication, the Supplement on Theatre Fires was concluded

in June 18y7, when'1 made some of the statistics public after the sad fire of last year at ‘the Charity Bazaar, Paris. My

Supplement on Stage Construction was ended in June 1898, when, owing to the particular interest accorded at the moment

to questions of stage machinery, I issued some copies separately. Supplement III, on Theatre Legislation, was in the

printer's hands last August. It may be remembered that Volume I. appeared in May 1896, and Volume II. in July 1897.

Thus the actual publication of ‘ Modern Opera Houses and Theatres’ has been spread over three years. As I have already

remarked, this involved many changes, both in the programme of the work and the personnel of those who have assisted

me in the fulfilment of my task; but I trust that, speaking generally, the more comprehensive character of the volumes as

compared with what was first promised will meet with approval. |

To the names of those who have particularly helped me in the preparation of this book, mentioned in the Preface

of the first Volume, I would add that of Ewan Campbell, whose untiring efforts in the general arrangement and in the

revision of both illustrations and text have materially facilitated its completion. I also desire to express my appreciation of

the careful printing of the letterpress by William Clowes and Sons, under the resourceful supervision of C. B. Coupland.

As a last word 1 would again express my great indebtedness to all who have helped me directly and indirectly, not

forgetting the original subscribers who encouraged me with their confidence when the work was in its initial stage.

EO. S

11 WATERLOO PLACE, PALL MALL, LONDON, SW,

October 29th, 1898.
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SCENIUM; VIEW OF AUDITORIUM FROM PROSCENIUM,

PEOPLE'S THEATRE, VIENNA,

VIEW OF AUDITORIUM.

MUNICIPAL THEATRE, SALZBURG.

VIEW OF AUDITORIUM.

CRITERION’ THEATRE: LONDON.

VIEW OF AUDITORIUM.

SKELETON PLANS OF AUDUTORICM.

EXAMPLES FROM VOI UME 1.

COURT THEATRE, VIENNA; NATIONAL OPERA HOUSE,

BUDA-PESTH ; ‘GERMAN’ THEATRE, PRAGUE; ‘NEW’

THEATRE, BERLIN: ‘LINDEN’ VARIETY THEATRE,

BERLIN; COURT OPERA HOUSE, DRESDEN; MUNI-

CIPAL THEATRE, HALLE; ‘WAGNER’ OPERA HOUSE,

BAYREUTH; PEOPLE'S THEATRE, WORMS; DOYLY

CARTE'S OPERA HOUSE, LONDON; DALY'S THEATRE,

LONDON ; ‘TRAFALGAR’ THEATRE, LONDON ; ‘PALACE’

VARIETY THEATRE, MANCHESTER; ‘EMPIRE’ VARIETY

THEATRE, BRISTOL; MUNICIPAL THEATRE, AMSTER-

DAM; ‘FLEMISH’ THEATRE, BRUSSELS; NATIONAL

THEATEE, CHRISTIANIA; COURT OPERA HOUSE,

STOCKHOLM ; PROPOSED COURT OPERA HOUSE, ST.

PETERSBURG; MUNICIPAL THEATRE, ODESSA; MUNI-

CIPAL THEATRE, TIFLIS:

EXAMPLES FROM VOLUME ‘11,

COURT OPERA HOUSE, VIENNA ; ‘RAIMUND’ THEATRE,

VIENNA ; CZECH NATIONAL THEATRE, PRAGUE; MUNI-

CIPAL THEATRE, SALZBURG; MUNICIPAL THEATRE,

LAIBACH; NATIONAL OPERA HOUSE, PARIS; NATIONAL

OPERA COMIQUE, PARIS; ‘EDEN’ VARIETY THEATRE,

PARIS; ‘LESSING’ THEATRE, BERLIN; MUNICIPAL

OPERA HOUSE, FRANKFORT; MUNICIPAL THEATRE,

ESSEN; MUNICIPAL THEATRE, ROSTOCK ; MUNICIPAL

THEATRE, BROMBERG; ' ‘HER MAJESTY’S’ THEATRE,

LONDON; ‘LYRIC’ THEATRE, LONDON: <“GARRICK’

THEATRE, LONDON; ‘EMPIRE’ VARIETY THEATRE,

LONDON: ‘OXFORD’ VARIETY THEATRE, LONDON:

‘GRAND’ THEATRE, LEEDS; ‘NEW’ THEATRE, CAM-

BRIDGE; MEMORIAL. THEATRE, STRATFORD-ON-

AVON; NATIONAL THEATRE, ATHENS; MUNICIPAL

THEATRE, ROTTERDAM: - MUNICIPAL THEATRE,

PALERMO; ‘LIRICO’ THEATRE, MILAN; PEOPLE'S

THEATRE, TURIN; NATIONAL THEATRE, BUCHAREST;

MUNICIPAL THEATRE, BILBAO; MUNICIPAL THEATRE,

GENEVA; MUNICIPAL THEATRE, ZURICH.

OTHER EXAMPLES.

PEOPLE'S THEATRE BUDA-PESTH; MUNICIPAL

THEATRE, FIUME; MUNICIPAL THEATRE, PRESSBURG ;

MUNICIPAL THEATRE, BRUNN; ‘RENAISSANCE’

THEATRE, PARIS; MUNICIPAL THEATRE, ANGERS;

THEATRE, MONTPELLIER; THEATRE ST 16;

COURT THEATRE, WIESBADEN; COURT THEATRE,

SCHWERIN: MUNICIPAL. THEATRE CARLSBAD;

MUNICIPAL THEATRE, AUGSBURG; ‘HAYMARKET

THEATRE, LONDON; ‘CRITERION’ THEATRE, LONDON ;

ARRANGEMENT.

SKELETON PLANS OF AUDITORIUM-—contd

OTHER EXAMPLES—continucd.

*SHAFTESBURY! THEATRE, LONDON: ‘EMPIRE’

VARIETY THEATRE, EDINBURGH ; THEATRE, PAISI.EY;

*NEW’ THEATRE, CHELTENHOAM: THEATRE, I.IN-

COIN; THEATRE, ST. HELEN'S; ‘PRINCE OF WALES”

THEATRE 1L.ONDON; ‘DAL VERME’ THEATRE MILAN;

sFILODRAMMATICO’ THEATRE, MILAN; ‘MANZONI’

THEATRE, TURIN; MUNICIPAL THEATRE, - NI1JNI-

NOVGOROD : MUNICIPAI. THEATRE, IRKUTSK: TEM-

PORARY THEATRES, RUSSIA.

SERELETON SECTIONS OF AUDITORIUM.

EXAMPLES FYROM VOLUME 1.

COURT THEATRE, VIENNA; NATIONAL OPERA HOUSE,

BUDA-PESTH; ‘GERMAN’ THEATRE, PRAGUE; ‘NEW’

THEATRE, BERLIN; LINDEN’ VARIETY THEATRE,

BERLIN; COURT OPERA HOUSE, DRESDEN; MUNI-

CIPAL THEATRE, HALLE; ‘WAGNER’ OPERA HOUSE,

BAYREUTH; PEOPLE'S THEATRE, WORMS; DOYLY

CARTES OPERA HOUSE, LONDON; DALY'S THEATRE,

LONDON; ‘TRAFALGAR: TREATRE, LONDON;

‘GRAND’ THEATRE, ISLINGTON ; ‘ALHAMBRA’ VARIETY

THEATRE, LONDON; ‘PALACE’ VARIETY THEATRE,

MANCHESTER ; ‘GRAND’ THEATRE, WOLVERHAMPTON ;

«EMPIRE’ VARIETY THEATRE, BRISTOL; ‘FLEMISH’

THEATRE, BRUSSELS; NATIONAL THEATRE, CHRIS

TIANIA; COURT OPERA HOUSE STOCKHOLM;

PROPOSED COURT OPERA HOUSE, ST. PETERSBURG;

MUNICIPAL THEATRE, ODESSA; MUNICIPAL THEATRE,

TIFLIS. ;

EXAMPLES FROM VOLUME 11

*RAIMUND’ THEATRE, VIENNA; CZECH NATIONAL

THEATRE, PRAGUE ;. MUNICIPAL THEATRE, LAIBACH;

MUNICIPAL THEATRE, SALZBURG; NATIONAL OPERA

HOUSE, PARIS: ‘EDEN’ VARIETY THEATRE, PARIS:

‘LESSING’ THEATRE, BERLIN; MUNICIPAL OPERA

HOUSE, FRANKFORT ; MUNICIPAL THEATRE, ROSTOCK;

MUNICIPAL THEATRE, BROMBERG; ‘HER MAJESTY'S’

THEATRE, LONDON: LYRIC’ THEATRE LONDON:

‘GARRICK’ THEATRE, LONDON: ‘EMPIRE’ VARIETY

THEATRE, LONDON; ‘OXFORD’ VARIETY TBEATRE,

LONDON; ‘GRAND’ THEATRE, LEEDS; SHAKESPEARE

MEMORIAL THEATRE, STRATFORD-ON-AVON; ‘NEW’

THEATRE, CAMBRIDGE ; NATIONAL THEATRE, ATHENS;

MUNICIPAL | THEATRE, ROTTERDAM: MUNICIPAL

THEATRE, PALERMO; *‘LIRICO’ THEATRE, MILAN;

CASING: THEATRE, MONTE CARLO: NATIONAL

THEATRE, BUCHAREST: MUNICIPAL, THEATRE, BIL.

BAO; MUNICIPAL THEATRE, GENEVA; MUNICIPAL

THEATRE, ZURICH.

EXAMPLES OF BOX-FRONT. LINES

DIAGRAMS OF BOX-FRONT LINES.

COURT THEATRE, VIENNA; NATIONAL OPERA HOUSE,

PARIS; MUNICIPAL THEATRE, RHEIMS; MUNICIPAL

THEATRE, ANGERS: MUNICIPAL THEATRE, MONT-

PELLIER; .«NEW® THEATRE BERLIN; “LINDEN”

VARIETY THEATRE, BERLIN; ‘CONCORDIA’ VA.

RIETY THEATRE, BERLIN; MUNICIPAL THEATRE,

HALLE; DOYLY CARTES OPERA HOUSE, LONDON;



AUDITORIUM ARRANGEMENT —cntinued.

EXAMPLES OF BOX-FRONT LINES.—contd.

DIAGRAMS OF BOX-FRONT LINES—continucd.

‘HER MAJESTY'S’ THEATRE, LONDON: DALY'S

THEATRE, LONDON; ‘LYRIC’ THEATRE, LONDON;

‘EMPIRE’ VARIETY THEATRE, EDINBURGH; ‘PALACE’

VARIETY THEATRE, MANCHESTER; SHAKESPEARE

MEMORIAL THEATRE, STRATFORD-ON-AVON ; THEATRE,

ST. HELEN'S; PEOPLE'S THEATRE, TURIN; NATIONAL

OPERA HOUSE, STOCKHOLM ; ST. MICHAEL'S THEATRE,

ST. PETERSBURG.

RELATIVE POSITIONS OF BOX-FRONT .LINES.

«LINDEN? VARIETY THEATRE, BERLIN: MUNICIPAL

OPERA HOUSE, FRANKFORT; DIOYLY CARTES OPERA

HOUSE, LORDON; ‘OXFORD’ VARIETY THEATRE,

LONDON; MUNICIPAL THEATRE, AMSTERDAM; MUNI-

CIPAL TREATRE, ‘ROTTERDAM,

ALTERATION IN BOX-FRONT LINES,

COURT THEATRE, VIENNA.

EXAMPLES OF ORCHESTRAS.

TYPES OF ORCHESTRA LINES.

DIAGRAMS.

PLANS ARD SECTIONS OF ORCHESTRA WELLS.

‘RAIMUND’ ‘THEATRE, VIENNA; CZECH NATIONAL

THEATRE, PRAGUE: NATIONAL OPERA HOUSE, PARIS:

*LINDEN' VARIETY THEATRE, BERLIN: COURT OPERA

HOUSE, DRESDEN" MUNICIPAL THEATRE ESSEN:

*WAGNER' OPERA HOUSE BAYREUTH: ‘TRAFALGAR’

THEATRE, LONDON: MUNICIPAL THEATRE, BIIL.BAO,

COURT THEATRE, WIESBADEN.

MOVABLE Fl1.OOR, PLAN AND SECTIONS.

EXAMPLES OF PROSCENIUM OPENINGS,

ELEVATIONS OF PROSCENIUM FRAMES,

COURT THEATRE, VIENNA; COURT OPERA HOUSE,

VIENNA: -‘RAIMUND’ THEATRE, VIENNA; CZECH

NATIONAL THEATRE, PRAGUE; MUNICIPAL THEATRE,

LAIBACH ; NATIONAL OPERA HOUSE, PARIS; ‘LINDEN’

VARIETY THEATRE, BERLIN; MUNICIPAL . OPERA

HOUSE, FRANKFORT; MUNICIPAL THEATRE, HALLE;

DALY'S THEATRE, LONDON; ‘ALHAMBRA’ VARIETY

THEATRE, LONDON; ‘OXFORD’ VARIETY THEATRE,

LONDON; MUNICIPAL THEATRE, AMSTERDAM;

PEOPLE'S THEATRE, TURIN; COURT OPERA HOUSE,

STOCKHOLM; MUNICIPAL THEATRE, TIFLIS; MUNI-

CIPAL THEATRE, ZURICH.

VIEWS OF PROSCENIUM FRAMES,

‘HER MAJESTY'S’ THEATRE, LONDON; MUNICIPAL

THEATRE, BROMBERG; ‘FLEMISH’ THEATRE, BRUSSELS,

VIEWS OF PROSCENIUM CORNERS.

‘GERMAN’ THEATRE, VIENNA; ‘EMPIRE’ VARIETY

THEATRE, BRISTOL ; ‘NEW’ THEATRE, BERLIN; *FILO-

DRAMMATICO’ THEATRE, MILAN.

COURT THEATRE, VIENNA,

VIEWS OF PROSCENIUM BOXES.

EXAMPLES OF CEILINGS,

PLANS OF CEILING ARRANGEMENT.

COURT THEATRE, VIENNA; COURT OPERA HOUSE,’

VIENNA; CZECH NATIONAL THEATRE, PRAGUE;

‘LESSING’ THEATRE, BERLIN; COURT OPERA HOUSE,

DRESDEN ; MUNICIPAL THEATRE, AMSTERDAM ; MUNI-

CIPAL THEATRE, GENEVA.

CHANDELIERS AND .LUSTRES.

COURT THEATRE. VIEXNA;: COURT OPERA HOUSE,

VIENNA; CZECH NATIONAL, THEATRE, PRAGUL

MUNICIPAL THEATRE, HALLE; MUNICIPAL THEATRE,

BROMBERG.

COMMUNICATION.

EXAMPLES OF STAIRCASES

TYPES OF: STAIRS,

DIAGRAMS.

NATIONAL OPERA HOUSE, BUDA-PESTH.

PLAN, ENTRANCE LEVEL; PLAN, FIRST TIER LEVEL.

GERMAN’ THEATRE, PRAGUE.

PLAN, ENTRANCE. LEVEL.

NATIONAL OPERA HOUSE PARIS...

PLAN, FIRST TIER LEVEL

NATIONAL OPERA COMIQUE, PARIS.

PLAN, ENTRANCE LEVEL "PLAN: FIRST: TIER ‘LEVEL.

MUNICIPAL OPERA HOUSE, FRANKFORT.

PLAN, ENTRANCE LEVEL; PLAN, FIRST TIER LEVEL.

COURT OPERA HOUSE, DRESDEN,

PLAN, ENTRANCE LEVEL; PLAN; FIRST TIER LEVEL.

MUNICIPAL THEATRE. ESSEN,

PLAN, ENTRANCE LEVEL; PLAN, FIRST TIER LEVEL.

COURT OPERA HOUSE, ‘STOCKHOLM.

PLAN, ENTRANCE LEVEL ; PLAN, FIRST TIER LEVEL.

NATIONAL THEATRE BUCHAREST.

PLAN, ENTRANCE LEVEL: PLAN, FIRST TIER LEVEL.

EXAMPLES OF VESTIBULES

COURT THEATRE, VIENNA.

VIEW OF BOX OFFICE; VIEW OF VESTIBULE.

CZECH NATIONAL THEATRE, PRAGUE.

VIEW OF VESTIBULE.

‘HER MAJESTY'S’ THEATRE, LONDON.

VIEW OF BOX OFFICE,

SHAKESPEARE MEMORIAL THEATRE, STRAT-

FORD-ON-AVON.

VIEW OF VESTIBULE AND STAIRCASE.

MUNICIPAL THEATRE, ZURICH.

VIEW OF VESTIBULE,

EXAMPLES OF LOUNGES,

SKETCH PLANS

COURT THEATRE, VIENNA; '‘RAIMUND’ THEATRE,

VIENNA: NATIONAL OPERA HOUSE, BUDA-PESTH ;

‘GERMAN’ THEATRE, PRAGUE; NATIONAL OPERA

HOUSE, PARIS; *EDEN’ VARIETY THEATRE, PARIS;

MUNICIPAL, THEATRE, RHEIMS; ‘NEW’ . THEATRE,

BERLIN; COURT OPERA HOUSE, DRESDEN; D'OYLY

CARTE'S OPERA HOUSE, LONDON ; DALY'S THEATRE,

LONDON ; ‘EMPIRE’ VARIETY THEATRE, LONDON;

MUNICIPAL THEATRE, PALERMO; NATIONAL THEATRE

CHRISTIANIA: NATIONAL THEATRE, BUCHAREST;

MUNICIPAL THEATRE, ODESSA.

COURT OPERA HOUSE, VIENNA,

VIEW OF SALOON TO UPPER TIERS; VIEW OF ANTE-

BROOM TO STATE BOX.

CZECH NATIONAL THEATRE, PRAGUE.

VIEW OF ANTE-ROOM TO ROYAL BOX:



SERVICE.

EXAMPLES OF SERVICE ARRANGEMENT,

TYPES OF DRESSING-ROOM BLOCKS.

SKETCH PLANS.

NATIONAL OPERA HOUSE, PARIS

SMALL - DRESSING-ROOM, PLAN, SECTION: LARGE

DRESSING-ROOM, PLAN, SECTION; WARDROBE-ROOM,

PLAN OF FLOOR, PLAN OF GALLERY, SECTIONS: OUT-

SIDE SERVICE LIFT, PLAN AND ELEVATION.

EXAMPLES OF SERVICE ARRANGEMENT.

PROPOSED COURT OPERA HOUSE ST.PETERSBURG.

SCENE-STORE, PLAN.

MUNICIPAL, THEATRE, AMSTERDAM.

PROPERTY SERVICE LIFT, PLAN AND SECTION:

PASSENGER SERVICE. 1.IFT, SECTIONS.

COURT OPERA HOUSE. VIENNA.

SCENE-STORE, PLAN AND SECTIONS.

CONSTRUCTION.

EXAMPLE OF METAL FRAMING.

COURT THEATRE, VIENNA.

AUDITORIUM, PLANS OF AREA, FIRST TIER AND

SECOND TIER: PLAN OF CEILING: PLAN OF ROOF;

LONGITUDINAL, SECTION; TRANSVERSE SECTION;

DETAILS,

EXAMPLE OF CANTILEVER WORK,

DOYLY: CARTES OPERA HOUSE LONDON,

AUDITORIUM, PLANS OF FIRST TIER, SECOND TIER,

THIRD TIER; DETAILS; ROOF PLAN, DETAILS; STAGE,

PLANS OF ‘GRIDIRON’ AND ROOF, DETAILS.

FEOUIPMENT.

LIGHTING.

STAGE LIGHTING,

FACE LIGHTED FROM BELOW AND ‘ABOVE; ACTOR

SEEN FROM AREA AND THIRD TIER: DIAGRAMS,

COURT THEATRE, VIENNA.

VIEW OF MAIN SWITCH ROOM.

HEATING AND VENTILATION.

COURT THEATRE. VIENNA,

VIEWS OF MAIN VENTILATION DUCTS; VIEWS OF

MIXING CHAMBER: VIEW OF HEATING AND VEN.

TILATION CONTROL ROOM,

SAFETY OF LIFE,

EXAMPLES OF FIRE-RESISTING CURTAINS.

DIAGRAM OF FIRE-RESISTING CURTAIN.

PLAN, ELEVATION, SECTIONS AND DETAILS,

‘QUEEN'S’ THEATRE, MANCHESTER (deseroyed 1390).

FIRE-RESISTING CURTAIN; VIEW AFTER FIRE.

EXAMPLES OF FIRE-RESISTING CURTAINS,

DRAWINGS OF FIRE-RESISTING CURTAINS.

MUNICIPAL. THEATRE HALLE: ‘LYRIC’ THEATRE,

LONDON, MUNICIPAL THEATRE, AMSTERDAM;

MUNICIPAL. THEATRE, ROTTERDAM; CARI. PFAFFS

SYSTEM.

CONCLUSION.

SKETCH PLANS.

COURT THEATRE, VIENNA: ‘RAIMUND’ THEATRE,

VIENNA; MUNICIPAL, THEATRE 1.AIBACH: OLD AND

NEW OPERA HOUSES, DRESDEN; PEOPLES THEATRE,

WORMS; ‘WAGNER’ THEATRE, BAYREUTH: SUMMER

THEATRE, PIRAEUS: PROPOSED. COURT OPERA HOUSE,

ST. PETERSBURG; MUNICIPAL TBEATRE,-ODESSA.

COURT THEATRE, VIENNA,

DECORATION OF FIRE-RESISTING CURTAIN.

GERMAN THEATRE, VIENNA,

AUDITORIUM, VIEW OF CEILING.

MUNICIPAL. THEATRE, SALZBURG.

AUDITORIUM, VIEW OF CEILING.

MUNICIPAL THEATRE, BROMBERG.

VIEW OF PROSCENIUM.

MUNICIPAL THEATRE, ZURICH.

AUDITORIUM, VIEW OF CEILING.
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COURT THEATRE, VIENNA.

F16. 3. AUDITORIUM, PROSCENIUM CURTAIN.
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OreErA Houses AND THEATRES
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INTRODUCTION,
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IN the Introduction to the first volume of this work, I 2 [oe RX 1
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indicated the main groups into which theatres may be divided—

a A By Yr Pind?

namely, Court Theatres, National and Government Theatres, Municipal Theatres, lau

1 3 : : i aa TA / RED

Subscription Theatres with or without Court, Government, or Municipal subsidies, and "§ = = TA,

Private Theatres with or without similar assistance. aA

Now, in the present introductory chapter, 1 propose to give further information as to the

is , . . ; 1

general conditions and particular requirements to be satisfied by those who would build a playhouse, ™X

especially with regard to its financial aspect, the staff employed, and the like. It is not, however, my intention

at this part of my subject to follow out in detail each of the five groups with its various subdivisions, but rather

to give the whole question a general treatment which shall include theatres of every class. So much that is controversial

has been written of late respecting the various methods of conducting a playhouse, that I am loath to enter into the matter

minutely, or to pass a summary judgment on an open question. Disregarding, therefore, the mass of literature existing on

this subject, and the old controversy as to the advantages or disadvantages of private playhouses compared with the

institutions enjoying monetary assistance or official patronage, I shall take this opportunity of clearly marking once again

the differences which the varying aims and objects of theatres create in their architectural treatment.

In the first place I would strongly impress on those interested in the Drama, that the private theatre in this country

is mainly a money-making concern, and that, as such, financial interests must dominate it, no matter whether the class of

entertainment provided be of a high standard, or of the lowest. The purpose of the different entertainments is, as a rule,

absolutely the same, and the instances in which principles are placed before profits are very rare.

As far as the architect is concerned, he has only to consider whether the promoter. thinks it advisable to invest

freely or in a niggardly fashion when determining the building fund; whether the expressed object of the establishment is

to supply the demands of the educated, or the less instructed classes of the community; whether the building 1s to be

erected at the smallest possible cost while affording the greatest possible accommodation, and to be decorated only in that

commonplace way characteristic of such establishments, or if something out of the ordinary is required. Yet there is no

reason whatever why a private theatre conceived with all due regard for a fitting architectural treatment, should not prove

a profitable investment to the owner, assuming, of course, that the erection of the building is a straightforward financial

transaction. I will even go farther, and assert that the demand for dramatic representations is so considerable in all

countries that, no matter what may be the competition, good plays well acted will always find a market, and that the best

market is a well equipped playhouse of architectural merit. The owner of theatre property, when he does not undertake

the production of plays himself, should always be able, with a little discrimination, to select a lessee fully capable of bringing

him a return for the money sunk in the building, if only his theatre is suitably situated, well built and fitted, and if the

arrangement of the lease be free from complications.

1l.—E



2 MODERN OPERA HOUSES AND THEATRES

When, however, as is frequently the case in the Metropolis, the erection of a playhouse is in itself a delicate

financial manceuvre of questionable character, and promoted on speculative lines which involve heavy expenses for

commissions and mortgages, the commercial status of the establishment is too often unsound from the very commencement,

and over-capitalisation prevents any possibility of financial success for the owners. In such cases it is not, perhaps, until

the property has passed through the bankruptcy court, or has fallen into the hands of mortgagees, that it at length takes

up a sounder position. In fact, financial complications are the main cause of the unsatisfactory playhouses in London.

For, quite apart from the general lack of interest both in architecture as such, and in the conception of a playhouse on

worthy lines, financial obstacles generally prohibit any but the most economic procedure in its erection. In other words,

the architect is forced to put into his work only the smallest degree of substantiality compatible with existing regulations,

and the minimum amount of decoration requisite for advertisement.

That theatre construction might Assume a notable position in the architecture of the Metropolis, if placed in capable

hands and financed on a sound basis, admits of no doubt. The prevailing disregard for questions of design as compared

with financial considerations cannot fail to result in ugly buildings, though it is quite possible to prevent a playhouse from

becoming an eyesore in spite of a restricted building fund. It is simply a question of making use of such opportunities as

“are afforded, and of placing the design ‘in good hands. = Take. the ‘ New’ Theatre, Berlin, illustrated in Volume 1., or any

of the playhouses designed by Ernest Runtz, institutions in which no one certainly expects to find a high standard of

dramatic art, and the truth of my argument is apparent. Compare merely the facades of the Norwich, Peckham, Middles-

brough and Hastings Theatres—the last two being variety establishments—on the following pages, with similar illustrations

of other average theatres in london’ or the provinces. Could there be a greater difference in the spirit of the work?

Remembering, too, that the cost of these four theatres is only 23,000, 30,0004, 21,000 . and 23,000/. respectively, it can

hardly be said that the finer architectural rendering is due to any lavish expenditure.

To explain my references in these volumes to the architect who is primarily a financial agent, I ought, perhaps, to

tell what is but too often the story of a London playhouse. An architect has discovered an excellent site for a theatre.

Either alone or together with a few friends he obtains an option of ground, prepares plans for a theatre which shall have

a maximum seating, and hence earning capacity, and, after these have been approved by a local authority and a negotiable

theatre property thereby created, he sets about to find a syndicate to buy the option and plans, and carry out the work. If

this syndicate is not inclined to find the whole of the cost, a second syndicate often has to be formed contemporaneously

to advance the necessary mortgage-money as the building proceeds. If either the original syndicate or the mortgage

syndicate is adverse to taking up the matter without having a lessee, a manager or actor-manager has to be found who

possesses the confidence of these syndicates. But this gentleman may not wish to risk too much of his own money—if

he has any—in taking over the lease, and a third syndicate—i.e. the lessee’s syndicate—has then to be formed to take over

the management. It is not improbable that an enthusiastic and moneyed manager who is anxious to have a new theatre

may have participated in all three syndicates, even to some considerable extent, with a view to securing the premises he

desires. In fact I have known several cases lately where he has become a part lessee, a part owner and a part mortgagee.

But we meet with still other cases in which the complications by no means end at this point, and in addition a

caterer has to be found, or a syndicate formed to work the refreshment bars, more particularly when the establishment is

destined to provide the lighter forms of entertainment. Another syndicate may have to be established to act for the builder;

for not every builder cares to undertake work of this description for syndicates with, perhaps, ‘limited liability’; and there

may even be second mortgages and other developments. Not infrequently, too, we find the builder, the decorator, or some

of the other tradesmen participating in one of the syndicates, in order to obtain contracts on easy terms. I even know

instances where the builder has actually a controlling influence over the architect and lessee, and treats the whole arrange-

ment in the same speculative light as he would the development of residential property in the suburbs. With but few

exceptions, however, it 1s the architect who is the prime mover in the transaction. The idea of placing a theatre on a

certain site originates with him, and, as I have elsewhere remarked, the talents and facilities of a smart company promoter

with a sufficient backing from speculators to carry through the enterprise, are of far more value to him in the transaction

than any reputation for architectural design. Of course I have quite omitted any mention of fresh syndicates which, from

time to time, make their appearance with the view of running special plays, either in connection with the lessee, or

independently, by taking a sub-lease of the property for a short term.

I think, however, I should modify any particular reproach which I may have cast on our Metropolis and provincial

centres, by saying that there certainly are some isolated instances where a theatre manager or an investor has built his

theatre with his own money and at his own initiative. Still, wherever theatre erection is in the hands of private persons,

such financial complications as those above mentioned seem characteristic of the institution. Neither are they confined to

our own country, for wherever I have gone into the question in Continental countries where private theatres are to be found,

I have noticed the same state of affairs. One of the latest instances comes from Germany, where an ugly playhouse would

meet with little favour, and where we hence have the case of the architect promoter being in every way an artist, capable

of executing sound architectural work. He has in fact on the occasion in question produced a theatre which is really
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unique among private playhouses as regards architectural merit. But the financial transaction connected with it would have

been held disgraceful even in London. The only satisfaction to be got from the whole matter is to be found in the

excellent design produced in spite of the architect having to play the part of company promoter, designer, contractor and

mortgagee at one and the same time. I do not think I would be wrong in saying that he took up this scheme solely for

the sake of the opportunity to show his powers as a theatre designer, and this fact may extenuate his faults in some

people’s eyes. It is curious that such cases should be possible, but, nevertheless, they certainly are, and 1 am under the

impression that we also have among us two, if not more, architects who have participated in financing theatres chiefly with

a view of showing their talents. But, of course, it is obvious that these instances are exceptional. Architects, worthy of

their calling, rarely allow themselves to be inveigled into modern forms of company promotion.

The interest in. the architectural rendering of ‘a theatre on the part of the average London theatre architect who

takes up the position of financial agent, is very small, if it exist at all and 1 well recollect the late C. 1.- Phipps, who

had considerable ability for design if he had wished to use: it, telling me that in the course of an important theatrical

enterprise with which he had been’ recently connected, he had really ‘little time to give to the rendering or decoration of

the structure in question. And this was in a case where he was anxious 10 exert himself in this direction, and erect

himself a monument even at the risk of being termed extravagant or a faddist. The financial worries of that promotion

commenced quite four years before a stone was laid, and continued throughout its execution. Almost the whole of his

attention had to be given to monetary questions. There is little use in blaming our architects as a body because English

theatre - architecture reinains ata very low level: Our so-called ‘eminent’ theatre architects really stand outside the

profession, and the few architects who have done good work in connection with our playhouses are exceedingly careful to

avoid being classified in that category.

But the details of private theatre finance are not a suitable subject for these pages, except in so far as they concern the

conception of a playhouse. It may be taken, however, that the syndicate system, whether applied to the original construc-

tion or to the management of an establishment, is equally vicious. Individual enterprise, if not backed by sufficient capital,

is, no doubt, difficult to lead to a successful issue; but where such a private undertaking is on a really sound basis—i.e.

sound commercially, there is not the slightest doubt that theatres of considerable merit can be produced, though they may

lack that refinement which is more possible where funds are ample and time not so pressing as is usually the case.

In these volumes it is- a far more pleasurable tasl to speak of the Court and National: Theatres of the Continent,

and to give some facts as to their resources, not generally known in countries where private enterprise reigns supreme.

I am the more anxious to add a few particulars to those already given regarding the initiation and maintenance of institu-

tions of this kind, secing that it is by no means impossible that, when some of the still existing prejudices against the

stage have been overcome, we shall follow the example set in other countries, and have our Subscription, 1f not Municipal,

Court, or National playhouses. In such a case the businesslike methods of the Teutonic countries should serve as a

model, and I will hence chiefly refer to German and Austrian theatres when dealing with the subject.

What, then, is the extent of the subsidy granted to a Court or National theatre? What form does it take, either in

money ‘or in kind? 1 have already shown, in Volume Ll, the great similarity between the Court and National theatre,

explaining, however, that in the one case the establishment is supported by the reigning family, whilst in the other the

support comes from the national exchequer. I have shown too, that a Court theatre is established by a reigning family,

and is generally managed for them by some Court official, while, of course, the National or Government theatre is similarly

managed by a Government official. Financial calculations in regard to these institutions have to be met in this way. As

these establishments are nowadays open to the public excepting on State occasions, and with the exception of such parts

as are reserved either for royalty or official use, ‘the income can, to a great extent, be based on ‘the sale of tickets of

admission, with the addition of a suitable subsidy, which, of course, need not be so large as if the whole expenses of the

establishment were defrayed by the owner and no money were taken at the door. There are no profits to make, and the

amount of the subsidy is generally so calculated as just to prevent deficits. In fact, as far as the playgoer is concerned,

he obtains an entertainment at less than cost price, the owner making up the difference.

To give some idea of the nature of the subsidies, I would in the first instance turn to the Prussian capital. At

Berlin the Court Opera House and the Court Playhouse together receive a regular subsidy of, approximately, 45,000/ per

annum, whilst the buildings are at the same time maintained, lichted and heated free of charge. This subsidy 'is included

in the national budget of the Prussian Diet; or, to speak exactly, the subsidy is a national one, though paid through the

King’s chamberlain. The King, however, has of late supplemented the subsidy from his privy purse according to circum-

stances to the extent of another 10,000/., making a total of 55,000/ for the two institutions. The buildings are in both

cases old ones, Schinkel's Court Playhouse dating from 1821 and the Court Opera House from 1845; but the nation, which

is the owner of the structures and the ground they stand on, has voted considerable sums for their improvement from

time to time. Their equipment in the way of stage appliances and lighting, for instance, is quite modern, and hence

allows for economical working. The stage of the Court Playhouse is the subject of some comment in Supplement I,

where it is illustrated in Figs. 101 to 106, pages 63 to 65.
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The subsidy of the Court Opera House and the Court Theatre at Vienna is 25,000/. in each case; but I am under

the impression that this figure does not cover the full extent of the subsidy, as a deficit has almost invariably to be

met by the Emperor. In fact a total expenditure of 60,000/ on these two Austrian institutions would be nearer the actual

figure. As to the character of the two Vienna establishments, a good idea should be obtained from the illustrations in

Volumes I. and II. respectively. Various particulars will also be found in this volume, the stages being described in the

Supplement on Stage Construction. The opening date of the ‘ Hofburg’ Theatre was September 1888, and of the Court

Opera House, May 1869. The actual initial outlay for these two buildings was met by a special fund from the

Emperor's Treasury, raised, if I am rightly informed, from the proceeds of levelling the old fortifications of the city, and

laying them out for building purposes.

In respect to the aid given by the King of Saxony, 1 believe his contribution is generally 24,000/. for the two

Dresden theatres, the one again being an opera house, and the other intended primarily for dramatic performances. In

this instance, so far from there being any deficit to make up, the management is generally able to form a small reserve

fund, and the economies of recent years have amounted to as much as 2000/. per annum. This, however, in plain English,

really means that the subsidy is 2000/. in excess of the requirements. To this money subsidy must also be added the

gratuitous provision, or rather the loan, of an orchestra, of which the members are either royal pensioners or hold life

engagements direct from the King’s Chamberlain. I am not informed of the exact manner in which the funds were raised

for the actual construction, but it can be safely assumed that the Government of Saxony met the greater part, if not the

whole of the outlay in one form or another, and that the subsidy is also considered in voting the King's Civil List. It is

only in the minor States, where there are difficulties of revenue, that the privy purses of the princely or ducal holders of

the throne have to meet the subsidy in its entirety. It should not be forgotten that this is frequently a very heavy burden,

as there is considerable competition in questions of art between the various sovereign houses. I have referred to the

Dresden Court Opera House at length in Volume I.; the building has only recently been again the subject of considerable

improvement in its equipment.

The contribution of the Regent of Bavaria to his two playhouses is 25,000/, one moiety of this sum being paid in

cash, and the other taking the form of the maintenance of the royal orchestra, which is placed almost entirely at the disposal

of the theatre. The Court Theatre at Stuttgart requires a subsidy of 15,0007, and the one at Cavlsvube receives a like sum

from the Grand Duke of Baden, whilst at Darmstadt 14,000/ 1s provided. The last named examples may be taken as typical

of minor residential centres on the Continent, and it might be well to note that Stuttgart has a population of about

126,000, Carlsruhe 61,000, and Darmstadt just under 43,000.

In the French Republic the Government Theatre, of course, takes the place of Court institutions, and we there find

the subsidies allotted amounting to 32,000/. per annum to the National Opera House, 12,000/. to the Opéra Comique,

9600/. to the Comédie Francaise, and 4o000/. to the Odéon. These playhouses also have other supplementary assistance, but,

in common with all theatres in. France, they are mulcted of a so-called Poor tax levied on every ticket sold, while

provision has also to be made by the management for pension funds. Of course it is needless to say that these subsidies

are of considerable age, in fact, I believe the subsidy to the National Opera House alone was as much as 40,0007. in 1828,

when it was paid by the reigning monarch. I have referred to the subsidy of the Comédie Francaise, but this establish-

ment cannot exactly be considered as a National Theatre managed on the same lines as the other Government institutions.

Its circumstances—too well known to be described at length—are unique, and though, of course, the official administrator

of the Government must be regarded as the nominal head of this playhouse, the executive duties practically lie in the

hands of a committee of actor-members, who are, if I may say so, the shareholders of the undertaking.

Provincial theatres, if subsidised, as a rule receive assistance from municipalities or district councils, and not from

the reigning family or government. Thus the two Municipal theatres at Frankfort receive a subsidy of 10,000/, and the

two German and the Czech theatres at Prague together 15,000/, in both cases contributed by the civic authorities.

The only provincial theatres which to my knowledge receive Court or Government subsidies are those of Hanover,

Wiesbaden and Cassel, which together receive close on 100,000/ from the King of Prussia’s privy purse, and the

principal theatre at Warsaw, which, I believe, receives a subsidy from the Russian Government. But that these three

theatres in Prussia should receive such considerable assistance from the privy purse is due to the special conditions on

which the towns in question were incorporated with Prussia after the war of 1866, their theatres having previously had

subsidies from the reigning sovereigns of the principalities absorbed by the war. In Warsaw the subsidy was given for

political reasons, chiefly the encouragement of the Russian language. Thus Prussia alone has five establishments receiving

Crown subsidies, whilst in Austria, Bavaria and Saxony there are in each case two Court theatres. France, again, has no

less than four playhouses enjoying Government subsidies, whilst, speaking of countries not dealt with under this heading,

the Czar’s Imperial Theatre Administration alone manages five theatres, three at St. Petersburg and two at Moscow.

As to the provincial examples here mentioned, the Opera House, Frankfort, has already been shown in Volume II.

It dates from November 1880, the initiative to its construction having come from a private body of subscribers. The

Municipal Comedy House in this city is an old building, and is to be replaced by a new structure in the near future. In
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respect fo the establishments at Prague, one of the Czech and also one of the German’ theatres were illustrated in Volumes

I. and 11. respectively. : I would only: add that they bear the dates of 1883 and 1888. Of the Wiesbaden Court Theatre

a plan is presented in the following chapter. The other playhouses at Hanover, Cassel and Warsaw belong to an earlier

epoch than is covered by this work.

As theatres of this description are not carried on with a view to profit, the whole principle of their finance lies in

the income and expenditure being made to tally; and where the income is particularly satisfactory the administrator is able

to go to the luxury of providing a more numerous staff, better artists, or of improving his scenery and equipment... This

official, as far as Court institutions are concerned, by-the-bye, is generally appointed directly by the reigning sovereign, and

receives a fixed salary irrespective of profit or loss. He is also mostly free from restrictions as regards the acceptance of

plays, the engagement of his company, and the choice of programme, the only account that he has to render being directly

to the sovereign, who but rarely interferes in his work. His position is practically that of an independent manager, but it

must not be confused with such exceptional appointments as those of, say, the directors of the National Opera House,

Paris, who are nothing more or less than lessees, who, for a certain subsidy, have to comply with certain regulations as to

productions, etc.

Speaking of the administrator's work, 1 am afraid 1 should here at once say. that the establishment of theatres of

this description generally assumes very extensive dimensions, and exemplifies the disadvantages of over-staffing, so common to

Government institutions. This has to be taken into account by the architect, particularly where the establishment includes,

as is frequently the case on the Continent, the necessary personne! for all such departments as the wardrobe-room, the

armoury, etc.,, the whole of the dressmaking and property-making being, perhaps, also carried on under the same roof.

The system of direct employment has, no doubt, certain advantages, but it is very cumbersome, and greatly complicates

matters. Where all the work is carried on in the theatre, too, a considerable risk from fire is alse involved. The German

and Austrian theatres are particularly prone to this form of direct employment; France, on the contrary, is the reverse.

To show the size which a staff may reach, I would here give the following details of the pgersonne/ at the Vienna

Court Opera House, from which it will be seen that out of a total of scven hundred and fifty-six persons employed in

this establishment, only three hundred and ninety are performers, the remaining three hundred and sixty-six not appearing

on the stage.

Taking first the performers—i.e. the acting members of the opera company proper, the ballet and orchestra in

permanent employ, and excluding the many supers who are engaged for short terms only, we find the figure given above

allows for the following appointments :(—

Artisis : 32 soloists (17 men, 15 woinen);. 112. chorus. singers (10 first tenors, vo ' second tenors, vi first

basses, 11 second basses with 2 pupils, 33 sopranos with 3 pupils, zo altos and one pupil).

Ballet; .112 dancers (men: 35 soloists, 2 pantomimists, 24 dancers, z pupils; women: 1 frst dancer, 1 second

dancer, o soloists, 3 pantomimists,” 3‘ coryphées,’ 32 dancers with 30 pupils).

Supers: 3 super leaders. :

* Orchestra: 109 musicians: (4 leaders, 2 solo violins, 15 first violins, 15 second violins, 10 altos, 10 violon-

cellos, 10 counter-basses, 2 harps, 4 flutes, 4 oboes, 4 clarionets, 4 bassoons, 8 horns, 8 bugles, 5 trombones, 1 tuba,

1 kettledrum and big drum, 1 side drum, cymbal and triangle).

Bugle Band: 32 stage musicians, better known as the * Fanfare’

Of the non-performers on the permanent staff, the administration comprises thirty-six persons—responsible to the

master of court ceremonies—and is made up as follows: —

The intendant-general, the director of the opera and his assistant, a chancellor or business-manager, a general

secretary, a controller-general or treasurer, an office-manager, an accountant, a superintendent of the building and his

assistant, a chief of the medical service. and four assistant suigeons, an editor, one head clerk, together with two

clerks: and two junior clerks for the secretary's office, a cashier, four clerks and two boys for the treasury, and

further two private secretaries, a librarian, a store-clerk, and three messenger boys.

On the stage a staff of twenty-nine is employed for the management of the opera company, ballet and

orchestra :—

A general manager with an art adviser, an opera manager, a ballet manager and a ballet mistress, a super-manager

with an assistant, a chorus manager, three solo rehearsers, a chorus rehearser, three ballet rehearsers, a stage manager

and two assistants, two prompters, a chorus librarian, an orchestra manager, a piano-tuner, an instrument-maker,

three call boys and two orchestra boys. |

The mounting of the plays. is in the hands of a staff of cighty-six persons, and the duties include the

arrangement and working of the scenery. The theatre having an old wooden stage requires a very large complement

of stage hands and carpenters, which is at times augmented by labourers not in permanent employ. The permanent

staff comprises :—

An inspector-general of scenery with an assistant, a scene-painter, a stage engineer-in-chief and an assistant, a stage

111.—F
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carpenter-in-chief with a book-keeper; two fly-men, four wing-men, one trap-hand, two joiners, a scene-store clerk and

a storekeeper, two stage foremen, thirty-seven stage hands, a foreman carpenter, eight carpenters, four canvas hands

and a watchman.

For the lighting of the entire block, including the stage, a staff of eighteen is employed, comprising :—

A lighting inspector, a chief mechanic and an assistant, thirteen mechanics and three labourers.

Fof the properties the staff figures at eight -—

A property-keeper, five assistants, two armourers.

The dressmaking and costume storage is in the hands of a permanent staff of sixty-three, but this number is

sometimes augmented by occasional assistants. The staff includes :—

A head-costumier, a store-keeper, three assistant store-keepers, three dressers and four female dressers for soloists;

twelve female dressers for the small parts and the chorus, a cutter for men’s clothes, two cutters for women’s

costumes, a shirt-cutter, a preparer, two hands for sewing machine, ten tailors, fifteen seamstresses, an ironer, a

linen keeper and material keeper, a shoemaker, a costume cleaner, an errand boy.

The hairdressing department includes a men’s hairdresser and two assistants, a ladies’ hairdresser and three

assistants; seven persons in all.

The staff employed in the care of the house and attendance on its equipment comprises one hundred and

eighteen persons: —

An architect, a chief controller, an inspector of cloakrooms, two principal door-keepers, six ordinary door-keepers,

three attendants for the Court boxes, six box attendants, fifty-five persons employed as attendants in the auditorium

or in the cloak-rooms, two waiters, a locksmith, the controller's book-keeper, a messenger, a mechanic and two

stokers, a plumber, two foremen cleaners, six sweepers, nine female sweepers, a chimney-sweep, two foremen firemen

and ‘sixteen. firemen.

Staffing of this description reminds one again of the Czar’s Imperial Theatre Administration just mentioned, which

comprises a Court Playhouse for Russian drama, a Court Playhouse for French comedy, and a Court Opera House for

Russian opera, opéra comique and ballet, at St. Petersburg, together with a Court Opera House and a Court Playhouse

at Moscow. The three fArst-named theatres have {our companies of performers, and the latter, three companies. © At

St. Petersburg the Russian dramatic company alone has a staff of ninety-one executants, whilst the Russian opera company

has a staff of thirty-three artists, with a chorus of one hundred and twenty; the ballet company comprises two hundred

and twelve dancers, and the French comedy company fifty-five performers. At Moscow the figures are, for the opera,

fifty artists with a chorus of one hundred and twenty, for the drama ninety, and for the ballet one hundred and seventy-

nine. These companies have again seven separate orchestras, and whilst the two opera orchestras have one hundred

musicians each, the ballet orchestras have sixty-five musicians respectively. The three orchestras attached to the dramatic

companies in which the number of musicians is altered from time to time to meet the different requirements, together

count a staff of forty-one performers.

I do not wish to give the particulars regarding the staff of non-performers at these Russian theatres in the same

way as I have that of the Court Opera House, Vienna, but it should be mentioned that the staff, quite irrespective of the

personnel in attendance at each of the houses and on the different companies, includes a central administration, with

sectional administrations at St. Petersburg and Moscow, and in each city large numbers of assistants at the different

scene and wardrobe stores. The administration goes so far as to do its own cartage, having stables with one hundred

horses, its own printing office, paint rooms and photographic studio. The work of the individual companies is materially

assisted by a dramatic school being attached to the administration, and this school has generally one hundred pupils for

the ballet, twenty for the drama, and ten for the opera, the sexes being equally divided. Taken altogether, this Czar's

Theatre Administration, with its enormous staff, has no parallel in the world.

It will be remembered that I spoke of the length of the ‘run’ of a play as not only materially influencing the

character of the institution in which it was presented, but also the whole conception of the building and its equipment.

Now, to those who are used to the practice in the Metropolis of ‘running’ a play for any period between a week and two

or three years, it may be of interest to know what the programme of performances is elsewhere. We associate many of

our most successful theatres with two or perhaps three plays per annum, whilst in lighter forms of entertainments there

may be ‘runs’ of seven hundred to a thousand nights. Only in a few instances do we find two or three plays being given

in turn at the same house and by the same company; and this exception, too, is generally due solely to the non-success

of a production, which has compelled the manager to arrange a stop-gap in the form of a series of his previous perform-

ances. Of course at the Covent Garden Opera House we have a constant change of bill, though the repertory is, as a

rule, a somewhat limited one; but the Opera is the only exception, unless we count exceptional series of representations

by foreign companies who rent a London theatre for a short season. Matters stand very differently on the other side of

the Channel.

Taking some of the Continental theatres I have already mentioned, we find that, as far as Opera is concerned,
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the Court Opera House at Berlin presented no less than sixty different works during the season of 1895-6, these works

comprising fifty-two operas and eight ballets. At the Court Opera House, Vienna, the same season saw the presentation of

seventy-four works, comprising fifty-three operas and twenty-one ballets. At Carlsruhe, where there is only one Court

Theatre to fulfil the purposes both of an opera house and dramatic establishment, no less than ninety-seven works were

given in the season of 1895-6, this number being composed of forty-seven operas, forty-nine dramas and one ballet. At

Darmstadt, where a Court Theatre occupies the same position, there were one hundred and nine works, including forty-

eight operas, two comic operas, five ballets, forty-seven dramas, and seven productions of a lighter form of entertainment;

whilst at Stuttgart the total was one hundred and twenty-eight, comprising fifty-three operas, five ballets and seventy

dramas. The Court Theatres in the provincial towns of Hanover and Wiesbaden, which are similarly situated in regard

to accommodation for the two classes of production, have a record of one hundred and nine, and one hundred and four

works, respectively. At Munich again, where there are two playhouses at the disposal of the Court administration—

though in reality one is primarily an opera house and one a playhouse—we find that, in a season of eleven months, the

combined opera and comedy companies presented no less than one hundred and fifty-two works including fifty-six operas.

To those who are used to the London methods, some of these figures must, indeed, appear exaggerated, when the difficulties

of management, rehearsal and mounting are considered; while the mere technical difficulties which have to be surmounted

are enormous. But as a matter of fact, with the exception of a lack of elaboration in the scenery, the results are generally

speaking satisfactory.

But it is not only the Court Theatre which gives its patrons the variety I have indicated; for the Municipal Opera

House, Frankfort, exceeded the record of other similar establishments, by presenting no less than eighty-eight works

in the season of 1895-6, sixty of these being operas, eleven comic operas, four ballets, and thirteen spectacular pieces.

The Subscription Theatre at Prague presented fifty-nine works, of which forty-five were operas, twelve comic operas, and

two ballets, whilst the Czech National Theatre, in the same city, at which both opera and drama are performed, gave a

programme of one hundred and twenty-seven works, of which forty-eight were operas, six ballets, and seventy-three dramas.

Without giving actual records, I may add that the private theatre in Continental countries has to provide repertories, which

though, perhaps, not so extensive as the Municipal establishments of the same standard, are yet very considerable. All

these representations include a comparatively large number of new productions, both Court and Municipal institutions being

ever ready both to bring out old plays which have not been seen before in their establishments, and to risk a trial of the

work of novices. What is more, the new productions are not necessarily restricted to the theatres of the capital, or the

capitals of principalities; at least, this is not the case in Central Europe. In France and Russia, as in England, it is

true, the success of a production is often gauged by its reception in the metropolis. But this 1s not everywhere the case;

and in German-speaking countries some of the most successful operas have been first performed in provincial centres of

very secondary importance.

I do not wish here to make comparisons and present figures regarding the representations, say, at the Opera House

in Paris, at ‘La Scala’. in Milan, and other well-known playhouses, as this would be of little practical use, where the

requirements of individual communities must be met in a special manner. In Austria and Germany there is almost a

craze for variety in presentation. There are many ardent theatre-goers nearly all desirous of seeing a large number of

plays in the course of the year, and as there can be no question of the smaller towns possessing a number of theatres, it

follows that the few existing establishments try to meet the public demands to the best of their ability. And given such

a demand and the fulfilment of it on the lines mentioned, it is obvious that in the construction of new playhouses the

architect has to be most particular in the facilities he provides for working the establishment. Every department is affected

by this constraint. Change of plan becomes necessary from the managerial offices to the bill-poster’'s department, from the

stage-carpenter’s office to the wardrobe-keeper’s room; and, as I have already indicated, it is where direct employment is

most favoured—and is even to a certain extent essential, owing to constant change—that very heavy demands for space are

made in laying down the lines of a new building.

In closing these remarks regarding production, I will add some particulars as to the Czar's Theatre Adminis-

tration at St. Petersburg and Moscow. The companies for Russian drama at St. Petersburg and Moscow, during

the year gave respectively some two hundred and fifty, and two hundred performances. In the two hundred and fifty

performances one hundred and five different plays were presented, of which twenty-seven were new productions, whilst in

the two hundred performances seventy-three works were presented, including seventy-two new productions. As to the

presentation of Russian opera in the Court establishments of both cities, the repertory was by no means so large, for we

hear of twenty-two and twenty-three works being presented respectively, for a hundred and twenty and a hundred and

twenty-five performances. Nor do the ballet companies show such a large repertory, for we have forty-five performances

at St. Petersburg, with thirteen different ballets, and fifty performances at Moscow, with nine ballets. On the other hand,

the French comedy company presented sixty-four pieces, of which twenty-one were new productions, at one hundred and

thirty-three performances. 1 have here spoken of performances as distinct from seasons, as in the Czar's establishments

we often find only three or four performances a week, and the season is only of nine months’ duration with a break of
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seven weeks over Lent. In other Continental countries the season is generally ten or eleven months in duration, with but

4 few days’ cessation before Easter.

Having referred to the manner in which the presentation of so many works in the course of a season must

inevitably influence the design of a theatre, I would call attention to the fact that where such a repertory is provided, the

company has, as a rule, at least five or six pieces in rehearsal at the same time, which necessitates a far larger amount of

space for rehearsal purposes than is customary elsewhere. Large rehearsal rooms are shown in many of the plates in

Volumes I. and II. Not infrequently these rehearsal rooms are sufficiently large to allow the adoption of the full dimen-

sions of the proscenium. In many cases their length is slightly over proscenium width, and the depth is sufficient for, say,

three entries,” ‘The ‘entries’ are marked on. the floor, and thus the stage proper is relieved of much of the preliminary

work that would otherwise interfere with the preparation and mounting. A large number of rooms for solo rehearsal are

also required, and accommodation for the large staff which, as I have shown in respect to the Vienna Opera House, has

the direct management of, and attendance on the company. It will be remembered that, for a staff of thirty-two singers,

there were no less than three solo rehearsers. Moreover, there were also chorus rehearsers and three ballet rehearsers, quite

irrespective of the various leaders, general managers, stage managers and the like. Even the orchestra requires considerable

accommodation, and we often see a large orchestra rehearsing room in addition to the ordinary band-room. Where so

many presentations and so much rehearsal is required, the comfort and convenience of the actor have to be studied to a

far greater extent than elsewhere. Thus two green-rooms are often required for the leaders as well as separate green-rooms

for small: parts, choruses, etc., and the dressing-rooms have to be well considered and further provision made for ante-rooms,

waiting-rooms, etc. Altogether it should not be forgotten that the ordinary programme for this perpetual change inflicts on

the staff as a rule very many morning and afternoon rehearsals quite apart from the performances, and if an individual artist

i5 not taking part in the performance, he is expected to be found, nevertheless, rehearsing at” the ‘theatre inthe proper

rehearsal room. Of course, management of this description requires considerable precision, and with the necessity of.

precision, the possibility of rapid intercommunication by speaking-tubes, telephone, signals, lifts and easy staircases. The

practical arrangement of the back of the house in such an establishment, and the forethought in all matters of equipment,

are of great importance to ensure economy in time and money.

Speaking of economy, there is this curious feature in the management of these Continental establishments—viz., that

with the exception of a few individual stars, and in spite of the very heavy work which has to be encountered by the actor,

the remuneration is comparatively small—small even in comparison to the local money value and social conditions. As a

matter of fact, I hold, that the economy in remuneration is, to a considerable extent, influenced by the system of long

permanent appointments at most of the theatres abroad, and the existence of a pension fund in connection with most

Court, Government and Municipal theatres. 1 do not, however, wish to go into the question of financial management,

and quote salaries, establishment expenses, authors’ fees, etc.; yet, so as to give some idea of the general expenditure of a

playhouse in a German-speaking country, I will show the balance-sheet of the Municipal Theatre administration at Frankfort,

a city very centrally situated, not inexpensive, and where the municipal subsidy is by no means considered liberal. There

are two theatres—a new opera house well equipped and essentially modern, and the old playhouse, which is at present by

no means in a good condition. Just this contrast between a modern and somewhat old establishment we give as the

happy medium to obtain financial results from. The season, it should be remembered, is eleven months, involving about

three hundred performances at the Opera House, and two hundred and fifty performances at the Comedy Theatre. The

two sides of the ledger balance very nearly, as should be the case where a performance is presented at cost price. That

there should be a small balance on the right-hand side of the ledger is a sign of good management. I give this balance-

sheet without prejudice, and I am presenting this one only with the express view of not inviting comparisons.

RECEIPTS. Marks. EXPENSES. Marks.

Subsidy provided by the Municipality : : : 200,000. 00 Remuneration to permanent staff . ‘ : . 1,000,883.23

Cash takings at the door : ; ; : : 533,176.00 Supers and additional musicians : : : . 23,982.80

Subscriptions. . lo , ‘ : . 443,712.12 Musical scores and library. ; : : ‘ 5,638.15

Cloak-room fees . : . . ; ‘ ; 24,775.00 Authors’ fees (an average of 31 per cent.) : . 33:527.50

Refreshment bars... : : 8 ‘ i . 3,100.00 Maintenance, lighting and heating . : . : 74,292.61

Admittance to view the building . \ . : 708. 60 Costumes and accessories . : y . : : 27,413.10

Interest on capital invested, etc. . . . : 4,525.68 Scenery... . : : : ; 5,423.42

Printing, bill-posting and various . . : : 5.707.093

Administrative expenses : : . : 26,438.27

Surplus». . : . ‘ ; . : 4,648.13

Total . : + 1:1,200,005 40 Total : . 1,200,005: 49

It is not my intention to analyse the above figures, and yet I cannot but point out how small, comparatively, is the

amount paid for royalties and authors’ rights if we consider the large number of plays produced and the relation of the

percentage to the gross takings. One matter we must also bear in mind when reading these figures, and this is in respect
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to the mounting of the plays produced. I am afraid that neither the English author nor the English audience would be

satisfied with such a meagre, not to say shabby, mise en scéne as is generally presented by the Continental manager. No

matter what may be the merits of the individual actor or singer, or the merits of the general presentation of the play, it

cannot be overlooked that, although the stages are generally admirably adapted on the Continent for obtaining excellent

scenic effects, the scenic artists and the stage management generally give very pitiable results from the London point

of view.

As to the popularity of the theatre in German-speaking countries, I think it is recognised that it takes a more

important position in social life than can be understood in this country. In all classes the desire for playgoing is most

marked, and the intelligent artisan is quite as much a critical playgoer as the members of the more educated classes of the

community. The popularity of the play is, of course, facilitated by the fact of its enjoyment being obtainable at a reasonable

figure—reasonable, too, in comparison with the generally greater value of money in a Continental country. We should

also not forget that, no matter whether the theatre be National, Court or Municipal, it is possible to subscribe to a series

of performances at reduced rates, which system influences, to a certain extent, the regular attendance of patrons.

In respect to the relative price of seats in different countries, the stall in London costs ten shillings and sixpence in

all West End theatres, though this price is increased at the Opera to a guinea or more, and also at other houses to

fifteen shillings or more on special occasions when companies are visiting from abroad. Prices are lower at the minor and

suburban theatres. But taken as a whole, we reckon stalls at ten shillings and sixpence and the lowest priced seat at one

shilling. In Paris, a stall which practically takes the same position as our own costs fourteen francs at the Grand Opera

and about seven francs at the better Parisian theatres, both subsidised and otherwise ; the price of the cheapest seat at the

Opera is two francs, and at the other houses from one franc fifty centimes to two francs fifty centimes. At Vienna, the

prices fluctuate slightly, according to the nature of the performance, but the average may be taken as four florins for a

stall; at Berlin it is six marks; and at the National Opera House at Buda-Pesth it is three florins. . At. the Court

playhouses of Munich, Dresden and Stuttgart, the price may be taken as fluctuating between four and five marks; at

Darmstadt and Carlsruhe between three marks and three marks fifty pfennigs. Again, the Municipal establishments at

Frankfort charge five marks for a stall, and the Prague theatres three florins. The reduction on subscription may be taken

generally at ten per cent.

But however interesting might be a full description of the position—economic or otherwise—occupied by the Drama

in different countries, I am afraid such particulars would lead too far. The details already given would almost appear out

of place, were it not for the fact that the conditions of theatre management so materially influence the conception of the

playhouse, and that without some understanding of the varied circumstances under which the institutions referred to in

these volumes are conducted, it is difficult to judge the relative merit of the different plans or their architectural rendering.

In conclusion, let me emphasise the fact that the lower standard of theatre construction in the British Isles, as com-

pared with that of the Continental countries, must be accounted for to a considerable extent by the conditions of theatrical

enterprise, and the circumstances under which the Drama is presented. Let me also state that though I trust there may

at some future date be a material improvement in the construction of the private theatre, where the financial basis is

sounder than is at present generally the case, and where the commission for the design is placed in better hands, yet it

is useless to expect the home of the play to occupy a high position as a public monument in a country where there is

scarcely any recognition of the existence of dramatic art by the State, and where its official or pecuniary assistance by the

municipal authority is still a question under academic discussion.

As 1 indicate elsewhere, there is a growing feeling, both in London and in many of our large provincial centres,

that the presentation of plays merits the recognition and encouragement of the public authority, whether the latter represent

the central government or an individual community. There is even some hope that the London County Council may soon

seriously consider the advisability of officially supporting Opera and Drama. But before we blindly introduce Continental

methods in respect to national and municipal theatrical management or subsidy, it should be remembered that our method

of carrying on public business or establishing public institutions is essentially different from the practice observed abroad.

In countries where practically every institution for the common weal is either official or in the receipt of official support,

it is quite in keeping with national usage that dramatic performances should either be presented by some public depart-

"ment or under the auspices and with the help of some public authority. But in a country where the most elementary

necessities of common welfare, such as the establishment of hospitals, still remain to a very great extent dependent on the

voluntary effort and support of individual citizens, would it not seem somewhat anomalous if the whole machinery of the

public authority and its funds were at once utilised in the interests of dramatic art, without there at least having first been

some serious attempt, on the part of those who are desirous of obtaining the patronage and financial support of the official

body, to organise the institution, and raise the major portion of the funds considered necessary ?

Surely, if we think of some of the provincial centres of much-governed Germany, and find, for instance, that in

respect to the Frankfort Municipal Opera House, just referred to, it was not until the wealthier citizens had raised some

fifty thousand pounds that the Municipality stepped in to assist the idea with a suitable site and certain financial aid,

LL. —G
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it would not be out of place if our public authorities, whether metropolitan or provincial, demanded a similar tangible

expression of interest before contributing either to a Municipal Opera House or to any other similar establishment. Would

this ‘not be the course adopted if some section of a community were desirous of obtaining a piece of land to serve as a

public park? Would they not require certain funds to be at first voluntarily raised before contributing either to the initial

outlay or the maintenance? And has this not been the case with many of the most successful institutions referred to in

these volumes, and in connection with towns far less able to afford individual contributions for such purposes as are here

under consideration ? Even as regards the dond fide People’s Theatre, have we not seen a town like Worms, in South

Germany, with only twenty-three thousand inhabitants at the time, raising as much as twelve thousand pounds in subscrip-

tions prior to the Municipality contributing some five thousand pounds or allowing the municipal savings bank to take a

mortgage on the property ?

Whilst strongly advocating Court, Government and Municipal aid in the interests of the Drama, surely the first really

public home, either for the Drama or Opera in a country such as ours should naturally take the form of a Subscription

Theatre, raised by voluntary contributions in which the various authorities interested could participate. For the public

authority itself to at once become a theatrical entertainer would in no way accord with our traditions, even if the majority of

those represented by the official body were in favour of establishments managed on these lines. Do we not simply require,

in the first instance, some official encouragement and support of dramatic art? Wili it not be time enough after the

development of some scheme of according encouragement and support to Drama and Opera to consider any steps relating

to the establishment of a National Theatre or Municipal playhouses from the public funds?

There is no doubt that, as Sir Henry Irving—who has done so much for Drama in the English-speaking world—

lately declared at Cambridge University, the theatre should distinctly be in some degree encouraged by the State or by

Municipalities. But for our mode of thought, I would ask whether, to begin with, some form of recognition, encouragement

or aid would not be more appropriate and satisfactory than the establishment of playhouses owned and managed by the

public authority? Would not the immediate step from the almost complete official neglect of Drama and Opera to the

actual public ownership and management of playhouses be too great?

COURT THEATRE, VIENNA.
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CHAPTER IL

GENERAL ARRANGEMENT.

In order to avoid the possible assumption that I propose dealing with theatre planning by laying down rules or principles

of design, or that I mean even to deal in detail with all the many sections of a modern playhouse, I would at once state

that nothing is further from my mind. I wish to set up neither a standard nor a theory of any kind as to the practice

to be followed in varying circumstances. To those who require information in that form. I cannot do better than recommend

any one of the several text-books issued from time to time on this subject. In compiling a work of this description I

prefer to deal with the subject solely under general aspects, and only thete go into detail where elucidation appears

essential, or where some point raised refers to a controversial question. I do not wish to traverse old ground unnecessarily,

nor do I wish to speak of questions of construction or of equipment which are common to any other class of public

building equally with the playhouse. The only three subjects, in fact, which I think hefe requife really thorough treatment

in detail are, the question of stage construction, which has so far been considerably neglected; the question of theatre

safety, which requires the stern figures of statistics and analysis to prove the urgency of better protective methods; and

lastly, the question of legislative enactments, the perusal of which gives a picture of what is, at present, officially considered

essential for a modern building in the interests of the general public. These three subjects are separately dealt with in

the Supplements to this volume. If I had chosen to enlarge the sections on acoustics, warming, vertilation, lighting or

even decoration and furnishing, on the same lines, I am afraid this work would have become far too bulky; and though

it might have assumed a more encyclopaedic character, I doubt whether it would have retained its intended position as a

record solely of modern development in theatre design and equipment. And then questions of acoustics, ventilation, etc,

are common to other buildings besides playhouses; they do not refer solely to the theatre, as do Stage Construction,

Theatre Fires and Theatre Legislation.

Now speaking generally, when a theatre scheme is proposed, I W

hold the location of the building should always be given most earnest vA

consideration. Hence, I would open this chapter with some remarks on

theatre sites. When I say the site should receive first consideration, I

am not speaking simply with reference to any questions relating to the ]

structure, but quite as much, if not more, in the interests of the Art

that has to be housed in the theatre, and the general well-being of the

institution. Looking at the theatres of Lurope as a whole, we may

dd) yi
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justly say that few other buildings are so dependent on their situation, ar : .

and that the site of a playhouse generally declares iis character. Of »w. i) lw

course therc are exceptions. We know from experience in the Metro- 7 v Ee EO

#7) AFT TT 7 7 3.1L

AE
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polis that a good or amusing play will attract large audiences to the

veriest slums. We know, too, that in London any feeling with regard

to the location of a theatre as a matter of esthetic sentiment hardly exists. Yet a playhouse which is conspicuously

situated in a good thoroughfare has certain attractions, even to the British public, which cannot be rivalled in any way by

a theatre difficult of access or situated in an obnoxious neighbourhood. But I am here speaking of Europe as a whole,

and the Metropolis and our provincial centres form but a small part of that whole. In every Continental country it is a

first essential from the point of view of Art that the playhouse should be well located. One of the most prominent sites in

the best part of the town is generally allotted to the Drama, as is but due to ‘a highly cherished institution, the home of
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which is regarded as a public monument. There is no question in that case of the business advantages of a good position,

or the aid afforded by a good site to convenient and safe planning The choice of so good a situation may be solely due

to what might be termed sentimental reasons; but nevertheless, whether from sentimental, business, or structural reasons,

there is no doubt that the conspicuous character of the theatres of Europe
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as a whole is largely dependent on their location.

If this treatise were intended to serve as an exposition of the

elementary principles of theatre design, I should have to commence, as is

the case in all text-books on the subject, with some such categorical assertion

as, that an isolated site is absolutely essential for the purposes of good

planning. But I will assume that the many arguments in favour of an

isolated site, both as regards good planning and the safety of the audience,

have already been recognised, and that any deviation from the principle of

isolation is to be attributed entirely to questions of circumstance. 1 will

thus not enter into this question otherwise than to applaud its prin-

ciple. There is no doubt whatever that absolute isolation facilitates clear

and straightforward planning, and thus contributes to the safety of the

audience; and further, that complete isolation means a decrease of the risk

from panic or fire from without. To my mind, however, the sentimental

reasons for entire isolation are even more important than the structural

reasons, for I would go so far as to say that, though the advantage of

“having a theatre entirely detached is great, it is quite possible to build

a playhouse with due regard to straightforward planning and the safety of

the audience even if the isolation be not entire. For instance, the fact of

the back wall of the stage in a theatre being a party wall only to a slight

extent affects the risk of fire and panic from without; and yet it is obvious

DIAGRAMS OF LOCATION. Yics. 10 To 18. Site PLANS.

that the fact of the building backing on some adjoining property, materially affects its standing as an architectural

monument. When referring, in Volume II., to the new National Opéra Comique at Paris, which is being completed from

the designs of Louis Bernier, 1 felt bound to say that in the selection

of - the site the French Government has given us an exception to the

good traditions of France in the location of its public buildings. It

is just because in France true sentiment in art matters reaches a high

standard that we are surprised to find the national home of a revered

art thus placed. For structural reasons there would be no very great

disadvantage if even the front wall of this theatre were a party

wall to adjoining property, ‘but I am sure—although the facade

here in question, as 1 have already said, is a particularly common-

place one—sentimental reasons would be strongly against such a

position.

Structurally, therefore, I hold that, as far as good planning .

for the safety of the audience is concerned, there would be no

objection to both front and back walls being party walls, as I have

shown in one of my diagrams on this page, Fig. 21. The reason

why I put forward this somewhat unusual proposition is, that no

matter what be the character of the theatre or the sentimental aspect

of its location, it is of the first importance in the matter of. plan-

ning, that there should be ample opportunities for exit on both

sides. It is not of such importance that the site be an absolutely

isolated one. |

For ideal reasons, no doubt, it would be preferable if the

theatre were placed on a corner site, and’ had its front and one

side of the boundary facing a public thoroughfare. This is one of

the favourite positions for new theatres erected according to the

recent regulations of the London County Council, which say that at
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DIAGRAMS OF LOCATION. FIGs. 19 TO 27. Site PLANS.

least one-half of the boundary of the theatre should abut on a public way. But from the fireman's point of view, 1

certainly do not hold that the mere general definition of half the boundary is sufficient. The essence of straightforward

theatre planning is symmetry and safety, which are practically impossible when one side is blocked by adjoining property.
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From a fireman’s point of view anything is better than having one side blocked, even in the case of small theatres, where,

perhaps, only one pair of staircases is required, which could both open on to the front. Thus a situation like that shown

in Fig. 11, on page 12, would not be disadvantageous, inasmuch as the front and the front part of both sides are free.

It is with a view to having both sides free that we find such makeshifts

resorted to as the arrangement of alleys from the main thoroughfare, running

up one side, or up two sides, or around the theatre, as in the case of

Figs. 13, 14, 18, 22, 23, 25 and 27, on page 12. Bui, of. course, an open

thoroughfare is always preferable to an alley or ‘cul-de-sac,’ and in fact an

open thoroughfare on both sides of the theatre is, to my mind, the sie

gud non for a good plan.

Now, in the eighteen diagrams on page 12 I have made an effort to

show some of the more common varieties of theatre positions, from the

simplest form of an isolated site surrounded by thoroughfares, as in Fig. 26,

to the more complicated forms where a building is surrounded by adjoining

property, and is only approached by alleys, as in Fig. 27. All these varia-

tions and many more are to be constantly found in this country, though in

the Metropolis, as I have already indicated, a building erected at the present

time would only be allowed where at least half the boundary faces a public

approach. Sites as shown in Pigs. 10, 11, 19, 20, 21, 22 and 24 ave’ thus

N ~ N . . . .1°

| re N SUNN q alone permissible. But from an aesthetic point of view 1 grant that, failing

X NI a site entirely free, the site where the back wall is a party wall, or the corner

MUNICIPAL OPERA HOUSE, FRANKFORT.

art site, can alone be considered in any way satisfactory.

To amplify these remarks, I have been at pains to arrange a sheet

showing the location of some of the playhouses referred to in these volumes, and have also added in the text a few similar

illustrations. ‘Perhaps one of the most ideal sites is that of the ‘ Hofburg’ Theatre, shown in Fig. 9, page 11, fronting on

a large open square, standing in what I might term a ‘recess’ of the boulevard frontage, and facing public buildings of

architectural importance, yet not too near the theatre itself in any way to dwarf its impressive appearance. The National

Opera House, Paris, though standing on an isolated site, is not placed well; for, as will be seen from Fig. 31, page 13,

the streets which surround it are too narrow for the enormous block, and the vistas obtained from the thoroughfares which

serve for approach are too limited to permit of the spectator obtaining a good perspective. Compared with the Paris

example, I should much prefer the site of the Frankfort Opera House, shown

in Fig. 37, on this page, which stands in a large square, and is backed, to a

‘certain extent, by grounds and shrubbery, having broad thoroughfares both at

the front and -sides. 1 should also prefer such locations as those of the

“Lessing Theatre at Berlin or the. ‘German’ Theatve in Vienna—see Figs. 20

and 30 on page 13—which, though on somewhat irregular sites, are so placed

as to allow a good vista. The Municipal Theatre at Bromberg, Fig. 33, on

the same page, has also been well placed considering the peculiarities of the

locality. 1t faces a broad thoroughfare, and has an open space on one side

Tf TT

Av

and a street on the other, although its stage backs on to adjoining property.

When speaking of Bromberg I would compare with it the position of the

*New’™ Theatre at Berlin, of which the site ‘plan is given on page 26 in

Volume 1. Here, too, the same architect who is responsible for the: Bromberg

AT §

theatre overcame the difficulties of site by the skilful arrangement of his block

in particularly unfavourable circumstances. He actually obtained a very fair 7/7

vista, in spite of the narrow alleys by which the building is approached. The » &

* People’s’ Theatre at Worms, of which a plan is given in Fig. 33, page 13, Co Je

A LR i

lo od > x :

stands on an entively free site in its own grounds, part of them, as will be

remembered from Volume I., being used as a beer-garden. When mentioning 2 Ll En

the private grounds of this theatve, 1 would again call atiention to the site COURT THEATRE, WIBSDADEN: Dio. a8 Soe Puss,

plan of the ‘Wagner’ Opera House at Bayreuth, page 30, Volume 1., which

is one of the few theatres standing entirely in its own grounds, no part of it whatsoever being in touch with a public

thoroughfare. At Worms, of course, the building has some of its frontages on thoroughfares, and the same must be said

of the museum entrance to the Shakespeare Memorial Theatre at Stratford-on-Avon, which otherwise practically stands in

its own grounds. But as regards location generally, the ¢ Wagner’ Opera House at Bayreuth is uniquely placed.

When alluding to the ‘ New’ Theatre at Berlin, I referred to the difficult circumstances in which an architect is
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sometimes placed. As an instance where considerable difficulties were experienced, I would mention the peculiar conditions

prevailing at the Court Theatre at Wiesbaden, of which the site plan is given in Fig. 38, page 14. The situation there

seen 1s that of a theatre standing in a public park, a most enviable location; but, curiously enough, the requirements of

the authorities necessitated the principal facade being hidden by an existing colonnade, the historical associations of which

prevented its being broken into sufficiently to allow of proper architectural treatment. Another example of the curious circum-

stances in which theatres are often built is the Casino Theatre, Monte Carlo, of which the position in connection with the

Casino building is shown in Fig. 28, page 13. No theatre in the world faces so beautiful a prospect, and yet it is exceed-

ingly difficult to obtain a satisfactory view of this building, as the ground sinks so abruptly that the structure can only be

seen at a very steep angle. It is also curious to observe how the architect has placed his auditorium in relation to the

Casinio building, for it should be remembered that the theatre was added after the completion of the latter. One side of

the auditorium is high above the terrace level which it fronts, and the other side abuts on the main hall of the Casino.

Lastly, 1 would add some examples of theatre sites in London. The best playhouse site of which we can boast is

no doubt: that of D'Oyly Carte's Opera House, now better known as the Palade’ Theatre of Varieties, which faces the

junction of important cross-roads, having a main thoroughfare on one side and two minor thoroughfares at the back and

other side. It ‘is isolated, and, thanks to the very clever architectural treatment, creates a pleasing impression in spite

of its curious plan. Fig. 35, page 13, describes its location. There 1s but one other theatre on a veally isolated site in

the West End of London, namely, the ‘ Shaftesbury’ Theatre, in the vicinity of the example just mentioned. This building

stands on a rectangular site facing the main thoroughfare just referred to, but otherwise surrounded by comparatively narrow

ones. The best. corner site in the Metropolis 1s undoubtedly that of ‘Her Majesty's’ Theatre in the Haymarket, presented

in Fig. 34, page 13. It faces the broad thoroughfare of the Haymarket, and has a street of fair dimensions on. the one

open side. Far more in accordance with the customary arrangements of theatres in the Metropolis is the block plan of

the ‘Garrick’ Theatre (Fig. 36), which, though enjoying the unusual advantage of a considerable frontage to a public road,

is built in on its other three sides. It is not my purpose to illustrate any further examples of the curiously irregular sites

in the Metropolis, the more so as most of them would not be permissible under the new regulations, but I think that the

first three sites dealt with may be taken as among the best theatre sites in London, and may suffice for comparison with

the manner in which theatres are located on the Continent, even in difficult circumstances.

In conclusion, 1 would only repeat that, even from the most prosaic and mercenary point of view, it is of the

utmost value to the London manager that his theatre should be well placed in a good locality. There is not the slightest

doubt that, given the same play and the same actors and management, the building in a good position in an accessible

neighbourhood, anc the building badly placed in a position difficult to reach, must show very different financial results.

As far as the appearance of a theatre is concerned, there is no doubt that the isolated site, preferably with a broad vista,

is the only location for a playhouse if it is to fulfil the functions of a public building and a fitting home for the Drama.

As regards structure pure and simple and the safety of the audience, isolation has no doubt advantages in facilitating good

planning and minimising the risk of fire from without. But absolute isolation is not quite as essential as is generally

assumed. A theatre can be quite satisfactory in plan with its back wall a party wall, or, as a matter of fact, with its back

and front wall in contact with neighbouring property, provided only that the sides are open to thoroughfares.

Now, in the preceding pages I have dwelt on the great importance of selecting a suitable site, and it would be no

exaggeration to say that the site practically determines the plan of a modern playhouse. To my mind it governs the

conception even to a greater extent than any actual question of funds. For whether the funds be lavished or stinted, the

embodiments of any particular scheme should be practically identical for a given site. The funds only serve as a guidance

in the elaboration of a design, the selection of materials, and the substantiality, equipment and decoration of the structure.

No matter how abundant they may be, they can never effect the development of an ideal scheme on an unsuitable site.

Nor can the disadvantages of a cramped position, involving an unsatisfactory plan, ever be outweighed by any amount of

beauty in detail.

Though advocating suitable sites, I do not wish to argue the impossibility of conceiving a good plan under difficult

conditions, nor can I ignore in a volume of this description that in very many cases theatres must be built on unsuitable

sites. Hence also I cannot avoid all reference to such examples as may serve as models on the one hand, or as warnings

on the other, to architects who are hampered by difficulties of location. Yet, on the whole, I- prefer to speak of a playhouse

which is not hampered by such circumstances, and therefore to refer to examples which have been designed to take up a

position in every way suited to the dignity of that art which they are intended to house.

Looking at the subject of theatre planning in its. broadest aspect, I And it advisable to devote the main chapter of

this treatise to the general arrangement of the building, and owing to the treatment of a subject of this description being

impossible without constant reference to examples of buildings carried out to fulfil particular purposes, I have thought it

advisable to materially supplement the illustrations already presented by further drawings and views. To my mind, these

illustrations in themselves are of more importance than my remarks. They have been specially selected to serve for easily

readable object lessons.



Nee. AMSTERDAM, ATHENS. BAYREUTH, BERLIN, BERLIN, BERLIN, BILBAO,

MUNICIPAL THEATRE. NATIONAL THEATRE. ‘ WAGNER’ OPERA HOUSE. ¢ LESSING’ THEATRE. TY yummy ‘NEW’ THEATRE. MUNICIPAL THEATRE.

Width of Proscenium Opening at Curtain Line 36'c! room| IY oom 42 6 yoo m | got gras mi] 40 oF izaizoml 2003 Soom. 526? 16°00 m.

Height of Proscenium Opening at Curtain Line 360" J1roo ml 25 6” yrzam) 370 w1rzom | 326” recom | gol oryzae 310 o'zomol og. of 1vizo m.

; ; / Curtain Li

Curtain Line to Front of First Tier 25’ 9" srcom | 436 mio wm Disthgiipt Smet Bony. 5226" 160m | 6% 9 srcom. 326 16copom. | 32 of 1700 m,

Curtain Line to Front of Second Tier . od 476 1430 mW. olin beg 2726" 7'zom, | 72 3 psrcom | wool 1%e0 m =

arest Seat, ig

Curtain Line to Front of Third Tier 62! 3" 19°00 m. — 26’ 3”, 8-00 m. 5 — en gz! 9! areom

. . ! :

Curtain Line to Furthest Seat 45) of aso mm. | 7567 23 00m J108 3 33co mm | 278 of eqgcom. | 7B of s4room.| 80 3 2 som | 749 izzy m.

Sunlight Opening above Area of 1x'zom. | 360 1rroom 5009” 13:0 Mm. | 39 3" dv'oom | mole izrsom. | goto 14'eom. | a0 3 a5700 wm.

Highest Seat above Street 6’ G6 py m, | 37 6 ‘ti‘som | 40 12zom. | 340° rosow. | 213 G'zom.| pd viagm| 72-6" 23:00 m.

Lowest Seat above Street 12’ 3% 3s am sig arom, 1' 6” o'zom oJ! oom vt’ 6” orzo cia’ "ory m. | '26 3 BSeom

Width inside Containing Walls So 3” 24°20 mm. | 60 © 18:50 m. griig’ 280m | 650" 19°73 mi 6Y of ‘room| 34 3 Ww6som | 2g spon m.

Curtain Line to Containing Back Wall sg of iroom | 42°06" azgoom | 79 8 2300 mm. [ 590% 1Scom. | 34 3! iorsom.| 40 of array om. | gel of 17700 wh.

, 5 Saul ny . Ey

Curtain Line to Furthest Wall of Back Stage 3 ee 59° g 15°00. m.- | 113g’ i jz m, mt = 62’ 3” 19'co m. | ‘ogi 6" aptaz om,

Gridiron Floor above Stage at Curtain Line 67’ 3" 19:000m, | 46 9 14am. of of osgtzo.m. |. 60b 0 18:29 m. | 46' of d4:axm. | 3% 3” vivcrom, 62) 3" 19room

Cellar Floor below Stage at Curtain Line 21’ 3) 6rzoom.) lof grag [P36 coro mm, fo16l 3 soo m, 10 6 armen ant 6 was mf ieylgl Strom

Stage Floor at Curtain Line above Street 16. 3" 5:00 m. 7:3" aan m, oo of2s m Lo 15m Zo’: 1°30 m 33 awom | 29 9" og'oom

Cost of Structure 75,000/. 37,0007. 50,000/. 40,000. 75,000. ? 40,000.

Period of Erection 2 years 4 months 1892-1895 4 years 12 months. 13 months 131 months 3 years 10 months

Date of Completion Sept. 1804 1895 1876 Sept. 1888 March, 1892 Nov. 1892 May, 1890

Seating Capacity L113 1100 1645 1100 25070 8oo 1600

BRISTOL, BROMBE RUSSE : G J

st Var. oR OMBERG, BRUSSELS, BUCHAREST, BUDA-PESTH, CAMBRIDGE, CHRISTIANIA,

THEATRE. MUNiCIPAL THEATRE. : ‘FLEMISH’ THEATRE. NATIONAL THEATRE. NATIONAL OPERA HOUSE. ‘NEW’ THEATRE. NATIONAL THEATRE.

Width of Proscenium Opening at Curtain Line 350" rorzg md 27 of Brom. | 29° 6" 900m. f 353 of 10°75 m4 6 Tyas] a ols Saami | sao wot gom.

Height of Proscenium Opening at Curtain Line . ot orgy m | 31h 0” o'som.] 268 3h Soom. 30 3 aco mc) 4rd visom 26! 6" ‘Soom, | 32 9 10°00 m

Curtain Line to Front of First Tier 46.0 142% m. | 42 67 ajroo mii 4978 15:00 m. 52h 6 ab:eom 79’ 3 saroo m.| 3400" tomo om. | Ha iri wm.

> 3 3 ’ pe] In . = [1/ . . .

Curtain Line to Front of Sesond Tier . 359 poem 33 of ag ys am 22’ 6” 16000. m. | 2d Oo 1300 m = 37 of ir es mol 6 0 alse om,

Curtain Line to Front of Third Tier — — s%' of vypoom [62 3 roroom.d 75.3 2760 m. x —

Curtain Line to Furthest Seat 33:6" ay'com.| 65 6” 20700 m 68’. 9” 2100 M.| 6% 6” 2100 mM of 9" s9'som. | O60 0" Was mo} 676 297% m

Sunlight Opening above Area 43-3 tes om. 393 12room. | 40 3 15cm. | 54 OF 160m 60. 6 1S:som | 400" 1s wm [48 3 14 98m,

“T° / 1] . / " . :

Highest Seat above Street 41 of a3 gam. | 36/0" 100m. | 4ot 3" 13oom. | 46 0 1qgoom | 55" of reo m | 3) dk vrs m. | 45 of igen im,

Lowest Seat above Street 26 ors m, oof ©0127 m, ral args im, 1’ 67. oom, g of 1:do m. shot Too m go! arom.

= ey So (below) (above Terrace) ; (below)

Width inside Containing Walls 20) OF aitsom. | 5000" 1575 mm. 52 6) 1600 m4 65 6 20'00m. | S86" 27°00 wm. w4l of 16:z0o.m. | 6% 4" sivoom

Curtain Line to Containing Back Wall 32 of 1000 m. | 44 3 13'zom. | 26 0! 11'com 35792 1700m’| 630) agg mi 2350 107m 47 6" ipso Wm

Curtain Line to Furthest Wall of Back Stage x 59-0" 1% 00m. Se f= ra’ 3” 40'com 5 75! 6" 2300 Mm

Gridiron Floor above Stage at Curtain Line 476" 1420 m £26” Abo mm. | zd! 1700 Mm 72' 3". saroo mi] po BY aacas mf 53 67 16°25 m. | 62 3" 10:00 wm.

3 : : / J . ’ . .

Cellar Floor below Stage at Curtain Line 49. 1'3zm 14 o" “yzom | 1% of zrzom. 19 67 600m. | 36/6" room. | 19¢" 3oom 18.3% 500 m

Stage Floor at Curtain Line above Street o Wg m. 33" 1eom o 9" 3°00 m. 5 o" 1°50 m. 13 o" 4-00 m. od 9 025m Bo aw

elow

Cost of Structure 26,000. 23,000/. ? 75,0004. (i0 1807) 266,000/. 15,500/. About 80,000.

Period of Erection 10 months 18 months 3 years ? 9 years 6 months ?

Date of Completion Jan. 1893 Oct. 1896 Oct, 1337 (? 1898) Sept. 1334 Jan. 1896 (? 1898)

Seating Capacity 1350 (2000) 747 ? ? 1250 1400 1400

gl

NAHQOW

VYAdO

SHIINVAHL ONY SASN0OY



1—"111

DRESDEN,

ESSEN,

FRANKFORT,

GENLVA,

HALLE,

LAIBACH,

1EEDS,

PARTICULARS CourT OPERA HOUSE. MuNICIPAL THEATRE. MunicipAL OPERA HOUSE. MuNICIPAL THEATRE. MuNICIPAL THEATRE. MUNICIPAL THEATRE. ‘GRAND’ THEATRE.

Width of Proscenium Opening at Curtain Line 42°60" 13tcom, | aq 6" groom go of ‘12725 mM 30l 22 1zteo mil 30 of Toroom, [-3Y Oo corzom. | oo 3 ors m,

Height of Proscenium Opening at Curtain Line 47.6" 14'so.m. | 230! - 700m 2 vom m] 39-3 wwopom| 329 woom | Wo o'som | 4 ol rem

Curtain Line to Front of First Tier 63 o/ groom. f 4% 3 lays om] 63g sire m. | 532 6 a6razm. lig 6 16m | 450 oom] sxe Gsm,

Curtain Line to Front of Second Tier . er sc’ of azrzom. | 72" 3". 22°00 m, — s6/ 67 17728 mi. | 40° 9" 14°23 m. wo

Curtain Line to Front of Third Tier -— 55 4 30’ 07 13°00. m. — — 60" 37x mm

Curtain Line to Furthest Seat 1g oF 32 00m oS of saves. | 78 of sa‘com. | 65:6" socom. | 87 9 26°50 m. | 67 of sorzo me ov of 27:73'm

Sunlicht Opening above Area 63 o' 19°30 m. ' 2” 12°20 m. oo 135°%0'‘m ala? 16°00 mW | ay 3” I3'som. | 40 0! 12°25 m.] 35 OF 16°35 m.

g pening 3 9'3 44" 3 35 50° 9 5:8 5 J =

Highest Seat above Street 67.0 rorso my] 4gt-3 insom fer Cwm 46d qoom | Y goon) Ho oom! 54 1630 m

Lowest Seat above Street 130g. 400m 3 3" -1'oom, Vv. 6h ersom og of dv m g of 2793 wm. fi 2 100m, gf cyto

Width inside Containing Walls 97" 67 ngrus um, sol’ 19:00 m. 63. of ro'so m. Hol egroow. | 620 1007s m.[ 30 of Soom | 70.9" zi3om

2 9 75 53 9 7 39 9 3 7 9 ly oN

Curtain Line to Containing Back Wall vlorgl olf arvsom | utd 1reom oo 340 Torzom | ixolo” 1ssom | al 3 igroom. | lo g:75°m. | 47 6" 14°30 mm.

Curtain Line to Furthest Wall of Back Stage Lrg” “asin mi — — 67-0" "aorsom..| 49 3 agoom.] 65 of 19°75 m.

Gridiron Floor above Stage at Curtain Line | 820 szreom | 623 19000 ml 46 of msm. 77 0 dysom | 68 of avroo mo) sat 3” 16rgo mo 39 of 180m

Cellar Floor below Stage at Curtain Line a3hol mronm dl i of gso mn] 106" ieee mil- 303 oagm] 168 zoom] a8 3” soom. | 2680 Scom

Stage Floor at Curtain Line above Street 16 3% groom. 6 6" 2:00 m. gal Cedm li age goo m} 12 Yo orsm 8 aroom | aol dl. 3oom

Cost of Structure . 2 10,000/ 20,000. 230,000/ 100,000. 61,0C0/. 20,000/. 60,000.

Period of Erection 7 years 2 years 7 years 5 years 2 years 2 years About a year

Date of Completion 1878 1892 Nov. 1880. Oct. 1879 Autumn, 1886 1892 Nov. 1876

Seating Capacity 1700 (2000) 800 2000 1200 (1300) 1141 (1231) 1020 2600 (3200)

LONDON, LONDON, LONDON, LONDON, LONDON, LONDON, LONDON, |

‘ ’ ’ ’ : ‘ oy 11 M ys?

PARTICULARS: hai ha DALY’S THEATRE. bony a Do Lo ald ¢ GARRICK > THEATRE. ¢ GRAND’ THEATRE. ay : |

Width of Proscenium Opening at Curtain Line 93 room| we oom wy wzom wel osm el oom 20 ¢ ooom | 350 107s m |

Height of Proscenium Opening at Curtain Line gol of aaves mp 310 cozom lo gatel verroim i] a ot ore me 32 ol oom wo gzem | 206" 900m |

Curtain Line to Front of First Tier ij 63be? 1osom | 380 wo 3m | yoo! gsros me | 330 Wragm] ol oom | we tom 34 of 10728 Mm, |

| | J

Curtain Line to Front of Second Tier. | — me ety na 2 oof 1z:som.| 40 of gaziosm |

Curtain Line to Front of Third Tier 67 of 20:zo mt 46 0 poo mo | 326” 1600 m. | G4 6 1g ygem.d iol riramom, 5 | 7 |

Curtain Line to Furthest Seat ror of si7oo mo] 68 6! 2e'yz m. | 8% 6 27:00 m 83-0” 26°75. 'm, sofia 1zizy om.) 63 6% socom. | 790" 24:00 m,

Sunlight Opening above Area Sof 3” eq:som | 2000 yjroom | zolel aysom | wile 16:zom } 440 13m] qo 3 1500 m, | solo” 13-23 m,

Highest Seat above Street 36/6” 1am bt a0 of ron 36°60 19g m, | 32t eo’ ooo mm. 236) vas ml 39 Yl zoom] ap’ of age m

Lowest Seat above Street olgl aay m | rg 6” 7%. m Gea: ae maf gto tog 160 6%. socom, 6. room | og azz

(below (below) (below) (below) (below) | : (below)

Width inside Containing Walls 62-3 19'c0m.] 60 0. 13:2: m 67 37 20x m. | 67.0 zoom | 50 0 ase m 51 of vgsrg Mm 6g 6-212 m,

g 3 9 73 5 7 ca

Curtain Line to Containing Back Wall 93 zoom 420 arcom |p 46 oom] 17 e was mi qo oF ‘1avss 40' 97 1z'zom. | 49 0" 1500 m,

Curtain Line to Furthest Wall of Back Stage ps =o — 62’ of 19°00 m. = inet =

Gridiron Floor above Stage at Curtain Line 62° 3" 19°00 m 63.9 1o'co'm 67. 3% so'zom. | 4X ol aazgs mm. | 450 137s m gol of msragw | 34 0" 16°50 wm

Cellar Floor below Stage at Curtain Line Foie? Zoom | 109 3c m al 3? Gsom | 180" som| We town 170 grag m.| 1009" Geom,

Stage Floor at Curtain Line above Street ly rveom fF o11'y 330m ih8 cr osom. owl 3 yam) 130 4oom Y 6" oom 2’ §5 orgs wh,

| (below) (below) (below) (below)

Cost of Structure . | ? 40,000. 150,000. ? ? 16,000. About 60,000.

| Period of Erection | About a year About 2 years About 2 years ? ? About a year About a year,

Date of Completion | Dee. 1583 1893 1891 1882 1889 Dec. 1384 April, 1897

| Seating Capacity | 1800 (4000) 1500 2000 (2300) 3000 1100 2800 1500 (1700)
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| LONDON, LONDON, LONDON, | MANCHESTER, MIL! IONTE CAR | :

PARTICULARS: : , ‘OXFORD’ VARIETY > PALACE’ VARIETY Mpa Wrote | Toon

| Lyric’ THEATRE. THEATRE. TRAFALGAR’ THEATRE. THEATRE. “Lir1cO’ THEATRE. CASINO THEATRE. MuNiIcIPAL, THEATRE.

Width of Proscenium Opening at Curtain Line | soto gray mm 2d 60 proom bt 23 Soom | 30.0 icoom | 40 azsom | gold azr00.m | 49° 3" 15°00 m,

Height of Proscenium Opening at Curtain Line . 28 of" Srzoom. to 2al60 7:30 1m. [© 29-6" e'oo mm lol vivo om. | jolt ceddm. | ay 0" 9*'50 m. | sof of. 1x28 m,

Curtain Lieto Front of First Tier 3% 0! rrgom tT 46 6% 1423 mo 33ke! 1o'oo.m | wid! agroom | O73 wo'zom | 639" 19°30 m. | 8y¢ 25°75 m.

Curtain Line to Front of Second Tier . ayo’ az:gs am | gat 6” c1xtzo mn. — g52l 2” 16-00.m. — foe | =

Curtain Line to Front of Third Tier 176" 14 350 m0, — 360 of 11700'm 7eig ars m | 90" 3¥ 27'30m

. . . : : = rn 9 SD . Si | : .

Cs to Si Seat 75. of pays mf 6ul 6" 19°00 m. | ‘54’ of p6-som. | 6¢/°3" 20°23 m 87 of sgrzom | So 3 z4a'zom 100 9 33.2% m.

as £4 i a on Area 42 3 gsm. s' 3 iysom| 43a! ares m | 630! sory mn 99 6 agras,m| 62 3 19°00 mm. | 63 6 20700 my

ighest Seat above Street rd ; Io 3 ro

| 329 Horm 28 som 270” Ssom | 329 Tooom | 469 agzzm [37 6 wesw] 34 oa om

| Lowest Seat above Street oof zzz om oof osm plo wom | At.6" 'zHm, 26 -orys.om. oo 303m fol r2g.m

| Width inside Containing Wall er) , Siti) (below) (below) (below)

| Curtain 11 i img aus 70.0: 27°25 mM 36' of 17'00m. | iq 6" 1300 Mm 63 3) 19"2a mf O56" socom} 44 3 13eom gs’ o 29:00 mh,

| urtain Line to Containing Back Wall 400 332m 17 of get mol 0 oliatroom | gs room| 72g oom [26.3 Soom.) 63.6" 2000 m,

Curtain Line to Furthest Wall of Back Stage ? aro” 13'zom — 0s 9 gz wm

| el : : ? oi gel ro Sm" 2 na.

Gridiron Floor above Stage at Curtain Line gol ol tras om. 3706) “wrrzom, [eR 3 yz om. 62.3 19°00 m 6c 67 13°00 m, ee 33 6" 27:00 m.

Cellar Floor below Stage at Curtain Line 16" o” . m 14’ of . 8 oo . ol : 6 ! 3 ! 6%

rr : } of 4" 75% Mm, 4 4°25. .1m, 0 2 som. | 14’ 0 450 m 1 6 3 som. | 17 3 zeag.m. | 246 7+ 50 Im,

g | ine above Street 9 bt 1°75 m. Fal caoo mt 316! 350 m. gligh oratm gto osm (ral YC 22% Wm Fat 230m

Cost of Structure i 5 rom ) er) ; (above Terrace) :

: : 21, 40,500 : 93.000/

Period of Erection 10 months 6: months. 16 months 2% years ? ? 3 years

Date of ion"

ate of Completion Dee. 1333 1893 Aug. 1892 May 1891 1894 1879 Oct. 13587

Seating Capacity 1600 1200 (2000) 1300 3675 ? 600 ?

WB | PALERMO, . “PARIS, PARIS, | PARIS, PRAGUE,

PARTICULARS; Mit Tilden ‘EDEN’ VARIETY NatioNAL OPERA | CzECH NATIONAL fin ae

| CIPAL THEATRE. THEATRE. COMIQUE. Nat oNAL OPERA HOUSE. THEATRE. ¢ GERMAN’ THFATRE. MUNICIPAL THEATRE.

Width of Proscenium Opening at Curtain Line ; | 43-67 apis ml ar 9h aria wo a of gotan wm] 220 60 16ron wm. |. ay of carianenn | 4blo” 14 08am 32’ 9" weom

Height of Proscenium Opening at Curtain Line : | 4% 3" pgs mo 37 ol arrsom og 6) 300m | 45 oh gts ml 30 3 rrroo me) 368.00 sito mm. 24 8) 7a Bi

Curtain Line to Front of First Tier | 37 of : 2 6"

| : Zo 26'som; | 62 6" socom. | 40 3 100m | «83 6" e550 m.| 60 6” 18 om ph earen 6” * 502

Curtain Line to Front of Second Tier. : | pone r= ee ; foe : pel ee ; pe | = Sle ae

. . 3 Np * . |

Coy be to Pros of Third Tier . 1:86" 9” 26°50 m, — g5l of syropm. | 346" zzz m | 6) 9 1omom | vo essom) 53 3 160m.

urtain Line to urthest Seat 9% 6" jo0-0c0'm 2S ol spon mm. | 23 of a2'zso.m Tron gf 31:00 ml ol’ of a7r7s mio 9 3rroo mi} 6% of 21°00 Mm

| Sunlight Opening ave Area 63 of 19:93 wm. | 63 0 ggg m Logo 1psom.t 6703 arom 69 6 212s m solo” arse mi] 4 Ir m

Highest Seat above Street al 6f srrso m1 18.6" mys om | 68 ol g1vco me] yaaa? 22:00 m sel Gl mr von Wm 46' o! 14°00 Mm 42' 6% 13°00 m

Lowest Seat above Street 14 of +30 SG! 15’ &" : | |

49 4°50 m. al 6 075m. | 15 6 475m. 20 6”. 623m ral. gwai mm ol om, 16% ‘o'som

| Dm.

. . 3 ° .

hi inside Containing Walls 119) 9” 36:50 m. luo og! gizoom |g 6% ipso wm [py of zoey am | 68 gt 2reo mf 796" 23'on mc} 62 3 woo m

in Lo to Containing Back Wall ot! of ars m. | 98 9 saoo mm. 420 yoo md] S70 a6som. | 44 3% 13'zom fl 83 3 6am Load 130m

urtain Line to Furthest Wall of Back Stage fof : x = 3 rs 4 cu ;

Gridiron Floor above Stage at Curtain Li > a I" Pea po ro 136 of 4727s mi 623 1goom. | 82 of a5room. | 373 730 wh

Sa a g os urtain. Line i or s2'asm.] 67 3 ro's0om | 73 0% 22°25 mu lurd. of 26529.m, 88’ 6" 27°00 M.7, 63 of Igy om. 37 3” a7izom

Sls i Wilh urtain Line 37 olan md 180 Tiseam ll 23 of room| 460 cigs mo | 32 of wocom | we 4esm ast dc 47m

ge Floor at Curtain Line above Street 20! OF 623 'm. 6 dorgom] 180. som 6 gzom | 10 6% ison my 73. gym, 50" 130m

Coe of Bernas 270 000L. 220,000. (? 180,000.) 1,500,000. (? 108,000.) 43.200. 30,000,

Pn of Brocton 21 yrs. (tntermittent) 2 years P 14 years grycars 18 months 2 years

ri of Completion 1896 Jan. 1883 (? 1898) Jan. 1875 1883 1888 1895

eating Capacity 3200 1000 (2500) 1500 2156 1700 (2000) 1800 1020

*s
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PARTICULARS:

ROTTERDAM,

STz PETERSBURG,

CourRT OPERA HOUSE

SALZBURG,

MUNICIPAL THEATRE.

STOCKHOLM,

STRATFORD-ON-AVON,

SHAKESPEARE MEMORIAL

TIFLIS,

TURIN,

MUNICIPAL THEATRE. (PROPOSED). CoUrT OPERA HOUSE. THEATRE. MUNICIPAL THEATRE. PEOPLE’S THEATRE.

Width of Proscenium Opening at Curtain Line 36 0 -11i'oom. t 60 6 18'zom.t 320" ‘ey mt pol virza mi] ao Sas 426 T3000 m. | 33 of 10°00 Mm,

Height of Proscenium Opening at Curtain Line . ot arrsom | 4200 ‘rays m | 246" som | 400 1rras me 2 of Som. 0d nnoom ay 6 ys me

Curtain Line to Front of First Tier 60 0 13'2x m gos arrsom. | sole” 1grsom..| sol.9 Say m | wet 1vrzom] 6203 19'vco mo zt of 170m,

Curtain. Line to Front of Second Tier. — — slr 15:75 am — 370 67 11go.m | 62’ 3 15:00 m —

Curtain Line to Front of Third Tier 62 3 19'co.m | Se — 6 1 20°50 m. _— = ntl

Curtain Line to Furthest Seat . 78 9" sq'00 m. L1oglg” Boom. | 65 6 z2o'com. | 92 of 28-23 mayo gos m | 8% 3 26com | 6% ol 21000m

Sunlight Opening above Area gt OF 16roo ml 3% 6 27'00 mm | 33.6 rion moss od treo ml 476 oases m] 400 0" greg wm] gol A 1goB om,

Highest Seat above Street solo as'som | 7% 9 ‘spoom | 26 3 Soom | 33 3 1W6Gasm | 32d ozam | 46 yey) aro gras om

Lowest Seat above Street of of room. | 13-0 400 m. 2’ 6’ ovr om, $3 som | go! 1om, 66 2rcom “6%. ‘ozo m.

: (below)

Width inside Containing Walls S32 of aso mm. r3y 6 groom | 68 9" srroom. | B00 27g om | gn of 160d mil 333 boom | 309 130m

Curtain Line to Containing Back Wall g6-67 x2. m, 10g of 3avoom. | 26 6. groom. | 67 3 socom. Fiagiol Syem | syle erry ml 2709 Szom

Curtain Line to Furthest Wall of Back Stage 63 of v9'zom. [dco of 6rrcom | 309” 1yrzom.| S86 oom | aro 1zisomil 79 6 24705 m —

Gridiron Floor above Stage at Curtain Line 62 3" tooo m. fag 3 gotoo mn | sot of agraom. lf B53) 2800 m. | qt 6” agra ft v7 6 arsom, | 43 67 1300 m. |

Cellar Floor below Stage at Curtain Line 16 3). opm. 20h 67 ooom o ig”. 300m 20 0! -goom | 18 of ssom|{ 1d o gram | 10 som

Stage I'loor at Curtain Line above Street 12) st pee mel 1603 sToom go rgem. | rita? arom, So azom si? toom. 4 ol dem

| (below)

Cost of Structure . 58,000. ? 25,0007, 2350,000/. 11.3000 {? 33.000") p

Period of Erection 3 years ? ? ? 2 years 16 yrs. (intermittent) ?

Date of Completion Seni. 15587 ? 1893 (? 1898) April, 1879 1896 1891

: :

| Seating Capacity 1250 2100 (2800) 630 (1000) 1250 900 1350 ?

| |

| | VIENNA, VIENNA, VIENNA, WOLVERHAMPTON, WOK MS. ZURICH, tito |

| PARTICULARS, | CourT OPERA HOUSE. COURT THEATRE. ‘ RAIMUND’ THEATRE. ‘GRAND’ THEATRE. PEOPLE’S THEATRE. MUNICIPAL THFATRE. : |

| nig : ] TT ee TT | PEEL, |

| Width of Proscenium Opening at Curtain Line | 47 6" sd4rzom. | 4 of serys mo 470) pom | 35 6 10025 m. | 29.6% groom. | 37 of 1izom,

Height of Proscenium Opening at Curtain Line . 393% 12com | 4Y 0 13oom. | 306i rrcay om. 27 0" Sas mi | 230" yoo mf 206" groom,

. | | 7 2

Curtain. Line to Front of First Tier 379" 26 om | 68.68" odo m. 410 12s0om | 376% woisam. | 26 3". Soom | 639 950m a fn

rr : imensions ar

Curtain Line to Front of Second Tier. es ee 16: 0% 1400 m. — | — — i = a

; : . ry : ; ” :

Curtain Line to Front of Third Tier 2) 26zoum. | sr of arvznom. x 32-6" 11°73 m, | — 62 3" gg'eo wm ry 7? rt

| re confi

Curtain Line to Furthest Seat 108 of srroam [oot of wlenm | yx 6 cezroom. | 654 sooo m. [1123 Jqreom Sg’ 47 26°co m. 2 nin .

Sunlight Opening above Area 63 of roc m. | 606 130m oh 1S com. | 36 ef ira md 47 06" 14°50 m 47.6" 13"co my Tani frrils

g Pp g 3 5 59 30-9 Jeet and metres

- ‘Highest Seat above Street 63. of Jorzom, | 6% 9 erroo mm. 42 6 room. | 356% roam. | rte’ cozom dri 0% azo. m, of fo oe re

: | Te

Lowest Seat above Street glo? yvooom Fong 9 dso om. al r1coim, Yh vod doh irae m del rom i: ‘8 i 2s

(below) : (below) in conversion from

Width inside Containing Walls go 6’ zoroom [toil 9? room| 780” 3s m. | G06 180m | 49 3 150m. | 67.07 030m. Jeet to metres

Curtain Line to Containing Back Wall laf abo ml PR yn om 303 wroom| 39 3 12ve0 mm. | 286” 8 yem 46' 0" 14°00 m. | and vice versd will

Curtain Line to Furthest Wall of Back Stage 6 0 zocoom fog. 0’ 30m rn —_ | Gifnege 75 of “22°50 m. | us be explained,

Gridiron Floor above Stage at Curtain Line Rt at s60om [gol 3 oysom| JB 9 aponm. | 32 8 wee mf std anys ml 87 6 yom Se

Cellar Floor below Stage at Curtain Line 303 12eoin | 36 ol virco, i196” Goom ag ol agg wm | ono 42m 12 yoga of interroga-

Stage Floor at Curtain Line above Sireet 1497 groom az of germ. (Street level) (Street level) Je 8 areom Sa dino I gm 0 dnt

; liabl ticulars |

Cost of Structure 500,000. 550,000. 37.5004, 13,800". 22.4507. ? Hal pry ers

| were not obtainable.

Period of Erection | 7 years 14 years 6 months 9 months 2 years 15 months

Date of Completion | May, 1869 | Sept. 1359 1893 Dec. 1304 1889 Oct. 1891

| i

Seating Capacity | 1720 (2880) | 1600 2150 1180 (1400) 1238

1475
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That there exists no standard, no average requirement, no general specification applicable to all theatres, must have

been apparent from what I have said elsewhere. The circumstances of their erection, their constitution, their objects, are

too. different to allow this. It is ho mere question of variation in size applied to any one pwrpose, or difference ‘of

purpose applied to any particular size. The diversity in every respect is too great.

As 1 have already explained in the first volume, when dealing solely with the main classes of National, Court,

Municipal, Subscription and Private theatres, the modifications of purpose and circumstance in each category would require

the most complicated classification. It should be remembered that any one section of the above grouping, say the Variety

establishment among private theatres, assumes many forms. Take this Metropolis, and look at the difference in Variety

houses, such as the ‘Empire’ Theatre and ‘ Alhambra’ Theatre, as distinguished from the ‘Oxford™ Theatre, or from the

so-called ‘syndicate’ Halls, or again, from the minor establishments, and then remember the innumerable small Variety

houses which rather require classification as assembly or concert rooms, until we come to the very smallest class, which

comprises the mere addition to some public house or hotel. Then compare such Metropolitan establishments with the

various institutions to be found on the Continent. Yet, for-all practical purposes, every one of these different classes of

Variety establishments may be considered a playhouse proper, and may have much in it that is identical with even the

greatest of opera houses. Surely it will be thus seen that any attempt at classification of requirements or the laying down

of certain principles is impossible; and it is for this reason that most of the numerous model theatres which have been

conceived are impracticable for general use. They may be model in the fulfilment of certain requirements laid down with

the view of meeting a special purpose, they may afford rapid means of exit in case of fire, or excellent seeing and hearing

accommodation for an unusually large audience, they may be economically built, or easily convertible to some other specific

purpose according to the designer's aim; but to imagine that any one of these model theatres can serve as a standard by

which architects should be guided in designing their playhouses

for other specific purposes, is almost ridiculous. The model

theatre, whether an English or a foreign one, is no doubt an

exceedingly interesting study, affording a pleasant subject for

discussion to specialists and others, and in some instances it

has even influenced certain designs, but I doubt whether it is

often of much direct practical service.

Now, quite irrespective of the purpose of any playhouse

or its general conception, the question of size or scale is one

of those points which has been too generally neglected in the

designing of the playhouse; yet this is a question that calls

for the utmost attention, not only on the part of the architect,

but also on the part of the owners of the property.

It is principally with the view of showing the compara-

PEOPLE'S THEATRE, BUDA-PESTH. Fic. 93. GENERAL VIEW,

tive sizes of well-known playhouses that I have collected in

the form of a plate the block plans of examples illustrated in the first two volumes of this work. The arrangement of

this plate (Fig. 39 to Fig. 92) shows three distinct features, the first being the relative size of the various playhouses

described, the second being the relative size of the auditorium compared with the stage, and the third being the relative

size of the stage and auditorium as compared with the general offices in the body of the structure. It would, of course, be

possible to go further afield, and by the study of this plate to make a comparison of the sizes of the various Municipal

theatres, or the Municipal theatres in relation to the Court theatres and so on. But for my present purpose I am content

to point out those curious differences in the main dimensions which are so seldom appreciated by the architect, much less

by the manager and the general public.” The mere expression, “the Paris Opera House is large,” or “very large,”

conveys but little even to the expert; but if from a plate of this description it can be seen that many theatres, including,

say, our latest example, ‘ Her Majesty's,’ could be bodily transferred to the stage of the Paris Opera House, and that the

Shakespeare Memorial Theatre could be easily accommodated in the auditorium of that building, it becomes possible to

appreciate the respective dimensions of the playhouses of different countries.

It will be noticed that on this plate I have grouped the whole of the examples presented in Volume I. in two lines,

and similarly the whole of the examples exhibited in Volume II, the former being distinguished from the latter by a slight

difference in the engraving. I have placed in a central position the proposed great Opera House of St. Petersburg, which

has not yet been executed, but which, in this position, serves to indicate more clearly the large sum which the Czar

contemplates spending, should he finally determine that the building be carried out. In grouping the various block plans

of these theatres in line, I have been careful to select the line of the proscenium curtain as that common to each of the

individual establishments. By thus arranging them it will be also possible to obtain an insight into the relative amount

of space devoted in each building to that part commonly known as ‘in front of the curtain, and the other commonly

called ‘the back of the house’ Even on such a point these questions of size and proportion are highly instructive.
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But to facilitate further reference as regards the general proportions of these buildings, I have collected in four

pages (pages 16 to 19) the dimensions of examples already given in Volumes I. and II., and I have tabulated them in

such a manner as to allow of easy comparison, adding such facts as were obtainable in respect to the cost and the

length of time, constant or intermittent, that was.

occupied in the building operations. I have also

added the seating accommodation, which gives an

idea of the capacity of the building, and may serve,

in addition, as a basis for those who wish to

calculate the relative proportion of the cost of a

structure to the size of the audience. The dimen-

sions, as I have already had occasion to observe

in an earlier volume, are only approximate; but

they should fulfil the purpose for which they are

here intended. The reason that they are only

approximate is, that whilst they have at times been

taken from figured working drawings, or from the

actual dimensions recorded on the spot, they have

frequently had to be scaled from the roughest of % 7

general sketches, or from drawings of not quite aay To

reliable character. There has also been the difficulty 8 £ 0 10

; : ; : PEOPLE'S THEATRE, BUDA-PESTH. Fic. 94. LONGITUDINAL SECTION.

of different scales, discrepancies in the conversion of

feet, metres and other measures, and the fact that all dimensions have been purposely confined to quarter parts of feet

and metres respectively. Similarly, figures as to cost can only be given approximately, and their reliability is not

guaranteed, since the sources of information were particularly difficult of access, and in many instances the owners thought

it inadvisable for business reasons to publish the correct figures regarding a building.

The same holds good for the period of erection, which, however, may be assumed

to be generally given lower than was actually the case, as it is mostly in the interests

of those who give this information to minimise, the time occupied in building

operations. 1- might almost say the same with regard to seating capacity, for no

manager is anxious for the maximum accommodation to become public property.

Only in the case of those countries where the number had to be certified to meet

the local requirements, just as the number of passengers has to be certified on board

ship, can the figures be considered absolutely correct. In some cases where there is a

possible variation either through the additional standing room, or the absence of limita-

tions to the seating of the cheaper paris of the house, 1 have put what 1 consider

to be the outside figures, but that the numbers can vary most materially will be seen,

for instance, in those given for the ‘ Alhambra’ Theatre, London, where one thousand

eight hundred is the minimum and four thousand the maximum. It is, of course,

assumed that one thousand eight hundred is the ordinary limit, and four thousand

the capacity on a night when the whole of the gangways and the promenade are

occupied.

I need not here, however, analyse the stories told by each of these tables, or

more particularly by the comparison of individual figures, yet I think I should call

attention to the enormous difference in the time of construction of buildings costing

identical sums. Then, as to such questions as that of the ratio of cost compared

with ‘seating capacity,’ take,” for instance, the Buda-Pesth Opera. House, with a

capacity of only i250, and costing 266,0004, or the ‘Hofburg’ Theatre at Vienna,

aint one

Pp 2. 0 IO Gof T
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costing 550,000/. for an audience of 1755. Or again, compare the Paris Opera House

with its audience of 2156, costing about 7,500,0004, and such a theatre as that at

PEOPLE'S THEATRE, BUDA-PESTH. :

Wolverhampton, costing 13,800/, and holding almost exactly the same number,

Fic. 95. PLAN, AREA.

i.e. 2150. For yet another point—one of dimension—take the relative height from

street level to the highest seat in the auditorium; or yet again, look at that prime factor in theatre design—the width of

the proscenium opening, and compare it with the relative accommodation and cost. But it is the question of proportion and

capacity which, in the first place, merit the attention of those interested in theatre enterprise. Por the size of a building

—its size as compared with its purpose, its size compared with buildings fulfilling similar purposes—is one of the keynotes

of theatre design. If the questions of size and proportion are duly studied, and particularly the question of the space

11}. ——K
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available for the auditorium as compared with the offices, or for the stage compared with the auditorium, it will be seen

that the architect will always have the opportunity of doing work on a sound basis, no matter how poor the architectural

claboration or how unpractical any particular detail, both of which points can, if necessary, be remedied after completion.

In the theatre, above all other buildings, questions of size and proportion are most important.

It is this consideration of questions of size and proportion which

has made Ferdinand Fellner and Herman Helmer of Vienna, such

successful theatre architects. For quite apart from any question of excellence

in plan, their appreciation of proportion has resulted in their overcoming

the many difficulties which they have met with from time to time, and

has allowed them to rise far above those who, though of more prominence

in regard to successful architectural conception and the application of

architectural detail, have not been able to grasp the principles of general

outline. Having mentioned the work of Fellner and Helmer as success-

fully embodying the principles of proportion applied to the modern

playhouse, I would open this series of supplementary examples with some

further instances of their designs. 1 would, however, premise that 1 do

not intend to criticise in detail the buildings presented in this chapter,

MUNITIES. THENIRE, PRESSEUNG. but simply to draw attention to such features of interest in connection

Ge es with them as. merit primary attention. Nor need 1, in this instance,

ajtempt to go over the long list of theatres built by the Vienna firm, since, as 1 have indicated before, their numerous

playhouses can be classified into a few main groups, of which any one structure may serve as a model, the remainder

merely exhibiting such slight modifications as local requirements have necessitated. I am hence only presenting illustrations

of buildings representing different groups of the Fellner and Helmer type.

Putting aside what 1 would term the preliminary group of their work, i.e. that group which embodies the first

few theatres erected from their designs, which I am afraid iS of little interest to the student, I am presenting on pages 20

fo 23, in Figs. o3 to ‘gy, plans of their plwhouses at Fiume, Presshwyg and Buda-Pesth, which may be taken as

characteristic of what I would call the second group. These buildings, of course, include considerable variations in the

number of tiers and other primary arrangements, each of the three buildings, perhaps,

forming, with other examples not illustrated here, certain subdivisions. But in all three

exceedingly straightforward planning is observed, and the main lines have great similarity.

The arrangement of staircases, too, which is considered a main feature in all Fellner and mm

Helmer work, takes the form of a pair of grand staircases placed on either side of the

main vestibule, and the carcass of these stairs is in each case designed to take a second

——_ Tp me

staircase, leading to an upper tier. 1t is true, we have supplementary staircases near the

proscenium at Fiume, and similar supplementary staircases nearer the front of the building

at Buda-Pesth, whilst secondary staircases of this description will not be found at

Pressburg: but these latter are of no great importance in determining a group. And

the grouping of the Fellner and Helmer examples depends primarily on their general | &

lines, not -on the purpose to which the structures are put. For instance, both the theatres

at Fiume and Pressburg are Municipal establishments, provided for populations of no - re

extraordinary figure, i.e. about 21,000 and 48,000, and the seating accommodation afforded

is approximately 1400 in cach case. On the other hand, the People’s Theatre at Buda

Pesth owes its initiation to public subscription. It stands in the capital city of Hungary,

which has a population of 360,000, and. the intention of its: promoters was that Us . J

character should be essentially popular. Thus we find that its dimensions are larger than pe

those of the examples just referred to, that its seating capacity is 2400, including standing ; 3d

room for about 8oo, and that the great depth of the stage allows particularly well of scenic aft 79s YY on

effects. Nor does the cost govern the grouping ; for of the expenditure incurred on these bi Te es,

theatres, the building fund at Pressburg is said to have been 28,000/, whilst the People’s

Theatre at Buda-Pesth involved an outlay of 56,000/. hs TE ae

FIG. 97. PLAN, AREA.

As. 1 have said, 1 do not wish to desciibe these examples in demil, and yet

I would take the opportunity of remarking on the clearness of the lines, and the manner in which each block, as far as

general arrangement is concerned, is most carefully divided up into sections, holding respectively the stage, the auditorium,

and the offices. This division is most evident on the exterior. As regards the architectural treatment, however, I am

afraid I must repeat what I have said of the Fellner and Helmer work in Volume I. The weakness here displayed is a

defect in nearly all their theatre designs; and though of recent years there may have been some improvement in individual
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cases, the average in no way approaches the general character of their planning. Here, as with the exterior of all their

carlier playhouses, the architectural rendering is particularly unsatisfactory. As far, however, as the interior decoration at

Flume, Pressburg and Buda-Pesth is concerned, there is nothing to complain of, although it does not reach the high

standard found in many of the more recent efforts of the same

architects.

Of special features, I would still point out in respect to

the plans of the Fiume and Pressburg theatres, that part of the

audience leaving the area of the auditorium, when it has once

reached the main corridor, can easily pass out into the open.

For besides the ordinary main entrance, there are special exits

both on the right and the left of the auditorium, which, with

the aid of a few steps, bring the spectators to street level, Yet

another feature in these buildings is that the position of the

service staircase at the back of the house is the same in beth.

The manner in which the dressing-rooms and corridors are arranged

in connection with it, also calls for comment. - But of course it

will be seen from all Fellner and Helmer's work, that wherever

feasible, the stage is surrounded by a corridor, and, in fact; as

far as their work in Austria is concerned, ‘such corrndors are

MUNICIPAL THEATRE, FIUME.

compulsory. Fic. 98. FRONT ELEVATION.

At Buda-Pesth the facilities for exit just referred to above

are not quite on the same lines as at Fiume and Pressburg, nor have the service staircases been placed in the same

position. Here, however, they call for particular comment, inasmuch as they show a way of avoiding loss of space by

arranging the dressing-rooms on a radial system with a staircase in the centre. Of course this method is primarily

applicable in such circumstances as exist at Buda-Pesth, but the principle could also be easily adopted with modifications

under other conditions. It will be observed that the staircase has a well-hole to which a top-light can be applied. This

is by no means unsatisfactory, though in the more modern codes of regulations,

iia as will be seen from Supplement III, it has rightly been made compulsory to

Sdn place staircases of this description on outer walls, with a view of having the

windows direct into the open. Better ventilation is thus obtained for the stair

case in the event of fire, and facilities for escape are also afforded should any

part of it become blocked. But it is not always possible to put stairs on outside

walls, and then such an alternative as this will be found very useful.

Turning now to a third group, we find a type of playhouse which, though

mainly rectangular in plan, yet has a most important modification in this respect

in the staircase arrangement. This modification, whilst being economical and

practical as far as the general design is concerned, also gives a very satisfactory

effect in the vestibule approach and on the exterior. The ‘German’ Theaire at’

Vienna, shown in Figs. 104 and 106 on pages 24 and 25, is an example of this

group in its purest form, and I would add that this is a two-tier house, having to

accommodate an audience of nearly 2000, the date of its erection being 1889. The

manner in which the staircase accommodation has been arranged in this instance

must be considered particularly clever, especially when we remember that, though

what is termed ‘tricky’ in planning, the scheme duly complies with the regula-

tions as to staircase facilities, and, what Is more, affords a route of exit which

is quite straightforward. The audience situated on an upper tier need not

traverse some circuitous route to gain the open, as is so often the case where

‘tricky’ planning is adopted in the Metropolis. I am showing a section of this

theatre, as the successful manner in which the architects have worked out their

design merits every attention. But 1 will not further deal with this building,

as 1 ‘have already very fully presented, in Volume 1., the ‘German’ Theatre at

Prague, the design of which may, be termed a development of the same principle, if not a mere modification of it. The

MUNICIPAL THEATRE, FIUME.

F16. 99. PLAN, AREA.

Vienna and Prague playhouses belong obviously to the same group, although the last-named example is a three-tier

house, whilst the former only has two tiers. This third tier necessitates the provision of an extra pair of staircases, and

obliges these staircases to be placed in such a manner that the effect obtained at the People’s Theatre in Vienna, as far as

the exterior is concerned, has been nullified. Perhaps 1 should, however, also call attention to the fact that it is far more



MUNICIPAL THEATRE. CARLSBAD.

FI1c. 100. PLAN, AREA.

Ll

MUNICIPAL THEATRE, SALZBURG.

Fic. 101. PLAN, AREA.

MUNICIPAL THEATRE, ZURICH.

FiG. 103. PLAN, AREA

COURT THEATRE, WIESBADEN.

Fic. 102. PLAN, AREA.

‘GERMAN’ THEATRE, VIENNA.

FIG. 104. PrAN, AREA.
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satisfactory to have the arrangement for exit and entrance to the area as shown in the Vienna theatre. The rows of doors

on ejther side of the seats cannot fail materially to lessen the crush in case of rapid exit, as compared with the few

outlets from this part of the auditorium at Prague.

In further reference to this group I must also call attention to the example at Ziirich, which I have already

described in Volume II., and of which I am again showing the plan in Fig. 103, page 24, to the same scale as the other

Fellner and Helmer plans here presented. I am doing this for the

purpose of easy reference, as where comparisons are desired the

niceties and differences of design can be recognised so much better

where the same scale of reproduction is: utilised: In fact, 1 am

intentionally extending that principle of identical scales which I have

adopted in the plates of the first two volumes, to individual sections

of this treatise. What I have said as to the similarity of design is

only too obvious, directly several examples are shown side by side

as in this group, drawn in the same manner and to the same scale.

In fact, if we compare the three last-named instances, or even study

the decorative similarity, the sameness somewhat palls on one, and Fy |

the architects must consider themselves fortunate that their work is ami]

distributed over so large an area as the stretch of country between |

Odessa, Berlin, Ziirich and the Adriatic. Perhaps I should here signe iH

: MUNICIPAL THEATRE, CARLSBAD.

add that the ‘German’ Theatre at Vienna, for an audience of two

F1G. 105. LONGITUDINAL SECTION.

thousand, cost almost 38,000/, figures that might well be compared

with those of the examples already named.

Now, a fourth group of the Fellner and Helmer work might be taken to embrace such theatres as Carlsbad and

Salzburg, plans of which are shown in Figs. 100 and 101 on page 24. Of Salzburg 1 have already spoken at some

length in Volume II, and I am only now referring to this theatre in order to point out that whilst this group, which is

remarkable for the triangular effect of the buildings composing it, shows one type common to all its members, a very

clear subdivision must yet be made between the three-tier house and the two-tier. Salzburg has two tiers and Carlsbad

has three, and hence I show a section of the latter, from which will be seen the method adopted by the architects to

overcome the difficulty of raising their uppermost seats to a considerable height, when the limited area of the ground at

their disposal prevents their spreading out the auditorium on the lines to which I have referred. Of course it will be seen

that in these triangular buildings the difficulties are far more considerable than in a structure where a rectangular plan

is possible.

I could extend my groupings and subdivisions, and even formulate the principles of design adopted by the architects

with comparisons of superficial area, seating capacity and cost, but I prefer to speak of these theatres in a more general

manner. I would now merely point out that

‘my grouping 1s by no means intended to be on

hard and fast lines, but simply a natural sub-

division according to the principles of outline

which they embody.

While speaking of Pellner and Helmer,

I cannot refrain from mentioning two examples,

which do not, however, fall under any particular

group, though each may well serve as a pattern

for its specific purpose. The fivst is that of the

Municipal Theatre, Odessa, to which 1 have

frequently referred, and which was described in

} |
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EEE EE Volume 1. This theatre was, it will be remem-
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bered, designed on the radial principle of Gott-

‘GERMAN’ THEATRE, VIENNA. Fi1G. 106. LONGITUDINAL SECTION. tried Semper, being directly developed Gio his

work and embodying many of his ideas. The other is the theatre at Wiesbaden, a Court establishment, built under

peculiar financial circumstances, and on a site offering considerable difficulty, the level of the main entrance being

considerably higher than the ground on which the block stands. A plan is shown on page 24, Fig. 102, which I think

explains itself, and I would only add that its seating capacity is 1400, and its cost was approximately 9o,000/. There

are, of course, other instances of work by the Vienna specialists which do not fall under any particular group, but it would

lead too far to deal with them individually, and I must hence limit myself to mentioning the above two instances under

this category and to the Castle Theatre at Totis, which 1 refer to elsewhere under ‘miniature private theatres.’

In.—1L
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In the two main divisions of the preceding volumes I distinguished between theatres erected in German-speaking

countries and Latin countries. Now, the whole of the work of Ferdinand Fellner and Hermann Helmer is essentially

intended to meet the requirements of German-speaking nations, or nations where German methods predominate in the

presentation of dramatic art. In no example of their work which has come to my notice have I found anything that

would lead me to assume that the requirements of Latin countries have been demanded in the districts where these

architects have held commissions, and, as a matter of fact, their designs have been but rarely influenced by what has been

done in the theatres of France or Italy. Only at Ziirich I pointed out some slight French influence in the arrangement

of the area, which mounted steeply at the back until it was gradually absorbed by what would generally be termed the

first tier. In the Municipal Theatre at Odessa a slight tendency towards the methods of theatre construction as practised

in Italy may also be observed. But these slight exceptions only the more accentuate the rule that the theatres erected by

the Vienna firm are essentially intended for Teutonic peoples, and that, in fact, they embody, in a most marked degree,

the common modern requirements of the average German or Austrian community.

Now that I have, in the ‘preceding pages,

been dealing with a type of playhouse so essen-

tially Teutonic in feeling, I would take the

opportunity of again calling attention to the

characteristics of the work of Heinrich Seeling.

Though I have dealt with each individual play-

house designed by this architect in the two

previous volumes, and have shown plans to the

scale of one to two hundred and fifty, 1 am

reproducing them on the smaller scale on which

I have just presented the work of the Austrian

specialists, not only to facilitate comparison with

the designs of the latter, but also to have an

opportunity of grouping compactly the five Seeling

plans for comparison among themselves.

It is not necessary for me to speak of the

Municipal theatres at Halle, Pssen; Rostock,

Bromberg, and the ‘New’ Theatre at Berlin,

even as briefly as I have referred in this chapter

to the work of Fellner and Helmer, for I think

my remarks in the preceding volumes should

suffice to indicate the character of this particular

group in modern theatre design. Though perhaps

not so clever in plan as the playhouses of the

Austrian specialists, these theatres, possessing a

striking individuality of their own, and being

free from that displeasing sameness which leads

0 0 20 20 0 so 100/& ; ;

one to speak of the designs in the sense of

eho ay & “2 20 77 1 3 1

: = patterns, are certainly of higher architectural

MUNICIPAL THEATRE, HALLE. merit. One no doubt misses that brilliant

F1G. 107. PLAN, AREA, : :

arrangement of staircases which marks the

Fellner and Helmer design, and perhaps also the economy of space; but there is no doubt that as far as clearness is

concerned the lines of Seeling’s work are quite equal to those of Fellner and Helmer, whilst his grouping is yet more

distinguished, and tells more of the purpose of the building. His rendering of the exterior is certainly far above that of

the examples referred to in the preceding pages by the Austrian firm. It may, ag 1 have said, be occasionally coarse, but

there 1s much merit in the general conception, and in detail it is stamped with the personality of the architect, which is

more than one can say of the hackneyed architectural rendering of Fellner and Helmer.

Before leaving this group of work, I would take the opportunity to point out how slight the difference is in

Germany between the arrangement of the playhouse of average dimensions which enjoys a subsidy from the public

authorities, and one such as the ‘New’ Theatre, at Berlin, which is essentially a private institution, intended as a

money-making concern, and managed as such. Even the architectural rendering, when one looks into the matter closely, is

almost of equal standing with that of the public building. In other words, we find that the provider of public

entertainment in the capital of Prussia gives his patrons identical accommodation, identical facilities, and the same refined

surroundings as are associated with the institutions in the important provincial centres, which enjoy the aid and patronage
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of the community as represented by the municipality. This comparison will serve to support my earlier arguments as to

the possibility of architectural pretension in private theatres, if founded on a sound financial basis.

Now, it will be remembered that in the first volume I grouped examples which show Anglo-Saxon influence with

those in which Teutonic influence predominates. Great Britain, Russia, Scandinavia and the Netherlands were represented

in the same division with Germany and Austria, whilst France, Italy and Spain represented the Latin countries. I have in

this chapter been grouping my examples, not by countries, but

according to the architects who may be said to have created

certain types of theatre construction. As we have in Austria and

Germany the Fellner and Helmer type and the Seeling type, so

we have in this country the Phipps type and the Matcham type.

And as I have before grouped the theatres showing Anglo-

Saxon influence with those exhibiting Teutonic characteristics, I

will take these English types next in rotation.

Now, though there is no denying that our two leading

types are the Phipps and Matcham types, yet if we consider the

buildings either in course of construction or nearing completion

as I am writing these words, we find a new group rapidly

coming to the front in the Runtz theatres. We have, it ‘is true,

yet another type, though of less prominence, in the embodiment

of the so-called Safety’ principles of Alfred Darbyshire, applied

at Manchester and at Exeter. Butin this type, though admirable

Tard ot i Se

in respect of clearness of plan, the principles have not yet been

‘{ PRINCE OF WALES’ THEATRE, LONDON. . . : : .

sufficiently practised to give it the importance of the others

FIG. 112. PLAN, FIrsT TIER.

named, and hence I would prefer to speak of the Exeter example

as an individual instance of theatre design, in the same manner as 1 spoke of the ‘Palace’ Variety Thestve at

Manchester. Of course there are other architects who have built’ theatres in Great Britain, and some other groups

of theatres by architects who call themselves theatre specialists; but their work does not show the individuality of the

Matcham, Phipps or Runtz types, and the more important examples of such work have been already fully illustrated

in the preceding volumes.

No matter if the types be bad or good, with any six examples of work by C. J. Phipps and Frank Matcham, we

could characterise the methods of theatre construction practised in this country

during the last twenty years; whilst in Ernest Runtz’s examples we have the

pleasure of contemplating the private theatre of Great Britain as it should be, in

spite of financial or local difficulties. The playhouses of C. J. Phipps and Frank

Matcham illustrate the work of the theatre architect for whom, as 1 have said, it

is of primary importance to have especial facilities and knowledge in financial

operations. The examples of Ernest Runtz are those of an architect in the best

sense, who is willing to apply his talents both as an artist and a man of business

to private theatie entepprise. In the ‘one instance, no doubt, we have ‘tricky’

planning, economies of space and clever construction; but in the other, whilst

we also find the economy of space, the planning and construction are those of

an architect. In the worl of C. J. Phipps and Frank Matcham there is no

architectural feeling in the treatment either of exterior ov of interior; architectural

grouping or even careful detail is a thing unknown. Of all their many buildings

only one or two present a rendering that stands somewhat above the low

standard characteristic of their work. In the Runtz type the grouping of the block

is as much part and parcel of the design as the determination of the width of Sf —22%_F* o£ * fr *~_F¥

of at I i % = Zoe

the proscenium opening, and the architectural rendering, as far as design and

: sw . . 5 ‘GRAND’ THEATRE, WOLVERHAMPTON.

individuality are concerned, leaves little to be desired.

FIG. 113. PLAN, FIRsT TIER.

It has not been my custom to make extensive comparisons of work by

different architects in the course of these volumes, but where theatre architecture has. fallen to such a low level as is the

case in this country, I cannot avoid emphasising the difference between the wholesale manufacture of eye-sores and the

erection of buildings of architectural pretension. It is so rarely that I have had the pleasure of being able to point out

the excellence of any specific instance of theatre architecture: in England, that 1 think the opportonily should be

embraced. - And as this volume may serve for reference to those who have not yet been associated with the playhouse,

it is as well for once to make a point of distinguishing the difference between good and bad, all the more so where the
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unsatisfactory work complained of might so well have been avoided, not only to the benefit of the architects, but of

English architecture generally.

Taking next the examples of work from the designs of C. J. Phipps, 1 have grouped on page 29 the general

arrangement of his playhouses, selecting important examples of buildings carried out respectively at Edinburgh, Glasgow,

Nottingham, Bristol, and in the Metropolis. 1 have supplemented this selection by showing the plan of the ‘ Prince of

Wales’ Theatre in London, Fig. 112, built under unique circumstances as part of a large

block of offices, shops and club-rooms. I have also added the plan of the Theatre ‘ Royal,’

Haymarket, Fig. 119, which similarly had peculiarities in its arrangements; the time-

Fi !

honoured pit being relegated to an upper tier, and other alterations being made in the

7 7 Al 772

customary disposition of the seating. By way of comparison, I have added a plan of

the Wolverhampton theatre—which, as I have already said, the late architect considered

727222

J

his best example of provincial work—and, lastly, the plan of ‘Her Majesty’s’ Theatre in

London, which is by far the most successful of his structures. Both the latter are illus-
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trated in the preceding volumes, as well as the ‘Lyric’ Theatre in this Metropolis.

To describe in detail any of these examples would, I think, be useless, inasmuch as

ZA Wierd

the two which take precedence are already well known, and the remaining ones are only

instructive as regards what has been done at times to meet certain circumstances. There

is not the slightest doubt that the careful study of these plans will give the student many

ideas and many useful hints for overcoming difficulties. They will open his eyes as to
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Sr ue certain economic requirements, tricks of plan and the like. He can, no doubt, learn much
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NN [T =~—==0 from them. And yet I trust that no one will be so rash as to attempt to copy their
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=i ; EES lines, for 1 am afraid that with the ever-increasing requirements of this modern age, they

oh, will not give satisfaction, nor should such staircase planning as we meet, for instance, in

‘HAYMARKET’ THEATRE, LONDON. the ‘Shaftesbury’ Theatre be permitted, even on an isolated site; nor do 1 believe such

Berar re-arrangement of the seating as was practised in the ‘Haymarket,’ would be popular.

‘Such makeshifts as we adopt are distinctly dangerous, and the staircase accommodation is most injudiciously arranged.

Of all the many examples of theatre architecture from designs of the late C. J. Phipps, the Wolverhampton Theatre and

‘Her Majesty’s’ alone call for favourable comment, as far as the planning is concerned. One is a theatre for a small

provincial town, the other is a theatre to meet the ordinary West End requirements. It seems a pity that one should have

to say this of the work of a man whose lifetime was principally occupied in the erec-

tion of playhouses, but I am sure I am only echoing the opinion of the deceased

specialist in saying this; for no one knew better than the architect himself the position

his work would take in any record of the world’s playhouses of the last fifty years.

He would, no doubt, have done much better work if he had not thought it impolitic

to devote himself to architecture and art in carrying out his theatre enterprises, and

if he had been able to accord more time to the planning of his buildings than was

possible under the circumstances in which he carried on his profession.

Before leaving the work of C. J. Phipps I should perhaps add, with a view to

indicating the approximate capacity of some of his buildings, that the ‘Shaftesbury’

Theatre will hold an audience of 1700, and the “Prince ‘of Wales's’ Theatre, 1000,

whilst the ‘Haymarket, London, will hold an audience of 1000, and the ‘Lyceum’

Theatre, at Edinburgh, 2500. 1 would also remark that in the later examples of his

work there was an ever-increasing tendency to give the auditorium the maximum

width possible in relation to the proscenium opening, and further, to adopt a plain

segmental curve for the box-front lines. This is indeed a contrast to his earlier

examples, in which a comparatively narrow and deep auditorium was considered most

convenient, with the box-front lines in the shape of a horseshoe. ew eis

In the work of Frank Matcham, I need hardly say that there has never been Ti... f g z z :

any pretence of architectural rendering, and that his reputation for the successful THER MAJESTY'S * THEATRE, LONDON,

construction of playhouses is based entirely on his economic planning. That this is rey

the case there can be little doubt, and that in construction it is less ‘tricky’ than the work of the specialist previously

named, goes without saying. There is no doubt, too, that his plans have a certain individuality, and that his scheme

generally serves the unambitious purpose of the occupiers in a satisfactory manner. However, to fully illustrate such

theatres in a volume dealing with theatre architecture in its best sense would be as anomalous as to include the ordinary

‘jerry-builder’s’ cottages in a volume on domestic architecture. It has been my purpose to select typical and interesting

examples of theatre architecture in all parts of Europe, and if 1 did not include such work as that of C. J. Phipps and

45 re.
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Frank Matcham in these volumes, I am afraid England would have to stand almost entirely unrepresented. That such

work is typical cannot be denied, and I am sure it is interesting in comparison with the other examples which predominate

in these volumes.

By reproducing the drawings to an approximately identical scale it will here be seen, from page 31 to 35, that the

principles of economy embodied in the Matcham type can be adapted to large and small theatres alike, and it is with a

view to showing more clearly his forms of economy in

construction that I have here supplemented my examples

with sections engraved to a somewhat larger scale than

elsewhere in this chapter. To go into detail would be

as superfluous as to criticise minutely the examples

shown in this chapter of work by the late C. J. Phipps.

If I may, however, discriminate between individual

instances of Frank Matcham’s work, I would note that

no matter what recent examples of greater importance

have been executed. by the same architect, the Grand’

Theatre, at Islington, erected. in 1884, already shown

in ‘the first volume, still holds? its own, whilst the

‘ Paragon” Theatre, London, perhaps stands next in

6 am interest. To summarise, I would only repeat what 1

THEATRE, PAISLEY.

3)

o —

al

Be a aa have already said of this architect, by stating that he

has done a large amount of theatre work, principally in

the provinces, which is marked by good seating accommodation, economy in space and cost, and rapidity in execution;

but it is not distinguished for worthy conception, much less for careful architectural rendering, either within or without.

Having so frequently had occasion to put the work of Ernest Runtz forward as a model of what can be achieved

with limited means, and in the unique circumstances of theatrical enterprise in England, I naturally take particular pleasure

in calling attention to the plans of three of his theatres depicted on the following pages, and also to a view of his theatre

at Norwich, shown in the Introduction. I have already mentioned the cost of these buildings, but would repeat it for

comparison with the accommodation. The Marine Palace at Hastings holds 1500 and cost 23,000/. The ‘ Empire’ Theatre

at Middlesbrough, with accommodation for an audience of 1600, had a building fund of 21,000/. At Norwich this fund

was 23,000/., with a seating capacity of 1750, and at Peckham the figures were 2000 and 30,000/. respectively. It will not

be denied that the Variety Theatre at Hastings, Figs. 138 to 140, page 36, in particular furnishes an example of careful

economy. Practically the whole of the superficial area is taken up by the auditorium, and only a small proportion is

relegated to the offices; and yet the latter are clearly conceived and roomy, while there is no sign of any makeshift

having had to be anywhere adopted. The manner in which the bar accommodation is placed on the first tier particularly

calls for comment, and also the provision of the upper tier with a large balcony furnishing an additional means of escape,

the value of which cannot be over-estimated. On both the first and second tiers the entrances from the staircases are

placed absolutely symmetrically in relation to the auditorium,

and we should not forget that this building has for its main

frontage one side of the auditorium, whilst the further side is

blocked by rising ground.

How the conception of this building has been thought out

hand-in-hand with the architectural treatment, will be seen by

reference to. Fig. 7, in the Introduction, and, quite apart from

any question of merit, 1 should here like to call attention to the

clear expression of the interior purpose on the principal facade.

It is true that, owing to the position of the building, it has been

necessary to show such entrances as that of a scene-door; but = « ]
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the way in which the principal saloon, the large balcony and

y= of

0 5 10M

other features are marked, distinguishes the structure as a piece

of architecture of a character to which we are generally unac- ATOR GEL TENA

FIG. 130. LONGITUDINAL SECTION.

customed.

Naturally, the lighter forms of entertainment have to be catered for at Hastings, and, similarly, at Middlesbrough,

and, of course, the class of performance has materially influenced the planning of the block, particularly in the position of

the saloons and foyers. Now at Middlesbrough, see Figs. 144 to 146, on page 37, we have to deal with a larger building,

conceived in a broader -spivit than .the onc we have just referred to, and this breadth also makes itself conspicuous

in the saloons just mentioned. The whole disposition of the first tier saloon, for instance, in such a manner that a view
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of the stage can be obtained from it, is particularly pleasing, and this principle has also been adopted to a minor extent in

the saloon of the upper tier. The method in which the main entrance is arranged also calls for comment, not to mention

the rapid exit facilities at the back of the pit, and from the front of the stalls. The means of intercommunication are

particularly good, whilst the position of two blocks of main staircases, marked architecturally on the exterior, has great

advantages. Again, if we turn to the Introduction, and study

the perspective of the block, we find that quite unwonted

attention has been paid to the architectural treatment of the

exterior, not forgetting the true advantage of the charac-

terisation of the interior on the facades. The staircases, as I

4

have said, are duly marked, as well as the main saloon, the

main entrances and other important features. Perhaps, indeed,

[ should say that they claim particular attention, the general

arrangement of the block not being quite symmetrical, or at

least not so symmetrical as to allow all entrances and exits
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to be of equal distance from the centre line of the prosce-

nium. These are no doubt approximately symmetrical in the ’

general meaning of that term, but not to the nicety, for
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This example is the ‘Crown’ Theatre, Peckham (Figs. "i 5 b sm

THEATRE, HULL.

Fic. 131. LONGITUDINAL SECTION.

instance, of the following example.

141 to 143, page 37), which is intended, in a sense, to serve

the purpose of a suburban theatre. At Hastings, it will be

remembered, the building had to have one side of the auditorium on the principal front, whilst at Middlesbrough there

were. no difficulties as to site, in fact, everything was in favour of the architect's requirements. Now, at Peckham we

again have a favourable site, coupled, however, with certain peculiarities which necessitated the principal facade being on

the broadest frontage, and also prevented absolute symmetry in the general planning of the block. Nevertheless, as 1

have already indicated, the entrances and exits of the stalls, pit and tiers are absolutely symmetrical, and the whole

conception of the plan shows admirable breadth in spite of some complicated requirements. If we turn to the plates in the

Introduction, we perceive that the characterisation of the interior arrangements on the facades is again fully evident.

But in this case it Is not so much the conception of the building that is notable as one or two of the features

of the playhouse, such as the width of the stage. Of course it might be said that the scene-docks are not to be included

in the width of the stage proper, and, in many respects, this argument is true. But where the scene-docks have been

obviously placed so as to give the stage an unusual width in order to facilitate the presentation ot certain effects, I think

they may well be counted as part of the stage isell. . The exiveme width of the stage may thus he taken as newly

120 feet, whilst the proscenium opening measures 35 feet. Such relative dimensions should materially assist in working

the class of entertainment to be provided at this establishment. Unfortunately, however, the site did not allow the

architect to .give the stage a greater depth than

28 fect, nor was there the possibility of adding a

back-stage. Then the arrangement of the foyer and

saloon on the first tier is certainly remarkable for

its considerable architectural pretensions, although

this pari of the structure occupies only a secondary

position: in the block. . Reference to the first tier

plan, Fig. 142, will show how the foyer and saloon

are placed en suite, and quite apart from the effec-

tive appearance thereby created, such a minor, though

very practical consideration as the extent of the bar

frontage thus obtained is a point well calling for

attention. The saloon for ‘the stalls, it will be seen,

has a similar advantage of a good bar frontage,

THEATRE, ST. HELENS. and if 1 lay stress ona detail of this description,

Fi1G. 132. LONGITUDINAL SECTION.

it is to emphasise that small matters of this kind

must on no account be neglected, although not treated of specially in these: chapters, The ‘Crown’ Theatre, 1 should

perhaps mention, will probably see its inauguration concurrently with the publication of this volume, and will be the first

~ theatre completed of the series here under consideration. The other examples, at Hastings aad Middlesbrough, will be

opened approximately towards the end of this year, whilst the building at Norwich is to be finished in 1899. The

non-completion of the work at the time of writing precludes my referring to, the interior decoration of these instances.

.——N
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But I am afraid I am extending my particulars too much into detail, and transgressing the rule that I have made for

myself in this respect. Yet it naturally affords me considerable satisfaction to dwell on work of excellence in a department

where I have generally had only too much cause for complaint, and this must be taken as my excuse for dealing with the

Runtz type somewhat more fully than the other English examples. What, however, are the distinguishing features of this

type? 1 think the answer will safely be, an absolute clearness of plan, no matter what the disadvantages of the ground,

the greatest possible symmetry in the auditorium and staircase arrangement, a broad conception in the treatment of the

auditorium, foyers and saloons, and an architectural treatment, both within and without, that tends to make the structure

a public building in the true sense of that term, and a monument of which the community may be proud.

In the examples of buildings executed under the directions of J. C. Phipps and Frank Matcham, 1 have dealt with

the two principal types of theatre design characteristic of the Metropolis and our provincial centres. In the instances of

designs by Ernest Runtz 1 have shown the type which 1 trust may mark the advent of a new era in our playhouses.

Before closing my remarks on theatres in Great Britain, I now only wish to take the opportunity of mentioning two
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examples of the special groups to which I have referred, although I have noted that they cannot rightly be regarded as

types in the full sense of the term, owing to the fact of little work having been executed on identical lines.

In Volume I., it will be remembered, I spoke at some length of the great advantages in the plan of the ‘ Palace’

Variety Theatre, Manchester. The general conception was excellent, while the clear planning, with its ample exits leading

directly into the open, was a point to which I particularly called attention. Now, under a small collection of what I term

‘ Model” Theatres I am showing a plan for a ‘ Safety’ theatre, conceived by Alfred Darbyshire in conjunction with Sir Henry

Irving, and generally known as the Irving ‘Safety’ Theatre plan. It is this plan that was adopted at Manchester, where,

owing to the simplicity of the site, the architect was able to adopt his principles with but little modification. As with

all model theatres, there is the expression of one main argument, which, however excellent in principle, cannot always find

application, owing to the exigencies of the ground or other obstacles. At Manchester, both the site and the circumstances

were particularly favourable, but with the theatre next under consideration the same cannot be said. For the example given

in Figs. 147 to 149, page 38, is that of the Theatre ‘ Royal,” Exeter, a new playhouse, standing on the site occupied by that

unfortunate structure which was the scene of the lamentable Exeter catastrophe. - A plan of the old building will be found

in Supplement 11. on ‘Theatre Fires’ (see Fig. 15, page 137), together with some particulars of the historic conflagration.

Now, as will be seen by turning to page 50, one of the essential demands in the Irving ‘Safety’ Theatre plan is
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a site which is open on both sides. Furthermore, symmetry should be the main essence of any conception of this descrip-

tion. At Exeter it would be impracticable to give symmetry, as otherwise the auditorium, already very narrow, would not

have sufficient width. Moreover, one side of the site is blocked by adjoining premises, and the front part of the site is

anything but rectangular in plan. Given such adverse circumstances, model principles cannot be applied without consider-

able modification: and: to what extent the modifications have to he made, will be easily

ascertainable by comparing the plans on page 38 with those of the Irving ‘Safety’ Theatre

plan on page 50. Yet 1 present this example of the Irving ‘Safety’ Theatre for two

reasons ; on the one hand, to show how model designs have to be modified by practical circum-

stances ; and on the other hand, how an architect having adopted certain decided principles as

to the safety of the audience, will attempt to apply them in practice at any sacrifice.

I think, however, that Alfred Darbyshire should be congratulated on the manner in which

he has overcome difficulties, and yet left the playhouse an unmistakable example of his special

type. How, after the experiences of the Exeter fire, the erection of any shop whatsoever should

have been permitted under the same roof as this theatre is, nevertheless, beyond comprehension.

For exactly as in the days when the promoters commissioned C. J. Phipps to build the unfor-

tunate theatre which was destroyed by fire, and handicapped his work by the number of ‘lock-up’

shops they demanded, so here, even after that serious lesson, the architect had to arrange for

three shops at the cost of interfering with his general scheme, and certainly to the disadvantage

of the theatre as a whole. We have, in fact, in the scheme of the shops in the Exeter

theatre, one of those characteristic instances of how even the most terrible of catastrophes
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will not prevent bad planning on the same site. The new Opéra Comique, ‘Paris, it will be

VARIETY THEATRE, HASTINGS.

remembered, was another case in point.

Pic. 138. PLAN, AREA.

The other example which I wish to introduce is the ‘Criterion’ Theatre in this Metropolis,

which was built from the design of Thomas Verity. This theatre, to put it quite plainly, is simply a cellar; for

in spite of a slight difference in the level of the ground at the main entrance compared with the back of the building,

we must assume that the major portion of the audience and practically the whole of the auditorium and stage are below

street level. It forms a type in itself, inasmuch as we fortunately have no other theatres built on the same principle.

And yet 1 hke to term this building a type, as it is in reality a type of the principle advocated many years ago in this

country, that it is quite permissible to put a theatre anywhere and everywhere, and, provided a good rental could be depended

on, the cellar of a restaurant was by no means an unsuitable location. 1fs erection dates from the years prior to the

regulations of the London County Council controlling the construction of theatres. It would, of course, not comply

now with a clause given on page 149 of Supplement III., which states that a theatre may not be under any other

building, nor with the regulation which determines the depth of the area below the sticet level. . Indeed, as far as

entrances and exits, the general arrangement, and even the location are

concerned, the building would of course be quite inadmissible to-day.

But, nevertheless, we have seen that a theatre can,-and actually has

been built under other buildings, and that the British public, even

at the present day, raise no objections to the character of the play-

house as long as they are satisfied with the play and the acting.

It has been the rare fortune of this building to have housed

a company under Charles Wyndham, an actor who has been eminently

successful, both as regards the presentation and the selection of his

plays. The theatre has also been fortunate as regards decoration re ly

and upholstery, for the absence of all loudness and glaring colour |

appeals to many as welcome relief. It has further had the advantage

that it is a very homely theatre, since after we have reached the

bottom of the cellar, and taken a seat in the stalls, or have only

descended "one. story to a seat in the gallery, there is anh air of

10 0 0 2 30 Yor 10 0 0 0 » or

comfort which is absent from many other establishments, and which rd : > otto A

1 attribute, to a great: extent, to the compaciness of the auditorium, VARIETY THEATRE, HASTINGS. = VARIETY THEATRE, HASTINGS,

Fic. 130. PLAN, First TIER, F1G6. 140. PLAN, SECOND TIER.

and the manner in which this compactness brings the actor and

audience in touch with one another. I think the building only holds at most 1000, a figure I cannot but impress upon

actor-managers, or actors, who desire to have an auditorium for chamber drama, as it is by no means far from the

correct limit to the number of spectators, if they are properly to enjoy this particular form of acting. As a matter of

fact, I have said eight hundred seats elsewhere, and this figure is perhaps nearer the mark.

But to return to the principles of plan with which I have to deal in this volume. 1 am afraid that the idea of
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putting the theatre inside a building used for another purpose cannot be sufficiently condemned, not only because such a

location is derogatory to the dignity of the Drama, but also from the point of view of the fireman who has to consider the

safety of the public. . I am giving a full set of plans on page 30, Figs. 150 to 152, as well as a view of the auditorium

to call attention to the subject.

on page 61, as this underground type is in many ways unique. Fortunately, however, in

giving them, I have the satisfaction of knowing that no such theatre can again be built in

the Metropolis, nor 10 fact in. any other :capital of a civilised - country.’ "Excepting as

regards the dimensions of the auditorium, the presentation of this example only affords

negative results, and should be primarily treated as a curiosity.

Having now shown an example of a theatre which is practically a cellar—and which,

though no doubt congenial to many on account of its compact and well-furnished auditorium,

illustrates more forcibly than any words that lack of sentiment as regards the housing of the

Drama common to these Isles—it would be manifestly unfair if I did not say that some

slight feeling of shame regarding the present state of affairs is at last becoming apparent.

Particularly during recent months the modern playhouse has had the consideration of men

prominently associated with ithe stage, and such ‘lectures as those of Sir Henry living, at

Cambridge University, or of H. Beerbohm Tree, before the Royal Institution, are doing much

These lectures, 1 should add, are no doubt primarily given with the inteition .of

showing how advantageous it would be for the Drama if the State or our local authorities

were to assist dramatic art in any one of the many ways so long practised in Continental

countries, but with the arguments for Court, Government or Municipal aid, for Endowment

or Subscription, the question of the better housing of the Drama naturally goes hand in

hand. For should dramatic art be favoured by official recognition, how much more neces-

sary would it then be to attain a higher standard of theatre construction than is to be found

with private theatre enterprise to-day. A theatre owned by any of the authorities named, or a

THEATRE, EXETER. theatre publicly subscribed for or endowed, would have to rise above the characteristic English

Piola, Pras, dans, types which I have presented in these volumes. Even the Runtz type, though adequate for

the private theatre, would require more dignity in plan and

rendering if erected for a public object. Nor for a playhouse to

which an annual official grant was given would the characteristics

of the best of our private establishments suffice. In any case, an

institution enjoying official patronage would have to be a public

building in the true sense of the word. The gradually awaking

sentiment, however, assisted by the stern requirements of severer

local regulations for theatre construction, materially tends to give

us theatres of a more dignified character than we are wont io

find in London or in the provinces, whilst, no doubt, the marked

increase in this Metropolis in the erection of suburban establish-

ments should in due course also affect the designs of the future.

I mention the influence which the suburban theatre should have,

inasihuch. as the lesser walue of land outside, the West End

induces promoters to place their buildings on sites which, both

in location and size, are more in accordance with the requirements

of the institution. And, as I have said elsewhere, on the site

greatly depends the characterisation of a playhouse, for if placed

well, even with the smallest of building funds, a worthy archi-

tectural rendering should be obtainable.

Given such sites as have recently served for many of

our suburban theatres, I cannot, however, refrain from pointing

out the endless opportunities for good design which have been

missed. In plan and in architectural rendering alike, with but

very few exceptions, the score of buildings which are forming

an outer ring ‘around l.ondon are lamentable, and this for no
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other reason than ecither the lack of interest on the part of those responsible for the design on the architectural side

of their work, or, what is worse, their incompetence. Intricate planning or lack of dignity may, perhaps, be slightly

excusable on the cramped and unsuitable sites of the West End.

The absence of architectural merit may, perhaps, in
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some degree be attributed to the difficult conditions of construction, assuming that those entrusted with the work really

paid proper attention to these matters as distinct from the financial aspects of the building. But in the suburbs no excuses

of this description are possible, for even the financial conundrums which have to be answered in the theatre of the West

End are mostly capable of simpler solution, and should not encroach too largely on the designer's time. It is in the

suburbs, too, that we have the few instances of the owner of the building paying for his establishment with his own money,

without any mortgage complications, and though

the architect may have been the promoter and have

brought the site and a suitable set of plans to his

notice, yet in these cases the ordinary relations of

client and architect are more nearly approached. To

speak quite plainly, the fact that these suburban

theatres, though often excellently located, have become

such hideous and poorly planned structures, strikingly

proves that, with some few exceptions, suburban theatre

construction is in the wrong hands. And, what is

worse, these suburban buildings being generally on

prominent sites the monstrosity of the various eye-

sores becomes more conspicuous, and the faults of plan

more ridiculous. Of all the theatres -built outside

the West End since the completion of the ‘Grand’

Theatre, Islington, illustrated in Volume 1.,'1 have,

in fact, only been able to discover the ‘Crown’

Theatre, Peckham, already referred to, as calling for

inclusion in this volume; and that building, though

typical of the work by Ernest Runtz, is not quite

characteristic of the ordinary suburban requirements.

The other instances have not even enough indi-

viduality to allow them to be classed as a type of

theatre construction, as is the case with some other

groups of buildings, say, the unsatisfactory French play-

houses of the last decades. The ‘Metropole’ Theatre,

Camberwell —which was due to the initiative of

the manager, J. B. Mulholland, as distinct from the

theatre architect who generally figures so prominently

in modern promotions—was the first of the new series

of modern playhouses springing up around London, | 3

and is, perhaps, most characteristic of the conditions

that have to be fulfilled. We must attribute mainly a

to J. B..Mulholland the ideas which have been of | 3

late so extensively applied by others, and which have ;

led to the decentralisation of dramatic establishments ya Be I

in this Metropolis and the erection of the many new

structures which embody this remarkable development

ec innitubiin

of theatrical enterprise. aa —

To conclude my reference to examples of play- -B FRE

houses in Great Britain, it may be interesting to — es

simply recapitulate the names of the architects whose = = = greeny ed rm)

work 41s represented in these volumes. In the first Es =

place there have been the three specific types of design

by C. J. Phipps, Frank Matcham, and Ernest Runtz, CRITERION AUpATRE LONDON,

together with the characteristic work by Alfred Darby- DN

shire. /Then there have been Thomas Verity with F. T. Verity, Oswald C. Wylson with Charles Long, and John Perry

with F. H. Reed, as the designers of certain Variety theatres. Some of the london work by Walter Emden and Spencer

Chadwick has been shown, and an instance by George Corson, in a provincial centre. Lastly, I would mention IF. Unsworth

as the author of that unique ‘example, the Shakespeare: Memorial Theatre, and T. E. Collcut as a collaborator in the

erection of D’Oyly Carte’s Opera House, which was erected under such peculiar circumstances.
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In Volume II. I was obliged to state that as far as France, Italy and Spain are concerned, there is little to learn in

modern theatre design.

The Latin countries can scarcely be said to have made any progress of late in this class of building.

In France and Spain I am unable even to point to the work of any individual theatre architect, satisfactory or

unsatisfactory, and characterise it as typical of what is being done.

enterprise in these countries, but also to the fact that neither France nor Spain
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ciated with theatre construction.

ridiculous as to call his work typical.

the specialist to be found.

1: have already presented in the. preceding volume.

This is .due not only to the stagnation of theatre

can, at the moment, be said to have any architects who are specialists in this

class of building. Charles Garnier, no doubt, had a very considerable know-

ledge of theatre requirements, but he is by no means to be regarded in the

light of a specialist; for besides the National Opera House, Paris, the Casino

Theatre at Monte Carlo alone afforded him a further opportunity of being asso-

He was an architect to whose lot had fallen

the commission for that wonderful structure in Paris. To confuse him with

the ‘ Fellners and Helmers,” the ‘ Matchams’ or ‘ Phipps’ of Europe, would be as

In fact, neither in: France nor Spain is

No architect of recent years has had more than

one, or, at the most, two playhouses to erect, and, perhaps, this is the reason

of their general mediocrity, for no class of building more requires system, and

H Ee the specialisation common to the modern era, than the theatre.

In Italy, on the other hand, we can speak, perhaps, of one specialist in the

person of Achille Sfondrini, the master-builder, whose * Lirico’ Theatre, at Milan,

Unfortunately, however,

though in many respects broader in conception than the work of I'rank Matcham

‘RENAISSANCE’ THEATRE, PARIS.

F16. 153. LONGITUDINAL SECTION.

cannot find a place in this chapter.

or C.J. Phipps, 1 am afraid that the achievements of this eccentric designer

For, in the first place, there are no plans

available from which to take copies, as he sets out his work on the spot, much as the old masters are supposed to have

done.

the decadence in theatre design which has affected Italy above

all countries, I hold that the example measured up for and

presented “in. Volume 11. suffices to illustrate Sfondrini’s

work.

Seeing, then, that there is no: work characteristic of

g

any individual architect to deal with when speaking of the

Latin countries, I must limit myself to the exposition of

isolated examples by various designers. If, however, I were

now to describe these as typical of the last twenty-five years

of French or Italian. theatre architecture, or even simply

state that they exemplify the Latin type of to-day, I should

not be making a mistake. For, to 'take the French instances

given, they are, in reality, very typical of what every average

French architect does when commissioned to erect a theatre.

One. might be tempted: to say that they are of a stock

pattern ; for it will be seen that they have much in common

with one another, more particularly in the auditorium. The

arrangement of the offices is left largely to circumstances,

with the one exception that, if possible, a long and narrow

foyer is provided. But, unfortunately, there is almost always

a distinct attempt to fll up the corners of the passages

around the auditorium with semicircular staircases, and,

speaking generally, there is little appreciation of the advan-

tages of good staircase accommodation as far as the safety

of the audience is concerned. In fact, almost throughout the

general plan there is little to learn except in a negative sense.

In the auditorium alone the architectural conception may be

studied with advantage, and the ceiling, which is as a rule

supported by four pairs of columns, generally calls for comment.

terised the auditorium of the earlier playhouses of France, will be almost invariably found throughout the country.

And, secondly, though no doubt interesting both in the positive and negative sense, and certainly indicative of
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‘RENAISSANCE’ THEATRE, PARIS.

F1Gs. 154-157. PLANS, STREET LEVEL, LOUNGE LEVEL, AREA, FIRST TIER.

This feature of four pairs of columns, which already charac-

It will
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even be found at the Paris Opera House and the new Opéra Comique, both which instances show some independence in

the conception of this part of the house. Architecturally speaking, I would say that this feature calls for praise; but as

far as modern and practical requirements are concerned, it cannot be too strongly condemned, inasmuch as the columns

at the back of the auditorium intercept the view, and the arch-like, though certainly architecturally correct, finish which is

generally to be found at the topmost tier is distinctly prejudicial to the seeing

and hearing powers of that part of the audience which is placed at so great a SLES

height. Taken in detail or speaking generally, the French type, as representa- =

tive of what is being done by Latin nations, is unserviceable, and does not 0 — if

even fulfil the requirements of to-day. = Sy > r Et f B

But after generalising in this manner, and again emphasising the fact HE oat 1 in a

5 : o x ; — 0A RENAISSANCE

that 1 attribute the unsatisfactory state of affairs’ in France to the circum- oy HEE

stance that there are no French architects who are recognised specialists, 1 E

would next call attention to the examples here presented. Two of these show i fn : He

us instances of private theatre enterprise in Paris, while two are characteristic Te

a1

Cl

examples of municipal institutions in provincial centres. As regards the former, = = CILLD

it will no doubt, be remembered that Paris og OONRPERN Ep hs 3 0

has four playhouses in receipt of Govern- § il mal) J ) 7

ment support, i.e the National Opera TT aL

House, the Opéia Comique, the Théatre 1s IH ii i

Francais and the Odéon Theatre. All the ~~ [2007 TIOO0T [OOO] TOT enero:

other theatres in the French capital have a ‘RENAISSANCE’ THEATRE, PARIS.

purely commercial basis, as with us. They fanny

may, however, be said to have the peculiar disadvantage of being in competition with

subsidised institutions, just as the private theatres in Berlin or Vienna may be said to

compete with the respective Court establishments. The two private theatres here illus-

trated are the ‘Renaissance’ Theatre and the ‘Vaudeville, the first being essentially a

comedy house, and the latter intended for the presentation of the lighter forms of enter-

tainment. Both, as will be seen from Figs. 153 to 160, have the structural disadvantage

of being under the same roof with business premises; the ‘Renaissance’ Theatre, for

instance, has several large shops, which reach through two stories underneath the audi-

torium ; whilst, at the ‘Vaudeville’ Theatre, the frontages of the site are almost entirely

occupied with a set of small lock-up shops.

Now, in the case of the ‘Renaissance’ Theatre, which stands on a site of limited

area and difficult outline, the inclusion of the shops has brought with it the inconvenience

and danger of placing the area floor twenty-five feet above street level, which, as the

auditorium has four tiers, means that the highest

seat is seventy feet above the pavement. The

Tyr ar only other theatre illustrated in this work where

FIG. 159. PLAN, AREA.

this unfortunate arrangement has been adopted,

was the Municipal Theatre at Bilbao, which I severely condemned in Volume lI. on

account of this defect. I was there dealing with a playhouse opened in 1890, within

two years after the Oporto Theatre fire, whilst in the case of the ‘Renaissance’

Theatre the inauguration took place in 1873. What I consider to be a disgraceful

arrangement as far as the safety of the audience is concerned, in a building opened

in 1890, may, perhaps, be more excusable in the structure of 1873; inasmuch as

immunity from risk was not considered to the same extent in. the seventies as

during the last decade. But a design of this description is bad, even for 1873;

for we must not forget that the architect could already refer to the teachings of

Charles Garnier, and there was even then some slight feeling on the subject among

the Paris controlling authorities. But I am afraid I have somewhat digressed from

my more general description by entering into a detail of this kind. I would hence

conclude my reference to this example by simply noting the unsatisfactory staircase accommodation, and, further, that the

seating capacity is for an audience of one thousand. As to the cost of .the block, the figure is considered. to. be

‘VAUDEVILLE’ THEATRE, PARIS.

FIG. 160. ELEVATION.

approximately 24,000/. The architect was Charles de Lalange.

In respect to the Vaudeville Theatre, I must leave the plan, which is given on this page, to explain itself, simply

emphasising the difficulties created on the corner site by the many lock-up shops. Yet it should be noted that, under the

III.—P
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circumstances, the arrangement of the corner entrance is very effective, and the manner in which a broad passage has been

provided on that side of the auditorium which abuts on adjoining property is well conceived. The staircase facilities are

also far more satisfactory than is to be expected under the prevailing conditions. On the other hand, the service arrange-

ments leave much to be desired. The architect of this building was A. Magne.

In the same way as the two private establish-

ments just mentioned are characteristic of the private

playhouse of Paris, so are, even to a greater degree,

the two which stand in the provincial centres of

Angers and Rheims representative of French Muni-

cipal Theatres (see Figs. 161 to 166). The population

of Rheims is about 98,000, whilst the population of

Angers is 68,000, facts which, combined with the

distinguishing features of the two localities, might

account, to a certain extent, for the difference in

elaboration. 1 say the word elaboration advisedly,

for an principle: there is no great variety in the

modern provincial theatres of France, while there

exists, of course, the obvious sameness in the two

examples here noted. Take, for instance, the lines

of the auditorium, so common 1m all French theatres,

MUNICIPAL THEATRE, RHEIMS.

es the semicircular staircases in the corner—that usual

defect already remarked upon—the long staircases

set out in one long flight with intermediate landings at the different tiers. Then, again, there is the elongated foyer, and

the French characteristics in respect to the supports for the auditorium ceiling. In fact, the only essential difference that

we find in the conception of the auditorium at Rheims is, that the columns are not grouped in four pairs, but arranged

in regular sequence.

Deviations of the latter description in the Municipal Theatre, Rheims, are probably due to the greater ingenuity of

the architect Alphonse Gosset, who made a far more exhaustive study of the subject of theatre construction than any of his

French contemporaries, excepting, of course, Charles Garnier. He has embodied the results of his research in a monograph,

descriptive of the Rheims Theatre and the principles of design he there adopted. Taken altogether, Alphonse Gosset's work

at Rheims may well be accorded

precedence among recent Muni-

cipal Theaties. in. France, and

certainly stands out above any

work completed in that country

since Garniet’s Opera House,

éxcepting, perhaps, the *Eden’

Variety - Theatre at Paris, but

it far surpasses the new

Opéra Comique.- In every divec-

tion the Rheims example shows

the application of a far greater

knowledge of theatre construction

and a far more appropriate archi-

tectural rendering than we have

heen used to in France of late,

and it is only to be regretted

that having this advantage over Hitt i i 5 ir sleeve oy = i

. . . ==1—3=4 } } 1 5 er 0 10 20 20M

his contemporaries, Alphonse Sr i 20 salt

Gosset was not able to free him- MUNICIPAL THEATRE, RHEIMS. yyy

Pig. 102. PLAN, ARES, Fic. 163. PLAN, First TIER,

self from the shackles of custom

and commonplace, by giving us a theatre more in accord with the results of his research. But perhaps those who gave

him the commission had a word to say on the subject, and he may not have had the free hand he desired. Nevertheless,

the Rheims Municipal Theatre certainly demands attention, and its architectural pretensions, both on the exterior and

interior, are above the average. In respect to capacity, this theatre holds an audience of 1250, and cost about 56,000/

Its date of opening was 1873, i.e. the same year as that of the ‘ Renaissance’ Theatre, Paris, which makes one wonder all
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the more at the injudicious planning of the latter.

published in 1886.

«In respect to the Municipal Theatre at Angers, on this

page, I would only point out that, bearing in mind that the

building has adjoining structures on both sides, the rendering

of the main facade calls for comment. The designer of this

building is again A. Magne, who designed the ‘Vaudeville’

‘Theatre referred to above. It was opened in 1871, and accom-

modates an audience of 1200 at the cost of 48,000/.

Now in respect to Spain, I do not propose exhibiting

any further examples in these volumes beyond the Municipal

Theatre at Bilbao. For, to put it quite plainly, the few play-

houses which have been erected in that country of recent years,

are not only small institutions of quite inferior standing, and of

bad design and construction, but the circumstances under which

they are established prevent them from even being interesting

In the Municipal Theatre, Bilbao, the best

instance of modern theatre construction to be found on. the

in a negative sense.

Peninsula, were mainly embodied the worst features of the Paris

* Renajssance’ Theatre of 1873, though, fortunately, it had

some redeeming qualities.

Italy also, apart from the theatres already noticed and

the work of Achille Sfondrini, the eccentric master-builder, of

which I show no further instances beyond the ‘ Lirico’ Theatre,

Milan, can furnish but little to call for consideration in these

volumes. Yet, two buildings may merit a passing reference,

one as a good instance of the usual built-in theatre found

in different parts of the country, and the other because its

arrangement not only disregards Italian traditions, but also

shows considerable outside influence applied to meet local

conditions.

In fact, it is most remarkable when we consider that the theatre at

Rheims, as it now stands, was designed as far back as 1867.

The monograph referred to, it might be well to add, was
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The first of these examples, which may be. seen on page 44 (Figs. 171 and 172), is
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the ‘Manzoni’ Theatre at Milan, which was opened in 1872, and which is managed some-

what on the lines of a Subscription theatre. I would especially draw attention to its

fulfilment, in a typical manner, of the ordinary Italian requirements of to-day. ‘The

second example is the ‘Dal Verme’' Theatre in. the same city, of which 1 am pre-

senting two plans, a transverse section and the front elevation in Figs. 167 to 170 on

the same page. |

As to the ‘Manzoni’ Theatre 1 do not think that either plan or architectural

rendering call for further comment, when it has been pointed out that in every respect

—in the application of the ‘pigeon-hole’ system of the boxes, in the arrangement of

standing room at the back of the stalls, in the spacious vestibule, in the open foyer,

and even in the dearth of sufficient staircase accommodation—its design accords with

what is customary in Italy. Its date of erection was 1872, and it was constructed in

connection with the scheme of the great Arcade ‘at Milan, known as the Victor

The initial outlay

Emmanuel Gallery. It has accommodation for an audience of 1050.

was about 45,0007.

At the ‘Dal Verme’ Theatre, on the other hand, I wish to point out that the con-

ception is that of a large auditorium with the whole of the seats under the same ceiling;

there is no recessing of the back of the upper tiers into well-holes. The ample dimensions,

the breadth in conception, the general symmetry and good proportions of the scheme

give the structure a unique position, and, in many respects, as above indicated, the principles of its design betray

other influences than those prevailing in Italy. It might even be said that the influences were partly derived from the

lines of the Roman amphitheatre, combined with some of the principal features of the theatre in Teutonic countries.

As is obvious from the drawings, this playhouse is situated on open ground: in fact, it stands in a prominent square
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There are, further, two points which cannot pass without comment—the lightness of construction, and the lack of sufficient

staircase facilities—both of which defects involve a considerable risk in case of fire, more especially as, including standing

room, accommodation is provided for an audience of no less than three thousand. Lastly, I would remark that the

‘Dal Verme' Theatre possesses a feature that is not shared with other playhouses on the Continent: the area can be

casily transformed into the arena of a circus. I am not sure if the proprictors have often availed themselves of this

facility, but perhaps it may account, to a considerable extent, for some

of the lines in the building, which are otherwise not quite comprehensible.

Its date of erection was 1872.

Turning from countries which have but an unsatisfactory record as

far as modern theatre design is concerned, I would now call attention to

some of the work done in Russia, the theatres of which country I have

always taken in conjunction with those of nations subject to Teutonic

influence. The effect which the German stage has obviously had on the

general tendencies of theatrical building in that empire, is, to my mind, very

considerable; and to this it must be added that Russia's leading theatre etree rrr.

1 1 2 . dh a 0 5 © 40 0 Bor

architect, Victor Schroeter, is of German descent, and somewhat guided by Fitiuey ; 5 fim

German traditions. I have already shown various examples of recent theatre MUNICIPAL THEATRE, NINI-NOVGOROD.

iq. 1 : Fic. : ELEVATION.

work in Russia, and amongst other drawings the design for that elaborate Ys ort

Court Opera House at St. Petersburg, which was planned by the above-named architect. Now, Victor Schroeter is asso-

ciated very largely with the theatre building of the Russian Empire, as besides his post on the Czar’s Imperial Theatre

Administration, he enjoys a large private practice throughout the country, beyond European Russia, even as far as Siberia.

It would hence not be wrong to speak of the existence of a Schroeter type of theatre design, and I propose here to show

two examples which, to my mind, typify the class of work which this architect has executed. The two examples in the

preceding volumes were not quite so representative, as the great Court Opera House design embodied the fulfilment of

quite unusual requirements, and showed a monumental treatment on the radial system; whilst at Tiflis, in the Caucasus,

the architect attempted somewhat of an experiment in adopting the Bayreuth lines for a comparatively small auditorium.

One of the examples given on this page is the Municipal Theatre, Nijni-Novgorod, which fulfils the usual purposes of

a municipal theatre in a provincial centre of average population. How similar are the Russian requirements for a provincial

playhouse will be seen from the second example, the Municipal Theatre at Irkutsk, which, though the Siberian capital, is

nevertheless characterised by the ordinary features of Russian provincial life. I may be blamed for having extended my

examples in this one instance beyond the bounds

of Europe proper; but perhaps I may be excused,

firstly, on account of this building being most

characteristic of the Schroeter type, and secondly,

because, as a curiosity, 1 wish to show how

favourably a playhouse in a Siberian: city of

36,000 inhabitants compares with our average

playhouses. No doubt it is a subsidised theatre,

rr aos and none of our playhouses can boast of such

i a o 2 . . ? o .

CITED ere assistance; but subsidised or not subsidised,

architecturally it may claim the merit of being in

NCD a fl NG = every sense a public building and fitting home

No

205 J

STo2To 00 0\y

HB So

for the Drama. In other words, I wish it to be

seen what a theatre is like in the distant parts

of an empire which we are too apt to associate

with barbarism.

But quite apart from the circumstance of

its locality I would call attention to its absolute

MUNICIPAL THEATRE, NIJNI-NOVGOROD. MUNICIPAL THEATRE, NIJNI-NOVGOROD. symmetry, which is one of the principal features of

Prelit Daan ps Pio Yu, Plan, Tuan Ten Schroeter’s work, and to the satisfactory character

of his auditorium. If we turn to the next page it will be observed from Figs. 176 to 180 how, more particularly at Irkutsk,

his auditorium is planned with two tiers of half-open boxes and one tier of ordinary seats, the area being steep, and the

ceiling supported by a number of minor supports. The line of the auditorium box-fronts should also be observed, and the

manner in which little ante-rooms are supplied to most of the boxes. At Irkutsk, too, the staircases are particularly con-

venient, and the exit facilities are specially well planned in a straightforward manner; but the feature that would immediately

attract the attention of an English eye is the arrangement of lobbies and cloak-rooms, and the general method of excluding

1IL.—Q
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draughts. Thus, on either side of the auditorium, which is on street level, we notice a peculiar arrangement for entry

to the better seats, and a scheme of a similar kind for the third tier stairs, whilst the main vestibule is equipped with a.

series of treble draught-screens. To meet the climatic conditions, one might almost say, there are two corridors round the

auditorium—the ordinary corridor, and an outer corridor. The

same principle has been adopted in regard to the service

entrances at the back of the house, for we find two outer

lobbies and a staircase in each instance before we reach the

dressing-room corridor, from which the dressing-rooms and the

fin

stage respectively are approached. These are, of course, un-

usual features, especially suitable for cold climates, and yet, even

in our climate, the many playgoers who complain of draughts

would not be averse to Siberian methods being adopted.

Pome et prt frm med

Fer rel 1 + |
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These special measures call for study, even by those who live SH fen tn

in countries not associated with extreme temperatures. RUSSIAN TEMPORARY THEATRE.

In the matter of the statistics of the two theatres in Mer Su Deane

question, I need only mention that the seating capacity of the area at Irkutsk is about 370, and at Nijni-Novgorod some-

what more; the population of the latter being 70,000. Reliable particulars as to the building funds for these theatres are

not available, but the cost was probably about the same in each case. As regards the architectural treatment it will be seen

from ‘the plans and sections on pages 45 and 46, that the

Renaissance style has been adopted, and the grouping of the

different sections of the building has been successfully carried

out. Though perhaps somewhat commonplace in design,

the architectural treatment is by no means unattractive, ‘and,

chiefly owing to the grouping which stamps on the exterior

the character of the different parts of the building, a very good

effect is generally obtained in all the Renaissance work of Victor

Schroeter. I hold, however, that his polychrome work in the

Neo-Russian style, such as he applied at Tiflis, calls for more

Hallie }

rr

Jr : ; ; :

— ; —iM comment from the designer's point of view. The design of the

RUSSIAN TEMPORARY THEATRE. Municipal Theatre of that town certainly shows a greater indi-

Be te brane viduality than is exhibited in the two examples here presented.

Before leaving Russia and the Schroeter type of playhouse, I should also call attention to the temporary or * Summer’

theatres which are characteristic of that country, and I am, therefore, illustrating this type by two important examples in

\

2 %

Figs. 181 to 189. In showing work of this description, I nn

. bs mE Tm

do not, in principle, advocate any form of temporary play- ‘f= if " |

5 ay 3 R a

house mainly constructed ' of wood, much less if such a [L] fr, —

theatre takes the form of a fond fide establishment in the [7 - n eo

ge

general arrangement of its plan. Perhaps as on excep. be "7" ala

. . N N ny

tion, the temporary wooden theatre may be permissible at Pe Sc i a

exhibitions, but even in that case, all wall and ceiling | L

. J 2 =n 5

surfaces should be protected by plastering, special oppor- jd ey

tunities bein jven for exit, and on no account should RAS =]

Pen = ==

there be more than one tier. ; Ne

Now in Russia, as will be seen from one of the so- TN

: AS —=—7 |

called ‘Summer’ theatres illustrated on this page, we have = ET

a full two-tier house, equipped almost to the same extent as

would be necessary were its character more substantial. A

building of this description is dangerous to a high degree,

and I have often wondered how, for instance, in such an

fiat

a f } t t y

5 oF roi % 0 15M 5 0 5 0 5M

important city as Warsaw, two or more of these theatres Bp rp pie Eek

can still be found to-day. Of course, the example shown in RUSSIAN TEMPORARY THEATRE. RUSSIAN TEMPORARY THEATRE.

Figs. 181 to 184 is in no way intended to serve as a model; Bie is Tun. dem POL Doak Yiowr von

far from it; for the plan itself is by no means satisfactory, and it will be observed that the opportunities of exit are quite

incompatible with safety. Yet, in dealing with the playhouses of Europe, this type of temporary theatre cannot be ignored,

and its existence must be recorded, if only as a warning. To what extent this type of temporary theatre has been developed,

will be seen from the example given on the following page, where the character of the structure is slightly more substantial
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than in the preceding example. To accommodate so large an audience in what is, at the best, a provisional building of the

most combustible kind, 1s a mistake; and if sufficient funds were not forthcoming to provide a better class of building, it

would certainly have been wiser to do without the playhouse altogether. There is only one point which can be admired in

these temporary Russian theatres, and that is their picturesqueness. Owing to the grouping which gives character to each

individual section of the block, the quaint method of dealing with the woodwork, and the assistance afforded by poly-

chrome treatment, the effect, as a rule, is very charming. Nevertheless, it cannot be

denied that temporary theatres of this kind are nothing less than anomalies at the end

of the nineteenth century. |

Now, I said that, to my mind, the only permissible form of provisional playhouse

is the Exhibition Theatre. There will here be found two examples of this class of

structure, one of which, shown in Figs. 190

and 191, was erected in connection with an

exhibition held at Berlin, in 1839, and the

other (see Figs. 192 and 193) on the occasion

of the great Music and Theatre Exhibition of

Vienna, in 1892. They fulfilled different pur-

EXHIBITION THEATRE, BERLIN.

F1G. 190. LONGITUDINAL SECTION,

poses. The Berlin Theatre was constructed in such a manner as to give the public

an opportunity of seeing the working of the stage, and examining the various

stage appliances, whilst the performance itself was only of secondary importance,

Rude : 2 = San being merely arranged to give scope for working stage appliances with as much

EXHIBITION THEATRE, BERLIN. variation as possible,. At Vienna, on the other hand, the theatre was erected for

em aa the production of different classes of plays, presented by companies from various.

countries, and the stage appliances, though certainly open for public examination.

when there was no performance, in this case held much their usual position.

The Vienna Exhibition Theatre was erected from the plans of Ferdinand

Fellner and Hermann Helmer, and showed, to some extent, an application of their

principles of design. But taken as a whole, this temporary structure had not much

in common with the lines of their usual type of plavhouse © Thus, for instance,

the auditorium took the form of a large hall with a single balcony or tier, and the

whole of the constructional arrangements, as will be clearly seen from the accom-

panying section (Fig. 193), varied materially from what we observe elsewhere in

the work of the awchitects. 1f 1 may be permitted to center. slightly into detail,

1 would, however, point out the very clear means of exit, and the striking cffect

of the circular frontage and the special block which marks the main entrance.

In the Exhibition Theatre at Berlin, everything. was subservient to the

arrangements which were made to enable the public to see what was passing on

the stage. The sides of the stage were extended and flanked hy easily acces.

sible tiers or

platforms, from

which could be

observed all the

operations per-

formed during

EXHIBITION THEATRE, VIENNA. a chan gc of

Fic. 192. PLAN, AREA. scenery. I lay

stress on these arrangements as 1 believe them to have

been unique in the annals of theatre construction.

yy

In conclusion, if I were to discriminate between | ad ZZ

the Exhibition Theatres at Berlin and Vienna, I could EXHIBITION THEATRE, VIENNA.

not perhaps do better than say that one was itself an FIG. 193. LONGITUDINAL SECTION.

exhibit, and the other a theatre in’ an exhibition. : 1t is characteristic of the difference in purpose that the accommodation

provided at Vienna was for an audience of 1650, whilst at Berlin the number of spectators for whom seats were available

was limited to 250.

With the Russian work of Victor Schroeter 1 concluded my instances of types of theatre planning which can be

classified by their authorship. We have seen that, quite irrespective of playhouses designed by architects not specially

engaged in theatre work, Europe contains numerous groups of buildings displaying certain fixed characteristics. We have,

II1.—R | Sa :
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in this country, the Phipps, Matcham and Runtz types, in Austria, the Fellner and Helmer type, in Germany, the Seeling

type, and in Russia, the Schroeter type, and it goes without saying that each of these types has often, in their respective

countries, considerably influenced the work of architects with whom a commission to build a theatre is an exception. Of

course, there is also the Gottfried Semper system of radial planning, applied by himself to three great playhouses, and else-

where by others; but, as a matter of fact,’ Semper's ideals stand so far above

those of other creators of types, that 1 am reluctant to associate his work with

buildings of the character chiefly under consideration in this chapter. Semper

stands out as the founder of a new school of thought, and his work must not

be confused with that of the smaller men who simply apply certain practical

expedients, or build a certain type of theatre, as the result of certain experiences.

But, as also when ‘speaking of groups. of designs in the Fellner and Helmer

7 | work, 1t should be remembered that this classification by authors is to a certain

extent discretionary, being merely a matter of opinion or convenience. It 1s not

to be confused with the great natural division of playhouses according to national

influences—Teutonic, Latin, or Anglo-Saxon, as the case may be—or according

to primary purposes and conditions, or even with such divisions as the ‘radial,

the ‘centralised’ and the ‘nondescript’ plan.

Of all the above types, none will live to be known as such to posterity,

not even the ones so often carried out by Fellner and Helmer. The great

divisions, however, will continue to exist, while among the modern systems

which bear the name of any one architect, 1 believe that of Semper alone will

survive. The greatest

¢ASPHALEIA®’ MODEL THEATRE.

Fie. 197. PLAN, First TIER. of individual examples,

Charles © Garnier's

famous work, does not appear to me to hold the same position

as the Dresden or Vienna playhouses, which are characterised by

a new system of logic and treatment in architectural work. The

foundation of a school of design is something very different from

the successful execution of a single structure.

Now, up to the present, I have only dealt with types and

Rr
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individual exam-
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ples of theatres 0 0 o 0

¢ ASPHALEIA'’ MODEL THEATRE.

which have Deen

Fic. 198. LONGITUDINAL SECTION.

actually carried

out, but I cannot altogether ignore the existence of the many so-called

on a

re bry standard specifications’ published from time to time. For although it very

| | — +E

rarely occurs that the design for a model theatre is actually executed, yet

such a model has occasionally been followed in existing playhouses, and the

principles advocated in their conception have in some isolated cases had

influence on the theatre architecture of recent years.

Among the many model theatres which have been put forward, it

is very difficult to decide which should have a place in this volume... After

considerable selection I have limited myself to showing but five.

Two of these, the so-called Irving ‘ Safety’ Theatre of 1887, designed by

Alfred Darbyshire in conjunction with Sir Henry Irving, and the : * Asphaleia’

Theatre of 1881, put forward by the Vienna ¢Asphaleia’ Syndicate, have had

the advantage of undergoing the test of execution. In each case one or two

Dette? y P 2 vias existing theatres have been planned in accordance with the principles specified,

0 WwW: 8 We. Jor ; :

Cnn ERs and though, of course, material modifications had to be made, the theatres

¢ASPHALEIA’ MODEL THEATRE, . ® ’

as carried out can be absolutely identifiel with the model. 1 have, for

FIG. 199. PLAN, AREA. instance, already remarked the influence of the Irving ‘Safety ® Theatre on

the Manchester ¢ Palace’ of Varieties, shown in Volume I., and on the Exeter Theatre, which has taken the place of the

building destroyed by the fearful catastrophe of 1887. The Manchester Voth Jeeves on nim iy

followed the model on which it is based. Again, in accordance with the ‘Asphaleia’ model, T'ranz Roth, the ambit

identified with that scheme, carried out the ‘ Raimund’ Theatre at Vienna, illustrated in the second volume, in which he

adopted as far as was practicable, all the more important principles advocated by the Syndicate.
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Another instance of a model theatre, known as the ‘Sturmhoefel’ model, and dating from 1889, belongs to the many

essentially theoretical schemes which are advocated in the interests of some particular idea, and are only intended as abstract

studies. Yet they often contain much that is instructive, and also at times have influenced practical theatre architecture.

My last two examples of model theatres are not quite so theoretical, several of the principles illustrated in their

conception being quite capable of adoption. In fact, they stand well within the limits of practical policy. One of these,

the Schmidt and Neckelmann model, is the result of

a competition {or a Safety Theatre opened in 1883,

shortly after the ‘Ring? Theatre fire at Vienna. The

other, emanating from Scotland, is the result of the

studies of an amateur, who had a certain amount of

assistance: from an - architect. It is: known as the

*Young’ model, and is of such recent date as 1806.

In order to explain the features of importance

"in these five models, 1 will refer directly to the prin-

ciples advocated by their respective authors.

HHH To begin with, I would quote from the writings

AE

———t—t——+1 g . : .

D0 0 0K DF of Alfred Darbyshire, who, when the Irving ‘Safety

STURMHOEFEL ‘MODEL’ THEATRE. Theatre was first made public, put forward the code of

Fic. 200. LONGITUDINAL SECTION.

conditions on which he had worked, as the minimum

of what was necessary to ensure the safety of the audience. The first condition laid down in this code is, that theatres

must stand completely isolated from other property; the second is, that the stage can be Instantly isolated from the

auditorium by the closing of the proscenium opening; whilst the third is, that the highest seat shall be as near the

street as possible, no seat being higher than the proscenium opening. The fourth condition specifies that every part of

the house shall be provided with two exits, each communicating separately and directly with the street, and having no

opening except at the top and bottom. There were also, of course, the usual conditions as to fire-resisting materials, and

the requirement that the stage should have a ‘fire-proof’ roof provided with a large smoke shaft; but such questions of

construction do not affect the planning or general arrangement of the playhouse, and thus need not be considered under

this head.

The points embodied in the conditions governing the design can certainly not be termed extreme; for, with the

single exception of the question of site, the requirements

are almost identical with those put forward in most of the

recent regulations given in Supplement 111. As to the # J

solution of the problem which is based on these conditions, 3 §

1 must say that of all- model theatres the lyving Safety’ 1 |

Theatre is the one which, as far as England (the country

for. which it is intended) is concerned, stands the first

chance of realisation and application. It goes without

saying, however, that the model is essentially and solely

that of a *Salety’ theatre, The scheme dmbodies ne

special theories of general design, proportion or acoustics.

All these questions are subservient to that of fire-pro-

tection.

When speaking of the ‘Asphaleia’ model it should

be borne in mind that the ‘Asphaleia’ syndicate, though

primarily associated with questions of stage equipment,

to which I refer in Supplement 1., had at the outset of

its existence propounded particular theories regarding the Ef b METRES

: : esti hepiiband

general construction of the theatre and its plan. Now the 00 10 20 3040 50 FEET

writings of the ‘Asphaleia’ syndicate were issued shortly STURMHOEFEL ‘MODEL’ THEATRE. :

FIG. 201. PLAN, AREA. Fig, zo2. PLAN, First TiEr.

after the great catastrophe at the ‘Ring’ Theatre, Vienna;

and hence, as in their efforts with respect to stage mechanism, the question of fire protection figures prominently, not to

say pre-eminently, in all the arguments adduced in support of a model theatre plan. Certain general improvements in the

sighting, acoustics and seating accommodation, it is true, were brought forward at the same time, and these subjects

undoubtedly received some consideration in their scheme. But nevertheless, all efforts in other directions seem quite

secondary to the details relating to the precautionary measures. For all practical purposes, in fact, the ‘ Asphaleia’ model

theatre may be termed a model ‘ Safety’ theatre.
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To summarise the arguments propounded by the ‘Asphaleia’ syndicate, I may say that, apart from their numerous

precautionary measures, they advocated the full architectural expression of the auditorium on the exterior, retaining, however,

its conventional shape and box-front lines, with the exception that each tier sets back more strongly than is usually the

case, and that the whole of the audience is underneath one ceiling, i.e. there is no well-hole at the back of the top fiers.

In plan, therefore, the facade takes a semicircular or segmental form. For the sake of safety, the promoters advocated

long flights of steps with landings, in lieu of staircases

proper, and placed them in the large segmental hall which : y .

surrounds the auditorium, and, at different levels, serves either

=

as foyer, corridor or vestibule. They did not recommend the ai AONE A

: : : J ; 2 d )] AGN. Ih iL : : $

principle of absolute isolation ‘in the means of communication | RE 7 a ol ki,

; . ; Hin : : 5 rr

for different sections of the public, but took the whole of the gah i h ny LA

2H [| 1 oF NG hi
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audience into their large vestibule, letting each stairway end hE Sal » Bo r J, SLE

in close proximity to an outer door. To speak plainly, this A: r | : ¥ |

EA 1 Fe J = - LOE

staircase arrangement is the one great blunder of the scheme, in I! pe xs A —

En ; y = a i
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inasmuch aS a system of SCHMIDT AND NECKEILMANN ‘SAFETY’ THEATRE.

long flights is distinctly a i

dangerous. The isolation is restricted to the introduction of distinct division between

the ‘ front of the house’ and the ‘back of the house,’ between the auditorium and its offices,

and between the stage and its offices. As to the division between the ‘front’ and ‘back

of the house’, we find the arrangement of a double proscenium wall, the intervening space

between which is used for service and fire brigade purposes only. Between the auditorium

and its offices we again have a double wall, where the intervening space is utilised both

for ventilation and acoustic purposes. Between the stage and its offices run corridors of

ample dimensions. But even in this design of a model theatre, it is easy to see how

the syndicate’s own principles have been evaded in the disposition of the box staircases

and various other makeshifts. Nevertheless this medel, which exhibits the embodiment

of certain self-set requirements, contains many features, even in minor details, that call

for study, and though ‘essentially a *Sofeiy” theatre, shows lines such as those of the

auditorium ceiling and of the proscenium frame, which are remarkable for general pro-

portion and architectural rendering.

The ‘Asphaleia’ scheme has been acted upon in the * Raimund’ Theatre at Vienna.

elif
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SCHMIDT AND NECKELMANN in one vestibule, could not be there adopted—and very rightly so—owing to local regula-

‘SAFETY’ THEATRE.

But the main precautionary principle of the syndicate, the long flights of stairs all ending

tions: These, as will be

Fie. 204. PLaN, AREA.

seen from Supplement 111,

require staircases to be absolutely separate, and the flights of

steps limited. We ‘are no doubt indebted to the syndicate

for many valuable ideas, but we must not suppose that

everything they advocate meets modern requirements in the

best possible way.

:
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In - respect to the illustrations of these ‘Model’ or

uf

Il

‘ Safety’ plans, I should perhaps say that I have in each case

ll

li

HY

presented reproductions of the original drawings of the pro-

moters, limiting myself, however, to as few as possible.

Turning now to the model theatre advocated by

A. Sturmhoefel in 1889, we perceive a far more ideal treat-

ment of the question of theatre planning than that embodied peri, gg ———r

Pitter} y

. . . y S 0 ISMETRES titre mts) :

in the Irving or *Asphaleia’ plan. In both the latter SH anata bo SEE

. i: YOUNG ‘SAFETY’ THEATRE.

casts there were claims of greatly increased safety, but the PEP min dian Pon et Tn Sh eh

general design and the auditorium as such, received scant

attention. In the Sturmhoefel plan it will be seen that the auditorium is of primary importance, and its arrangement

governs everything the inventor has in mind. Further, it is a question with him of constructing a model, not to be

practically applied, but rather to serve as a study for the conception of playhouses on Wagner principles. As such, and

as such alone, this model must be considered, and a comparison of the Bayreuth plans in Volume I. with the diagrams in

Figs. 201, 202, on the page opposite, will clearly show why 1 say this. The seating, for instance, of the auditorium,

which is distributed over a steep area and a yet steeper continuous first tier, is a direct development of the Wagner

H1.—S
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VARIETY THEATRE, MUNICH.

F1G6. 207, PLAN, First TIER.

VARIETY THEATRE, MUNICH.

FIG. 208. PLAN, AREA.
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FIG. 209. LONGITUDINAL SECTION.
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plan. Of one thing there is however no doubt, namely, that though this model is conceived almost entirely on theoretical

lines, yet it is the result of much close reasoning, and thus merits favourable mention among the essentially theoretical

studies which have been put so frequently forward.

The Sturmhoefel model theatre, contrary to the ‘Irving’ and ‘ Asphaleia’ models, was never intended for direct

execution. But, as I have said, there are two further models which are so intended,

V — = = although there has, as yet, been no application of the princip’es they suggest. These

| NE are respectively the ‘Safety’ Theatre of Archibald Young, of Edinburgh, and the

RN ‘Safety Theatre of Schmidt and Neckelmann, formerly resident at Hamburg.

Now, in respect to the former, we find the embodiment of certain principles

1 of safety having much in common with those set out by Alfred Darbyshire.. There

0

is, however, one great exception. The author seems to have defined for himself the

LAL = pel condition that, besides the ordinary and recognised means of exit, which must

[17 conform with the regulations, the building should be surrounded by a series of

ms balconies and terraces, to which ‘emergency’ exits should lead, and from which there

LN should be special ‘emergency’ staircases. This theatre was designed with a sole eye to

‘CONCORDIA’ VARIETY THEATRE, BERLIN. safety, and con-

FIG. 211. TRANSVERSE SECITON. seueatly. mony

of the anomalies of the commonplace auditorium have

been repeated, not forgetting the uppermost tier with

its seating accommodation almost entirely in a well.

As. regards. its outside galleries and extra exits, It

should be emphatically and distinctly stated that any-

thing in the light -of an. ‘ex{ra’ exit ov ‘emergency’

staircase or gallery is a mistake. The ‘ordinary stair-

case accommodation should always be amply planned in

a straightforward manner, so that anything of an ‘extra’

or ‘emergency’ description should be absolutely unneces- potent : - .

Tris T ’ + + i{

10 0 0 20 30 ¥0 50 boF

sary... No doubt the principles ave interesting to study,

and there 1% NO. LenSon why they dhmild Lave not tone ‘CONCORDIA’ VARIETY THEATRE, BERLIN. TFi16. 212. LONGITUDINAL SECTION.

been practically tried, as the similar principles of Jean Baes—though without the extra sets of permanent staircases—have

already been ‘applied inthe ‘Flemish’ Theatre, Brussels. Dut the results would have been the same as in: Belgium,

: calling for the same adverse criticism that I found necessary

in Volume 1. when treating the work of Jean Baes. + On the

whole, then, this model must be taken as a negative one, and

as such it is here presented.

As regards the ‘ Schmidt and Neckelmann’ model, I need

only remark that the principle of isolation as expressed in the

plan, Fig. 204, no doubt has many advantages, and there is,

in fact, nothing against the practical execution of the scheme

as embodied in the illustration. But where so much space is

covered, the more usual lines of playhouse construction could

well be adopted with better results. The scheme includes the

provision of powerful lamps in the courtyards, their installation

being based on the assumption that if these are served inde-

pendently of the general lighting of the theatre, they would, in

the event of the latter being extinguished on an outbreak of fire,

afford ample illumination to the staircases and passages of the

auditorium. This design, which was the outcome of a com-

petition held in connection with the Public Health Exhibition

‘CONCORDIA’ VARIETY THEATRE, BERLIN. of 1882 at Berlin, was accorded the first premium of two hundred

Fig. 213: PLAN, AREA. Pia. 214. PLAN, Firsr TIER.

pounds, chiefly on account of this principle of lighting. But

1 am: afraid it has not yet found favour, nor is it likely to do so while safety can be assured mn so many simpler ways.

Taken as a whole, these ‘ Model’ theatres cannot be regarded in any other light than as studies or methods of

describing certain ideas, excepting perhaps the Irving ‘Safety’ Theatre, which is of a more practical character. It should

be remembered that this selection of five ‘ Model’ theatres is taken from a very large number, most of which have been

proposed solely in the interests of fire protection. As a matter of fact, there are scarcely a dozen ‘Model’ theatres which
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can be said to show due consideration of the acoustic properties, general proportion and sighting, every effort apparently

being directed solely to the question of safety. The very idea, too, that a “Model ’ theatre can be designed line by line

to meet various conditions has proved wrong. ‘Model’ plans, in fact, can only serve as illustrations of certain ideas, which

could probably be expressed better diagramatically than in a complete design. The ideas in themselves may be quite

serviceable, but their application in general plans of the

description shown here teaches us comparatively little.

It may have been noticed that, in referring to

—_—

-_

types and examples, I have almost always mentioned NB” puui— Wa rere IR SEH

is : . 3 Ss er HT (0 Le Ee

buildings intended for the presentation of bond fide ferga ee Le manlilil 7 gs! 7

drama or opera. The chief exceptions are the temporary

Exhibition theatres, which are at times utilised for

lighter spectacular performances, and secondly, two of

the Variety Theatres of Ernest Runtz, which, however,

could almost fulfil dramatic purposes. When speaking

of playhouses I have in mind, primarily, the homes of

opera and drama, though, according to the requirements

of to-day, the differences between these and the home =

TS

of the variety entertainment are no longer so great as

they used to be. Excepting the general disposition of

the foyer, saloon, promenade and the gangway facilities, PATO THEA SDNY NOs

FIG. 215. VIEW OF AUDITORIUM.

they share many features in common.

I would, however, before closing this part of my subject, like to refer to two buildings utilised for the lighter form

of entertainment, one at Munich and the other at Berlin. I am led to do so by the fact that the circumstances attendant

on their erection were peculiar, not to say difficult. In both cases the theatres are situated on back-land, and are designed

in connection with other buildings, and yet, architecturally, they attain a high standard, and fulfil their purposes in a

particularly satisfactory manner. The first of them displays the characteristics of a small music hall as they were generally

understood some years ago in Germany, before the influence of the great Variety establishments of London and Paris made

itself so generally felt; the second is designed on the most recent lines.

The ‘Concordia’ Variety Theatre, on page 56, now commonly known as the ‘Apollo’ Theatre, at Berlin, was erected

from the plans of Gustav Ebe in 18go. We here find an auditorium with a flat floor, which enables it to be also used as

an assembly room without any material alteration. It has one gallery, and there is only a small stage. The saloon or foyer

at the same time serves for a supper-room, and the vestibule for a saloon bar. The theatre, as already indicated, stands on

back-land, and abuts on adjoining property

on three sides, having in front only a

small court.” The main entrance to the

ing leaves no room for complaint, whilst

wit 20 *

ad ag Rh 0 hall from this court is through a passage

aE ale ee A :

{176 TIP | NE A) . :

EN — ®r d \ which also runs under a tenement build-
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MEU ILE Lady! [VOILA is ample and convenient, and the seat-
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the general aspect of the interior of the

building shows that considerable talent

has heen brought to bear on its exceu-

tion, for it is architecturally sound, and of
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[a 1s its position on back-land, as, no matter

CASTLE THEATRE, TOTIS.

how good the planning or architectural

Fi1G. 216. VIEW OF AUDITORIUM.

rendering, ‘the difficulty of exit is an ever

present source of danger. The whole of the audience and personne! have, in this instance, only the passage referred to

above by which they can leave the building, and given a fire in the tenement building and a panic resulting therefrom,

even this one exit would probably be blocked. The cost of the block, I would add, was 25,000/.

“At Munich we have to deal with a theatre which accords more with the recent ideas of a Variety establishment in

this country, but which was again erected in connection with other structures, i.e. as part of an important block of flats

and a large restaurant. Here, notwithstanding the position, both the exterior and the interior again most plainly show

I11.—T
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that the promoters were assisted by an architect of considerable skill, and the exit and cloak-room facilities are particularly

well conceived.

Speaking generally, the manner in which Alexander Bluhm, who was entrusted with the commission, arranged

his theatre under unusuaily difficult conditions is worthy of all praise; for although the main block abuts on adjoining

property on one side, as well as at the back, the whole is symmetrically disposed, and there are ample facilities for,

communication within the theatre proper. Reference to Figs. 207 to 210 on pages 54 and 55, show the manner in which

the ground was laid out, and the great care which was necessary in the circumstances to give the theatre a suitably dignified

approach. Reference to the same illustrations will also show how the main rooms of the restaurant can be used in

conjunction with the auditorium, and how the latter has been so arranged, that in combination with the stage on the one

hand, and the reception rooms on the other, an extensive superficial area is placed at the disposal of the public. Full

advantage of the block can thus be taken during such fétes as the Carnival at Munich, when theatrical representations

make way for entertainments of a different kind, and the premises serve as a gigantic suite of assembly rooms. As a matter

of fact, both the ‘Concordia’ Theatre, of which I have been speaking, and this establishment were purposely designed to

perform, when necessary, functions of this description.

It 1s worth while also to note the planning of the

spacious promenade and the main staircases, no less

than the pleasing vista obtained in looking down

on the stage from the large foyer. As with the

‘ Concordia’ Theatre, in fact, there is little to complain

of in this playhouse except its location.

In referring to examples of variety theatres

built under peculiar circumstances, i.e. in connection

with other buildings and on back-land, I think it

would not be out of place to mention that there

are of course a number of small theatres attached to

palaces, private residences and public buildings, which,

although not open to the general public, well fulfil the

purposes of a small playhouse, and afford every facility

for the presentation of plays. In reality, as I believe 1

have already mentioned in Volume 11. it is doubtful

whether a playhouse like the Casino Theatre at Monte

Carlo should not be rightly included under the minia-

ture private theatres in this sense. But there is cer-

tainly no doubt that such establishments as those of

Totis and Craig-y-nos are essentially private miniature

theatres, even if the public are occasionally admitted.

Private theatres of this description, though

among the smallest of their class of building, are

often of considerable architectural pretension, and the

Bi 0 0h

gy % SF views of the two named, at Totis and Craig-y-nos,

MUNICIPAL THEATRE, ODESSA, ORIGINAL SCHEME, on page 57, show what good work can be achieved

a in this- direction. At Craig-y-nos the theatre forms

a wing of the residence of Adelina Patti. It was: erected from the designs of A. Bucknall and E. W, Jennings. The

Castle Theatre, Totis, is from the design of Ferdinand Fellner and Hermann Helmer of Vienna, and was carried out on a

somewhat more elaborate scale. The illustrations, however, describe the rooms sufficiently to show that theatres of this

kind offer particularly pleasant opportunities to an architect of refined taste. The views also demonstrate that miniature

theatres attached to private residences possess sufficient individuality to claim classification among the playhouses of Europe.

They are not mere music rooms or assembly halls.

In connection with the above remark regarding the opportunities afforded the architect and the presentation of two

such praiseworthy examples of variety theatres executed on back-land, I would now close this chapter on general arrangement

by referring to the absolute necessity of considering the question of plan conjointly with that of the architectural treatment.

In the common London theatre attention may have been given to the plan and section, yet rarely, if ever, have they

been seriously considered in conjunction with the elevation, or with any scheme of decoration. Given a certain plan and

section the general procedure has merely been to put some ‘dressings’ on the facade, without any thought for the general

grouping, or the main lines of the structure.” Even in one of our most successful playhouses, D'Oyly Carte’s English Opera

House, T. E. Collcutt was called in to treat a block, of which the carcass, and therefore the main lines and all openings



GENERAL ARRANGEMENT. = 59

were already set out, regardless of the architectural requirements. As to the interiors, the less said the better, since we

know that in the majority of our playhouses the plastic decorator is entirely responsible for what we see, and even he too

frequently discovers that the architect has left the subject of decoration so entirely out of account as to make it difficult for

him to apply the spurious stock ‘ornaments’ which his standard of ‘taste’ would allow.

Of course this is all most ludicrous, were it not unfortunately so serious a matter, resulting in a most discreditable

collection of ugly theatres. What we want, and should have, in the playhouse is a regard for architecture, both in plan

and in treatment, with full consideration of every practical object, and with due economy. At present we may have theatre

construction, but true theatre architecture is almost unknown.

I would again point to the perspectives of work by Ernest Runtz; comparison with their respective plans will explain

my meaning thoroughly. I do not advise the imitation of some of the Continental architects who have spent years in the

claboration of their plans and elevations prior to signifying their readiness for execution. Such procedure is impossible

in this practical country. But I would certainly go as far as the eminent architects, Fellner and Helmer, in preparing

numerous careful studies before the actual working drawings are taken in hand. To give an example, I here show a study

25F gia 5.
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MUNICIPAL THEATRE ODESSA, ORIGINAL SCHEME.

Fic. 218. TRANSVERSE SECTION.

for the plan and section of the Odessa Municipal Theatre, illustrated in Volume I., which, in its architectural differences

from the drawings actually executed, plainly shows what trouble even such specialists have to take in order to develop a

scheme which gives satisfaction. 1 would refer to this study those who believe that a design, and a theatre design in

particular, can be evolved without great difficulty, that they may see what pains these architects—whose experience includes

the planning of some fifty first-class theatres—take to obtain a successful ensemble.

In closing these remarks on the general arrangement of the modern playhouse, and referring to the examples here

presented, as well as to those more fully illustrated in the preceding volumes, I cannot but again emphasise the importance

of considering questions of general proportion. The architectural rendering of a theatre may be insignificant; there may.

be much in the detail that is unpractical; but such matters can generally be remedied at some small sacrifice. If, however,

the general proportions and the main dispositions of the plan are unsatisfactory there is but seldom a remedy, and the

makeshift character of the improvements that are in such cases attempted generally leads to complications, if not to fresh

causes of complaint. On the general conception, the main outline of the plan, and above all the general proportions of the

block and of every section of it, depends the success or failure of a modern playhouse, and no meritorious decoration or

satisfactory equipment can ever modify defects under these major heads.
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The general arrangement is the more difficult as interests of an essentially conflicting character have to be considered,

and much skill, tact and common sense, are required to weigh the different claims put before the architect. Not only has

the comfort and convenience of the audience in its entirety to be considered, but the comfort and convenience of every section

of it individually. Social prejudices and local customs require quite as much thought as any question of sighting, hearing

or seating. The facilities for the performance have to be considered as a whole quite as much as those of every single

department connected with the presentation of the play, and yet neither in the ‘front of the house’ nor behind the curtain

is it permissible to grant facilities or conveniences that do not accord with the principles of economy practised by the

management.

As 1 have said before, but would emphasise again, the interests of Art call for an equal amount of thought with

those of technical science applied to the theatre, no matter if the institution be one of secondary importance or of high

standard. It would, however, lead too far to enumerate the conflicting interests of art and science in detail.

But whatever points may clash, it is in the general conception and in the definition of the general proportions that

a compromise can alone be made. It is, to repeat, by this general arrangement and definition of the general proporticns

that the character and the success, or non-success, of a playhouse are determined.

“ol J hd 8 __ By

MUNICIPAL THEATRE, BROMBERG.

Fic. 219. GENERAL VIEW,
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MUNICIPAL THEATRE, ROTTERDAM.
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CHAPTER 1

AUDNMTORITUNM. ARRANGEMENT

HAVING dealt with the arrangement of the theatre from a general point of view, and presented a considerable number of

examples of recent plans, I would now turn to what should be the main feature of every playhouse, i.e. the auditorium.

In the preceding chapter 1 emphasised the great importance of well considering all questions of proportion in

designing a playhouse, and I went so far as to point out that I primarily attributed the success of the great Vienna

specialists, Fellner and Helmer, to their conspicuous "ability in this matter. Just as the question of proportion is of the

utmost importance in the general design of a theatre, so does it take a most prominent position as far as the auditorium

is concerned. In fact, for no part of the theatre, after the general proportions in the design have been: determined, is it

more essential that there should be the right feeling in this respect than in the auditorium. It is also no mere question

of proportion as far as appearance is concerned; but proportion in respect to acoustics, proportion in respect to sighting,

and even proportion in respect to the essentially technical matters of ventilation, heating and lighting.

It has been attributed to Charles Garnier, that as he was not in sympathy with any of the prevailing theories of

acoustics, so also he had no liking for the application of the theories by which the general proportions of the auditorium

are frequently determined. Garnier certainly explained to me that he was in no wise guided by scientific data on acoustics

when he determined the principal lines of his auditorium in the National Opera House at Paris, and the same can be

truthfully said as to his disregard of the more abstract methods of laying down the proportions of the auditorium. The

very existence of a science of proportion as understood in classical times was scarcely known to him. He had in fact not

given questions of theatre design much thought prior to the preparation

of his successful competition drawings for the Paris Opera House. Nor

did he give much attention to the scientific side of the subject when he

made a tour of inspection on the acceptance of the commission. The

success he achieved at the Paris Opera House in respect to proportion

was due solely to intuition. As for calculation, I have been assured by

himself that except for such specific purposes as his writings or reports,

he had never compared the dimensions of other theatres with those of

his Opera House. To speak plainly, he set out his auditorium entirely

regardless of any scientific system.

Now Charles Garnier succeeded in designing an auditorium in

which one can hear well, and in which the general proportions are

highly satisfactory, and so his intuition may be taken as having been

correct. But it is very rare that successful results are obtained by mere

‘CRITERION’ THEATRE, LONDON.

. . ae . 2 Fic. 354. VIEW OF AUDITORIUM.

intuition, unless by such specialists as have, in addition, had a very

considerable experience in the matter, and even some of these are known to have made the worst of mistakes.

Taken altogether it is no doubt safer, before designing a theatre, to study the question of proportion in the same way

as it is advisable to study the question of acoustics. And, in order to facilitate this study, I have grouped on a series of

five plates a considerable number of diagrams showing both in plan and section the auditorium lines of important examples

of playhouses illustrated in these volumes. I do not believe that any such comparative diagrams have been published as

yet elsewhere, although dimensions have been taken from time to time and tabulated for reference purposes. But with the

aid of these diagrammatic illustrations I hope that the architect entrusted with a theatre commission will be able to gauge

111. —U
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to a nicety some of the reasons which govern certain effects. Or, in other words, if he visits any of the playhouses here

depicted; and compares the results of his observations of their acoustic qualities and the effect of their general proportions

with these drawings, he should be able to arrive at results by the application of which his task of design can be materially

facilitated.

Now it might be argued, that having gone to the labour of preparing these diagrams, and having also visited the

theatres themselves, I should give my personal opinions in each case, or, perhaps, even tabulate my conclusions in

connection therewith. But ‘I am afraid this would be just as useless as if ‘1 were to set up a standard or model of the

requirements of a playhouse, since the results in every one of these theatres differ, not only according to the proportions.

and lines, but also on account of the method of decoration, upholstery and furnishing adopted, the purpose to which

they are put, and many other matters, including even the character of the audience, whether a quiet one or a noisy

one. It would De as futile, too, to compare these theatres one with the other and try to arrive at some general result.

Assuming that an architect is entrusted with ‘a commission to erect a comedy house for a highly refined audience of

"

MUNICIPAL THEATRE, HALLE. PEOPLE'S THEATRE, TURIN, MUNICIPAL THEATRE, RIIEIMS. NATIONAL OPERA IlOUSE, MUNICIPAL THEATRE,

PARIS. MONTPELLIER.

i

C

a are

¢ PALACE’ VARIETY THEATRE ¢ Lyric’ THEATRE, LONDON. SHAKESPEARE MEMORIAL THEATRE, THEATRE, ST. HELENS. DALY'S THEATRE, LONDON.

’ . ’ ’ ’

MANCHESTER. STRATFORD-ON-AVON.

‘HER’ MAJESTY’S THEATRE, COURT THEATRE, SCHWERIN. ¢ RAIMUND ’ THEATRE, CourT OPERA HOUSE, D’Ov1y CArTE'S OPERA
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ANGERS. (old line). BERLIN. BERLIN. EDINBURGH.

DIAGRAMS OF BOX FRONT LINES.

Fics. 355-374.

one thousand, lavishly decorated and upholstered, heated by hot water and ventilated artificially, he will visit theatres

fulfilling similar conditions, and, having judged by actual results, will then be able to refer to these diagrams, which will

assist him very considerably in understanding to what the results are due. Similarly, if he be commissioned to erect a

People’s Opera House to hold a middle-class audience of two thousand five hundred, in which Grand Opera alone is to be

given during the winter season with an orchestra of, say, ninety, the building to be equipped on modern lines but with

natural ventilation, decorations of a very plain type, and American wood seats, etc, he will be enabled to judge in which

of the existing theatres carried on under similar conditions the effects he desires are obtained, and by reference to these

diagrams to see what are the governing features. Now, it may be said that, inasmuch as many of these examples have

been reproduced to the uniform scale of one to two hundred and fifty in the preceding volumes, facilities for comparison

have already been given. But 1 would venture to suggest that comparison is far easier on sheets where such lines alone

have been presented as influence the points here under consideration, and where the examples are grouped side by side.

In respect to the plates on which these diagrams are presented (Figs. 220 to 350), I would call attention to the fact

that as with the plate of block plans in the preceding chapter (Figs. 39 to 92), where I grouped separately the examples
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from Volumes I. and II., division by volumes has been here observed. Auditorium plans from examples in Volume I.

are shown in Figs. 220 to 240, those in Volume 11. in Figs. 2471 to.270, and the arrangement of the sections appears

respectively in Figs. 301 to 323 and 324 to 350. 1 might, however, add

that in arranging the plans in line 1 have taken as a datum the line of

the proscenium’ curtain. - Of course the front of the stage may coincide

with this line, but it generally reaches well into the auditorium, and its

exact position in relation to the auditorium can be seen from the sections.

With the aid of this information it can also be easily ascertained whether

or not a singer, for instance, standing close to the footlights on a stage - /

which reaches well into the auditorium, is better heard than on the

proscenium curtain line, or some feet back. These sections also show the

relative location of the orchestra; but, of course, here as in the plans, my

; : 3: 3 ‘LINDEN’ VARIETY THEATRE, MUNICIPAL THEATRE, ROTTERDAM.

diagrams are essentially approximate. IFor approximate presentation in BERLIN.

diagram form is sufficient for the purposes intended; exact and detailed :

illustration would have led too far. As a rule, too, in these plans, the [

diagrams are taken from the first tier level, with one or two incidental

exceptions. The line of the box fronts on the first tier is almost uniformly

shown, whilst the part marked ‘solid’ is intended to represent what, for |

the purpose of acoustics, etc., forms the solid backing. This may be the

containing wall of an open auditorium, or only the back of an ante-room

to a box—I have used my discretion on this point. Further explanations, sit

1 hold, are unnecessary, and 1 only trust that these fgures may be

successfully put to the use for which they are intended.

pT

|

|

|

1

ret

MUNICIPAL THEATRE, AMSTERDAM. MuNiIciPAL OPERA HOUSE,

1 assume that it is scarcely necessary to point out in detail how FRANKFORT.

D’OvLY CARTE’S OPERA HOUSE, ¢ OXFORD’ VARIETY THEATRE,

LONDON. LONDON.

the line of the box front influences the conception of the auditorium. In

fact, in many respects, this line governs not only the general appearance

of the auditorium, but also the acoustics, and almost entirely the sighting.

Without entering into the many arguments in favour of one line or

another, I may say that the advantages and disadvantages of the horseshoe

are obvious; the line of the lyre has also been the subject of innumerable

more or less successful experiments, and also the double curve and the

segment. The point that I would emphasise, however, is that any compli-

cation in the line is generally detrimental to the theatre, and that though

some of the erratic forms shown may give certain distinct advantages,

particularly in respect to the seating, the acoustic qualities only too easily IAC RAMS OF POS Tron LIS

suffer, and the ensemble of the auditorium is generally spoilt. I am Peas 375.70 M0

showing in Figs. 355 to 374 a selection of box front lines from various theatres, the names of which I have affixed in

cach case for purposes of reference. The whole of these lines are taken at first tier level, and it will be observed that,

even in the few chosen, there is very considerable variety. I would remark, however, that they are not reproduced to scale.

Here let me mention that the matter of box fronts standing above

one another, setting back and the like, should receive the earnest attention

of the architect. There is no doubt that a certain setting back of the box

front in each tier is of very considerable advantage, both in respect to the

acoustics and sighting, and some material assistance is often thus obtained

for producing a good general effect. But if this setting back takes the

{orm of a variation in the line of the box front, and a complication

arises, as is the case in some of the London theatres, not only do the

advantages claimed disappear, but they result in a positive disadvantage.

In illustration of my remarks I am submitting in Figs. 375 to 380

COURT THEATRE VIDNNA: Avimane, some examples of box front lines where the different tiers are set back.

Figs. 381, 382. ALTERATION OF Box FRONT LINES. ; : : : . 3

It is curious to observe how, in one instance, the setting back is exactly

parallel right around the line, whilst in another case it is concentric to a slight extent, and in a third, concentric to a very

considerable degree. Where the lines are parallel they are frequently determined by fixed columns which support the

ceiling, as in some of the French theatres; although, as a matter of fact, in a typical French auditorium there is no

setting back whatsoever, the fixed columns being on the box front lines, which is also the case where the ‘pigeon-hole’

principle is observed as in Italy and Spain.
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‘TRAFALGAR’ THEATRE, LONDON.

F1G. 385. PLAN OF ORCHESTRA.

PEOPLE'S THEATRE, WORMS.

COURT OPERA HOUSE, DRESDEN, FIG. 387. PLAN OF ORCHESTRA.

Fic. 383. PLAN OF ORCHESTRA.
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Fic. 384. SECTION OF ORCHESTRA.

PEOPLE'S THEATRE, WORMS.
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In closing this section I would only ‘refer to the two box front lines of the Court Theatre at Vienwa, which

present an instructive lesson. The line with the accentuated double curve presented in Fig. 381, was that originally designed

and executed by Gottfried Semper and Baron Hasenauer after a very considerable study of the subject. But unfortunately

the results of their investigations were not successful, as it was only too soon discovered that the acoustics were materially

affected by the sharp projection of the lyre line, which occurs just before the proscenium

box. That the double curve had in this instance been so injurious to the hearing qualities

of the house was the more obvious when, after the alterations of 1897, the line had been

flattened as shown in Fig. 382. Not only were the acoustics very noticeably improved, but

also the sighting from the boxes, which had been somewhat unsatisfactory owing to the

projection ; and last, though not least, a few additional seats could be added to the stalls 2 ze

on both sides, which of course meant an increase in the receipts during the season.

No better object lesson is necessary to give support to my arguments in favour of accord-

ing every attention to questions of box front lines.

Of course, what I have said above on the subject of proportion in the auditorium

and of the box front lines may be assumed to apply to all playhouses alike, whether used

for the presentation of opera, drama, or the lighter {forms of entertainment. But as

far as opera houses are specially concerned, or even theatres in which the production of

music in front of the stage has a prominent part accorded it in the performance—say,

for instance, in the presentation of ballets or spectacular pieces—there is another feature

on which much depends. - I allude to the orchestra. 7777 XT

Now, though the effect of the orchestra on the architectural rendering of the audi-

torium may not be very important, since efforts are generally made to hide the orchestral

well entirely, or make it as inconspicuous as possible, yet, as far as the acoustics are

concerned, and, to a certain extent, in regard to the sighting, its position and outline call Me _— Lives,

for the closest attention. Perhaps, however, I might modify my statement as to its effect

with regard to the architectural rendering of the auditorium, by saying that there are exceptions where the arrangement of

the orchestra also takes a prominent part in the general scheme. Where, for instance, the Wagner principles of Bayreuth

find favour, the exact location of the orchestra in the “mystische Abgrund”—which separates the auditorium from the

stage—is a leading characteristic of the general conception. And, similarly, there are cases where the location of the

orchestral well has been the subject of much consideration,

Ep and even a guiding feature in the determination of the lines

of the proscenium frame and boxes. But nevertheless, 1

must emphasise the. fact that as a rule, the orchestra is

, "+ treated as. something quite outside of the general architectural

“scheme: of the auditorium. This, of course; is, ‘not as it

should be; for its influence on the acoustics in particular,

oo should not be neglected.

ANN

The question of the location of the orchestra depends

I | not only on the nature of the performance but also on the

principle or system on which the play is produced. I mean

that, though of course the requirements of different orchestras

have to be met, whether for grand opera on the one hand

or burlesque on..the other, the lines 'on which the plays

are produced must also be considered. Thus the orchestra

at the Paris Opera House must be located in an entively

different manner from the orchestra at some of the German

institutions where the Wagner ideas are strictly observed.

The same band, as far as size is concerned, may, for instance,

in Paris, have to take up a large area in front of the stage,

: COURT THEATRE, WIESBADEN. whilst at a German theatre it may have to be placed in

ery a deep well or almost entirely underneath the stage, thus

covering a very small surface from the spectator’s point of view. I might enter into the discussion of a number of side

issues, such as the effect of sound under different circumstances, or the number of instruments, but I am only anxious at

present to emphasise the point that the arrangements of the orchestra well cannot be safely neglected. It is of quite as

much importance to fix the exact position in which music can be heard to the greatest advantage by the audience, as

it is to determine the lines of the auditorium, so that the actor may reap the full benefit of good acoustics.

HI. —X
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In Figs. 401 to 405, on page 65 I show some of the more common positions of orchestra-wells in an ordinary

London theatre. 1 would remark that the actual line of the well—which is generally determined without any regard to

the scientific aspects of the question—also deserves more attention than it at present receives. As a matter of fact, its out-

line on the auditorium side is generally solely governed by the seating arrangement, which should certainly not be the case.

On page 64, Figs. 383 to 400, 1 am reproducing

a series of orchestras taken from buildings illustrated

int these volumes, ‘and. in each ‘case a plan anda

section are given with a view to explaining the various

methods adopted: in setting out the: well, With

out entering into the question of the advantages or

disadvantages of different plans or sections, I should

mention that it is now a vecognised fact in the

presentation of Wagner's music, that his principle of the

hidden orchestra should be adopted as far as practicable ;

and further, that whatever may be the character of the

orchestra-well, it is an enormous advantage to have

suitable sound-space underneath its floor, and, if pos-

sible, around its sides. The construction of an orchestra-

well in such a manner that its stage side is, perhaps,

the face of the brickwork of -the proscenium wall is a

common mistake. I have only too often found a pro-

RE a a scenium wall on the stage side, a cellar wall on the

F1G. 409. VIEW OF PROSCENIUM.

auditorium . side, and the floor of the orchestra placed

either directly on the ground or on the top of some vault. or cellar. At the Court Opera House ‘at Dresden,

Figs. 383, 384, page 64, it will be seen that although the orchestra is not sunk and backs on to the brick proscenium

wall, a special sound-well, semicircular in section, has been constructed underneath the floor, the effect of which is

particularly satisfactory. An arrangement such as is shown in Figs. 389 and 390 on the same page, from the Czech

National Theatre at Prague, does not suffice for acoustic purposes, although it is better than nothing. There has been

a tendency of late, for reasons of safety from fire, to concrete and cement the whole of the orchestra-well, much to the

disadvantage of the music. Care should be taken to avoid this too frequent error. However important questions of

safety may be, there is but rarely any reason why the precautions should affect the performance. If the orchestra-well has

a carefully laid floor in hard wood, and if the vault below is accessible and is kept clean, it will suffice.

As regards sunk or hidden orchestras,

I cannot do better than include a diagram

explaining the arrangement of the one at

Bayreuth, of which an illustration will be

found in Figs 301 and 302 on page 64.

This plan and section should be contrasted

with that of the National Opera House,

Paris, in Pigs. 395 and 306 of the same

page, where an entirely open orchestra is

installed. A compromise may be observed

in the construction of the orchestra-wells of

the Municipal Theatre at Essen, of the

“Raimund” Theatre at «Vienna, of ihe

‘Linden’ Variety Theatre at Berlin, and alsp,

to: a slight extent, of the Czech National

Theatre at Prague, all presented onthe

same shect. | For purposes of economy in

COURT THEATRE, VIENNA.

space—not by any means for musical or

L ? : : : Fi1G. 410. VIEW OF AUDITORIUM.

scientific reasons —this principle of the

hidden orchestra has also been recently adopted to a very considerable extent in our London playhouses, where a small

band of some ten or twenty musicians is generally employed. To give an instance of a small orchestra of this description

I have shown in Figs. 385 and 386 a plan and section of the * Trafalgar” Theatre. At the ‘Haymarket’ Theatic the

orchestra was placed entirely under the stage, with no well proper in the auditorium. This is an extreme case, and I

cannot say it is altogether satisfactory.
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In conclusion, while dealing with this question of orchestra, 1 would add that there has been a very practical

attempt at the Court Theatre, Wiesbaden, to make a compromise between the conflicting requirements of the large

orchestras for Wagnerian opera, and the smaller ones which may be used in the same auditorium. This compromise is

arrived at by placing the musicians on a hydraulic lift, or in other words, making the floor of the orchestra movable by

the aid of water power. The orchestra can thus be entirely

hidden from view, and arranged to hold a large number of

musicians, say one hundred, or it can also be arranged for a

smaller number, say forty, sitting at a higher level between the

front of the stage and the first row of the stalls. Or again,

if a chamber play be presented the orchestra may be entirely

dispensed with and the floor can be raised to the level of the

stalls, so that by merely removing the barrier between the

orchestra-well and the stalls a few extra rows of seats can be

placed on what thus becomes part of the area floor. This

contrivance, of which I am showing the figured working draw-

ings in Figs. 406 to 408 on page 65, is certainly ingenious, and

has been found quite practicable both acoustically and otherwise.

And though on its introduction the wits of the locality hinted MUNICIPAL THEATRE, SALZRURG.

that the appliance was used to raise the orchestra bodily when Tot

playing crescendo, and to lower it when the music is soft and distant, this ridicule was by no means deserved. In fact,

those who were responsible for the idea should be congratulated, not only on its conception, but also on its simple and

successful execution.

I have spoken of the necessity of proportion in connection with theatre planning generally and in determining the

lines of the auditorium. But no matter what the proportions or dimensions of an auditorium may be, the one dimen-

sion and the one proportion which always govern a theatre design, and more particularly the design of the auditorium,

are the width of the proscenium opening and its ratio to the height. It has been often said with some truth that the

proscenium strikes the keynote in every theatre; but I would not go quite as far as this, for the importance of the site

question is. quite equal to that of this opening as far as the conception ‘of the theatre generally is concerned. The

opening, however, is certainly the chief factor in determining the lines of the auditorium, and it would not be irrelevant

here to add that it is also the basis on which the stage and its equipment should be, and is elaborated, as explained

in: Supplement 111. Moreover, as a rule, the manner. in which the proscenium opening is framed characterises the

whole structure.

Now, it will have been obvious from the illustrations in the preceding volumes that there is a vast difference in the

various conceptions of a proscenium opening and its frame. Quite: irrespective of the variations in size, the difference in

proportion, outline and architectural treatment is most conspicuous. And hence, following my principle of illustrating

individual features in theatre planning diagram-

matically where I hold that comparisons call for

study, I here present some examples of proscenium

openings and frames drawn in the same manner

to identical scales, and placed side by side on two

plates, sec Figs. 445 to 430

As before, 1 have taken my examples: from

the playhouses illustrated in the first two volumes

of this: work, and 1 ‘have also been careful that

every class of institution should be represented,

from the National Opera House at Paris (Fig. 427),

or. the Court Opera House, Vienna (Fig. 428), to

the Municipal Theatre, Zirich (Fig. 418), or the

small ‘Oxford’ Variety Theatre in London (Fig. 424).

‘GERMAN’ THEATRE, VIENNA. : I am under the impression that these comparative

Bre Yoana. diagrams will be of considerable value in deter-

mining what I have called the ‘keynote’ for the auditorium. - In any case-they will: serve as a. study of the various

methods, not only of framing the proscenium, but also of insuring that the auditorium generally is brought in touch and

harmony with the frame of the stage picture. In respect to this last named point, the manner in which different architects

have overcome the difficulties of terminating the tiers against the proscenium opening, almost calls for special attention.

With regard to the individual merits of the various examples here presented it will be sufficient to say that although
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a proscenium opening which has a greater height than width generally gives the best architectural effect, the reverse

proportion is the more practical. A high proscenium opening generally means that the upper part has to be covered by a

semi-fixture, generally a metal partition coloured to represent drapery, and known abroad as the manteau, and there are

few things so incongruous in an auditorium as this device. In my

Supplement on * Stage Construction’ 1 have referred at length to the

question of framing a stage picture, calling attention to some argu-

ments of Hubert Herkomer, the painter, who has occupied himself

much with. Scenic Art. Hence 1 would not enter here on the subject

of the anomalies of the proscenium frame, or any question of movable

framings, but assume, as is essential for all practical purposes, that the

principal frame of the stage picture is a thoroughly substantial fixture,

and that in dimensions and proportions it meets the requirements of

the institution it has to serve. 1 do not, however, hold that the semi-

fixture of a metallic. screen,’ in order ‘to reduce the height of the pro-

scenium, is at all advisable, nor is it necessary if care is taken to obtain

an effective and practical proportion for the stage picture, and to make

the other features of the auditorium harmonise. As to the extension

*HER MAJESTY'S: THEATRE, LONDON.

Fit ees. ion of DER ann or reduction of a stage picture, with the aid of adjustable inner frames,

that is to my mind a question by itself, which should in no way

influence the principal dimension, i.e. the width of the main frame,—known generally as the proscenium frame.

I have selected my examples of proscenium openings from every class of playhouse, and I have made some attempt

to ensure that the various styles of architectural treatment common to such buildings should be represented in order that

it may be seen to what extent different architectural styles meet the demands of the governing feature of the auditorium.

I believe all the styles generally used in the auditorium of a theatre ave represented, from the: severer forms of Italian

Renaissance (Fig. 416), to the Neo-Russian (Fig. 423), and the nondescript variations of Saracenic (Fig. 430). 1 have

further supplemented the proscenium views presented in the preceding volumes by several other reproductions from

photographs or sketches which will be found either in this chapter or in illustration of other sections of my treatise.

Perhaps I should point out that in individual instances these views also show the all-important proscenium curtain. The

various diagrams and views should tend to explain the various methods adopted in overcoming that difficult corner to

which I have referred, i.e. the point where the tiers join the proscenium, either directly, as, for instance, in the case of

the ‘Alhambra’ Variety Theatre in London, or where this direct conjunction of tiers and frame is broken—as is almost

invariably the case—by the establishment of a second and

broader frame, which contains the proscenium boxes. It

is, in fact, quite ‘the exception that the tier should run

directly into the frame, as at the ‘ Alhambra’ Variety

Theatre (Fig. 430). Some break, no matter how narrow,

is nearly always to be found, and reference to the plates

with diagrams of auditorium plans will clearly show how

very rare the direct junction is.

In connection with determining the actual pro-

scenium frame, there almost invariably arises the question,

not whether there should be a second frame containing

proscenium boxes, but simply what lines this second frame

should take. For there is an enormous difference between

the deep frames with three or four sets of boxes which

have been recently adopted by such architects as Fellner

and Helmer, and the more common form of frame con-

taining one. set of proscenium boxes only. There is

also the question of compromise between the direct junc-

tion and. a ‘second proscenium frame, to which 1. have

referred when dealing with Heinrich Seeling’s theatres ‘FLEMISH’ THEATRE, BRUSSELS,

in. the preceding volumes. 1 allude to’ the manner: of Fic. 414. VIEW oF ProsceNium OreNING.

flanking the proscenium frame by two structures containing boxes, which, however, can in no way be considered a part

nor an extension of the frame proper. Such flanking arrangements may be seen in the Municipal Theatre at Bromberg,

presented in Volume II., and are again shown at the ‘Concordia’ Variety Theatre, Berlin, illustrated on page 56, in my

chapter on the general arrangement of playhouses.
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These compromises go even further, for we find at the ‘New’ Theatre at Berlin a frame containing one set of

proscenium boxes, which is no doubt intended as a bond fide proscenium frame, and then on either side of this a pair of

structures, each holding three further important sets of boxes, which, however, need not necessarily be termed proscenium

boxes. In mentioning this example of the ‘New’ Theatre I am referring in particular to the large photograph presented

on this page, and to the plates and a sketch which are given in Volume I.

For an instance of more simple arrangement of two such additions on each side of the proscenium frame, 1

should, perhaps, also refer to the photograph of the Bromberg Municipal Theatre, reproduced in the concluding chapter of

this treatise, as well as to the drawings shown in Volume II. I think that these examples suffice to describe what I mean

by speaking of flanking structures on each side of the pro-

scenium frame proper, though there are several other illustra-

tions which might be given. It is argued in favour of such

flanking structures as compared with the more ordinary form

of proscenium frame with its boxes that they are economic,

and allow of greater openness and freedom in treating the

auditorium and its ceiling. I do not quite appreciate the

argument of economy nor the one relating to the openness of

treatment. 1 would prefer to say that an excellent effect can

be obtained without involving any extra expenditure, and that

they offer certain facilities in design.

But to turn to instances where the tiers run directly

into the proscenium frame proper, besides calling attention to

the proscenium lines of the ‘Alhambra’ Variety Theatre,

shown in the form of a diagram in Fig. 430, which will

perhaps be better appreciated by reference to a photograph in

Volume I. on page 43, I would here only point to two further

examples, one being the proscenium of the small auditorium

at the Criterion’ Theatre. in this. Metropolis: Fig. 334,

page 61, and the other the proscenium of the ‘Flemish’

Theatre at Brussels, of which a drawing is shown on the

preceding page. At the ‘Alhambra’ Variety Theatre and the

‘Criterion’ Theatre we have instances of the tiers running

directly into the proscenium proper, practically regardless of

architectural fecling. At Brussels, on the other hand, it is

more a question of the tiers running into the proscenium

wall, which is treated as a blank surface, having a quite

independently framed recess for the proscenium opening.

Reference to the plates in Volume I. will very clearly show

the difference of treatment in the two London examples com-

pared with that at Brussels. Blank walls with independent

frames, such as we see at Brussels, will also be found in

other examples. At the Czech National Theatre, Prague

(Fig. 416), for instance, the tiers run directly into the pro-

scenium wall, but in this case they receive an architectural

treatment which accentuates the juncture. Several photographs

in Volume II. may be referred to for illustration of this kind

‘NEW’ THEATRE, BERLIN.

F1G6. 432. VIEW OF PROSCENIUM CORNER.

of arrangement. Then again there is the direct juncture

commonly found in the ordinary Italian auditorium, where

the ‘pigeon-hole’ box principle is adopted. Yet, even there, if we turn to the ‘ Filodrammatico’ Theatre, Milan, Fig. 437,

page 73, we notice that some attempt at a ‘dummy’ second proscenium has been made; so that we may take it the

advantages of the break are also recognised in Italy.

But speaking generally, the direct union in any form whatsoever, as well as the compromise in the work of Heinrich

Seeling and Gustav Ebe, is exceptional. Usually there is a second proscenium frame, and the only question is to decide

what character the frame shall take. As a rule, too, the outer proscenium frame is so arranged as to include boxes, but

there are, nevertheless, instances where it takes the form of a mere ‘dummy.’ In the ‘PiHodrammatico’ Theatre at Milan

we had such a ‘dummy’ in the most elementary form of a specially broad reveal to the actual proscenium opening.

Similarly, if we turn to the plates and photographs illustrating D'Oyly Carte’'s English Opera House in Volume I.

I11.—Y
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we find a ‘dummy’ in the form of a marble framework, though, in this instance, it is designed in conjunction with a

large proscenium cove, which stands on one of the two sets of proscenium boxes in a somewhat nondescript manner.

But it is when designing the usual second proscenium frame with boxes that there arise the questions of how deep

the proscenium shall be, how many sets of boxes it shall hold, and if the boxes shall have any particular character.

And when I speak of character, it should be remembered that the different purposes of a playhouse at once make them-

selves felt in this part of the house, For instance, in. Court and National Theatres, the character of a State Box is

generally given to those situated on the first tier level in the proscenium frame, and there is an incognito box below it;

whilst in private theatres, where the seating capacity has to be considered to a nicety, a large number of boxes have to be

placed in a given depth of frame, and, of course, full advantage must be taken of each tier. Then there also arises a

question as to whether the boxes of the proscenium should have their floor level identical with that of the first row of

seats on their respective tiers, or if the proscenium and its boxes should be treated quite independently, in which case the

tiers would indiscriminately eut into the proscenium. Then follows the question whether the proscenium frame should

have State Boxes split up into two levels to afford extra accommodation. We may even have a case in which three

adjoining boxes situated on the same tier can be con-

verted into one large one.

Among the examples of a proscenium frame

having a State Box on the first tier and an incognito

box below it, none more successful can be shown

than that of the ‘Court Theatre at Vienna. Unfor-

tunately, however, the State Boxes in this case are

somewhat out of scale with the detail of the box fronts

and box divisions, and the general rendering of thé

tiers is thus dwarfed. But regarded solely by itself,

this proscenium is most successful, and one need only

turn: to. the plates of Volume 1. in order to see how

cleverly the difficulties of the situation were overcome.

On the opposite page Fig. 434 shows the line elevation

of the proscenium boxes, and I have supplemented the

drawing by a photograph of the upper part, given in

Fig. 433 on this page. In the drawing, I have made

a point of indicating the exact relation between the

tiers and the proscenium frame, and it will thus be

perceived to what I refer when I speak of the unfor-

tunate difference in scale. This will be seen even

better still from the two views of the auditorium of

this playhouse in Figs. 409 and 410, page 66.

Leaving the Court Theatre, Vienna, I wish next

to notice several other proscenium frames containing

State Boxes, of which we have already had illustrations

in the preceding volumes; for instance, in the National

Opera House of Buda-Pesth, and the Court Opera

COURT THEATRE, VIENNA.

Rie 45 NT. or Darema Cotnns, House of Vienna. I would also particularly call atten-

tion to the deep prosceniums containing a number of

important boxes, ot which those on the first tier may be used as official boxes, state boxes, etc.,, as the case may be.

Striking examples are afforded in those of the Municipal Opera House, Frankfort, and above all, in the more recent

institutions erected from the designs of Fellner and Helmer. Among the latter, I would particularly call attention to

the Municipal Theatre at Odessa in Volume I., the plates of which are supplemented by a view on page 57; to the

* German’ Theatre at Prague, in the same volume; and to the Municipal Theatre at Zirich, in the second volume, In

connection with this point, I am adding on page 67 a photograph and on page 73 a sketch of the auditorium of the

‘ German’ Theatre at Vienna.

I do not wish to treat the subject in greater detail, as numerous illustrations of proscenium frames and corners

have already appeared in this work. In fact, a special effort has been made to illustrate the manner in which the more

difficult problems have been solved. I will, therefore, proceed to point out some of the more commonplace methods of

arranging boxes and proscenium frames in this country. Thus, on page 72 will be noticed the proscenium of the ¢ Empire’

Variety Theatre at Bristol, of which drawings are also shown in Volume I., and there is the proscenium opening proper

of ‘Her Majesty's’ Theatre, London, in Fig. 413, page 68, a general view having been given on page 53 in Volume 11.
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These may be taken as samples of the stock patterns adopted by English architects in the few cases where there has been

some attempt to be logical. As a rule, I am afraid, there is not even a semblance of system in their conceptions, the

nondescript lines of the proscenium generally leaving little room for comment. Even the proscenium at D’Oyly Carte’s

Opera House, to which I alluded above, is most unsatisfactory in this respect, and the same may be said of Daly’s

Theatre. In many other examples the architectural rendering can

simply be described as that species of decoration which is calculated

by the ‘foot super,” with a time limit as the ‘essence of the contract.’

Finally, however, 1 should say “that, on the whole, the

second proscenium frame with its boxes affords one of the most

complicated problems in theatre design, and that often, no matter

how successful the frame proper may be by itself, the combination

of the two is disastrous. Even in the work of Charles Garnier, who

was at infinite pains to obtain a good result, and fully recognised

the difficulties, there is no doubt much room for improvement.

The conception: of the lage * State Boxes of the Paris Opera

House, cut up into two tiers, 1s, to say the least of it, unworthy

of the author. The frame itself leaves nothing to be desired, but

when the proscenium is considered as a whole it 1s a different

matter. - The same remark applies to ‘Her Majesty's’ Theatre,

London. Nothing better could be desired than the simple frame

shown in Fig. 413, page 68. But if we refer to the photograph

on page 35 in Volume II, it-will. be observed that the effect of

the proscenium as a whole is unsatisfactory. |

Speaking quite generally, there are as yet few. successful

prosceniums, but I am under the impression that the curvilinear

solution, i.e. that of a large cove around a semi-circular or elliptical

proscenium opening, as frequently adopted by Ferdinand Fellner

and Hermann Helmer, is one of the most satisfactory, and should

serve as a basis for future work. Setting aside the question of

refinement in detail, there are few more successful proscenium

effects than are to be found in the theatres of the Vienna specialists,

and I would again draw special attention to the Municipal Theatre

at Ziirich. But—and this must never be forgotten—the archi-

tectural rendering of the auditorium, and above all of the ceiling,

must harmonise with the proscenium. The ceiling must be thought

out hand in hand with the proscenium, and on no account

independently, as though it had no relation to it. It is by the

combination of proscenium and ceiling that the Vienna specialists

have been able to accomplish such effective work.

Prior to touching on the question of ceiling design, I cannot

do better than speak of the need for carefully considering the

character of the box fronts and box divisions, as distinct from their
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box fronts of different tiers are’ set back behind one another, 1

should perhaps at once say that in modern buildings of inferior

architectural pretensions—and in this country with the primary

object of economy--it is becoming customary to let the tier fronts 4

COURT THEATRE, VIENNA.

FiG. 434. VIEW OF PROSCENIUM BOXES.|

‘rake’ from front to back, an arrangement which is particularly

helpful to the sighting. I have said that this principle is chiefly

adopted in buildings of secondary architectural pretensions, and I think I am justified in stating that it is only in such

buildings that such makeshifts are permitted. I do not expect, however, from a technical standpoint, and considering the

general feeling to-day on the application of modern engineering methods to all forms of buildings, that the ‘raking’ tier

front is likely to meet with disfavour or much opposition. But it is distinctly ugly, and architecturally I hold this ‘raking’
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incorrect, even if it be ingenious. In reality it is the outcome of a desire for economy which should not, and need not,

be associated with a playhouse. That this is the case is only too obvious from the fact that this arrangement is almost

entirely restricted to the private theatre of the British Isles, where of course the question of design is quite a minor

consideration. Even the Vienna specialists, Fellner and Helmer, whose reputation for economy is well known, do not

introduce such makeshifts. Where, as in the case of the ‘Linden’ Variety Theatre at Berlin, i.e. in a house devoted to

the lighter forms of entertainment, a slight ‘rake’ was applied by them, it is so slight as to be scarcely perceptible to the

eye. When, however, we turn to such examples as D'Oyly Carte’s Opera House, Daly’s Theatre, and some other examples

of our leading playhouses, we find how unsatisfactory is the general effect of the steep ‘rakes’ and double curves. It was

pleasant to see that when the late C. J. Phipps was engaged on his chef-d’wuvre, ‘ Her Majesty's’ Theatre, he most

carefully avoided going to extremes on this point. The application of a ‘rake’ is, no doubt, most valuable, both as regards

the sighting, and from an economic point of view. But where a ‘rake’

involves the eye-sores to which we have been treated in this country,

there is reason to regret that this modern method of construction should

ever have been employed in the playhouse. Why not, if it be absolutely

essential: to -secure- the advantages of a ‘rake, reduce the ‘rake’ to a

minimum, and then judiciously decorate the box-fronts in such a manner

as to produce the optical illusion that they are quite horizontal ?

In speaking of the box division I must not forget to mention the

essential difference between the box of an Italian auditorium arranged on

the ‘ pigeon-hole’ principle, and the open box, which is not a box in our

sense of the word, but simply a small section of the tier, divided off

and holding a limited number of seats. There are innumerable variations

between these extremes, from the various kinds of partly open boxes,

which are almost entirely closed, ‘as in some of .the French theatres, to

the partly open box so common in Germany, which might almost be

taken as entirely open.

For the Italian or ‘pigeon-hole’ system, there is no doubt that the

light columnar marking of each box division is the most effective, as

may be observed from the various examples already presented where this

principle is applied. The box division of many French theatres, which

takes the form of a double curve without any ornamentation whatever, is,

to my mind, unpleasing, inasmuch as such an important feature of the

auditorium calls for most careful architectural rendering. Where half-open

boxes have to be installed, I would prefer to see those we find in many

of the German and Austrian theatres. The pleasing result obtained by

the manner in which the division is marked at the Court Theatre, Vienna,

for instance, will be seen on page 11, Volume I. What I understand by

a box being almost entirely open will be seen from a sketch at the

Dresden Opera House on page 20, Volume I., whilst the box where the

difference can scarcely be noticed will be observed at the ‘German’

Theatre, Prague, for were it not for the marking of the corbels which

support the tiers above, we should there have a bond fide open box.

: A This instance will be found on page 18 of the same volume. I would

‘FE ? THEATRE, BRIST 5. . « Swi iy ; .

PVDIRE: VARIETY 0; similarly call attention to a box division at the Czech National Theatre

FIG. 435. VIEW OF PROSCENIUM.

at Prague, shown on page 23, Volume II., and to the plainer rendering

at the ‘Raimund’ Theatre, Vienna, which may be found on page 28 of that volume.

The ‘ pigeon-hole,’” or closed boxes, are, as I have said, characteristic of Italy, though in the boxes used in the Metropolis

privacy on similar lines is demanded. The half-open boxes, which are often very nearly closed, are most common in France,

where the privacy desired is, as a rule, afforded by a small ante-room. With a yet lesser degree of privacy the half-open

box, with and without an ante-room, may also be found in other Continental countries. But the open box, or almost open

box, is essentially Teutonic, and the demand for ante-rooms is also but seldom put forward in Germany and Austria. When

provided, in fact, they are of a quite secondary character, merely fulfilling the purposes of draught-excluders and cloak accom-

modation. There being no demand for privacy among the playgoers in German-speaking countries, the principle of division

by boxes is not considered important, and the seats in a box are generally sold separately. I have often known a famiiy

prefer to take the two front seats of three adjoining boxes rather than take one box for six. This is certainly more

practical from their point of view, as, if privacy is not demanded—and privacy can scarcely be said to be possible in a half-
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open box—it is natural to seek the best seats available; for the back seats of a box, or, in fact, the seats in any row at

the side of an auditorium other than the first, cannot be said to he absolutely the best.

This is onc of the points,

trivial as it may be, which brings out plainly the enormous variations existing in the conditions which architects

have to fulfil in designing playhouses in different localities.

detail as whether a box shall be open,

most important as far as the appearance of an auditorium is con-

cerned, and I may even say, characterises the interior almost as much

as the lines of the proscenium opening.

on the various examples of box divisions presented in these volumes,

I must emphasise the necessity of giving every attention to the

best method of meeting local requirements in respect to the provi-

sion of boxes, since, quite irrespective of the fact that such a matter

considerably affects the popularity of an establishment, the general

appearance of the auditorium greatly depends on the rendering

here adopted.

Prior to the foregoing remarks on box fronts and divisions,

I pointed out how essential it is that the design of the ceiling of

an auditorium should thoroughly harmonise with the lines of the
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here supplement the examples of ceilings given in the preceding volumes by a few

further instances; but it would be well to observe that, before determining the lines

of the ceiling, it is essential ‘to khow the nature of its supports, or at least, the

character of such architectural features in the auditorium, if any, that give a

semblance of supporting it.

It will have been observed that the variety in supports is again most marked.

We have the usual differences in the countries showing Teutonic and Latin influence,

with all manner of modifications.

Speaking generally, however, we may say that

in France, Italy and” Spain the ‘ceiling, is supported by uprights placed on a line

with the box fronts.

which arches are thrown, ‘as 1 have

As

columns holding an architrave which

lines of the French auditorium.

modifications or combinations of this

These usually consist of four pairs of strong columns, over

already noticed” in speaking of the general

an alternative,” there may be a sequence of

carries the ‘ceiling, or there may be various

principle. 1n ‘an essentially Teutonic country,

on the other hand, the ceiling is scarcely ever supported by uprights placed on the

box front line. 1f these exist; they

almost invariably stand back behind the box

front line of the topmost tier, and are sometimes connected by arches forming the

arcade which we see depicted in the Fdliner ‘and Helmer examples, or in ‘designs

of greater severity. such as the Court Opera House at Dresden.

the ceiling scems to spring from the

But: in other cases,

back wall -of the auditorium, and the. fdct of

its being supported by this wall is sometimes marked by an architrave or series of

pilasters, or, perhaps, by some freer

rendering of a caryatid such as we find for

instance illustrated in Fig. 439, page 74... On pages 74 and 75 of this chapter there

will be found several studies of the manner in which ceilings are supported.

In

closing, I need merely say that in Latin countries the auditorium ceiling covers only

the well of the auditorium, whilst in countries showing Teutonic influence, the whole

of the audience is supposed to be under one ceiling, though those seated at the back

of a topmost tier are frequently placed in some kind of well.

It would be a hard task to attempt an explanation of the principles adopted

in the conception of auditorium ceilings in English theatres, as it is questionable even whether any principles actually exist.

Reference to the illustrations of these theatres will perhaps show this better than any words can, and if 1 might add

anything it would be that we frequently find dome-shaped ceilings which are either supported by the main containing

walls of the auditorium, or on columns or light steel uprights, so-called ‘pins,’ lodged in convenient positions.

ni.—Z

As
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a rule, however, the only attempt at a principle observed is that the form of the ceiling shall be in relationship with the

roof construction.

trusses of a roof taken up on a ‘rake’ and a ceiling following this line.

noted as’ the best work to be found mn this country, i.e. D'Oyly Cartes

Opera House, ‘ Her Majesty's’ Theatre and Daly's Theatre, will perhaps

give the clearest idea of the prevailing practice in London.

It had been originally my intention to follow the method adopted

elsewhere in this work by showing the different characteristics of the ceiling

diagrammatically, but I am afraid that the great variety in the delineation

of this feature 1s such as to exclude any attempt at illustrative classification,

or, in fact, any hard and fast division beyond the grouping ‘according to

the method of support.

Nevertheless, by studying the supplementary instances here presented,

and carefully comparing them with the plans and sections of the playhouses

from which they are taken, the student may obtain a considerable insight

into the prevailing practice. To make such a selection is in itself difficult,

and 1 have limited myself to presenting a few instances typical of different

countries and different classes of buildings,

which, if examined together with the views

already produced, may be said to cover some

A flat ceiling placed under the main trusses of a wooden roof is very common, and we also find the

Reference to the examples 1 have so frequently

FLEMISH THEATRE, BRUSSELS.

FiG. 438. PLAN oF CEILING.

of the principal methods of designing this all-important feature of the auditorium.

As regards the examples already illustrated to a large scale, I need only refer to the

double plates on which are respectively illustrated the ceilings of the Court Theatre at Vienna

and the National Opera House at Paris.

the latter in the second,

The former will be found in the first volume, and

I may also call attention to the plate in the first volume on which

is presented the ceiling of the Dresden Court Opera House, by Gottfried Semper, as it will

be seen that, to a certain extent, its outline served as a basis for his later conception of

the ceiling of the Court Theatre at Vienna, which was materially elaborated in detail by Baron

Hasenauer. There is, of course, a very important difference in the manner in‘ which these two

ceilings are supported; for the example at Dresden rests on an open arcade, whilst the Vienna

ceiling is supported by the main containing wall of the auditorium; but for all that, both

show as the dominant feature, the circle, and, what is more, the circle which in plan cuts

beyond the line of the main proscenium boxes. Speaking of the circular line, it will be

seen that the Paris National Opera House has a similar circle as the controlling feature of

the ceiling, but I would emphasise the fact that it here stands absolutely independent of

the proscenium frame. This circular line en-

joys particular favour on the Continent, and

reference to the following pages of this chapter

‘LESSING’ THEATRE, BERLIN,

F1G. 439.

CEILING SUPPORT,

will show how it has been applied under the

most . varied circumstances, as, for instance, in the case of the Czech

National Theatre at Prague, of which the ceiling is shown in Fig. 444,

page 76, in the ceiling of the Municipal’ Theatre at: Geneva, see Fig. 442,

page 7g, Even a flat ceiling, such as that of the * Concordia’ Variety Theatre

And where the

circle has been difficult to arrange for, we still find the application of the same

at Berlin, llustrated in the preceding chapter, has the circle.

principle in the form of the clongated circle or ellipse. A modification of

this description will be found at the Court Opera House, Vienna, the ceiling

of which is shown in Fig. 445, page 76. In the examples just mentioned, I

assume that it is scarcely necessary to point out the differences of support,

for comparison with the general plans and sections of the playhouses in

question will easily show how, for instance, in the last-named example, and

in the Czech National Theatre at Prague, the ceilings are- supported by
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F16. 440. PLAN OF CEILING SUPPORTS.

arcades, and how the arcade in the Prague example stands very differently from that of some of the other instances

mentioned.

Nor need I point to the technical features which govern their outline, for in many of the ceilings it will be at once

observed how the design has to meet the specific requirements of large or small ventilating ducts, of sunlight burners,



AUDITORIUM. ARRANGEMENT.

75

chandeliers, or even a glazed cupola, such as we find in the cefling ‘of ‘the ‘Flemish’ Theatre, Brussels. ~All this wou

lead too far. But one point I should note, and that is the great difference between the ceiling which is regularly divided

up in the form of the geometrical pattern, and the ceiling which practically appears as one large surface on which, I might

almost say, the decorations are placed indiscriminately. The latter method of treating

the ceiling is particularly characteristic of the work of the Vienna architects Ferdinand

Fellner and Hermann Helmer. For this reason 1 would refer to the general views of

the auditorium in examples for which they are responsible, and particularly to some of the

special ceiling views from Salzburg, Ziirich and elsewhere reproduced in this volume, in

which an attempt has been made to show by photography the effect of some of their

ceiling designs seen, say, from the first row of the stalls looking towards the ‘front of

the house’ The auditorium of the ‘German’ Theatre at Vienna is shown in Fig. 412,

page 67, and of the Salzburg Theatre in Fig. 411, on the same sheet. Both the first

and second volumes contain similar illustrations. It is in this rendering of the ceiling

that the Vienna architects have been particularly successful, and taken generally, I am

under the impression that the absence of absolute regularity or geometrical patterns is

advantageous to the general effect of the auditorium except in those cases where the

severest styles of architectural rendering predominate. It is only in the auditorium which
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is treated on the lines of the Italian ‘Renaissance’ style, or on classical lines, that methods of geometrical rendering

almost become compulsory.

I do not wish to enter further into the subject, but I cannot help pointing to the example of the ceiling at the

* Oxford * Variety Theatre, London (see plates in Volume 1.),

| : | as an instance of the English dome-shaped ceiling supported

at the four corners, which has of late gained considerable

favour, and is certainly an improvement on the more

8 indiscriminate forms of ceiling construction common to the

3 3 g g | | Metropolis. 1 would repeat that the endless variations in

B HL = the arrangement of ceilings, frequently no doubt created on

identical principles, make it impossible to speak of types

| | Wi of ceilings, much: less to assert that any two. or more
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of notable musicians, dramatists

been associated with the house.

or of semi-relief in one colour only.

or

often find that portraiture takes a prominent place.

playhouses are similarly equipped in this respect.

Before actually leaving this question of ceilings,

I should point out that, quite irrespective of the main

lines, there can also be enormous variety in the decorative

treatment, either by the employment of painting alone, of

Re SS. \ el semi-relief and fresco work, of semi-relief and colouring,

Naturally the prin-

position in the treatment of the ceiling.

ciples of the decorative schemes found in theatres vary

greatly, but, as a rule, personifications of Drama, or Opera,

as the case may be, have been the leading motive of the

decoration whether in sculpture, semi-relief ornament or

fresco. In institutions having traditions, we find portraits

| actors who have

In those playhouses, too,

especially connected with certain composers or authors, we

But,

generally, the decorative scheme is symbolical or allegorical,

and questions arise as to how much elaboration in the

painting of certain allegories or symbols the funds will

allow, and what amount of framing the painting demands,

according to whether it takes a primary or secondary

As far as the Metropolis is concerned, it is true, we find little painting of artistic worth on the ceilings of our

theatres, and inferior plastic work of stock pattern takes its place. Of course, there are one or two auditorium ceilings

which have not been left to unskilled hands; but, broadly speaking, we have no more to learn from our ceilings than from

any other part of the architectural rendering of our theatres, and it is necessary to turn to the Continent to find the

principles of true architecture embodied in a ceiling. It is only in a few practical details, chiefly matters of economy, and,
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as I have mentioned, in sanitation, that our Continental neighbours fall behind us. It is needless to add that the method

of decorating the ceiling, plastically or otherwise, materially affects the acoustics of a house.

One feature still remains which I should consider in connection with the ceiling, namely, the facilities for the

lighting and ventilating installations. It has been generally recognised that openings in the ceiling should be provided

for the ordinary ventilation, and when gas was the universal illuminant, it was of the highest importance that a large

well-hole should be contrived in the centre of the ceiling, above the customary gas chandelier. Even since electricity took

the place of gas, the central chandelier has remained a characteristic feature in the auditorium. But with the electric light,

the necessity for a strong draught directly over the ‘sunlight’ is not so important, and ventilation openings can be equally

well placed elsewhere, while the central opening may be greatly reduced. The necessity of having an open burner, and

hence a burner attached to a chandelier, also no longer exists; therefore, certain countries adopt what 1 might term a

‘hidden sunlight,’ for an explanation of which I would refer to Figs. 449 and 450 on page 80, examples introduced by

Seeling at the theatres of Halle and Bromberg. These fittings must, of course, not be confounded with the common gas

‘sunlight’ still used in many of our older establishments.

There 1s no doubt that with improved electric lighting facili-

ties, we may find Seeling’s method becoming common, as it

is certainly more practical than the chandelier to which we

have hitherto been used. The chandelier, which must gene-

rally hang low to look in any way effective, often considerably

obstructs the view of that part of the audience which is

placed on the uppermost tiers; dust accumulates on it which,

when heated, gives off a noxious smell; and the many small

globes are dangerous to the audience below. Hence, if a

different arrangement can be popularised it will be an advan-

tage to the modern playhouse.

As regards thé rendering of the chandelier, 1 would

call attention to the illustrations in Figs. 446-448 on these

pages, describing the chandeliers at the Court Theatre, Vienna,

the Court Opera House of the same capital, and the Czech

National Theatre, Prague, which may well be studied in con-

nection with the ceiling designs shown here and in Volume I.

It should be remembered that the ceiling cannot be designed

entirely irrespective of the lighting effects of the auditorium,

or, to be accurate, the location and arrangement of the lighting

appliances ; and just as the large chandelier must harmonise

in design with the ceiling, and vice versd, so must the design

of the ceiling, and more particularly its plastic decoration and

its colouring, be adapted to the quantity and character of the

light and its exact position. For instance, to imagine that a

ceiling which is effective with its chandelier comparatively low

would be equally effective with a ‘hidden sunlight’ burner close

up to the ceiling level, or a ‘sunlight’ opening such as we find

at the * Flemish’ Theatre, Brussels, is of course a great mis-

take. Unfortunately, we have a most striking case of want

of consideration in this respect in ‘Her Majesty's’ Theatre, CZECH, NATIONAL THEATRE, PRAGUE.

London, where we find that the chandelier is not only entirely Poly Smee aa

out of proportion to the auditorium in bulk, and in detail, but that it prevents the ceiling from being as effective as it

should be. It must not be forgotten that such a ‘sunlight’ opening as that at Brussels sheds no light whatever on the

ceiling proper, which is entirely in the shade, whilst with the ‘hidden sunlight’ of Seeling there is also a considerable

tendency towards leaving the ceiling insufficiently lighted.

It would not be in accordance with the programme of this treatise to dwell on the many minor details which have

to be considered in the arrangement of an auditorium, though it should not be forgotten that the due consideration of

what may seem trivialities will often materially tend to the comfort and safety of the audience. Such matters as the

distribution of the seats, their dimensions, and the disposition of the gangways call for the architect's most careful attention,

quite irrespective of the questions of upholstery and make of the seats or carpets, which come more appropriately under

the heading of furnishing. Reference to the regulations presented in Supplement III. will show what importance even the

public authorities attach to seating arrangements from the protective point of view alone. But as with the boxes referred
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to above, these questions have also to be regarded from the aspect of local requirements, customs or prejudices. And

these customs and prejudices must be considered not only with an eye to the locality but also to the characteristics of the

different classes of establishments. Just as the requirements of the ‘pit’ in a London West End theatre differ from those

of -the * parterve’ of Paris and Berlin and the ‘platea’ of an lialian playhouse,

so also a very great difference exists between the ‘stalls’ of a West End theatre,

LLL EST

pu 3 = as compared with those of an East End or suburban institution. But though

| peculiarities of this description afford an interesting study, their enumeration

lies beyond the scope of this chapter.

As with such a detail as the arrangement of the seating, so it is with

many other points which I will not even touch on in this place; but I should

perhaps mention that it 1s also of importance that the architect should consider

the possible purposes to which the auditorium may be put, other than its func-

tions of housing the audience that attends the presentation of a play. In many

theatres, for instance, the auditorium is at times used as a ball-room in con-

junction with the stage, and facilities are provided for raising or lowering the

floor of the area: or for boarding it over. In the case of the more important

playhouses, the possibility of the use of the entire building for state functions,

has to be considered. It will be remembered, {or instance, that numerous altera-

tions had to be made at the Covent Garden Theatre, l.ondon, for the State

Performance during the Jubilee Celebrations of 18g7, and there should therefore

be allowance for a certain elasticity in the boxes, ante-rooms and offices.

MUNICIPAL THEATRE, HALLE. A M. ; ; ; : :

; ya I am not dealing with the question of upholstering in this chapter, nor,

FIG. 449. VIEW OF ‘HIDDEN SUNLIGHT.’

as a matter of fact, elsewhere, yet 1 must remind the architect that great care

must be taken, both in the colouring and draping of the hangings. But of all hangings, of course, those of the pro-

scenium opening contribute most in helping or spoiling a decorative scheme. The proscenium curtain, no matter if it be a

mere monochrome cloth, a pair of embroidered curtains, or a pictorially decorated drop cloth, must be chosen with regard

to the general lines and colouring of the auditorium. One of the most common mistakes made by managers is to order

this curtain independently, as if it were a piece of scenery for the stage.

As to the general decorative rendering of the auditorium, I would, in conclusion, repeat what I have often said else-

where, namely, that it must be in keeping with the character of the institution and its audience.

MUNICIPAL THEATRE,. BROMBERG. AUDITORIUM.

FiG. 450. VIEW OF ‘HIDDEN SUNLIGHT.’
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TAKEN in order of importance, no doubt, the stage ranks next to the auditorium, and if a chapter were set aside for dealing

with the stage alone, it would certainly follow at this place. But except in so far as it determines the main containing

walls as shown in plan, and in some degree their height and the roofing, there is little to say about the stage as such,

unless we consider it in connection with its equipment for the presentation of plays. Everything, however, relating to the

necessary installation for such a purpose is dealt with at considerable length in Supplement I., entitled ‘ Stage Construction.’

Hence, to devote a chapter solely to describing the arrangement of the carcass of the stage would seem somewhat

unpractical, the more so as I could only here give examples of its various plans, dimensions and proportions. As a matter

of fact, the plate showing instances of the block plans of theatres, at Figs. 39 to 92, in my chapter on their general

arrangement, illustrates the shape, size and relative proportion of each stage, not only as compared with the entire block, but

also with the auditorium and with other stages. And, indeed, it has never been my intention to deal with each individual

section of the playhouse separately. The little I would say regarding the stage proper that is not contained in the Supple-

ment, will be found in my chapter on Service arrangements generally, which deals primarily with the ‘back of the house.’

I will therefore turn my attention to that part of the house on the treatment of which the comfort and safety of

an audience materially depend, and from which the character of a playhouse is often judged. I refer to the means of

communication, and inter-communication for the audience, such :

as passages and staircases; next, the vestibules and lobbies;

then the rooms devoted to refreshment or promenade; and

lastly, the offices required for controlling : entry ‘and exit,

i.e. the management of the house as distinct from the stage.

But as it is not my object to treat minutely each section of

this subject, I would only touch on those which form im-

portant features in the plan. I could, of course, easily devote

a whole chapter to the minor offices alone, but, as 1 have said,

such particulars properly belong to text-books. For general

reference in theatre planning, it is immaterial to know the

exact extent of the accommodation required for administrative

purposes, whether for the treasury, the check-taker or the pro-

gramme room, under the various conditions that occur. As

a matter of fact, the extensive collection of plans which is

to be found in these volumes is, without much explanation,

sufficiently descriptive of the various requirements put forward

from time to time, and the manner in which they may be

met. I will, therefore, limit myself to dealing with the stair-

MUNICIPAL THEATRE, ZURICH.

sti : HIN v

cases, vestibules and lounges of existing theatres; for if the Pig 3 ew or Vesminune

plans really be examined it will be found that it is only these parts which are of any account in the conception of a

theatre design. The minor offices referred to can safely be subordinated to the main lines of the front of the house.

Where there is a lack of space it will be noticed that the administrative offices are sometimes even removed from the

‘front of the house’ and placed behind the proscenium wall; whilst, say, the programme room is relegated to the cellar

II.—2 B
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It is only in some of the less important theatres of Europe, such as those in these Isles, that so much stress seems to be

attached to the minor offices. In order to ‘accommodate them, the question of the clear planning of the staircases,

lounges and vestibules is often disregarded, and we find that veritable maze of passages, those circuitous stairs, and other

defects against which I have had such frequent occasion to protest. In these cases, no doubt, such practical points as the

exact positions of the programme room and the sweeper’s cupboard have

Z Z

been very carefully determined. But the architects of these playhouses may

be assured that even the most prosaic and prejudiced of their clients would

be better satisfied if they obtained a clearer and roomier plan, even if they

had to reject certain traditions in the process. Though I elsewhere protest

against architects blindly following a client's instructions on a question of

safety, I would remind them that by making a maze of their plans on

account of some quite subordinate point in the employer's programme, they

7

ol

TYPE OF STAIRCASE.

also often incur

7

TYPE OF OVERLAPPING STAIRCASE.

Figs. 455 TO 458.

PLANS AND SECTIONS.

F1Gs. 452 TO 454. PLANS, AREA, FIRST TIER, SECOND TIER.

the moral responsibility for loss of life. 1t is the duty of

the architect to oppose requirements that tend to confuse his plan. I am quite

aware” that a London manager prefers, as- a rule, to adhere to those. customs and

practices to which he has all his life been used, but when it comes to be a question

of the offices destroying a clear plan simply on account of some unimportant

advantage, he will generally appreciate the gain’ in roominess, and readily permit

the unaccustomed arrangement. He is, for instance, fully alive to the fact that no

matter how little sympathy a playgoer may have for the architectural treatment of a

theatre, a clear plan and means of quick exit will always do much to popularise an

establishment. Unfortunately, in the circumstances which habitually attend theatre

enterprise in this country, the manager seldom has the opportunity of having a clear

plan laid before him.

Turning to the staircases, vestibules and lounges, I hold it of the utmost

importance that, in planning, these should go hand in hand with the corridors.

I am not going to argue here the pros and cons of symmetry, of straight-

forward planning, of the regard due to certain dimensions, etc., for, on the one hand,

I have already indicated how much importance I attach to these matters, and, on

the other, I need only refer to the various codes of requirements presented in

Supplement III. to show what different countries look upon as necessary in this

respect.

There is one point, however, that I cannot again too strongly emphasise in

connection with "ths .part of the subject, namely, that 1 do not consider the

regulations of the London County Council as regards site sufficiently stringent,

inasmuch as their requirements do not lead to absolute symmetry in the building.

1t is also exceedingly detrimental to the interests of safety to foster the

assumption by the audience, that though there are two doors for entrance and

exit to a certain part of the auditorium, one only of these is the usual entrance

and exit, while the other. is an ‘extra’ exit In laying down the lines of the

vestibules, staircases and passages, they should be so arranged that all means

of communication are constantly in use. The only difference in the entrance to

any part of the house, as compared with the exit, should be that, in the latter

case, having reached the bottom of the staircase, it is possible to pass directly into

the open instead of traversing the vestibule through which the entry was made.

I know that this would more frequently, than is at present the case, lead to the

occupants of the stalls and several of the upper tiers meeting in the same

vestibule, and that where the planning is not very clever it may even necessitate

the employment of extra pay-boxes and check-takers. But the policy is of far

too great importance to be obstructed by, a question of social distinctions or

minor economy. With good planning there is no reason why there should be any

extra expenditure in maintenance. In an ordinary London playhouse, we often

find the occupants of the stalls and those of the first and second tiers using

the main vestibule in common, whilst the pit and the gallery have separate entrances.

2%

TYPES OF STAIRCASES,

FIGS. 459 TO 467.

The wants of the first-named parts

are met by one booking office in the vestibule, whilst pit and gallery have each their own pay-box. By a trifling

re-arrangement of plan, the staff need not be increased, or at any rate not by more than an extra check-taker or two.
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As compared with the gain in safety, the usually small salary of a check-taker is of no account whatever, and would

scarcely be discernible in the balance sheet of even the most business-like and economical establishment.

The employment of the expression ‘emergency’ and ‘extra’ exit involves the serious risk of some of the communi-

cations not being used at all in time of danger, although the known means of reaching the open may be inaccessible or

may have become over-crowded. It may be a question of instinct or usage, but, as

a rule, the playgoer prefers to leave the theatre by the way he entered it, and by

splitting up an audience immediately on entry half to the right and half to the left,

they not only are afforded a knowledge as to the means of communication intended

for their use, but a feeling of confidence will also be inspired. by the fact that all

exits are open, which is one of the surest safeguards against panic. In fact, every

attention must be paid to the principle of. centralisation and decentralisation in

bringing a playgoer to his seat and giving him opportunities of leaving it. I am

writing with considerable detail on this point as this matter is one that is but too

frequently neglected even in the best modern playhouses of the Continent, and, as

far as London is concerned, such neglect is unfortunately—though, of course, uninten-

tionally—encouraged by the regulations of the London County Council.

If we now assume that symmetry is a sine gud non in every modern theatre,

then, in reality, only varieties of symmetrical staircases call for our attention, although

we cannot omit consideration of what I would term the ‘typical’ plan of the ordinary

staircase, whether it exists independently or as part of a pair. It is also impossible

to ignore all examples of those ‘tricky’ arrangements of stairs so common in this

country, where two stairways are planned with one carcass. But in considering even

such examples as, for instance, combine in one staircase the stairs both of the second

and third tiers, it will generally be found that the one staircase in question is simply

part of a pair of staircases which serve as an approach to the second and third

tiers respectively. A staircase, however ‘tricky,’ which carries two sets of stalys to COURT THEATRE, VIENNA.

one identical tier, and allows only for some slight difference of entry, is altogether too io i Cl

reprehensible for inclusion in this chapter.

Now, as regards the planning of ordinary staircases, I will assume that, no matter how circuitous we find the stairs

of many London theatres, it is a recognised principle throughout Europe that a theatre staircase should have straight, short

flights, of not less than four steps, and not more than twelve at a time, the run of which must turn in one direction only;

and also that the ‘winder’ is recognised as a dangerous expedient in theatre planning which must be entirely avoided. In

Figs. 459 to 467 on page 82, I am showing the lines of some of the more usual staircase plans that are met with, including

those where the whole of the steps on each flight have a very slight ‘wind.’ But lest I should be misunderstood, I

would state clearly that even a sequence of steps but slightly

curvilinear in plan should not be permitted for an ordinary

approach or exit, and that, at the most, such an arrange-

ment could only be allowed in secondary stairs such as box

Or pass staircases. On the same page, in Figs. 452 to 454, will

be found a modification of one of the more elementary forms

of staircase plan, full or quarter landings being provided at

different levels and in different positions to meet such exigen-

cles as commonly arise in a playhouse. Lastly, in Figs. 455

to 458 will be seen instances of two stairs planned within the

same carcass on the lines already indicated.

Of course, every conceivable variation in the individual

staircase is possible. But .one thing must be borne in mind,

and that is that the individual staircase should only form part

of some centralised or symmetrical system of communication.

When I speak of a centralised or symmetrical system of stair-

CZECH NATIONAL THEATRE, PRAGUE. cases, 1 have in mind wot only -the theatre plan in which

Vio. 45s. Yinw op Vesamuie. a grand central staircase forms a prominent feature in the

architectural treatment, while around it are grouped the stairs to various tiers, but also the plans in which staircases are

arranged in pairs on either side of the house or on either side of the main vestibule or hall, quite irrespective of whether

such pairs of staircases are so planned as to afford facilities for an architectural rendering of importance. Taken as a whole

the ordinary symmetrical grouping of the stairs on either side of the house fails to provide an opportunity for accomplishing as

11-2 C
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fine an architectural rendering as might be desired. There are, of course, exceptions; for if we look at the instances of

symmetrical staircase arrangements on page 84, we observe that the two pairs on either side of the auditorium at the Court

Opera House at Dresden, Figs. 480, 481, have been treated in a manner which is not only pleasing, but exceedingly dignified.

Again, in the National Opéra Comique, Paris, Figs. 4477, 478, there is some attempt to make a feature of the two sym-

metrically placed stairs. But the common practice is that to be observed in Fig. 482, 483, showing the- stairs of the

Municipal Theatre at Essen, where the doors to the stairs are merely emphasised in the design, whilst the staircase itself

generally stands, so to speak, comparatively isolated. A compromise of this treatment of stairs at Essen with the more elabo-

rate renderings at Dresden, Odessa, Amsterdam, the Vienna Court Theatre, and elsewhere, is a conception which at least gives

a pleasing view of the staircase from the vestibule, as in Fig. 479, which shows the method adopted at the ‘ German’ Theatre,

Prague. Besides the accompanying diagrams of the arrangements at Dresden, Prague, Essen and Paris, I would call atten-

tion to the views or sketches of staircases in the preceding volumes. They give some idea of the architectural treatment of

such pairs of symmetrical staircases, commencing with the most noticeable example of the class in question, namely those

at ‘the Court Theatre, Vienna.

Grand or centralised staircases, as a rule, only extend to the first tier level—or that level on which have been placed,

on the one hand, the principal or State boxes, or on the other hand, the principal lounge or saloon, which is such an

important feature in Continental theatre design. The

grand central staircase will thus almost invariably be

found in combination with stairs serving other tiers,

and as these Iatter, where a central system has: beén

introduced, are generally symmetrical, I can limit myself

to speaking of the grand staircase only, at the same

time mentioning that where it exists, 1 have seldom

known much architectural importance to be accorded

to any of the other stairs. In fact, of the examples

shown in these volumes, the proposed Court Opera

House at St. Petersburg alone serves as an instance

of a grand central stair with two symmetrically placed

stairs of considerable architectural pretensions.

Following the lines previously adopted, I have

again selected for diagrammatic illustration some typical

instances of the grand staircase forming the central

feature of the system. These diagrams indicate the

various ways in which the lines can be laid down,

and it will be at once observed on reference to page 83

that there is a material : difference between arranging

stairs independently and openly in a large hall, and a

bond fide staircase with its own containing walls

standing in a central position.

COURT THINTRE. VIENNA Of stairs which I consider to have been simply

Fi2. 456. View oF VestwniE, placed in a large hall, no more striking example is

known than that of the National Opera House at Paris, shown in Fig. 471, which was especially. planned to afford

opportunity for display; whilst among the more picturesque examples is that of the Municipal Opera House at Frankfort,

depicted in Fig. 470. Of staircases proper, I would only mention those of the National Opera House at Buda-Pesth, and

the Court Opera House at Stockholm, shown in Figs. 473, 474 and 475, 476 respectively.

In summarising, I would say that the chief variations in a centralised staircase arrangement, are, firstly, stairs which

are located in halls as compared with staircases proper within containing walls; secondly, stairs starting with one central

flight, or with two symmetrically placed flights; and lastly, stairs with rectangular or curved lines. However important the

grand staircase may be, and however much it may be used for ingress and egress, 1 would, nevertheless, point out that it

is by no means the safest method of communication, especially where the flights are broad, and there is no outlook from

the landings on to the open. Therefore supplementary staircases must exist for the tier, or tiers, which the central staircase

is intended to serve, and their use must be encouraged, A not uncommon way of promoting the use of such auxiliary

staircases is to utilise them as regular exits to certain vestibules or porches, affording special facilities for carriages to

take up departing playgoers.

In conclusion, though the central system with its grand staircase lends itself to an imposing architectural

treatment in a manner that cannot be rivalled by the - roomiest of stairs arranged on the symmetrical system of

the Court Theatre at Vienna, 1 hold that it should only be introduced in playhouses which demand the most dignified
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of designs, such as National and Court institutions. The symmetrical system, on the other hand, accords more with the

ordinary practical requirements of a playhouse.

In respect to the vestibule or the main vestibule, we must bear in mind its chief purpose, and the many secondary

uses to which it is put, such as booking seats, check-taking, draught exclusion, and the like. Generally speaking, the

vestibule should offer every facility for centralising the arrangements

for the entrance of the audience, as distinct from their exit. The

vestibule should, to a certain extent, be an administrative centre, and

at the same time a covered approach to the theatre. Whether the

vestibule exist as a whole, feeding the entire auditorium, from the best

seats to those on the uppermost tiers; or whether it be split up into

a number of sections leading to different parts of the building

separately ; or, again, whether it consist of a number of distinct lobbies

for the different sections of the house, the same principle should

hold good. In every case, however, it should be considered chiefly

as a connecting link between the house and the open, and this should

be borne in mind in determining its architectural pretensions. A

vestibule should not be treated with the warmth or elaboration

commonly associated with the more prominent parts of the house.

HIR Majesty THUAIRE. LONDON. No better rendering can be found of a vestibule fully answering

ey its purpose than at the Court Theatre, Vienna, of which 1 am

showing a photograph in Pig. 436, on page 86. There the vestibule is exactly what 1 hold it should be, namely the

covered approach to the theatre, and the administrative centre for every section of the audience.

In the illustration of the Municipal Theatre, Ziirich, Fig. 451, the place for taking tickets will be seen to consist in

a small box, or counter, built into the vestibule, and a somewhat similar arrangement will be found in the ‘ Hofburg’

Theatre, depicted separately in Fig. 484 on page 85. This kind of pay-box arrangement, however, in no way accords with

the importance of the office in question. To treat the latter simply as a box shows a wanton neglect of one of the main

requirements of a playhouse, whether it be a private establishment or a public institution. The box office must be a room

of ample dimensions, offering the easiest possible access to the public. As already mentioned in Volume 1I., few box offices

are so practically placed as that of ¢ Her Majesty's’ Theatre, London, of which a view is presented on this page. But I hold

that though practically arranged, inasmuch as at the same time it serves as treasury and pay-office for every department of

the playhouse, it might well be roomier, and have the dignity of a window to the open.

The box office is one of the most important offices in a theatre, and must be treated

as such. There are innumerable practical methods of dealing with crowds approaching

a pay-box, either in form of the arrangements for a ‘queue’ or single file of applicants,

or for groups of them, under cover or not, but no such arrangements must be allowed

to interfere with or block the exit passages. A barrier arrangement is shown ai

Fig. 486 in the view of the * Hofburg’® Theatre vestibule.

As to the corridors and passages, I need only say that their dimensions should

be ample, and the routes they afford direct. The passage or corridor, it. is true, may

be regarded inerely as the connecting link between different sections of a playhouse,

yet its importance cannot be overrated, either in respect to the question of safety,

the facilities for administration, or the manner in which its treatment characterises the

playhouse. I have already mentioned that the staircase should preferably be placed on

an outside wall, and have ample window accommodation, and the same, where possible,

holds good for the corridor. For, quite apart from any question of safety, light and

cleanliness are its first essentials.

Turning now to the lounges, of which I am showing numerous instances on

page 87, drawn to approximately identical scales, I would remark on the distinction

between, firstly, the promenades planned for theatres constructed on the radial system ;

CZECH NATIONAL: THEATRE, PRAGUE.

secondly, the halls which have been subject to French influence, and more particularly

the influence of the National Opera House at Paris; thirdly, the rooms which take al TaTTrnae

more the form of a saloon; and lastly, the many nondescript forms of lounges, which are common in our own theatres.

These latter may serye any purpose, from that of a bar to that of a mere gallery overlooking a vestibule, or, as is

common in Variety Theatres, of a raised bar overlooking the auditorium and stage.

Where the lounge serves mainly as a promenade between the acts, no more suitable arrangement can be found than

that of the segmental plan, though the elongated rectangular hall common in France has also “certain advantages. Where
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the lounge serves the purpose of a saloon, in which only a small section of the audience meets, and generally seats itself

for conversation, the small centralised lounge meets with most favour. As regards the more nondescript form, little can be

said, except that such solutions as we find at the *‘ Empire” Variety Theatre, London, where the stage can be overlooked,

or formerly at the ‘Eden’ Variety Theatre, Paris, where the principal stairs could be overlooked, have certain charms, and

that even the arrangement at Daly's Theatre, London, where the lounge is a kind of small circular gallery over the main

vestibule, is by no means displeasing. The purpose, how-

ever, must always be borne in mind; and it would be just as

useless to provide a grand promenade segmental in plan, for

an audience, of which, perhaps, only the male portion leave

their seats during the brief intervals, as it would be to provide

a small saloon, of the character of the gallery we find at Daly's

Theatre, in a playhouse where the foyer serves as a great

social rendezvous, and for the exhibition of feminine toilette.

It is just this question of rendezvous, too, which should

characterise the architectural treatment of the foyer, The

extensive promenade open to the majority of the audience,

requires a very different treatment from the small foyer open

only to the occupants of the boxes and stalls. Again, we must COURT OPERA HOUSE, VIENNA.

distinguish the small foyers and saloons, reserved absolutely eee nae

for Court purposes and accessible only to a favoured few, from the large foyers which are open to spectators in every

section of the house, and the saloons, common in this country, which are little other than refreshment bars.

Throughout these volumes, I have been careful to show illustrations of lounges and saloons of sufficient interest to

call for comment, and I have here supplemented my collection with an instance of a saloon attached to the third and fourth

tiers of the Cowrt Opera House at Vienna, which is° characteristic of the treatment accorded to. these sections of the

audience in certain Continental cities. On the other hand, 1 am showing a saloon in connection with the State Box

in the same building, and also a Royal saloon at the Czech National Theatre at Prague, all of which tend to show how

distinctly such rooms are treated from the large and hall-like foyers we often find in those Court theatres, where the

playhouse is also used, to a considerable extent, as a suite of reception rooms for the monarch.

I would again take the opportunity of pointing to a few typical instances of lounge plans in the diagrams on

page 87, for purposes of reference, but the lounge may perhaps be most profitably

studied from the individual examples shown in the plates of the preceding volumes.

It may also be interesting to turn to some of the views, such as those of the foyers

at the Court Theatre, Vienna, on. page 12, Volume 1., and the Municipal Theatre,

Odessa, on page 54, and the lounge of the private establishment known as the ‘ New’

Theatre, at Berlin, depicted on page 24 of the same volume. From such illustrations

we can at once see what importance is attached to this part of the building outside

our own country, quite irrespective of whether the establishment be a Government

institution or the result of private enterprise.

Yet we must also remember that in London we have a kind of lounge, better

known as the promenade, which is essentially English, limited, however, to our

Variety theatres. It takes the shape of a very broad gangway at the back of the

seating of different tiers. If we turn to the views of such promenades as those of

the ‘Alhambra’ Theatre and the ‘Empire’ Theatre, london, depicted in Volume 1,

page 43, and Volume 11., page 40, we meet with typical examples of this feature,

though various modifications of the principle are met with in some of the Continental

Variety establishments, the first instance having been at the ‘Eden’ Theatre, Paris.

The promenade or lounge of the Variety theatre, as found in London, however,

his always been used during a performance, whilst this is only now becoming the

case abroad.

As with the minor administrative offices which come under this heading, I do

COURT OPERA HOUSE, VIFRNA not wish to enter into detail regarding the supplementary accommodation that has

Fic. 507. VIEW OF ANTE-ROOM TO STATE Box. . . . . . .

to be provided in connection with the vestibules, staircases, lounges and passages,

And yet taking one detail, I do not wish it to be forgotten that such facilities as the easy storage of hats and

coats and the cloak-room facilities for ladies deserve serious attention. Where, as in Teutonic countries, it is customary

for every member of the audience to deposit his out-door garments prior to entering the auditorium, the facilities

for unrobing, rapid delivery and distribution may materially influence a plan. Reference to many of the examples of

Jil,.—2 D
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modern playhouses presented in this work will show the elaborate arrangement of cloak-rooms, cloak counters, and retiring

rooms, which have been considered necessary, and we note that architects, even on a point of this kind, have had to decide

between the large centralised cloak-rooms, and such systems of complete decentralisation as give each individual group of

seats its own facilities, and again the various compromises between these two extremes. Whatever system, however, be

adopted one point must be emphasised, and that is the inadvisability of allowing such accommodation in any way to inter-

fere with direct routes of ingress and egress, and the danger of placing cloak-rooms in positions which prevent easy exit in

case of an emergency. To allow hat and coat pegs in passages is a source of danger; even to provide cloak counters in

the passages with due allowance for the extra width thus necessitated, involves considerable risk. Such facilities must

be kept separate from the means of communication. But, on the other hand, so to arrange them that they take the

form of isolated rooms approached, perhaps, only by one door, is to prepare a trap for those unwary individuals whose

first thought in the event of panic, unfortunately, is to save their garments, and who, as past experience shows, prefer

to seek these rather than take the direct route of exit. In cases of theatre fires such cloak-rooms have invariably been the

scene of terrible struggles, and this fact must be taken into account. In the minds of many of the audience, it may also

be assumed, there exists an association of the cloak-room with the exit, as was again seen with such sad results at the

recent fire in Paris. The best cloak-room accommodation, therefore, should allow for direct exit into the open, or to the

staircases, as the case may be.

In conclusion, having referred to the staircases, the vestibule and the lounge at some length, 1 would only

remark that the general architectural treatment of these parts of a playhouse should accord as closely as possible with

the specific character of the audience for which they are intended. As I already had occasion to say in Volume II,

regarding the Municipal Theatre, Ziirich, it is anomalous, for instance, to use a sumptuous Rococo style, with masses

of gilding and colour, for playgoers of essentially democratic feeling and garb; nor is it less out of keeping to provide the

Court theatre of a highly luxurious sovereign with a foyer on the cold and classic lines of the architectural style known

as Neo-Greek.

SHAKESPEARE MEMORIAL TIIEATRE, STRATFORD-ON-AVON.

FIG. 508. VIEW OF VESTIBULE AND STAIRCASE.



CHAPTER IV.

SERVICE.

—— eR

IT has been my custom in this book to call everything relating to the presentation of the play, and to the working of the

*back of the house, the ‘service’ of a theatre, inasmuch as everything done in this respect, whether it be the actual

performance of a play or its preparation, is that service for which the audience pays, or for which, at least, it visits the

playhouse. Speaking generally, it is quite immaterial to the service arrangements at the ‘back of the house’ whether

a performance is being actually given at the time or whether it is merely in preparation. This is most conspicuous in those

Continental theatres where a large and varying programme is provided, and for which there is always far more preparatory

work in progress than is occasioned by the actual presentation of the play or

opera. In fact, the actual performance frequently forms but a very small part

of the work that is going on. Take, for instance, any theatre that produces,

say, from fifty to eighty different plays on some two hundred and fifty to three

hundred successive evenings. It follows, as I have explained in the Introduc-

‘tion, that whilst one part of the company is presenting one play, another part

of the company must occupy the rehearsing rooms in preparing for the second;

and whilst the scene-shifters may be attending to the performance, the stage

carpenters must, for the time being, be making preparations for the following

production. - Such simple offices as those of the librarian to the orchestra or

the stage door-keeper, very secondary posts in themselves, become magnified by

the continuity of the work, even to the extent of becoming small departments,

and we have the one stage door-keeper customary in England represented by

two or three officials, one attending to the performance, another attending to

rehearsals, and a third occupied by mere official routine, whilst the librarian of

the orchestra has his music-copiers and clerks. The ‘service’ of the theatre,

as it is also frequently called in France, in such a case takes an importance

little known in this country, and it will be remembered that such a service, for

instance, in the case of the Vieana Opera House includes a staff of no less

than three hundred and ninety non-performers, and the perpetual change compels

the managers even to have their own staff of dressmakers on the premises.

Now, as is only to be expected, the * service’ of the ‘ back of the, house’

requires the utmost attention on the part of the designer, inasmuch as on

the degree of excellence obtained in the plan depends, to a great extent,

the economy in working the institution. Even in a small establishment

designed for long ‘runs’. as -in London, the importance of the economic

arrangements cannot be underrated. How much greater, then, must be the

importance of these dispositions where a large staff has to be dealt with, NATIONAL OPERA, HOUSE, PARIS,

working an ever-changing play-bill? The closest study of the requirements ab Ladin Loli ila

must appear still more essential when we remember how constantly they vary in different playhouses, not only

according to the purpose in view or the auspices under which they are conducted, but also according to the ideas of

different managements or the customs and theories of individual officials. No greater difference can be imagined than

that existing between the ultra-methodical methods of a German Court Theatre and those of an average London playhouse.

In the former are found readiness for all emergencies and absolute military discipline for all workers, whilst in the latter.
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the very opposite principles are too often the rule. No better description of Teutonic methods can be found than the

following from the pen of Albert Carré, Director of the Opéra Comique at Paris, who says: “The first thing that strikes

one on going behind the scenes of a German theatre is the prevailing spirit of order and tranquillity. Everyone is in his

place and restricted in his actions to the narrow sphere of his appropriate function, which is adapted to that of his

neighbour as one piece of machinery fits in with another. In

this triumph of organisation nothing is left to chance; all

1s foreseen, regulated, measured and arranged beforehand.”

Another Frenchman, holding an equally responsible position

with the last-named authority, has expressed himself regarding ss

our London arrangements ‘as follows: “We Frenchmen ate... ...... - J

well aware how far behind German theatres we are in methods : EEREN | | g g 7

of organisation, but surely we may pride ourselves on being |} ] 1141 1 / : 4 or |

far ahead of * practical” England. Though it: may only be Sa LT g |

necessary to produce one or iwo plays a year, and there is 9 90 0 20METRES 5... 2.0 wm

generally no excuse for the requirements not being foreseen PROPOSED COURT OPERA HOUSE, ST. PETERSBURG.

months in advance, I have never yet known a London stage Fo. 50 Sounmstons, fa:

on which anything was thought of before the very latest moment, and where, whatever good effects may have been obtained,

were not due to makeshifts of the most hurried character.” No doubt both criticisms are extreme, and may have been

taken from examples of theatre management, on the one hand extremely good, and on the

= 727 72) other extremely bad; and yet there is no disputing the fact that the contrast is very con-

spicuous, and the architect must keep that difference and its many gradations in mind.

To enter into the requirements of the service in anything like a comprehensive

<2

ot ale ylads form would be quite out of place in these volumes, the more so as there is no section of

Gi) Za | Ji |

oh 0 1 //////)/tts, the theatre which requires greater specification of detail than the ‘back of the house.’ I

3r

5 0 10

will thus limit myself to pointing out that there is always considerable variation in

locating the service, with the one exception of the pcsition of the stage, which must, of

course, lie centially in relation ‘to the auditorium. © 1t is the stage, or rather the carcass

) 0 | 2 d ® iM

of the stage, which must be considered the one important factor in the general plan of

the back of the house, and I may add that its dimensions and proportions materially

influence the grouping of the block, and govern, to a very considerable extent, the archi-

tectural rendering of the exterior. The containing walls of the stage generally have, in

3 5 § 0 Br

Ftp fact, to be the most prominent feature in the theatre as.seen from the outside. Ii

NATIONAL OPERA HOUSE, PARIS. should hence be remembered that, when determining its lines with regard to the auditorium

FiGs. 518, 519.

and its own equipment, the question of exterior appearance must on no account be

LARGE AND SMALL DRESSING-ROOMS, PLANS. : : : Lhe

neglected; and it remains a fact that on the lines of the containing walls very often

depends the whole effect of a theatre design. Nothing can more easily spoil the most handsome facade, or the most clever

arrangement of the cupola over an auditorium, than the fact that the part of the block containing the stage is out of

proportion or awkwardly placed in relation to

AREA A I

Vi

the parts surrounding it.

As regards the offices connected with

the stage, I need only mention that it 1s now

a recognised principle to separate them from

the stage proper, if possible, by a continuous

corridor, ‘and to place the service staircases,

[ZZ i ap ArT

etc., symmetrically with it. I am showing in

IOI I IIIIY 4 YZ

the diagrams at Fig. 520 to Fig. 525 some

of the ways in which the plan of the offices

TESS Ik =X

NST

is laid out in the simplest and smallest play-

Mat 5

houses; but I would emphasise the fact that

Nz lly

I

even in a small theatre the one-sided arrange-

. ii . “BACK OF HOUSE. Fias. 520 70 525. TyricAL PLANS,

ment is only permissible when circumstances

do not allow of another position. Another point I must not omit to specially note in these diagrams is the position

of the staircases. Not only for safety, but also for the general convenience of the staff, there should, if possible, always

be two sets of stairs, even in the smallest of establishments. To have but one staircase to a dressing-room block must

always be considered dangerous and unpractical.

As to the multiplicity of the demands upon the architect in respect to the service, I can indicate no better instances

111.—2 E
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in modern theatre design than the plans of some of the large theatres depicted in the preceding volumes. We are there

reminded that these requirements may include the most extensive scene-stores, workshops, painting-rooms, and even

libraries and music collections. In particular the National Opera House, Paris, and the Court Opera House, Vienna,

show instances where the offices are on a most extensive scale.

In respect to the superficial area covered by such offices, it should be

noticed that the question of scene-storage plays a most important part. I

am strongly averse, however, to the accumulation of workshops, painting-

rooms, and, above all, scene-stores, under the same roof with the audience.

Though I allow that it is a matter of considerable convenience to have

everything in the same block, the risk of fire is very great, and the dignity

of the house is by no means enhanced by the multiplicity of service depart-

ments. To show what I prefer in offices of this description 1 would call

attention to the site plan of the Frankfort Opera House on-page 14 in this

volume. An independent scene-store close’ at hand, if possible not at a

greater distance than can be easily connected by a subway, is one of the most

convenient and safest methods I can imagine. Such a building should be so

close that it can not only contain all the necessary stores and workshops,

but also the engines, boilers and chimneys which form an essential part of

the equipment of a modern institution. It will be remembered that in the

second volume, at the Czech National Theatre, Prague, we had an instance

where many of these offices were housed in a second or supplementary

block at the back of the theatre, and almost independent of it. This is

no doubt also an advantage, though I think the Frankfort principle is better.

And one word of warning here in respect to placing scene-stores and work-

shops outside the theatre proper. It is preferable to have a site, even if

an ‘expensive one, close by, and to ‘so freal the facade of the store-house

architecturally as its position in the neighbourhood seems to demand, than

to incur the inconvenience and great expenditure involved by the cartage

MUNICIPAL THEATRE, AMSTERDAM. : of goods and scenery to and from a distant depot, especially in such

a

3

{| -1270--——1-— 1970 -—-}.-

8S

4 >

Ea 7 re

+H

F1Gs. 526, 527. PASSENGER SERVICE LIFT, SECTIONS. . : establish ments as

are liable to a constant change of repertory. In concluding my

remarks in respect to these particular offices, but without enter-

§

Tin

ing into details, I would point to some illustrations presented on

page 05, in Figs. 532 to 534, of the scene-store of the Vienna Court

REDD

Opera House, and also to Fig. 517, on page 93, showing a diagram

of the radial system of scene-storage proposed by Victor Schroeter

for the Court Opera House at St. Petersburg, to- which ‘1 referved

IM

5360

7g:

2000-

7000

when speaking of this design in Volume I.

Speaking generally of the offices at the * back of the house,’

w

33

~

¢

EE

2300

I would take the opportunity of commending the central arrange-

ment of the stage door, by which all the members of the establish-

ment entering or leaving the premises can be seen, while it is at

the same time in easy touch with the chief corridors and service

stairs of this part of the block.

As regards the important subject of dressing-rooms and ward-

robe stores, I must call attention to the excellent plan adopted at

the Paris Opera House which 1 have illustrated in Figs. 511 to 516,

and Figs. 518 10 519. Though: completed in the ‘seventies’ and

“at a time when gas was the illuminant, the dressing-rooms in par-

ticular still remain model examples. Then I would add that in all MUNICIPAL THEATRE, AMSTERDAM.

countries every set of, say, six dressing-rooms should have ‘its I

bath-room, and the lavatory accommodation should not only be of the best, but very ample and convenient.

As to the means of communication in the ‘back of the house,” the staircase facilifies must be very. easy, and

the passages as direct as possible. But at the same time every effort must be made to still further simplify the stairway

communication by means of lifts. On this page, Figs. 526, 527, I am showing one of the passenger lifts at the Amsterdam

Municipal Theatre, which can be worked by the passenger himself, and which is of the greatest convenience for rapid
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“transit between different levels. I am also here presenting, Figs. 528 to 530, another lift worked by hydraulic power in the

same establishment for moving heavy ‘properties,’ and yet another, an outside lift for the same purpose, worked by hand

power, at the National Opera House, Paris. The lift should be one of the most important features in the working of the

‘back of the house’ in an economically managed establishment, and where scenery has to be constantly moved in and

out of a building the hoisting arrangements es me

in connection with the stage should have JI i

gvery consideration. ‘The difficulties in | i. Jill TH A ] =!

moving large scenes may be gauged from a A Yh ws = , i i

sketch that I am showing, illustrating the MA r y ; . ie: ! li dl) He fT Aa

sliding way of the Paris Opera House, “gn rs oI eee ee jim A 2%

which displays one of the older and clumsier NN ~—= rn wm

i of meving oon og i merle fk in THEATRE, VIENNA. FIG. 531. VIEW OF SCENE TRUCE.

arrangement in this respect I would turn

to the sloping ‘bridges’ and ‘cuts’ of the Court Theatre, Vienna, and other more vecent examples depicted in Supple-

ment I., where 1 speak of stage equipment. I am also here giving an example of a scene truck (Fig. 531) used for moving

scenery at the theatre last named, as it is not only necessary to have conveyances specially designed to meet the require-

ments of individual playhouses, but to consider the vehicle in conjunction with the facilities for bringing goods in and out

of - the * back of the house’

In conclusion, whilst regretting my inability to enter into detail respecting this section of the institution, I would

again emphasise the importance of practical service arrangements for the economic well-being of the modern playhouse.
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CHAPTER V.

CONSTRUCTION,

SPEAKING of Europe generally, it may be said that the respective methods which prevail in the ordinary building practice

in each country are employed in the construction of a theatre. And indeed, there are very few sections of a playhouse that

require the application of methods or systems differing from those practised in any public structure. In other words, a

theatre is erected in much the same manner as any other large building, and the characteristic features of its construction

are limited to certain parts of the work only. Of these parts the auditorium, with its tiers and ceiling, is certainly the

most important, and in fact the only one which to my mind calls for special comment in this place. Next, perhaps, comes

the roofing of the auditorium and of the stage, in which certain peculiarities and the large spans that have to be dealt

with frequently call for much thought And yet even in the case of roofs, it may be said that the construction does not

differ materially from that found in blocks containing large assembly rooms or concert halls; though there would, for

instance, be considerable dissimilarity between the forms employed in erecting the tiers of an auditorium as compared with

the lines of a concert-room gallery.

Now in the construction of the auditorium we may take it for granted that in modern work some, if not all, the

main features should show the employment of iron and steel, and the more open the auditorium the more extensive should

be the application of metal. The use of constructional ironwork, in fact, depends to a

of

ae] very considerable extent on the character of the auditorium, although, of course, there is
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no reason why, as far as the main structural features, metal should not always take

the place of other materials, even if its adoption is not absolutely necessary, as for

instance in the simpler forms of auditorium where no attempt is made to reduce the

number of uprights which so frequently block the view of the spectator. To-day,

however, from the designer's point of view, the primary difference in an auditorium

lies in the character of the tiers, and he only discriminates between those supported in

the ordinary way by the uprights just mentioned, and the overhanging tiers designed

on the cantilever principle which have no vertical support whatsoever to intercept the

sighting.

As far as the method of supporting a tier in the ordinary manner is concerned,

reference to illustrations of the ironwork would be of little value, for the most elementary

principles of design are simply brought to bear, and there is seldom anything of interest

in such instances. Whether the tiers which hold a number of pigeon-hole boxes be

supported by thick cast-iron columns dividing certain sequences or sets of boxes, or by

thin steel pins placed at each box division, is a matter of indifference. It is only when

such elementary work is elaborated and we find the whole of the auditorium practically

COURT THEATRE, VIENNA. taking the form of a large iron framework, that the simpler methods of construction

yee may be said to call for comment. With tiers requiring construction on the cantilever

principle the matter, however, stands very differently, for the simplest of cantilevers may almost be said to merit attention.

Where the cantilever principle is applied to the large auditorium with raking tiers and perhaps double curved box-fronts,

the complications frequently call for the greatest ingenuity, and many difficult feats of construction have already been

executed to meet the varying needs which such applications demand.

As regards the employment of an elaborate system of iron framing for a commonplace auditorium, in which,
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however, the adoption of this modern form of construction has gone so far as to necessitate the main containing wall to

be of metalwork, 1 think no better example will be found than that of the Court Theatre, Vienna; and as it is impossible

for me here to enter into the descriptions of the various systems employed for similar purposes, or their many modifica-

tions, I cannot perhaps do better than refer at some length to what may almost be taken as a model of this specific

type of design and the most comprehensive instance

of its kind. At the ‘ Hofhuig' Theatre there is, in

fact, not only an interesting application of metalwork

in the tiers, the containing walls, the ceiling and the

area floor, but also its use in the roof in conjunction

with the scheme of the ceiling calls for consideration.

For the purpose of this chapter it will suffice if

I call attention to the drawings here reproduced, in

preference to attempting any detailed description of

the lines laid down or the circumstances which have

influenced them; but I should, perhaps, emphasise the

fact that the requirements of the heating and ventila-

tion systems of the house must have materially affected

the conception of the work. In order to deal with the

construction of this auditorium to the full extent of its

merits, I am giving illustrations which are perhaps more

comprehensive than is to be expected in a general trea- rea

tise of this kind. 1 am showing many details, and 1

have not omitted to give such dimensions as would

be of value to those preparing working drawings

based on this example. 1t will be seen that, besides : COURT THEATRF, VIENNA

: : FIG. 536. AUDITORIUM, PLAN, SECOND TIER. FIG. 537. AUDITORIUM, PLAN, CEILING.

the several plans in Figs. 535 to 539 on these pages,

two full transversal and longitudinal sections are depicted on a special plate, whilst the diagrams embrace even the minor

connections of the ironwork which I consider of value.

1 have ‘indicated elsewhere that the Court Theatre, Vienna, embodies to a large extent the most comprehensive

- application of technical knowledge applied to the

theatre, and the drawings here produced cannot fail to

bear out this opinion. Without giving particulars 1

would, however, point out the lightness and economy

Hl

||

of the metalwork for the main skeleton of the audi-

forium, and the manner in which the rigidity of the

whole has been secured. The execution of the ceiling

also deserves commendation, whilst the finish of

the entire constructional work certainly calls for

praise. The manner in which many of the complica-

o

tions. caused by the heating and ventilation ducts
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have been overcome spdaks of great ingenuity on

the part of the designer, and seeing the importance

of the structural work in this playhouse, it would

not be out of place to mention that the frm. of

engineers employed by the joint architects was that

) 4 of len. Gridl.

= il It is not my purpose to criticise the design,

|

. —

and I would hence limit myself to pointing out in a

general way that the introduction of metalwork and

COURT THEATRE, VIENNA.

the adoption of modern methods of construction neces-

Fic. 538. AUDITORIUM, PLAN, AREA, Fi1G. 539. AUDITORIUM, PLAN, FIRST TIER. :

sarily led to the introduction of fire-resisting materials

for the floors, whilst non-combustible materials were also used for the surfaces, all the lighter divisions and box-fronts

being attached to the framing with the aid of metal lathing and similar expedients. For acoustic purposes, however, as

well as for the comfort of the audience, all fire-resisting floors were covered with wood blocks or, preferably, parquetry,

whilst in the area floor a somewhat greater use of woodwork was made than elsewhere, secing that this part of the

auditorium necessitated a particularly light form of construction, with due consideration for the requirements of the many

Hl, ~—2
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air inlets to. which 1 shall vefer in the next chapter when speaking of the ventilation of this building. . It is, however,

remarkable, even considering the dates of conception and execution of the ironwork, that greater care was not taken to

ensure all metal surfaces whatsoever being duly protected -by some casing of fire-resisting material, so that in the ‘event

of an outbreak there should ‘he no risk of expansion or collapse in any part of the framing. As a matter of fact, some

very important girders and stanchions are left entirely unprotected.

To pick out a detail of this description for adverse comment may seem out of place where the general lines of

construction so nearly approach perfection as in the case of the *Hofburg® Theatre, but what in this individual instance

may not be quite of such importance as would appear at the first glance, owing to the general uninflammability of the
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FIGS. 540 TO 545. AUDITORIUM, DETAILS.

building, must yet be considered in a general sense as a very serious matter, exercising a great influence on the general

introduction of metalwork in theatre construction. An auditorium constructed primarily in metal framing is quite in

accordance with the requirements of the day, both in the structural and the economic aspects. Yet such methods are only

permissible when there is the absolute assurance from the fireman’s point of view that the least possible risk is incurred.

Where high temperatures are so rapidly reached as in the case of a theatre fire, it is of great importance that the collapse

of any small section, which may lead to a general downfall of the constructional work, shall be most carefully avoided;

for, although no individual member of the audience is likely to be on a tier at the time when its iron support is ‘being

attacked by the fire, it is by no means improbable that members of the audience may still be in the passages or staircases,
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and a general failing of the ironwork would even then be a most serious matter to them. And quite irrespective of the

audience or the theatre staff, the safety of the members of the local fire brigade or others entrusted with combating

the fire, must be thought of. A general collapse of ironwork in an auditorium where tiers, supports, containing wall, etc,

form together a gigantic iron frame, would be simply disastrous to the forces employed in attempting the extinction of the

outbreak. As regards the property itself, it should, of course, be borne in mind that, though a secondary consideration as

compared with the safety of life, the loss through the ‘gutting’ of a metalwork auditorium must be a very complete one,

even compared with the auditorium where the wood tiers are burnt out and the main containing walls left intact. Where

metalwork is used in conjunction with wood the thorough protection of all surfaces is of still greater importance than, say,

at the ‘ Hofburg’ Theatre, where, as indicated, the amount of inflammable material contained in the structure is so small.

Speaking of the application of iron to the auditorium, and more particularly where it is used so largely as at the

‘ Hofburg’ Theatre, it should be remembered that there are, of course, a number of sentimental reasons on account of which

the adoption of the newer forms of construction does not find favour. There are many who prefer the older and more ordinary
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F1Gs. 548 TO 557. AUDITORIUM, DETAILS,

means of construction, because they consider the application of ironwork to the theatre as much out of place as its

conspicuous use in a place of worship. To a certain extent this feeling may be due, particularly in this country, to the

unfortunate association of metalwork with the steep ‘rakes’ given to the tiers of some of our recent playhouses, an

expedient which, to my mind, as I have explained elsewhere, by no means adds to the beauty of design or decoration.

There is also the argument that the amount of metalwork which has sometimes been used of late, is prejudicial to the

acoustic properties of the auditorium, and that even where its introduction does not affect the carrying power of the voice

it certainly influences the tone, which becomes harsh and metallic, whilst there is a tendency to resonance. There is no doubt

that the excessive use of complicated metalwork, or any other application of hard materials, affects the hearing qualities of

an auditorium. But metal construction is so useful and economical, and the means of lessening its bad effects in this

direction are so numerous, that to debar its employment in the theatre for this reason would be distinctly unwise. A series

of box-fronts, covered with iron plate, or some metallic material, such as pressed zinc, would no doubt prove unsatisfactory ;

but there is no reason why a box-front should not be simply made in a light iron framing, with a filling of any of those

many plastic materials which lend themselves so well to theatre decoration, and have no acoustic disadvantages. There is
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no reason why the backs of boxes, or their divisions should be in metalwork, seeing that a combination of the framing

with the lighter and more suitable forms of vertical fire-resisting construction ‘is quite feasible. As with all newer methods

of building, mistakes have been made, more particularly by extremist reformers, but now, with the experience gained and a

due consideration for the acoustic qualities of the auditorium, there is no doubt that the hest vesults can be obtained.

Moreover, the auditorium of which the skeleton is of iron or steel, is generally superior to that in which older forms of

construction are employed, from other points of view, such as: those of hygiene. Yet it is a curious fact, that for reasons

of stability and fire resistance, several codes of building regulations still prohibit the utilisation of ironwork in the theatre

to its full extent. I say curious, as there is no legitimate reason for this, since, if the bearing and straining capabilities are
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properly determined and the metalwork duly protected from fire by non-conducting materials, judiciously applied, there is not

the slightest risk in employing this more modern form of construction; but, of course, the engineering problem must be

solved and the fireman's interests considered. Above all, let me emphasise the necessity of a due regard for acoustics.

Speaking of the engineering problem, it would not be out of place here to point out the necessity, especially with

respect to large theatres, for the architect to work in consultation with a competent civil engineer. The many and varying

interests that have to be considered by the architect in the design of a playhouse, if given due attention, will tax the

highest professional ability which need not, however, include an intimate knowledge of metal construction, a subject

in which, speaking generally, even the cleverest architcets may be, at best, amateurs. 1t is, perhaps, hard to define the
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distinct point in the designing and supervision of a building of this class where the architect's duty ends and that of

the civil engineer commences, but there is not the slightest doubt that some line can be drawn, and that whilst the general

conception and direction remain in the hands of the architect, the detail and execution can become specialised in certain

directions. As with metal construction, so with questions of ventilation and warming, fire equipment, or telegraphy, referred

to elsewhere, the architect's duties should be carried

Pig 2224

out in conjunction, not only with a member of the

649%

engineering profession, but preferably with an engineer

conversant with the requirements of a playhouse. It is

not sufficient for the architect to be advised by his con-

tractors and their experts, as is so frequently the case

at present, and the owner should be clearly given to

understand that some additional professional advice,

‘beyond that ‘of the architect, is essential. Personally, 1

hold that for the conception of really first-class theatre

work, this principle should even go further than the

employment of a civil engineer. Each of the special sub-

jects, whether they be electric-lighting, stage mechanism,

sanitation or survey, really require particular advisers.

But to return to the example under consideration,

i.e. the form of construction employed at the Court

Theatre, Vienna, I would conclude by saying that the

methods of constructional framing there adopted are

essentially Continental, and perhaps I should even go

. : DOYLY .CARTE!S OPERA HOUS LONDON.

further and say that they are peculiar to German-speaking oy

: ; : ; : F1Gs. 590, 591. STAGE; PLANS, ‘GRIDIRON’ AND ROOF.

countries. With us extensive framing of this description

is non-existent, and even on a small scale such attempts are few indeed. In Great Britain the ironwork is limited almost

entirely to the principal constructional features of the tiers and their supports, whilst its application is particularly

associated with the cantilever work in which we excel. In most of our modern playhouses there is a demand for an

uninterrupted view of the stage from every seat in the auditorium, and the manager considers it essential for the prosperity

of his house to be able to boldly advertise this fact. Hence, even in second-rate establishments, the cantilever is now

frequently found, though it may be only in conjunction with the more elementary forms of wood bearers and flooring.

But we may certainly pride ourselves on holding the first place in respect to the application of metalwork on the

cantilever system, and as Vienna possesses the leading example of elaborate iron framing in the Court Theatre, so can

: London boast of the best ex-

ample of cantilever. work in

3 0 8, 3-31970

D'Oyly Carte’s Opera House.

As with iron framing, it

would lead too far to give many

examples of the application of

cantilever work. and 1 will

therefore limit myself to illus-

trating fully the most notable

example just veferred to. In

Sect™at Centre _§ = regard < to the illustrations of

FZ

the auditorium cantilevers. it

TTT = >

will be seen that I am show-

ing the principal plans of their

position, together with some

examples of the more important -

D'OYLY CARTES OPERA HOUSE, LONDON.

FIGS. 592 TO 595. STAGE ; ROOF, DETAILS.

sections, which 1 think call for

comment. And as .in the case

of the Court Theatre, Vienna, 1 have been careful to reproduce my diagrams from actual working drawings, and to

supplement them with a number of practical details, so that a basis 1s given to those who wish to study some minor

points. I would mention, however, that the engineers were Neade and Riley, and the contractors were the Horseley

Ironwork Company.

It would. lead too far for me to attempt any. description of the construction at D'Oyly Carte’s Theatre, and as a
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matter of fact the illustrations should explain themselves, more particularly if reference is made to the plates illustrating the

theatre in question, which have been presented in Volume I. Yet, here again, I cannot but point out the ingenuity shown

in overcoming some of the more difficult problems, particularly the great leverage of some of the main cantilevers and the

fact that the tier-fronts ‘rake’ on a double curve. The lightness of the work is very pleasing, whilst the finish throughout

: Of ta pe or tase 1s excellent. As in a former. ‘example, the metalwork is

applied in conjunction with concrete, but, as in the case in

question, the protection of the ironwork by fire-resisting

materials might well have been extended. An important

feature in the conception is the position and arrangement

of the main girder on which the cantilevers of the first tier

- balance, and 1 should, perhaps, also call attention to the

i manner in which the various loads are distributed.

‘ As my diagrams in this instance do not include any

\,

an general section showing the ceiling and roof construction in

: SE

I>

> “eo

DOYLY CARTES OPERA HOUSE. LONDON. adding to the illustrations of cantilever work a plan of

Fi1G. 596. AUDITORIUM ; PLAN OF ROOF.

os oo — ————————— Se. a

conjunction with the general arrangement of the tiers, I am

the combined ceiling and roof which is to be found at the

D'Oyly Carte Opera House. 1 am further presenting some details of its framing with its principal girders. The plan

will be found in Fig. 596, and the girders in Figs. 597 and 599. As will be observed, the combined ceiling and roof

has certain peculiarities which, though not of a character that calls for imitation, yet offer points of interest from the

engineer's aspect.

Having on an earlier page mentioned that the roof over the stage also at times requires specific forms of construction,

not common to other buildings, I have here taken the opportunity of showing two plans in Figs. 590 and 591, in which

the combined ‘gridiron’ and roof plans of the theatre under consideration are depicted, and I have again amplified these

with the detail of one of the principal girders. The characteristic of roof construction over a stage, I would add, is the

combination of the ‘gridiron’ with the roof proper; and reference to my Supplement on Stage Construction will show

numerous instances where this combination has been effected.

In conclusion, I need scarcely again mention that this chapter might well be extended by the illustration of further

examples in modern construction, but as I have explained on an earlier page, it is not my purpose to go into detail, but

only to show some typical instances. I would hence close this section of the Treatise by pointing to the great importance

of judiciously applying the results of modern scientific investigation and the most recent methods of construction to the

playhouse of the future.
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CHAPTER Vi,

EQUIPMENT.

In the more recent examples of playhouses, it 1s frequently difficult to fix the exact point where the construction of the

building ends, and where its equipment commences. Not only does much in the equipment require special consideration

during the construction, but it even forms part and parcel of that operation. As recently as in the preceding chapter, we

have seen that the metallic containing wall of the auditorium at the Vienna Court Theatre comprises a series of large

ducts for the heating and ventilation of the building. No better instance could surely be mentioned to show not only

how much the carcass of a theatre is influenced by the equipment, but also how, of late, construction and equipment are

becoming merged into one another.

Under the term ‘equipment,’ it is now usual to include every installation necessary to the service of the theatre,

from the means of ventilation, heating and lighting, the water supply and sanitary arrangements, down to minor accessories,

such as telephones, bells and fire alarms. Furniture, however, whether fixed or movable, and every form of upholstery are

excluded from this category, being generally considered to belong to the ‘furnishing’ of the house, which it is frequently

the duty of the tenant, not the owner of the theatre, to carry out. It is true that stage appliances also fall naturally under

the heading of equipment, but in consideration of their great importance, unique characteristics and also for other reasons

explained, they have received a more comprehensive treatment in a special Supplement than has been accorded to any

special section of theatre construction in this volume. It will be seen, therefore, that in the theatre of the present day,

the equipment should comprise the installation of all modern

appliances, and the application of modern scientific methods

which are capable of furthering the interests of art, from electric

lighting or hydraulic power to the chemistry which teaches the

impregnation of materials for the better resistance of fire, or the

physical laws that govern heat.

As far as importance in the popular mind is concerned,

it may be safely assumed that the lighting of the theatre stands

first in this country, little interest being displayed in the ques-

tions of ventilation and warming, or mechanical service appliances.

For an English audience is apparently easily satisfied in these

matters, and is well content if there be some sort of natural

ventilation, with a few radiators placed about the building during

the winter months; whilst, for instance, the hydraulic passenger

lift, already common in all other forms of building, is looked

upon as a great luxury for the playhouse. AE

COURT THEATRE, VIENNA.

Why we have not employed more freely the new methods Ee a a

and appliances at our disposal, it would be difficult to explain

on other grounds than the economical conditions of private theatre enterprise among us, and that curious conservatism so

common in matters theatrical. Only the barest necessaries are provided, and apparently neither improved warming and

ventilation, nor the convenience of lifts, come within such classification. It is rarely, and even then grudgingly, unless for

the sake of advertisement, that playgoers have been conceded more comforts than the small amount with which they have

learnt to be content. No London playhouse can claim to stand on a level with a modern hotel in respect to equipment

Hl.—2 H
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for the public well-being. Of course I do not wish to imply that there has been no progress in this direction, for both in

furnishing and equipment an audience was satisfied with a much lower standard of comfort even ten years ago. Nevertheless,

“we are too far behind the Continent. It is actually impossible to hold up as an example for study any English theatre

equipment in these volumes, although individual details of interest may at times be found. All my praise, in fact, has

been reserved for Austria and Germany, except in the one department of sanitation. In drainage and lavatory accom-

modation, at least, our playhouses are, I am glad to say, much better equipped than the Continental theatre.

Commencing with the lighting of the theatre, I would say that, whether the illuminant be gas or electricity, some

system of centralisation is advisable. However advantageous it may be for service reasons to concentrate the working of the

lighting at one point, it is usual—not to say compulsory—in some countries, for protective reasons, to keep the lighting

installation in the ‘front of the house’ entirely separate from that behind the curtain, and to make further divisions of the

lighting between the stage and its offices, the auditorium and the foyers, vestibules and staircases. But except in regard to

the stage, and the centralisation above mentioned, there is, as a rule, no marked difference in the use of either gas or

STAGE LIGHTING.

FIG. 601. ATPEARANCE OF THE FACE; A STUDY BY HUBERT HERKOMER.

electric light between the playhouse and any other large public building. On the stage, however, the illumination is

certainly arranged in a unique manner and with the aid of appliances not to be found in ‘any other class of structure.

To show the relative requirements for lighting power, I am giving some illustrative diagrams of the different quantities of

light necessary at the ‘front’ and ‘back of the house’ respectively, in the Court Theatre, Schwerin, a Continental

establishment of average dimensions. The diagrams illustrate in a most interesting manner the great variations of light

which a series of representations demand, and above all, the relation of stage lighting to the lighting of the rest of the

house. A full treatment of the subject would in itself require almost as voluminous a description as the Supplement

on ‘Stage Construction,” and I can only regret that 1 have been unable to devote a separate section of this work to so

interesting a question. Yet, in these general remarks I must not omit to mention that the lighting of the stage as

commonly practised, though doubtless, in some countries, with greatly improved appliances, is carried out on a wrong

principle, the effects generally obtained being anything but natural, and, in particular, in the case of the human figure,

quite eccentric. The four accompanying illustrations should serve to endorse this last remark, especially the two sketches

of Hubert Herkomer’'s on these two pages, which strikingly show the effect of ordinary stage lighting on facial expression.

This eminent painter has been a constant advocate of improved stage lighting, and though 1 fully agree with some of
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his critics that the experiments made at his private theatre at Bushey are often beyond the bounds of practical application,

there is not the slightest doubt that the results he has obtained, if carefully studied, could be easily adapted to actual

stage work. I hope on some future occasion to deal with this important subject independently and at length.

For the time being, however, it must be admitted that the presentation of a play remams, as far as lighting is

concerned, crudely unreal, and generally coarse, while it is only rarely that we perceive any attempt at more natural effects.

Yet, with the application of the modern scientific methods at our disposal, it is as possible to remedy the present bad

system as my Supplement shows it to have been possible to reform the mechanical equipment of the stage. Irrespective

of illumination on art lines, I hold that in the use of adequate appliances for lighting theatres, both on the stage and

elsewhere, the leading specialists in Germany have been doing work of a far superior character to those of all other

European countries, and that the results obtained by them are frequently both satisfactory and economical. I would even go

further and say that these specialists have already taken some steps in the right direction, as far as art is concerned, but

they, no more than the specialists of other countries, have as yet discovered any workable solution of this difficult problem.

STAGE LIGHTING.

F1G6. 602. APPEARANCE OF THE FACE; A STupY BY HUBERT HERKOMER.

In other words, these contrivances for stage lighting, while worthy of serious study, have not overcome the principal

anomalies of our present scenic effects.

There is one point—essentially a technical one—to which I should like to refer in regard to the illumination of

the house. It is most advisable that the wiring should be by alternate lamps or fittings throughout the building, so

that for every section, however small, there are two independent circuits working from two independent mains. If possible,

these mains should be fed by two separate supply companies, or where the generating plant is on the premises, from two

separate sets of engines, for a duplicate system on such lines should allow the owner to dispense entirely with so-called

‘emergency’ lights, whether gas, oil or candle. The break-down of one main or one circuit only involves a partial

darkening, and the safety of the audience as well as the general service both gain substantially in consequence. For the

ordinary service lighting when the house is closed it is not unusual, for the sake of economy, to have a quite independent

installation, with only a few lamps of small candle power, but there are also many occasions when a partial use of the

existing lighting, if cleverly arranged, is amply sufficient.

When speaking of the lighting of the theatre, I naturally have in mind electricity as the illuminant. There is no

reason why, even in small provincial establishments, gas should be any longer tolerated in a class of building so prone to
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fires. Hence, I need merely record the fact that the running of piping to alternate fittings is equally advantageous in the case

of gas, and similarly the centralisation of gas-cocks by sections. If, however, it be thought too drastic a measure to banish

existing gas from playhouses, as has been done by law in many countries, at least I would urge that it be not allowed

in new buildings. |

In conclusion, I would say of the lighting of the theatre that, where ‘emergency’ lights are necessary their location

is as important as their character—a point that is too often neglected; and where they are introduced it is an advantage

to provide special ventilation ducts for each light, as, indeed, has been laid down in several of the codes of protective

regulations presented in Supplement IIL

Turning now to the questions of heating and ventilation, it is obvious that it would be unwise for me to enter

here into the controversies as to the best methods applicable to a‘ playhouse, seeing that the whole question as applied to

buildings generally is under discussion, and that there are but very few points, except as regards the auditorium, that

require a different treatment from that applied to public buildings generally. To attempt a description of the principal

systems of equipment for the auditorium alone would lead too far, yet I cannot help referring to the most elaborate example

of heating and ventilation, namely, that of the Court Theatre, Vienna. As the leading instance of a modern system applied

to the purposes of the theatre, this equipment holds a unique position both in respect to conception, elaboration and even

FAUST. PRINZ FRIEDRICH vox HOMBURG mere constructional finish; for in this matter, as in many

others, the Court Theatre, Vienna, very closely approaches

perfection.

Without entering into detail, the principle adopted at

the: Hofburg >» Theatre may be said to provide fresh air at

LE various temperatures by means of a combination of collect-

5 Lighting
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ing, heating and mixing chambers, the chief mixing chamber

being placed immediately under the area of the auditorium,

and having a number of small openings directly below the

seats. Through these the inflowing air is most carefully

distributed, and at the same time is also carried by special

rig 212 ducts to other parts of the house, so as to meet the require-

A yy ments of the different sections of the audience. Perhaps I

should add that the openings under the seats of the area

number nearly three hundred and fifty, and that all possi-

bility of draughts is avoided by letting the air enter at an

inappreciable velocity.

avery sy Senso Lighting a The temperature of the incoming air can be regulated

: to a nicety whilst passing through the mixing chamber,

the air of the outdoor temperature being there mixed with

specially heated air in the desired proportion, thus rendering

a direct system of heating in the auditorium unnecessary.

The method adopted is practically a development of a

COURT THEATRE, SCIIWERIN. scheme which some years earlier was carried out with con-

SN A ime siderable success at the Court Opera House; but in finish

and detail the more recent installation is far superior. Seeing the important position taken in the annals of heating and

ventilation by the work done in these two playhouses, I think it would be only just to mention that the engineer primarily

responsible for both arrangements was Karl von Boehm. Two of the photographs I am reproducing show the mixing

chamber, i.e. Fig. 615 on. page 100, and Fig. 617 on page 111. In the former of these the arrangements made for the

entrance of the hot and cold air respectively into the mixing chamber, and the system of levers employed for regulating

the proportion of hot and cold air, can be clearly discerned. In the latter, the openings with their flaps will be easily seen

through which the air passes into the auditorium.

As regards the manner of drawing off the air, I cannot do better than refer to the plate opposite page 99, showing,

in Figs. 546 and 547, the two sections of the constructional ironwork of the auditorium. If these sections be studied with

some of the plans, such as Figs. 536 to 539 on page 97, and the two photographs, Figs. 613 and 614 on page 109, a very

clear insight into the system may be gained. What may be termed ‘natural’ ventilation is allowed for in all parts of the

house so long as the outer temperature does not exceed in height eleven degrees Centigrade; but whenever the weather is

warmer, artificial ventilation has to be resorted to, and large exhaust fans are brought into action.

It will have been noticed that I have spoken of the heating only, and 1 should add that the system at the Vienna

Court Theatre also allows. for cooling the air. The heating chamber is not used in that case, but the whole of the

incoming air is passed over a water surface with a superficial area of twelve hundred square metres, the water being
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drawn from a deep well. The result is that the temperature of the outer air on a warm summer's day can easily, and

without any great expense, be reduced by some three or five degrees Centigrade, which is a great advantage for an

establishment situated in a locality subject to considerable heat for several months in the year.

In illustration of the control of both the

heating and ventilating arrangements, 1 show

a photograph of the engineer's room in which

the levers are grouped, and where, with the

aid of an elaborate system of electric thermo-

indicators, the temperature can be regulated to

a nicety. This inspection room adjoins the

main mixing chamber underneath the audi-

torium, being in a central and easily accessible

position. A special advantage of the whole

system, and one not always easy to obtain in

large towns, is that the main fresh-air inlet

starts from a large garden adjoining the theatre,

so that the quality of the air used by the audi-

ence is of a comparatively satisfactory character.

From the fact that 1 have given so

many particulars in this individual instance, I

do not wish it to be inferred that I consider COURT THEATRE, VIENNA.

the method adopted at the Court Theatre, FIG. 613. AUDITORIUM, VIEW OF VENTILATION EXHAUST Ducts.

Vienna, to be the only system suitable to a modern playhouse, although there is not the slightest doubt that this com-

bination of heating, ventilation and cooling apparatus has proved eminently successful. There are, of course, many other

ways of obtaining good results, yet in the same manner as this equipment may be taken as a model of what has proved

serviceable where there is no lack of funds for the initial expenditure and subsequent maintenance, so can the principles

here embodied be adopted, with certain modifications, even in the smallest of establishments where economic considerations

are all-important.

If, without going too much into detail, I might suggest the requirements in heating and ventilation, I should say

that the most rapid removal of vitiated air compatible with the exclusion of draught is the first object to be sought, whilst

the second ‘should be. the entry "of air at a suitable tempera-

‘ture with inappreciable . velocity. Direct heating is. inadvisable

for an auditorium, and I know few cases where any system except

an indirect ‘one has been: applied ‘to theatres without creating

draughts. In other words, to heat an auditorium in a practical

manner, the necessary temperature must be given to the air before

it enters.

Of course, in a theatre, as 1 have said, the question of

special ventilation and heating need only be considered in con-

nection with the auditorium, for the other parts of the house,

with, perhaps, the exception of the stage, can be dealt with on

ordinary lines. The ventilation and heating of the stage, however,

though generally neglected, require almost equal attention with the

installation of the auditorium, since by the opening or closing of

the proscenium curtain the audience is immediately affected, and an

excessively warm stage, or a cold stage, is at {imes. a matter of

material inconvenience to many of the spectators. Speaking gene-

rally, the temperature of the stage should be identical with that of

the auditorium, and particular care should be taken to see that the

vitiated air above the top of the proscenium opening be frequently

changed, even when the stage is not in use.

Incredible as it may seem, we have not a single instance of

COURT THEATRE, VIENNA.

, Fue. 614. AvpiroRtus, View or VEnraarioN Exusvsr Dyers, a playhouse in this country ventilated in full accordance with any

one of the scientific methods at our disposal, good, bad or indifferent. As a matter of fact, those places are exceptional where

there is any attempt at ventilation beyond a direct draught through the ‘sunlight’ or opening over the chandelier of the

auditorium. In respect to heating we are almost in the same position, except that several of our more recent playhouses

111,23 1
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are equipped with radiators. Here and there in London, spectators may complain of draughts or particularly bad air, but

there has never been any serious outcry at the way in which our managers choose to. treat the public in this respect.

The noxious character of the air in. the auditorium in most of ‘our theatres, nore particularly in the upper parts. of

the house, is quite indescribable, and it is to be regretted that local authorities do not regulate this matter as a question

of hygiene. There is not the slightest doubt that, on the one hand, a large section of the audience risks indisposition,

; not to say illness, from bad ventilation, whilst, on the other, the actors

suffer from the notorious neglect of the hygiene of the stage. Why

an English audience, the individual members of which generally attach

importance to questions of health and comfort, should permit this insani-

tary and at the same time uncomfortable state of affairs, has always

been a riddle to me... 1 am convinced that if - any manager were to

introduce improvements in this direction his efforts would meet with

hearty appreciation.

Having touched on the hygienic aspect of ventilation, I would

allude in a few words to the drainage of the theatre. As 1 have indi-

cated in the introductory words to this chapter, London has the credit

of surpassing the capitals of other countries in this section of theatre

equipment. Nevertheless, the importance of the subject allows of further

elaboration, and a yet more careful execution in many details, particularly

COURT THEATRE, VIENNA. as regards the ‘back of the house’ In Continental theatres, however, it

FIG. 615. AUDITORIUM, VIEW OF MIXING CHAMBER. is not elaboration or improvement in details, but an absolute reform that

is urgently required. In theatres, as in other classes of buildings, Continental ideas on questions of sanitation are still

crude, and quite irrespective of the drainage system or the equipment of the lavatory, even the location of the various

necessary offices in relation to other parts of the building requires more attention. Common decency, too, should prevent

some of the dispositions met with in France and Belgium. The sanitary arrangements in the theatres of these two

countries are a discredit to the respective nations, and quite anomalous ‘in a playhouse if we consider the veneration

there accorded to dramatic art.

Closely associated with the question of sanitation is that of the water supply, and it will not be inopportune to

mention that all the necessary water for the lavatory and other service arrangements of a playhouse should be obtained

quite independently of the water supply for fire protective purposes. As far as the ordinary supply is concerned, there is

little more to say than that it should be very ample, both at the ‘front’ and ‘back of the house’ and that no modern

dressing-room block is complete unless hot water is laid on, with fixed washstands and draw-offs in every room, and

unless ‘it ‘has at least one sink to every floor.

On the other’ hand, the water supply for fire protective purposes requires particular attention and forethought, for

next to the preventive measures for avoiding an outbreak and limiting its spread, it should always be remembered that the

rapid application of water is the principal means not only of check-

ing a fire in its initial stage, but also of stopping it when it has

obtained a hold on any section of the building. Absolute reliability

in‘ the water supply, both in respect to quantity and pressure, is

all-important, and to obtain good results local peculiarities must be

carefully considered. Storage facilities have to be afforded and reser-

voirs installed, no matter how excellent may be the constant supply.

Where water is obtained from public mains the possibility of a break-

down has to be considered, and the supply must enter the house from

not- less than two distinct points. Where the pressure is low the

possibility of augmenting it should be taken into account; and where

there is no public service, or where it is not available, there should

be a special well with the necessary pumping plant, and the latter

must be so planned that it 1s not only trustworthy, but also allows

for the various contingencies that may have to be met.

Of course, it 1s. not in accordance with the character of these COURT THEATRE, VIENNA.

chapters to enter into detail, but as 1 have called attention “to other re Coa

instances where a particularly elaborate equipment is to be found, I cannot forego mentioning that the Municipal Opera

House at Frankfort has a water service which may serve as a model in many respects. We there find the combination of

a supply drawn from the public mains, augmented by a system of reservoirs fed from a well by a strong pumping plant

placed in the adjoining scene-store, to which I referred when speaking of the site of this building. Considerable care has
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also been taken at Frankfort to divide the water mains into different sections, so that a hitch at any one point shall not

affect the whole installation. There is a further division according to the position of the various hydrants above street level,

in order to obtain the best possible pressure in the upper part of the structure.

In connection with the question of water supply for protective purposes, it would not be out of place to mention

that the character of the fire-extinguishing apparatus employed merits consideration, as, unfortunately, we only too often

find theatres which, though well equipped as far as water is concerned, have not been given sufficient facilities for

bringing the service into operation in the case of an outbreak. In respect to the hydrants in particular, they should

not only be carefully located in such a manner as to be easily handled without interfering with the arrangements for

exit, and so placed that those who work them will not be cut off from all means of escape in the event of the fire

making headway, but the hose and branches attached to the hydrants should be so fitted as to allow of their being

brought into action with the greatest possible celerity. Though it is no doubt advisable that the couplings and other

gear should match the apparatus used by the local fire brigade, it would generally be of considerable advantage if the

more rapid means of forming connections, such as the so-called instantaneous and bayonet couplings, were used. But, as

with all arrangements relating to fire extinction, the possibility of complication must be avoided, and only appliances of a

simple make introduced.

Referring to the application of water in the event of an outbreak of fire, it would, perhaps, be well to remember that

many modern theatres are equipped with |

some system of ‘sprinklers,’ and 1 certainly

nold that if suitably applied this method of

‘swamping a fire is particularly appropriate

for the special risks associated with the stage.

I would go further, and say that a suitable

installation of ‘sprinklers’ is quite essential

in any playhouse where a serious attempt

is made to minimise the risk of fire: but

I must point out that when speaking of

‘sprinklers '-—a form of appliance primarily

introduced for buildings of the warehouse

or manufactory class—that some modifica-

tion from the more usual pattern is neces-

sary to meet the requirements of the stage.

In warehouses the height of a floor seldom

exceeds fifteen feet, whilst in a theatre

‘sprinklers’ would have to be fixed below

the ‘griditon,” in: fact, rarely “at a height

less: than fifty fect from the stage foor. 1

the stage has many ‘cloths’ hanging parallel

COURT THEATRE, VIENNA.

and almost touching one another, it 1s un-

Fic. 617. AUDITORIUM, VIEW OF MIXING ClIAMBER.

likely that the ordinary form of ‘sprinkler’

would have the fully desired effect. In other words, it is essential to have ‘sprinklers’ laid on with due regard to the

exigencies of the case, and I would prefer the so-called indirect ‘sprinkler’ which throws a powerful jet of water against

the ceiling—or in this instance the ‘gridiron’—the water then spreading out and descending upon the fire. I would further

advocate that the lines of ‘sprinklers’ should be placed diagonally, and not parallel to the proscenium opening. It is also

advisable that any installation of this description should be divided into a number of sections, so that in the case of lesser

emergency it is not necessary to put the whole area of the stage under water, but only that part of it directly affected by

the outbreak. Besides having a special lever to enable the whole of the ‘sprinklers’ to be put into action together, there

should, in fact, be some gear for switching on the individual sections separately. If reliance is to be placed on these appli-

ances, it is a matter of importance that their maintenance should be most carefully attended to, and they ought certainly

to be tested at regular intervals. Seeing that I was formerly by no means an advocate of ‘sprinklers’ as applied to the

stage, owing to the special character of the risk, I think it well to add that in now advising their application, I am guided

by some experience I have gained of some of the Continental installations, where full working tests were made in my

presence. I was particularly impressed by the rapidity with which the Buda-Pesth Opera House can be flooded. I hold

that a system of ‘sprinklers’ could also well be applied to some of the more dangerous offices in the theatre, such as the

workshops and stores. -

In the same way that so much depends on the application of a reliable water supply in the case of an actual outbreak,

so it is also necessary for those entrusted with fire extinction to have rapid notification of any source of danger. For this



112 MODERN OPERA HOUSES AND THEATRES

purpose it is customary to provide some telegraphic equipment by which a dangerous occurrence may ke duly reported,

and steps immediately taken to effect the remedy. * Such a system may be supplemented by the automatic notification of

high temperatures, which are either a possible source of danger or result from an actual outbreak of fire. The installation

may also be developed into one of intercommunication betwezn different parts of the house, or, where watchmen are

employed, the instruments may be adapted to recording their ‘rounds’ or taking their reports. In some of the more recent

playhouses elaborate installations” have been applied, and those at the Court establishments at Vienna call for particular

remark. The first system on a really extensive scale, 1 should add, was that of the Frankfort Opera House, which even

automatically indicates whether the various doors of the building arc open or closed.

There is considerable advantage to be gained both for protective and general service purposes by applying telegraphy

to the theatre, and for managerial purposes in particular a good system of telephones is also a great convenience. It is not

for me to enter here into such details as the laying on of the services in question, but 1 hold that, as a rule, the stage

door-keeper’s room should be the centre for the recording instruments, telephone exchange and the like, and any alarm

of fire should be notified: there as well as at the watchioom ‘of the firemen. 1 assume that it 1s needless to add that a

comprehensive equipment of bells, speaking tubes and flash-light signals will be found useful, the latter form of signalling

having special advantages for the stage owing to it being noiseless.

I could easily enter into many other matters of interest directly and indirectly connected with the general working

of a modern playhouse, but space will not permit this, and I will hence close this chapter on Equipment by only again

emphasising the importance of giving every attention to the above installations for the economic management of a theatre,

and by reminding the owner or lessee that not only do these installations increase the comfort and safety of the audience

while facilitating the service, but also by their time-saving mechanism prevent waste in labour, and hence also much

unnecessary expenditure for general maintenance.

COURT THEATRE, VIENNA.

Fic. 618. AUDITORIUM, VIEW OF CEILING.



CHAPTER VII

SAFETY OF LIFE

\

TaroucHoUT this work, and particularly in this volume, I have continually been compelled to refer at some length to

questions relating to the ever-present risk of fire, so unfortunately associated with the playhouse. Two of the Supplements

—on Theatre Fires and Protective Legislation—are entirely devoted to precautionary measures, and in Supplement I., also,

which deals with Stage Construction, -1 have frequently had to allude to this matter. - Nevertheless, I must devote a

special section of this treatise to one or two features connected with the subject of fire protection on which I have been

unable to lay emphasis elsewhere. In doing so, I would once more impress on all concerned, whether theatre owners,

lessees or actor-managers, whether architects, builders or controlling authorities, that every question in theatre design, both

as regards the practical arrangement and the ideal side of the architectural treatment, must go hand in hand with careful

thought for the safety of the building, since the question of the security of human life perpetually recurs in every detail of

a playhouse and even in its surroundings.

Throughout this treatise I have again and again had to criticise different sections of the building from the fireman's

point of view. The selection of the site, the laying-out of the general plan, the arrangement of the auditorium, the

disposition of the staircases and passages, and the construction and equipment of the building—all are directly influenced

by questions of safety from fire. Nor could it escape notice that in the preceding volumes nearly every description of a

theatre contained an allusion to that aspect of the plan which regarded

public safety. The Supplement on Protective legislation is intended. to
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cover this subject as influenced by official enactments, whilst the Supple-

ment on Theatre Fires affords terrible object lessons, which may perhaps

lead more effectually to a serious appreciation of the question than any

codification of the main principles of theatre planning and construction.
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It should also not be forgotten that some instances of specification or

codification have been given in this volume quite irrespective of the

Supplement dealing with actual legislation. I would especially mention

208

my references to the illustrations of the Model ‘Safety’ Theatre plans,

in which some important guiding principles are laid down. Yet I have DIAGRAM OF FIRE-RESISTING CURTAIN.

only dealt with the questions before me as generally as possible, for if I rahe halaman tee

were to enter into the pros and cons of the details in safety requirements, I could not avoid treating many minor points,

reference to which would be quite out of keeping with the character of this volume. [I should, for instance, not only

have to deal with the many theories or rules propounded for the guidance of architects, but also to give due consideration

to the many differing codes drawn up by the public authorities of each nation, which, as explained in the Supplement, are

of great length and endless variety. All this would lead too far.

I may, however, briefly recapitulate by stating that we must always bear in mind two distinct groups of

precautionary measures: the one dealing with the prevention of an outbreak, and the other with the limitation of its effect

by all that is comprised in the term ‘fire combating.” It is well known that these two groups sometimes overlap, and this

is fully proved by the regulations quoted in the third Supplement. The two different policies with regard to the respective

values of construction and exit facilities are also there commented on, for we find in some cases the decrees so worded

that facility of exit takes precedence over fire-resisting construction, while other enactments enjoin the reverse.

But among the questions which have led to my giving this subject a separatc chapter, there is one which, though

11L.—2 K
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considered by many a mere detail, is perhaps next in importance to such leading questions as exit facilities and isolation.

This is the construction of the fire-resisting curtain, which, in the event of an outbreak of fire in that place where it

is generally to be expected—namely, the stage—can cut off the

audience for a time from immediate danger. Then again, there is

the question of providing special means for rapidly effecting the

escape of the smoke from the stage, or from the auditorium, if it

has already passed the curtain. © Both thése points, the fire-

resisting curtain, and the escape of smoke by ventilation, may be

. C2 04 batwear grooves

classed among details calling for more particular notice than a

general treatment in the section to which they belong, i.e. in the
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chapters on Construction and Equipment respectively.

ZU

27

Now, if we consider the fire-resisting curtain in conjunction
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with particular facilities for drawing off the smoke and obnoxious
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gases generated in an outbreak of fire, I would first remark

that after the great ‘Ring’ Theatre fire at Vienna if was mosi

distinctly shown, during an elaborate series of experiments with a

large model of this building, how rapidly any fire that has got

Moveable Curtairu
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a hold on the stage must be carried towards the auditorium, the

draught through the proscenium opening to the ventilator in the

auditorium ceiling being one of the most dangerous matters to

contend with, I would hence say, from the very first, that 1 do

not hold a theatre to be properly equipped from a fireman's point

of view if the question of ventilation is not considered at the same

time as the installation of a fire-resisting curtain between the

‘LYRIC’ THEATRE, LONDON. auditorium and the stage. In the construction of any divisional

Fis Gon, 02 Emp tense CORTAIY» Rarosvon avn Section, curtain, not only protection against the conflagration proper has

to be thought of, but also protection against the dangerous gases that are generated by the conflagration of such highly

inflammable materials as are used in stageland. The theatre model under investiga- =

tion was exactly one-tenth full-size, and the desire was to illustrate the three so-called SE) ig

periods of a theatre fire. The first period may be said to comprise the time when - =z palsy :

the stage has caught alight but the fire has not yet spread to the auditorium. The + |

second period is when the fire has reached the auditorium and the auditorium is in

flames; whilst the third period covers the time occupied in the final destruction

of both stage and auditorium. The most important results obtained by the experi-

ments were those in connection with the first period, where the progress of the fumes

from the stage to the auditorium was clearly shown.

The first series of experiments disclosed how the gases on the stage expanded,

blowing the proscenium curtain into the auditorium within seventeen seconds. It

was next shown that, even before the auditorium was filled with smoke, the gas-

lights were extinguished by pressure of air from the stage; and further, that the

highest pressure occurred within twenty s:conds of the stage being well alight. The

petroleum ‘emergency’ lights were extinguished within twenty-nine seconds, whilst

some ‘emergency’ lights in which oil and candles were used were extinguished in

thirty-one seconds. The air from the stage entered the gas-pipes, driving the gas

back to such an extent that lights outside the auditorium were extinguished. It is

not necessary to enter here into details of the component parts of the gases generated,

but 1 would point out that from gas ‘of such a nature sufiocation must, of course,

ensue. In another series of experiments where two stage ventilators were provided

the results were very different, for, whilst the first ventilator was opened twelve

seconds and the second ventilator twenty seconds after the outbreak, the reverse

draught created caused the iron curtain to be drawn back on the stage, where it

collapsed. None of the gas-lights were extinguished, though the draught from the

] ) MUNICIPAL THEATRE, HALLE.

auditorium to the stage was very great. On the other hand, the petroleum lamps = pcs. 625, 626. Fire-resistine CurTAN; Pian awp

ELEVATION.

and the ‘emergency’ oil lamps were blown out in about forty-two seconds, and the

candle, in one case, only after forty-four seconds. Every experiment was repeated three times, and the figures I give are

average figures. In this case no dangerous gases entered the auditorium, though the fire was raging furiously on the stage.
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I have referred to this series at some length, as the facts are essential for the appreciation of the value of fire-resisting

curtains, and still more so in considering the lines on which the curtains should be constructed, and the extent of the

ventilation to be adopted on the stage. With all due regard to the advantages of systematic ‘emergency’ ventilation, I

‘would however remark, that the extremist measures advocated by many authorities are certainly not advisable where any

stress is laid on protection by iron curtains; for, as has been seen, the curtain may then be drawn inwards instead of

being blown outwards, but the collapse in either direction would have much the same effect.

Mentioning the requirements of local authorities, I point out in Supplement III. on ‘Legislation, what considerable

variation there is in the codes of different countries, but there are few points on which the requirements differ more than

those relating to the protection of proscenium openings. As far as London is concerned, I should add that the general

absence of curtains must be attributed to the fact that it is only since 1892 that the London County Council has been

able to order curtains in new buildings, and that they have no powers in respect to existing structures. In 1892, I believe,

only five theatres in the Metropolis were equipped with a curtain. Several have been added since then, but such improve-

ments are rather due to the good sense of the various managements than to the powers of the local authority.

But turning now to actual examples of fire-resisting curtains we find much that is anomalous. There are but few

firms of engineers who have constructed more than one curtain of any particular description, and these few appear to be

very frequently changing their designs. 1 cannot in fact, at the moment, think of two stages where 1 have seen the same

form of curtain, or the same system and gearing repeated by the same firm. It appears that nowhere has a speciality been

made of curtain construction, and the contract

for this appliance scems either to go to the FFr=

general contractor for ironwork employed during

the erection of ‘a theatre or to some specialist

in fire-resisting materials. In isolated instances,

where there are modern stage appliances, the

same engineering firm that constructs the stage

sometimes supplies the curtain.

Hence, in arranging my examples, I am

at a loss to define any particular maker as the

author of a typical curtain. The selection of

my diagrams. has had tobe primarily governed J4{¢%¢. {4 ‘1-7 47 yo-o@W oN

by the desire to show the various requirements

which have to be fulfilled in different localities.
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I shall, moreover, only be able to give a few
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particulars of the various examples presented,
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“without referring to bond fide tests. It would
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have been invaluable if I could have definitely

shown how different forms of curtain construc-

tion withstand fire, but the necessary data are

not forthcoming either by experiment or from

actual outbreaks. In fact,'l am only. able to

present one solitary photograph (taken after the GARL DEALS svaow,

Abs iat ha Omens Thetis, Neier, ar FIGs. 627 To 631. FIRE-RESISTING CURTAIN; PLAN, ELEVATION, SECTION AND DETAILS.

August 17th, 1890), illustrating the effects of a conflagration on the curtain, and even here it was a case of the auditorium

catching alight, and the effects of the stage being saved; and as, of course, an outbreak in the auditorium is not so fierce

as one on the stage, it is not a particularly good instance for reference.

Proscenium curtains - are often divided into, three classes: (1) the curtain of wire gauze, (2) the curtain of

corrugated iron, and (3) the asbestos woven curtain. This grouping, it will be seen, is according to the material used.

Another way of grouping curtains would be to make two distinct sections, comprising ‘drop curtains’ and ‘shutters,’ the

former being raised from below or lowered from above, and the latter sliding bodily in front of the opening, in one piece,

or in two pieces, one from either side. There are also combinations formed by two shutters coming from the sides and

a: curfain from the top, the three pieces meeting or ‘locking’ together. Yet another way of dividing the classes of curtains

would be in accordance with the gearing that is used for moving them, for we have ‘manual curtains, ‘hydraulic curtains,’

‘electric curtains,’ etc. As a matter of fact classification is exceedingly difficult, on account of the great variety of design

and the great difference in requirements. 1. prefer not to attempt any classification of this description, but simply to

name some examples.

Speaking, in the first instance, of the asbestos curtain, 1 would refer to the diagram shown in Figs. 619 to 622,

page 113, which describes one of the more typical designs. We find the curtain to be a simple ‘drop curtain,” i.e. a slab
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supported by counterweights, hung over pulleys and raised by a small winch. The slab hangs from the two principal

pulleys by iron chains, and is carefully balanced, whilst it is raised and lowered by two cords running over minor pulleys.

The diagrams show the curtain raised half-way, and the details show the construction of the so-called ‘single-thickness’

asbestos curtains (Fig, 621) and ‘double-thickness’ curtains (Fig. 622). The slabs are framed by light girders, and tied

together with hoop iron. A pair of ordinary I-girders serve on the one side as ‘grooves’ for the curtain, and on the

other as guides for the balance weights. I believe that this kind of curtain is finding considerable favour with managers,

principally on account of economy and lightness, but it cannot be termed a reliable one.

A variety of this asbestos curtain frequently found in London theatres, practically of identical construction, generally

shows the slab cut up to a greater extent with the view of stiffening it, and in addition we often here find a so-called

‘sprinkler’ attachment. This, as ‘a rule, is merely a wrought-iron pipe, carried from the nearest main across the

proscenium opening, and fitted with separate jets, which play automatically as soon as the curtain is lowered, thus

keeping a constant supply of water on the slabs in case of fire, and tending to prevent the asbestos from getting

overheated. Of course a similar attachment can be employed for the first

examples, and here I would add that asbestos cushions are generally

provided for the bottom of all these curtains, to facilitate the exact closing

of the opening at the stage floor, and to prevent too severe a concussion

if the fall of the curtain be rapid. Another curtain of the same material

is the ‘roll-up’ asbestos curtain, which is used where there is not suffi-

clent height to allow for a slab rising. When on the Continent, I: have

frequently met with regulations by which the ordinary ‘drop scene,” or

curtain to the proscenium opening, must be of asbestos cloth, and I am

very much in favour of this material being provided for this purpose, as

there is no doubt that a fire-resisting curtain would much more easily
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withstand the strain of a conflagration if first protected by ordinary ‘slow

combustion’ curtains. The same material is used for the so-called ‘harle-

quin,’ and often also for the first set of ‘wings.’

Turning to the iron curtains, it should be noted that these appliances

generally consist of a light framework well braced in numerous sections,

and covered in with sheet-iron plates fixed on either side. They are

generally worked by winches and well counterbalanced, but of late the

application of hydraulic or electric power for lifting purposes is finding

considerable favour. Of such iron curtains used in this country, I wish

particularly to call attention to a well-constructed one which is utilised at

the ‘Lyric’ Theatre, London (Figs. 623,624). The curtain for this stage

measures thirty-one feet eleven inches in width, to cover an opening of

twenty-nine feet eleven inches, and has a height of twenty-eight feet. The

arch of the proscenium opening is shown in the diagram, but the upper

ea 3000

part is closed by brickwork, and the lower part of the arch has a fixed

curtain four feet in height. The actual proscenium opening has a height

of twenty-seven feet, so that the movable curtain overlaps the opening by

a foot all round. This curtain (@s will be seen from the diagram) is

15 NUNICIPAL THEATRD, ROTTERDAM. worked by hydraulic power, and the rams do not appear to be in any way

EP aetlied by counterweights. The rams take a rolled iron joist, from which

practically hangs the curtain, a wrought-iron framework, braced in two principal sections and cut up into a number of

minor sections, with light iron sheets used to form the covering. The mechanism is worked by one lever, which controls

both the rams. I certainly consider the appliance to be a most suitable one for this country, wherever hydraulic power

is available, and I ascribe its success mainly to the fact that its designer, Max Clarke, an architect with considerable

experience of theatre requirements, has not ‘treated the matter simply as an engineer's theme without knowing: the

necessities of the case in every detail.

On page 115, Figs. 627 to 631 illustrate a very efficient example from the design of the Austrian engineer, Carl

Pfaff. He has designed and constructed several curtains of a more elementary pattern, but the instance presented is

considered to be his latest type. = We find that hydraulic power is used for raising and lowering it, and that the system

of ‘sprinklers’ is also introduced. Nevertheless, counterweights assist the raising of the curtain. It is scarcely necessary

to explain its construction, except perhaps by pointing out that the designer uses curved sheet iron in long horizontal

strips, the curves bulging towards the stage. Whilst admiring the ingenuity shown, I personally prefer the simpler forms

of curtains as more practical. Complicated, and hence often unreliable, mechanism or construction should be avoided where
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human life is at stake. Yet, this type of curtain particularly commends itself to the study of those who are seriously

interested in the subject, for it is the outcome of the theories which were framed after the various experiments made at

Vienna, to some of which I have already alluded.

At the Municipal Theatre, Halle, we also find that a corrugated iron curtain, illustrated in Figs. 625, 626, on

page 114, has been introduced. Here, agaih, the diagram practically explains itself, and shows how the curtain is framed

and braced, and slung from six points, the cables running over the pulleys and on to counterweights, whilst the hydraulic

ram and guide which works from ‘gridiron’ level regulates the ascent and descent by a lever on the stage floor. The

principal dimensions of the curtain will be seen in the illustration, but I would point out that, as in most theatres, a fixed

iron curtain covers the upper section of the opening. Referring to similar designs, I would call attention to the iron

curtains which are shown in connection with examples of stage mechanism in Supplement I. We have the example at the

National Opera House, Buda-Pesth, depicted on a plate facing page 52, and another in connection with the Court Theatre,

Vienna, in the cross section given in Fig. 96 on the plate facing page 61. In the ‘ Hofburg’ Theatre and the Buda-Pesth

Opera House, we also find two rare instances in which second curtains are provided for the division of the principal

stage from the back stage, with the view of diminishing the

risk of a spread of fire and confining the conflagration to the

‘back of the house.’

It would be useless to present many further examples

2000.

of fire-resisting curtains, for those already illustrated amply

describe the main lines which have, up to the present, been

considered in the construction of these appliances. 1 will,

oe B000)

therefore, conclude with two other instances, one at the

Municipal Theatre, Amsterdam, shown in Figs. 635 to 638,

on this page, and the other’ at the Municipal Theatre,

Rotierdam, in Figs. 632 to 634, page 116, - It is interesting

to observe that, in both cases, iron curtains with plain corru-
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gated surfaces have been employed, but whilst in the one
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the material has been fixed vertically, in the other the slabs
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run horizontally. In both instances counterweights and

>
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manual labour are employed for working the curtains, and in

the Amsterdam example it will be seen that ‘sprinklers’ are

provided at the top of the slab. In this case the ‘sprinklers’

are in the form of a pair of pipes placed just in front of

and behind the curtain proper. Particular care has been

taken to make both curtains ‘smoke-proof.’
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I have purposely refrained from presenting any of the

: : : : a CH

shutter curtains which slide bodily from one side or from Hy a HH ji Hi

both sides in sections. I consider them to be unsatisfactory =

in the highest degree. Neither have I presented any examples

of wire gauze curtains, as I regard them as most unsuitable

for the purposes they are supposed to fulfil. The examples

presented, on the other hand, show work executed in a prac-

tical manner, though there is ample room for modifications MO NICIP SM THESTRE, AMSTERDAM.

and improvements. No theatre, to my mind, has yet shown rh a hee

us a model iron curtain. To summarise, as far as simplicity in working is concerned, I certainly prefer the drop curtain

from the design of Max Clarke, as adopted in the ‘Lyric’ Theatre, London, and next the design which is carried out at the

Municipal Theatre at Amsterdam. Curtain construction is, however, yet in its infancy, and there is much to be done

before perfection can be reached. |

I may add that, no matter what may be the tenor of official enactments, a small opening or door in the slab is very

essential, for whenever a fire or panic occurs and the curtain is dropped, it is invaluable that some responsible person on

the stage should quickly get into touch with the audience. Of course this opening must be of the smallest possible

dimensions and well framed, and the door must be thoroughly well constructed and braced, and hung so as to be self-

closing, with smoke-proof joints. I am fully aware of the risk of having this door in the iron curtain, where it is a

possible source of danger; yet, on the other hand, after duly weighing the matter and reviewing the experience already

gained, I must advocate its introduction. I have found that wherever the presence of mind of an actor or employee on

the stage allows him to put himself in communication with the audience, he generally obtains a hearing and tends to

allay the panic.

III—2 L
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Perhaps I should also mention that it has been said that the effect of closing the proscenium opening tends to

create a panic. There is no doubt that an ungainly iron or asbestos slab suddenly lowered in the middle of the performance

would ‘ create uneasiness, and hence it is essential that every effort should be made to prevent this. . There is no reason,

however, why the iron curtain should not be an ordinary act-drop, and be painted and treated pictorially in the usual

manner. A well made fire-resisting curtain should be just as easily controlled by the employees as any ordinary drop-scene.

There are, in fact, several instances where the ordinary act-drop is a fire-resisting curtain, whilst in the Court Theatre,

Vienna, the surface facing the audience has been charmingly treated in such a way as to represent ornamental ironwork.

A view of this curtain, given as the last illustration in this volume, should show that iron curtains need not be ungainly

appliances tending to create panic merely by their appearance.

To refer to my remarks on the importance of ‘emergency ventilation, 1 may state that every stage should be

provided with one or more large metal flues or ventilators in its roof, or with ventilating sliding skylights, operated by

means of ropes and counterweights, controlled at the level of the stage, or arranged to work automatically by the burning

of a hemp cord in case of a stage fire. The object of this ventilator is to provide an outlet and ready means of escape

for the thick smoke and fire gases, and if possible any tendency for a draught towards the auditorium must be avoided

by applying some apparatus for closing the ‘sunlight’ well over the latter. The opening over the stage would no doubt

act as a means of increasing the draught and spread of the fire in the “gridiron,” and on this account :it has been

objected to by many who were evidently more concerned with the saving of the building from destruction than with

the saving of life. But, human life being of greater value than property, and the ventilator acting as a powerful means

of removing the smoke, the objection raised is evidently of little importance. The exact area of the opening should be

carefully calculated in relation to the superficial area of the stage floor.

In conclusion, I would only add that the maintenance and working of these appliances demand the closest attention,

for the most practical of curtains or ventilators may otherwise not be properly available on an emergency.

As I have indicated, it may appear strange to have gone to such considerable length in speaking of what is generally

considered a matter of detail in the equipment of a modern playhouse, yet the importance of these details is so great to the

security of the audience that I have made an exception which I trust may tend to emphasise the value 1 attach to the

safe-guards here discussed.

‘QUEEN’S’ THEATRE, MANCHESTER. (Destroyed August 17, 1899.)

FIG. 639. VIEW OF FIRE-RESISTING CURTAIN AFTER OUTBREAK. }
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IN a volume of this description it must always be difficult to write the concluding words. The subject of this Treatise is

so extensive, and, as originally intended, I have only touched in a most general way on the characteristics of its more

important sections. Yet although I have purposely avoided the detailed enumeration of facts more suited to a text-book,

I feel as if there remained ample scope for further examples and further comments, and that even the additional Supple-

ments devoted to certain matters which I hold call for a more technical treatment than is given elsewhere in these volumes,

by no means exhaust special departments which present such an infinite number of points of interest. 1 might proceed

to treat of colour in decoration, having special

regard to the methods of illumination common to

the playhouse, I might discuss the application of

sculpture and painting to the auditorium, or 1

might enter into questions of furniture, hangings

and upholstery, but 1 fear that such a course

would lead too far, and tend to the multiplication

of details which I am anxious to avoid. And yet,

I cannot forego remarking even at this place, how

important for the general effect of the architect's

work become, in the playhouse; such details as the MUNICIPAL THEATRE, SALZBURG.

upholstery, the fittings—even, say, the door and Eis. Sor. AUBONIS Ya ar coe

window furniture—and above all, that where the

funds permit of the combination of the two arts

kindred to architecture, the application of sculpture

and painting may either make or mar a design.

But to discuss the merest detail of door fur-

niture—say, the panic bolt, which has been the

object of so much thought and invention, so much

experiment and so much regulation—would occupy

considerable space, whilst the many theories and

principles of design enunciated by eminent archi-

tects, painters and sculptors regarding the allegorical GERMAN THEATRE, VIENNA.

treatment of the decoration in the great monuments Pi tay. Aumrsnin, Nios op come

of theatre architecture would by themselves form a volume of some bulk. In the case of such structures as the great

Paris National Opera House and the ‘Hofburg’ Theatre at Vienna, exhaustive monographs have, in fact, already been

published on the plastic and fresco work, clearly demonstrating the great importance which such features may assume in a

building designed by architects worthy of their calling. Even in houses of less importance, for instance any three theatres

by Ferdinand Fellner and Hermann Helmer—say, at Vienna, Salzburg and Ziirich, respectively—the painting on the ceiling

may rightly be considered to belong to the higher forms of art.

To take another instance, the metal-worker’s craft in its best form must be applied to the decorative fittings, such

as chandeliers, brackets and the like, with due regard to the requirements of the playhouse. In the chapter dealing with

IL.—m2 M 10 2 .T
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the auditorium, the illustrations of some of the great chandeliers or lustres which figure so prominently in a modern

playhouse, well explain the great variety in principle and purpose which may be found in the larger fittings, and the same

holds good for the smaller ones.

Take again the seating, with all its many variations of ‘tip-up,” convertible or movable seats,

the benches and the divided benches or chairs. A record of such furniture could not fail to show

what a number of apparently unimportant details really call for consideration where an attempt is

made to approach perfection in the ensemble of a theatre.

But it is impossible in the scope of these volumes to treat of everything that relates to the

playhouse, even on the most general lines. I have had to limit myself to those matters which, to

~ my mind, characterise the playhouse as distinct from other buildings, and to those questions only

regarding which, from the practical standpoint of modern theatre requirements, reference to this -

Treatise may be considered desirable.

The descriptive character which I have attempted to give these volumes, and, in fact, the

absolute dependence of my words upon the many illustrations presented, preclude the possibility

of any summary of the contents of the Treatise to which these pages form the conclusion. But, in

the absence of any summary of the main features of theatre design to which I have called attention, a

and of any specification or model code of what should be done in the modern playhouse, I cannot Po 0s Soma AO

refrain from at least repeating briefly, and almost in the same words as those used in the Introduction to the First

Volume, what 1 hold to be the ideal for which the architect of a theatre

should strive.

Let me hence state that to my mind any architect approaching the subject

should first fully recognise that his work demands both the largest share of real

beauty and the most careful blending of architecture, painting and sculpture with,

at the same time, the satisfaction of innumerable practical requirements, hostile

to his best efforts at perfection in design. He must not blind himself to the fact

that no class of building puts forward more numerous, complex and essentially

technical demands, whilst requiring that the architectural rendering shall not fall

below the highest standard of taste. It should be his aim to house the drama

in a manner befitting the position of that august art, yet not to forget those

other practical requirements among which sighting, hearing and opportunities for

escape in case of danger, must ever hold foremost positions.

Circumstances may prevent the architect from even attempting to approach

his ideal. Economic conditions in this country particularly are against any one

who sets himself the task of fulfilling such a programme. Yet, when he is

‘WAGNER’ OPERA HOUSE, BAYREUTH. given a commission, even under the most adverse circumstances, this ideal should

Denn tual be always present in the architect's mind; and. if it is, there is not the slightest

doubt that even under the most difficult conditions a satisfactory playhouse may be designed.

But to attain this end it will at least be necessary that the financial basis of the

theatre should be in every way sound, and that the commission be placed in the hands of an

architect who deserves that appellation in its best sense. No matter what size the theatre,

and no matter what its purpose; no matter whether the institution has official aid, or if

the establishment be a commercial enterprise and nothing more; there is no reason why the

drama should not be suitably housed, and it is an absolute mistake to believe that on the

one hand a large building fund alone ensures good work, and, on the other, that a small

outlay must result in the production of an eye-sore.

As regards the future development of the existing principles of theatre design prac-

tised at home and abroad, the page of illustrations opposite (Figs. 647 to 652), illustrating

plans based on the radial system of Gottfried Semper, may be taken as the direction in which

designers will probably work, whilst the three illustrations on this page (Figs. 653 to 655)

describe the amphitheatrical lines of old as adapted to recent buildings, which in their appli-

cation are likely to materially influence the future arrangement of the auditorium. In other PEOPLE'S THEATRE, WORMS.

words, the radial plan of Semper, with its clear expression of purpose, combined with the more a

open and amphitheatrical seating arrangements of the ‘Wagner’ Theatre, may be looked upon as the precursor of the

impending era in theatre design; and with the growing tendency—both from the sentimental and the protective aspect—

to place theatres on isolated sites, I hold that every facility is given towards development on these lines.

I am here, of course, speaking of Europe generally; and in speaking thus, I may say, that in my opinion, Teutonic
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influences are in the ascendant, whilst the principles of theatre design

as practised in Latin countries no longer accord

with modern requirements. The application of the latter will hence probably only be exceptional.

As far as England is concerned, or particularly the Metropolis,

felt, just as that of the Latin countries was evident during the earlier

MUNICIPAL THEATRE, ZURICH.

Fi1G. 656. VIEW oF CEILING.

this Teutonic influence is already making itself

part of this century. And it only remains for

these Teutonic lines to be suitably applied to our

peculiar purposes and conditions to open a fresh

era in theatre design which may give a new

character and, perhaps, some individuality to the

housing of the drama in the British Isles. Up

to the present, with the exceptions indicated,

theatre architecture in the sense of a liberal art

has been non-existent, and we simply have a

form of theatre construction of essentially eco-

nomic tendency that is lacking in refinement.

Theatre construction has, in fact, fallen to a very

low position in London, and this is especially regrettable at a time when architecture generally has been making such

rapid strides throughout the United Kingdom.

As a concluding word, let me express the hope that these volumes

may in some slight measure tend to raise the

standard of the housing of the drama in our Metropolis, and that the examples presented in this work may assist all those

who are interested in theatres—whether resident on this side of the Channel or abroad—in determining the character of the

future playhouses of Europe.” =

MUNICIPAL THEATRE BROMBERG.

FiG. 657. AUDITORIUM ; VIEW OF PROSCENIUM.
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SUPPIL.EMERT 1.

STAGE CONSTRUCTION

INTRODUCTION.

A MOVEMENT known by the name of ‘Stage reform’ has of late years received some attention in this country. It

originated some twenty years back in Austria, with the primary object of encouraging the greatest possible imitation of

nature in the mise-en-scéme of opera and drama. The rudiments of art, as understood by painters, sculptors, architects

and the cultured public of the day, were to be applied to the stage, and .a true Scenic Art-was to take the place of the

nondescript, irrational and frequently coarse mounting previously given to plays. To facilitate the efforts of the scenic

artist, the fullest application of our modern sciences (notably of mechanics and hydraulics) in the interest of ‘Stage

reform’ was considered essential, and the introduction of recent methods of lighting was also deemed necessary. The

numerous fatal conflagrations which had originated on the stage, caused the question of protection from fire to be closely

associated with the movement, while the frequency of dangerous diseases among the members of the dramatic profession

preserved the claims of hygiene from neglect.

The movement, as I have said; originated in Austria, soon after the terrible ‘ Ring’ Theatre fire at Vienna; and, on

account of the prominence accorded to protective measures against fire, much headway was at that time made in German-

speaking countries. Able exponents were found among leading artists; and stage-managers, architects, engineers, firemen,

and last, though not least, the Government and municipal authorities interested themselves in the matter. Since then the

movement has not only surely and gradually developed throughout Austria and Germany, but has also spread beyond the

frontiers of those countries. Concurrently, some quite independent movements also originated amongst several other nations,

and, though the purposes of these were not identical, they were very similar. Throughout Europe, a transitional period

may be said to have begun for the stage. Up to the present time, however, this period has nowhere attained its desired

termination in any generally recognised reform. No definite new era has yet opened, even in the countries where the

movement first obtained a footing. Experiments have been numerous and various, and the failures have almost

outnumbered the acknowledged successes. The boldest experiments, with their valuable achievements and costly failures,

have, however, now been made, so that little remains to be done except the practical and systematic application of the

experience gained. I may here at once say that I see no reason why the experimental or transitional period of the

movement should not now be superseded by a new and definite epoch, more especially if the matter is taken up by men

who are free from fads of their own.

The primary object of the originators of the movement—i.e. the closest possible imitation of nature—has in

several instances already been attained, but the Art-world, and the cultured also, have found that this generally means

crude realism. The mystery of the mise-en-scéme, so necessary to a good scenic picture, is lost, and much also of

the so-called ‘feeling’ of the spectacle is lacking. Modern science and the most recent methods have already been

employed to some purpose in the interests of the mounting, but stage-managers and experts have found that an extreme

11,2 Y
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modernisation of the scenic artist's auxiliaries often means more complication and uncertainty than was formerly the case.

The expenditure incurred by extreme reform on the stage has also been found to be disproportionate to the advantages

gained therefrom. |

Both in the effects to be obtained, and in the methods to be adopted, practical reform is now gradually taking the

place of radical reform. There can be no doubt that the exponents of the extremist movement have given the necessary

impetus towards the improvement of the scenery, and future generations will be greatly indebted to them. As is usually

the case, however, with any radical reform, the originators of the movement are scarcely likely to see their proposals

adopted in their entirety. Nevertheless, they may be well satisfied that a moderate and practical outcome of their efforts

is assured. And this is a great deal when we consider to what an extent the stage clings to tradition and convention,

and repudiates any interference from outsiders, and how sweeping the proposed reforms appeared twenty years back.

In England, the primary object of ‘ Stage reform,’ the imitation of nature in the smise-en-scéne of both opera and

drama, has certainly found a fair amount of favour. This, however, is virtually due to the manner in which the public

have associated the movement with that crude realism which has of late met with so widespread an appreciation in all

branches of art and letters. There has been no outcry against the indifferent mounting of a play, and the realism of a

spectacle has generally been more appreciated by an audience than its merits as a work of art. ‘Stage reform’ in this

country is still associated with the sensational shipwreck, the race, or some other exciting item of the programme, and any

popularity of the movement is practically due to the rendering of such realistic scenes. There have not yet been many

instances where art alone has helped the movement, but for that matter, perhaps, we have not seen many examples of a

mise-en-scéne on truly art lines.

With very few exceptions, on a small scale, no extreme reform has been attempted in this country as it has in

Austria and Germany. This is largely due to the fact that our actor-managers have to rely on their own purses or on

those of some speculative financier, instead of having a certain proportion of public funds placed at their disposal. Our

managers cannot afford expensive experiments. Too much risk is involved in the sudden departure from traditions and

conventional usages, and the most that can be undertaken is a gradual improvement of the scenery on the old lines.

Such improvements, as distinct from extreme reforms, there certainly have been. Sir Henry Irving, of the Lyceum Theatre,

is a notable exponent of moderate reform. The late Sir Augustus Harris, our leading zmpresario, has also done much in

the gradual beautifying of his scenes on recognised lines, though he was frequently hampered by the fact that his

productions required a too realistic mounting of the ultra-sensational kind.

If we wish to see a mise-en-scéene on artistic lines, the outcome of extremist experiments, we have only the private

stage at Bushey, where Hubert Herkomer, who at one time took a leading part in the movement in England, has at his

own expense achieved numerous successes as a stage-manager and scene-painter. His miniature stage has been a

working model from which our actor-managers have learnt much. Those who have had the good fortune to see one of the

Bushey performances will have realised the difference between nondescript mounting and really artistic scenery. The

general public little knows to what an extent the efforts of Hubert Herkomer have affected stage management. Without

his private experiments, it is hardly probable that even Sir Henry Irving's stage would have shown such improvements as

are now accepted as a matter of course.

The curious feature, however, of the movement in England, is not so much the absence of extreme changes in the

scenery of our stages, as the almost entire absence of the application of modern science and modern methods in the

interests of stage management. Even the few exceptions which do exist generally concern only the substitution of

electricity for gas in stage lighting, or some minor or mechanical appliances to facilitate what is termed a ‘quick change.’

We are for once untrue to our national reputation for practical adaptations; and this, moreover, in a case where there is

unlimited scope for energetic young engineers. In this country, again, the question of fire protection has not been

associated with the movement, and the advancement of stage hygiene seems scarcely to have been considered by our

exponents of ‘Stage reform.” The former omission is, of course, quite in keeping with our traditions. We insure our

property, and never consider the tremendous national loss by fire, nor do we take measures for the protection of life until

some great catastrophe has fallen upon us. But in the matter of hygiene, such neglect is unusual in a country which

prides itself on its leadership in matters connected with sanitation.

In this Supplement, I now propose to show how far modern sciences and methods have already been brought into

the service of stage management, and how the protection of audiences and of employés has been attended to, as far as the

arrangement of stages is concerned. I do not intend to formulate any model code of requirements, or to describe any

model stage of my own. The following pages will be confined to explanations of typical examples of stages erected during

the last twenty-five years, nearly all of which are in full working order at the present day. The series will be illustrated

by reproductions of the original working drawings specially prepared for me, or, where these are not forthcoming, from

measured drawings specially plotted on the spot. I have added also a few descriptive sketches and photographs,

together with some diagrams. I am showing examples from different Continental countries—thus, for instance, the stages

of the Amsterdam Municipal Theatre, the National Theatre, Christiania, the Berlin Court Theatre, the Halle and
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Wiesbaden Theatres, and a new stage for Munich. These are all stages in which modern methods have been employed.

The stage at D'Oyly Carte’s English Opera House, now better known as the Palace Theatre of Varieties, is also included in

this Supplement as one of the few examples of modern stage mechanism to be found in our island. Then, again, the Paris

Opera House stage is represented, as one of the first in which iron was used to any appreciable extent in the construction.

Modern wooden stages are illustrated by some drawings of the Vienna Court Opera House, and the * Flemish ® Theatre at

Brussels, the Court Theatre at Dresden, and the ‘ Eden’ Variety Theatre at Paris, which has only lately been pulled down.

Earlier examples of stage machinery are not dealt with, as these can easily be explained from what I shall term a

typical example of the English stage of to-day. There is little difference between the ordinary London stage of 1897

and the stages of 1750. The electric light may have incidentally taken the place of the limelight and gas of recent years,

or the candles and lamps of an earlier period, and, as I have observed, there may be some ‘tricky’ mechanical detail or

slight improvement in the minor gear; but such unimportant contrivances, I am afraid, complete the list of changes made.

Even where the mise-en-scéne is improved so much as at the Lyceum Theatre, the antediluvian wood stage still remains.

London, however, is not the only city, nor England the only country, where such lack of progress is observable. Modern

stages are as yet rare abroad, except in the countries where ‘Stage reform’ originated. The only difference is that, while

some of the oldest and worst stages in London have been known to show excellent mounting, good scenery abroad will,

as a rule, only be found on a modern stage; and I will here take the opportunity to express my admiration at the

perfect scenic arrangement of some of our plays, for the production of which our managers are so greatly hampered by

their pitiable stage equipment, which compels them to have recourse to innumerable makeshifts. It would, however,

be impossible for the London manager to do such excellent work if he had to change his play-bill daily, as is frequently

the case on the Continent. © The so-called ‘set pieces,’ for instance,.could not then be so extensively used as they are

now. It is probable that plays with long runs, in which the stage-carpenter's work becomes mere routine, have partly

been the cause of our tardy progress in ‘Stage reform,’ while the more complicated requirements of a continually

changing play-bill must have assisted the movement abroad.

Before commencing the compilation of this Supplement, I visited most of the playhouses on the Continent noted for

their modern stage equipment, solely with the view of studying this particular branch of theatre construction, and the

practical merits of each stage have been carefully considered—quite apart from the importance of the institution to which it

belonged—before the examples here presented were determined on. Manifold opportunities were afforded me for testing

everything of importance under varied circumstances, and I was specially allowed to see the necessary account books,

in order to study such financial details as the cost of wear and tear, the maintenance of the requisite staff, etc. As new

subjects, however, only too easily lend themselves to prejudice, I have sometimes made it a special point to quote the

opinions of those in charge of modern stages, and, where possible, I have tried to indicate the ideas and views of those

responsible for the design. I have also been at pains to visit all parties concerned, and, besides having had the advantages

of personal interviews, have generally also had reports or descriptions prepared for me, embodying various views on

specific features.

It is, perhaps, not out of place to mention that, with, I believe, two or three exceptions where small monographs

have appeared on individual theatres, none of the examples have been presented before, except incidentally in the form of

miniature woodcuts appearing in some of the foreign technical journals or handbooks on theatre construction and stage

decoration. Even Moynet, whose able volume, ‘Trucs et Décors,” was published in Paris during 1893, treats almost

only of the old wooden stage, and his illustrations are of an essentially popular character. Contant’s work on theatres,

which was issued in 1842, has a supplement to his second edition, dated 1860, which, to my knowledge, is the only

instance in which the stage has been illustrated from working drawings. In describing the old wooden stages of his

time, Contant devoted no less than forty large plates to their illustration, explaining English, German and French

systems of stage carpentry, with most exhaustive details; but this is now thirty-seven years ago, and his examples belong

to the beginning of the century. I must not omit here to point out that Clement Contant was an architect, and that the

stage appliances of his day would perhaps have been more appropriately dealt with by an engineer. To-day, when iron

replaces wood, and hydraulics and electricity supersede manual labour, the description of the stage certainly appears to

be rather an engineer's subject than an architect's. Hence, like Contant, and with still more reason, I must crave

indulgence from engineers if my explanations and diagrams show a want of that knowledge of mechanical engineering

which they expect from members of their profession. As an architect, I am at a disadvantage.

It would certainly be premature to attempt any rigid form of classification in so new a subject. The exact defini-

tion of the headings seems to me practically impossible. It would, however, be well to note that, during the preparation

of this Supplement, I have grouped the stages according to the materials of which they are constructed. 1 have used the

headings: Wood Stages, Wood and Iron Stages, and Iron Stages; and I have also found it necessary to arrange for

subdivisions according to the power chiefly employed in working the appliances. These subsections are: Manual Labour,

Hydraulics, Electricity. Owing to the almost entire absence of steam for motive power in connection with stage machinery,

a separate division for appliances where steam is employed was not required. I have first taken the wood stage, then
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the wood and iron stage, and, lastly, the iron stage. Manual labour is employed in all three, but electricity and hydraulics

are only to be found in connection with the latter. Hence the division of the subject is practically as follows :—

Wood Stage: Manual Labour.

Wood and Iron Stage: Manual Labour.

Iron Stage: Manual Labour; Hydraulic Power; Electrical Power.

Before, however, speaking of the stage, I must particularly call attention to my remarks in the Introduction to

Volume I., on the purposes of the various classes of playhouses for which scenic paraphernalia have to be provided. This

may at first sight appear out of place, but I hold that if the purposes of the different institutions are borne in mind, it

will greatly facilitate the appreciation of the circumstances which govern the construction and working of stages, and the

structural, as well as the economic difficulties which have to be overcome. I must also refer to my remarks in an earlier

part of this volume, on the planning of a modern playhouse, more especially in regard to the stage and auditorium; for it

should be clearly remembered that the sighting and acoustic properties have to be considered. The block plans of the

various examples illustrated should be carefully studied in connection with the subject, for the relative sizes and outlines

of the stages may be judged from them, and it will be

observed that the differences in many instances are

somewhat remarkable. The outlines and dimensions

naturally depend, in the first place, on the respective

requirements of the stage management or owner; but

in’ the same way as the lines of the auditorium. are

essentially governed by the proscenium opening, the

setting out of the stage is regulated by the height and

width of this all-important feature. From these plans

it will alse be seen that many of the stages have

so-called rear or back stages, the dimensions of which

are, however, dictated mainly by the facilities to be

afforded for obtaining certain effects. Altogether, I

would emphasise that not only the architect, but also

the engineer who wishes to give attention to the sub-

ject of stage construction, must fully comprehend the

requirements and possibilities, and it is absolutely

essential that he should not only know the wishes of

an individual client, but also the varied policies or

makeshifts necessary under different circumstances, and,

above all, in different countries.

Again referring to the Introduction to Volume I.,

it will perhaps be remembered that I spoke at some

considerable length on the very different manner in

which theatre construction was treated by the archi-

SOVENT. GARDEN OPURA HOUSE, LONDON: - Sraan, tects of the Continent as compared with the way in

Rr nn ae which it is dealt with in this country. I laid some

stress on what I might almost term the difference of feeling which pervaded theatre architecture, and it would not be out

of place to repeat that there exists a considerable distinction between the artist and leader of his profession who is

responsible for the Continental building and his more practical confrére of our own metropolis, to whom it is all-important

that he should possess the abilities of a financial agent before almost any other consideration.

In the same way as there is a decided contrast in the character of those responsible for the erection of theatres in

this country as compared with those on the Continent, so there is a wonderful difference in the personnel responsible for the

construction and working of the stage. With few exceptions the construction of our stages is in the hands of mere

stage-carpenters, who possess but little more technical knowledge and experience than the ordinary foremen-carpenters of

the building trade, and whose position in the theatre is similarly no better than that of any average foreman of artisans.

Abroad, even for the construction of wood stages, the commissions are given to fully qualified engineers who hold

influential positions in their profession. More particularly in German-speaking countries there is a distinct calling of

‘stage-engineering,” and though some few of the present leaders may have risen from the ordinary stage-carpenter, this

profession is practically now only composed of men whose preliminary training alone often approaches that of our Royal

Engineers. The body of stage-engineers includes men with exceptional powers of initiative, as may be judged from the

chapters dealing with modern hydraulic and electric stages; and the way in which the work is usually executed also

displays, I am glad to say, such full consideration for the requirements of the scenic artist as is but seldom found where
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the interests of art and science clash. In several instances even the stage-engineer also takes the position of ‘director of

scenery’ (Artistischer Leiter), and he is held responsible for all stage effects, including the design of the scenery, which is

prepared under his supervision. This last-named combination of offices in one man I certainly do not hold with, and I would

add that the arrangement is but rarely successful. I

prefer to see the mounting of a play in the hands

of a scenic artist of recognised standing, to whom

the engineer and the principal of the painting room

should be able lieutenants, and not collaborators on an

equal footing. One mind alone should govern the

mounting of a play. All the larger theatres of the

Continent, it is noticeable, employ permanent engineers,

whose appointment is mostly in the gift of the owner

and is held continuously, irrespective of any change in

management, lesseeship, or varying appointments of

scenic artists.

It is not my intention to indicate how much

the scope of the engineer depends on the individual in

charge of the stage—in other words, the stage-manager,

lessee, or actor-manager, as the case may be—nor do

I wish to speak of the various circumstances on which Es IU On: Ta

FIG. 4. VIEW OF ‘ GRIDIRON.’

depends the amount of attention the mounting of a

play receives, what effects are attempted, and what methods are employed. All this would lead too far, though, to repeat,

it is essential for the theatre engineer to be versed in the varied requirements that he may be called upon to consider.

I cannot, however, when speaking of the modern stage, omit some mention of expert opinion on scenic art and its

auxiliaries, for nothing has so materially influenced the recent development of stage mechanism as the candid criticism of

recognised authorities.

I have before stated that it is my purpose to quote the opinions of others in treating a subject which lends itself

so easily to prejudice, and I could not, perhaps, find a better opportunity than the present to reproduce some views on

the anomalies which exist in the mounting of our plays, so ably expressed by Hubert Herkomer when the question of

‘Stage reform’ was first mooted in this country. This distinguished artist has generally put forward the argument that the

real secret of perfect scenic art lies in illusion, i.e. in visual. deception, .or..in ~not. allowing the eye of the: spectator io

discern the means whereby the semblance of reality is obtained. Mere actuality will not accomplish this any more than

will good painting per se. It is in the attempt to get absolutely every requisite effect by painting that so much mystery

1s lost on the stage, for. the scenic artist's art should be as much concealed ‘as. that of: .the actor. It -should net be too

manifest whether a background is painted or modelled any more than whether an actor is ‘made up’ or appears in his

natural form. All we ask is that he shall look the character he is portraying. In the same way we desire that his back-

ground shall be artistically correct. Herkomer pleads that the

‘make-up,’ as it were, of the background should be regarded as

of equal importance with the actor’s personal ‘make-up.’ To

dispense with the one is to throw the actor and his surroundings

out of harmony. Indeed, if we accept a rose-bush cut out of

thin boards, the edges of which we can hold between our

thumb and first finger, or a street scene painted on canvas and

hung across the stage—a sheet that is moved like a sajl by

every draught—and upon which the shadows of the passing

actors thrown from the footlights fall, we ought, in all truth,

to be satisfied with an actor whose wig has been so badly

fitted that his own hair is visible beneath the artificial covering.

The. latter, would. never be tolerated by the audience, yet the

former are seldom objected to. The authority I am quoting

considers that it is amazing how an audience, which is only

COVENT GARDEN OPERA HOUSE, LONDON : STAGE. wl :

Pier ar Vink of inten Sosteenne ty too ready to ridicule the slightest inconsistency in the characters

of a play, will meekly accept the grossest incongruities

in the scenic effects. The ufter absence of mystery, the barefaced, childish neglect of any effort 40 be true to the

appearance of nature, never disturbs. Herkomer holds that the stage is a medium through which the greatest truths in

nature can be brought home most effectively to the minds and hearts of the people, and that all the arts should, to their

nt.—2 .Z
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fullest capacity, be united to obtain the most perfect expression of life and its surroundings. But we should not be

satisfied until the various arts employed on the stage are brought to an equal degree of perfection.

Although scenic art has improved in this country, it has been a slow process, and has not been inspired by any

solicitations from without. "When our audiences begin to howl down a ridiculous stage moon, we shall probably find a

way to mend that luminary. At present it is quite safe to let our moon rise perpendicularly #4 the sky very quickly until

the mechanism is exhausted, and then to allow it to remain stationary. Further, it is quite an accepted arrangement

that the moment this red rising moon appears above the horizon it shall emit rays of blue light from the opposite direction

from which it comes. It is safe to let down a ‘wobbly’ sheet of canvas close to the footlights, with a scene painted

thereon representing breakers dashing over the rocks, and perhaps a sinking ship in the distance, to which the actor may

have to refer in his speech. It is safe to have layers of canvas hanging from the ‘sky’ like so much washing hung on a

line; and certainly but few have ever questioned the prerogative of the ‘firmament’ to come together at right angles in

the corner. It would take almost a volume to describe the many anomalies of scenery constantly observed on the

London stage.

In regard to the anomalies existing in stage-land, opinions, not so very unlike Herkomer’s, were first publicly

expressed at Vienna in 1881, when the so-called ‘ Asphaleia’ Syndicate, to which I refer later at some considerable length,

was promoted to construct hydraulic stages. = The originators of that enterprise assume that the desire ‘for realism

which pervades the nineteenth century has completely changed the end and aims of modern scenic art. The scenic, like the

dramatic artist, endeavours to play the part of interpreter between author and public. Now-a-days, both must thoroughly

study the author whose work they present; they must understand his motives and designs if they would give a proper

setting to his teaching and his ideas. The decorative artist must, like the actor, know how to be in earnest. Actor

and scene-painter alike must, above all, so labour that the audience shall forget that they are within the four walls of a

theatre. But our old stage methods prevent the realising of such an aim, and the impression of the audience that they

are only witnessing a play is often far too palpable.

A pamphlet issued by this ‘Vienna Syndicate in 1882, also contains some interesting remarks on the subject of

personnel. 1 will here quote verbatim: “The theatre had to develop behind the back of society, and the memory of this

former condition still clings to things theatrical. Truly the actor of to-day is treated well enough by society; he is no

longer a vagabond and a stroller. Nevertheless, the stage still occupies ‘an exceptional position; it is still, to a large

extent, ignored by the State and by science. Science has turned industrial. She makes railroads, steam engines, factories

and mills; she tins meat and condenses milk; but she has not troubled herself about the stage, and is only now waking

up to its necessities. Hence it is that so many persons connected with the fec/nigue of the theatre are destitute of the

smallest amount of scientific knowledge. They have all been through the mill; they know the whole routine of the theatre

—as it was, is, and, as they think, evermore shall be—and they hand on their limited knowledge to their descendants and

successors. As a result, there has been no essential change in the planning and arranging of the stage for 200 years past;

indeed, fundamental improvements were as little likely to be made under such circumstances as it was possible for the

average farm labourer to invent the steam plough.”

The state of affairs in our own country has been indicated, and Herkomer’s words on the subject have been referred

to. I have just quoted ‘the opinions of some Continental experts; I will conclude with some remarks by another authority,

who must, however, here be nameless. This expert argues that as an actor should seek to obtain the closest resemblance to

nature, so the theatrical manager should cause the play and its scenic surroundings to appear as the spontaneous growth of

the time in which the drama or opera is set. We credit the actor with the genius of simulating nature. As a matter of

fact, the principle on which he proceeds should also dominate every detail of the theatrical production. What the actor

strives for, the manager, stage-manager, scenic artist, engineer, musical conductor and chorus should be striving for too.

Each, in his respective department, should endeavour to simulate nature. 1 emphasise the word ‘simulate’ because the

simulation, as distinguished from the actual reproduction of nature, is the peculiar province of stage art. It is a fact that

the real tree upon the stage looks less like a real tree from the auditorium than a tree painted upon a piece of canvas, and

that with a little canvas and a little paint the scene-painter can, at the expense of a few shillings, produce a Persian rug

looking costlier and more like the veal article than would an actual Persian rug costing a couple of hundred pounds.

What in real life would appear grotesque, becomes on the stage a perfect simulation of nature. The actor's natural bloom

would be a ghastly pallor in the glare of the footlights, so he is obliged to rouge his cheeks in order that their colour

may look natural; and as, in this case, the appearance of nature is produced by exaggeration, so it is with everything

pertaining to stage art—voice, gesture, costume, scenery, properties, light effects, &c. They must all, so to speak, be

‘rouged’ and ‘roughened.’ A stage production, to be successful, must be prepared with this principle always in view.

Speaking of the typical stage carpenter, this authority always refers to him as ‘going with the lease.” He describes

him as a man who has not learned, or, what is worse, has not unlearned a single thing in all these years. The architect,

he contends, may give to his part of the work the result of his best knowledge, he may apply to it every modern improve-

ment, and do all he possibly can to make his theatre stand for all that is best in construction, so that his house may
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splendidly typify the progress of his time, and then, ignoring entirely the man to whose poetical brain and practical brush

the public must look for the pictorial part of the productions of his stage, - he. places the execution of the necessary

appliances in the hands of a man whose only ambition is .to make them ‘as they made them when he was a boy’

Sentiments of this description are not expressed without full conviction. Unfortunately, only few appreciate a well-

mounted piece or notice the anomalies in an inferior production, and a yet smaller number recognise the absurdity of a

mismanaged stage, with its dangers from fire, its bad sanitation and its false economy.

As I am not here dealing with the question of safety from fire, nor the question of sanitation in regard to stage

construction, and as it will be seen that I have avoided any reference to the illumination of the stage in this Supplement,

there is, perhaps, only one point I should touch on in concluding these preliminary lines. I must allude to the proscenium

opening as the ‘frame’ of the stage picture. From the architect's point of view there is no doubt that the frame proper will

have to remain stationary, no matter whether the picture to be presented is large or small, and the scope of the architect's

work will be limited to the proportions, form and colouring of his fixed proscenium. Any variations in the ‘framing’

of a stage picture will have to be accomplished on the inner ‘frame’ or ‘mount’ of the picture, not on: the proscenium

opening proper; and I am now referring to the various kinds of mount better known by the French term of mantean

darlequin, and very generally used both in England and on the Continent. Herkomer, whose views I have previously

quoted, has also taken up this question of ‘framing,’ and has expressed himself to the effect that ‘the proscenium should

be to the stage picture what the frame is to the easel picture, or better, to the oil-painting.” It should separate the picture

from its surroundings. In that case, however, the stage picture should, like most oil-paintings, fill the frame. Now in most

instances the proscenium is built so high that a considerable space has to be covered with curtains to make the opening in

any way manageable, and the architect generally tries to explain the extra height by saying that it adds dignity to the

proportions of the house, or perhaps that it is customary to build a proscenium in this manner, though as a matter of fact

the dimensions, to a certain extent, go hand in hand with his programme so far as the number of tiers and the general

outline of the auditorium is concerned. There is no inquiring what may be the real function of the proscenium. The

extra height is nearly always meaningless in relation to the stage picture, and it is with reason pointed out by way of

comparison how curious it would be to send a picture to the Academy in a frame that was a foot too high, having the

vacant space modestly covered with drapery. It is on account of the anomaly in the custom of ‘framing’ the stage

picture that Herkomer then goes on to suggest that the proscenium should be made to contract and expand. Every artist,

says this authority, knows that the size of the canvas upon which he represents his subject has as much to do with the

success of the work as the proper placing of the subject within that space. On the stage, however, with a fixed

proscenium, the poor man’s cottage or the garret has to be represented in a space of the same size as that occupied by a

palace; a secret corridor in a castle must be of the same size as a banqueting-hall. Frequently we have first the repre-

sentation of a house, and then a room in that house, which is proportionately much larger than the building shown

immediately before. Thus the eye of the spectator is never properly prepared for any great climax in the scenery, because

the trivial incidents leading up to it have been presented on such a disproportionate scale. According to Herkomer, a

contracting proscenium should in no way be difficult to apply to the average theatre, and ought to be capable of being

easily worked. Herkomer holds that there are many incidents in plays in which only two or three actors appear on the

scene, and where the minimum dimensions requisite would make such a contrivance an inestimable boon to the scenic

artist. He looks to the very foundation of composition in art, which, for the balance of the whole requires not only

the careful consideration of parts, but demands that the human figure shall

be made duly prominent. The scenic artist, by the aid of this contracting

proscenium, could, with the collaboration of other authorities in ‘stage-land,’

fulfil all the laws governing pictorial composition in art. Herkomer has

gone so far as to introduce a movable proscenium: at Bushey, which is

worked by a very simple arrangement of right-handed and left-handed screws

for the sides, and some counterweights with ropes for the top. A diagram

prepared from the model of this stage is presented (Fig. 6). The plan is no

doubt ingenious, but in reality, for all practical purposes, the same effect has

already often been obtained in a modified form by ‘mounts’ worked with the

aid of two ‘chariots’ and a ‘border,’ examples of which will be shown in HERKOMER’S CONTRACTING PROSCENIUM.

connection with the descriptions of modern Continental stages. Herkomer’s re

method does not give the spectator the idea of an outer ‘framing,’ but simply that of a ‘mount.’ Hence I must repeat the

opinion already expressed, that variation in the size of a stage picture can only be practically carried out with the ‘mount’

and not with the outer ‘frame,’ and further, that the variation in the ‘mount’ must be limited to the top and two sides

of the picture, as the variation at the bottom would create numerous complications. The shape of the fixed outer ‘frame’

of the picture (the proscenium) could, however, easily be altered to accord more with the requirements of the average

stage picture, and its present quite irrational shape might without difficulty be done away with.
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In concluding this introduction, I only wish to emphasise that in my Supplement on stage construction I merely

undertake to indicate how far modern science and methods have been brought into the service of stage management, and

that I have no intention to formulate any model code of requirements or to indicate any model stage of my own. I speak

of the different types of stages and 1 present examples. : If the great difference between the stage of old and the modern

installations is to be pictorially indicated, as distinct from technically, by description or diagram, I need only call attention

to the great contrast between the stave of Covent Garden. Theatre, London, depicted on: pages 4 and ‘5, and: the

“Hofburg’ Theatre stage shown .on pages 56 and 57. On the other hand, the similarity between the London stage of

old and the latest example of a metropolitan installation, will at once be observed by comparing the general view

of Covent’ Garden Theatre and that of ‘Her Majesty's’ Theatre. There is, however, no wgason why this similarity of

construction should not henceforward be relinquished in favour of appliances more suited to the modern requirements of

the drama. As I have before contended, now that experiments, with their valuable achievements and costly failures, have

been made, the application of the experience gained should be the means of opening up a new and definite epoch in

theatre construction.

COURT THEATRE, VIENNA: STAGE. FIG. 7. VIEW OF STAGE FROM AUDITORIUM.



WOOD STAGES

THE ENGLISH WOOD STAGE.

IN the preceding pages I have already indicated that the first section of this Supplement would be devoted to wood

stages, but in order more easily to appreciate the complicated examples of machinery, it is essential first to describe

exhaustively the typical English stage of to-day, which, as explained, is practically the old wood stage of the last century.

This description will, at the same time, afford an opportunity for defining some of the many special terms used in ‘Stage-

land,” and which, though scarcely yet classified in technical dictionaries, must be regarded as bond fide technical expressions

common to the stage of our country.

The example I have selected is the stage of an ordinary modern provincial or suburban theatre, which, as explained,

is essentially a commercial concern, and generally used by touring companies, changing with their scenery, etc., weekly or

fortnightly, as the case may be. A ‘run’ of any considerable length is only accorded to the Christmas pantomime, or on

some exceptional occasion, when ‘scratch’ stock-companies are generally formed. The example chosen has the average

dimensions of the stage of the provincial or suburban theatre, these dimensions being very similar throughout the country,

and are adopted to suit the visitors’ scenery, which is generally made for a proscenium opening of from 28 to 30 feet

width. A proscenium 30 feet wide requires a measurement of 65 feet between the main walls of the stage, as the width

of the stage must be at least somewhat more than double the width of the opening, in order’ to allow the floor to be

‘worked off ’ to the right and left as will be explained. The example illustrated has a width of 65 feet.

Now the width of the proscenium opening governs its height, though the proportions of the measurements in the

framing of a stage-picture vary. Very frequently the height of the opening coincides with its width, the actual ‘sight’

of the frame being square, but the architectural treatment over the opening, whether by arch, pediment or frieze, is

generally increased in height, giving the more usually desired effect of greater height than width. The height of the

actual opening being fixed so as to harmonise with the width, it follows that this dimension decides the full height of

the stage from the ‘floor’ to the ‘gridiron’; for there should be the possibility of lifting the scenery bodily out of sight

above the proscenium arch. There are many reasons why the scenes should be lifted without rolling or folding, and

among others I would mention one which appeals most directly to the managerial mind, i.e. the fact that a ‘scene’ (or what

is more technically known as a ‘cloth’) which is not rolled or folded has a longer life. The paint is not worn off, and

there is not the cost of constant retouching or repairs. Moreover, the movement of the ‘scene’ is more even and the

tisk of fire is‘also greatly reduced, for a fcloth’. that ‘drops’ is not so likely-to come in such close proximity to the

gas-burners, and will remain longer in good condition. Further, there is the advantage that ‘cloths’ which are not folded

take ‘up less voom when suspended from the ‘gridivon, and a greater number of ‘scenes’ can, therefore, be hung if

they have a simple ‘drop.’

Just as the ‘scenes’ raised upwards have to be taken out of sight, so the ‘scenes’ lowered under the stage-floor

have likewise to disappear from the vision of the audience; hence the height from the bottom of the ‘cellar’ or ‘well’

under the stage should, if possible, also be equal to the height of the proscenium opening, or rather to the height of the

“cloths.” This depth, however, is not always obtainable, as there are many difficulties to be faced. One of the greatest

is the drainage of the ‘well’ A prime factor governing the whole of the details of theatre designing, it will be remem-

bered, is the safety of the public frequenting the building, and it has been found that English architects in particular,

who make a speciality of theatre planning, frequently sink part of their building below the ground in order to make the

street level equidistant from those occupying the topmost seats of the gallery and those seated in the area, or floor

of the house. This sinking of the pit floor below the street naturally places the stage and the stage ‘cellar’ also below

the ground, and where the ‘cellar’ is as much as 30 feet below the stage-floor, it is more often than not below the level of

the main drainage, and in some houses in London, even below the level of the Thames bed. In such cases the difficulty

11.—3 A
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of keeping the water out of the ‘cellar’ or ‘well’ is considerable, and pumps have to be employed daily to clear out

the water. The presence of water is also a source of great annoyance and expense to the stage manager, as it ruins

the stage machinery and damages the scenery. The deep ‘cellar’ under such circumstances, to say the least, must be

very unpleasant and unhealthy, and may create a constant expenditure of time and labour, and hence ‘cellars’ of a smaller

depth are being more generally adopted in the Metropolis.

The distance from the curtain line to the back of the stage entirely depends on the amount of ground that

can be spared for the purpose; but 30 fect may be taken as a minimum, while in larger houses 8o feet would not

be too much.

I have already shown what are the rules governing the outer shell of the English wood stage. It is now necessary

to understand its divisions, taking first those shown in the sections and which occur in the height from ‘cellar’ to

‘gridiron’ (Figs. 11 and 12).

The top floor of the stage is known as the ‘rigging loft’ or ‘gridiron,’ and is practically a wooden staging or an

open wood floor laid upon the tie-beams of the roof trusses. Wooden joists are laid on the beams from the back

wall to the proscenium wall, and upon these joists an open floor of narrow fillets is laid with about an inch spacing

down which the ropes supporting the depending scenery can pass. The term ‘gridiron’ is derived from the resemblance

which this open flooring is supposed to have to the domestic article of the same name. A considerable weight has to be

supported by the ‘gridiron,’ for from it depend all the ‘cloths,’ ‘borders,” ‘battens’ and everything that is raised upwards

from the stage. The strength of the roof and ‘gridiron’ over the stage, therefore, should be calculated with this usage in

view. Accidents, attended with great danger to life and risk from fire, have been known to occur through the partial or

total collapse of the ‘gridiron.’ The various parts of scenery suspended from ‘battens’ include all the so-called ‘sky

borders, . ‘ceiling pieces,” ‘drapery borders,” and ‘ profile. borders,” which - latter may represent. trecs, foliage, etc. The

‘gridiron’ is also called the ‘rigging loft’ from the fact that the ‘scenes’ are ‘rigged-up’ on ropes from it. The ‘scenes’

are raised and lowered from this level by means of such ropes passing through the spaces in the floor over blocks with

wheels in them on to the ‘drum, and thence down to the ‘fly-floors’ below.

This leads me to the consideration of the next division known as the ‘flies; which come between the ‘gridiron’

and the level of the stage. The ‘flies’ comprise galleries on both sides of the stage, running from the proscenium wall to

the back wall. In the wood stage the ‘fly-rail’ consists of a framed girder made specially strong to take the weight and

pull of the ropes from the scenes’ which are brought down from the ‘gridiron.’ Each ‘cloth’ bung from the ‘gridiron’

has four ropes, and these are all brought over blocks in the ‘gridiron’ floor down to the ‘flies,’ where they are made fast

on ‘cleats’ fixed to the ‘fly-rail.” The ‘fly-floor’ is supported by joists running from the ‘fly-rail’ girder into the side wall

of the stage. On the ‘fly-floor’ are placed the ‘windlasses,” used to raise the heavy weights suspended from the ‘gridiron.’

Where the load is very great it is relieved by counterweights placed against the wall. These are encased, so as to

prevent their breaking loose and falling on to the stage below. In the ordinary theatre the ‘fly galleries’ are, as a rule,

only two .in number, one on each side; but in larger theatres, where the work cannot all be done in one level of

‘fly galleries,” there are two, and sometimes even three or more tiers of ‘fly galleries,’ one above the other. Nearly all the

work of the “flies” is “generally done on one side of the stage, that ‘is to-say, the ropes fiom the ‘gridivon’ are all

brought on to the ‘fly-rail’ at the ‘ prompt side.” Therefore, the ‘fly galleries’ on the side where the ropes are made fast

are known as the ‘working flies.’ :

The ‘flies’ are connected by a ‘bridge’ against the back wall of the stage, and sometimes there are intermediate

narrow ‘bridges’ in among the scenery, suspended from the gridiron.’ These are better known as the ‘flying bridges,’

more especially used when the ‘fly galleries’ on both sides are employed as ‘working flies, so as to enable the flyman

to cross the stage quickly without having to descend to the stage level, and also to enable him to get at the top of the

scenery. In provincial theatres, the ‘bridge’ against the back wall of the stage, which connects the ‘flies,’ is often used as

a ‘painting bridge,” from which the scene-painter works; but it is not a desirable adjunct to the stage, in consequence of

a heating stove having to be employed for melting the size. There is also the usual danger arising from the scenic artists

or their assistants smoking, which, however, should not exist in a well-managed theatre. It would here, perhaps, be well

not to forget that the English painter does his work on ‘cloths’ which hang vertically, and which can be moved easily by

means of ropes and pulleys when any particular part is to be brought within reach of the brush. Abroad, all scene-painting

is done on a horizontal surface—preferably, the floor of an extensive paint-room—the scene-painter walking over his ‘cloth’

to any particular section he may wish to deal with.

In the type of wood stage that 1 am describing, everything connected with the ‘fly galleries’ is constructed of

wood, although the form naturally suggests iron construction for the more important parts as better for the work required.

The same remarks apply to the ‘gridiron.’ Even the ‘cleats,’ on which are made fast the ropes bolted to the ‘fly-rail,’ are

of hard wood, although iron ‘cleats’ would undoubtedly be far better, less clumsy and stronger. The two divisions, i.e.

the ‘gridiron’ and the ‘flies’ together, are known as the ‘top’ or ‘upper machinery.’

In some of our wood stages, so-called ‘grooves’ are suspended from the under side of the ‘fly gallery’ floors. These
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grooves’ are intended to serve as supports for the tops of the ‘scenes’ and ‘wings,’ and consist of wooden frames, grooved

and hinged, so as to take up and down, along which the top of the ‘scene’ can slide, and be held as if in a fork. These

‘grooves’ are, however, I am glad to say, now considered out of date, as the ‘wings’ are generally arranged in a different

way. They are, however, shown in my illustrations, because they are not yet quite obsolete. When ‘grooves’ are used, it

would be well to note that the ‘scenes’ have to be set at right angles with the side walls, or parallel with the curtain

line, enforcing a very stiff and unnatural effect in many of the stage pictures, and greatly hampering the scene-painter.

The next division is that of the stage floor itself, the most important of all the levels. All our stage floors, with

one exception, are laid to the same ‘rake,’ namely, with a fall of § inch to every foot from back to front, and it is strange

how accustomed actors and dancers become to this sloping floor, and how ‘all at sea’ they are if, by any chance, they have

to perform upon a level platform. The slope of the stage is, I should add, by no means a necessity, for horizontal stages

have been introduced in other countries, and recently by Herbert Beerbohm Tree in ‘ Her Majesty's’ Theatre, London. It

is only a question of arranging the ‘sighting lines’ of the auditorium to enable the occupants of the area to see the

actor as he retires ‘up’ the stage. As regards the planning of the divisions in a stage floor, it should be remembered that

there are so-called ‘imaginary’ divisions used in stage directions, and ‘actual’ divisions for working the scenes.

In respect to the ‘imaginary’ divisions, the two extreme sides of the
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stage are known as the ‘ prompt side’ (P.) and the ‘opposite prompt side’ (O.P.).

[of

0

The ‘ prompt side, usually the left-hand side facing the audience, is ‘the work-
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ing side,” but this is not a fixed rule, and is governed by the relative position

of the dressing-rooms and offices. Here, the stage manager and the call-boy

stand. The speaking tubes, light-plates, etc., arc also placed on this side.

Next come the ‘prompt centre’ and ‘O.P. centre, while the middle of the
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stage is technically known as the ‘centre’ The spaces at the side of the stage

under the ‘fly galleries’ are called the ‘wings,’ which term, however, is more
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proscenium come ‘down’ the stage. The imaginary divisions, which are Ch 2 2h

parallel with the curtain line, are known as ‘entrances,’ and are numbered PROLISH WOOD STAGE.

F16. 8. PLAN OF STAGE FLOOR.
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particularly associated with the ‘side scenes’ proper. Any one retiring from

the audience is said to go ‘up’ the stage, while those advancing towards the
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‘ first entrance,’ ‘ second entrance, and so on. There are ‘P.’ and ‘O.P. first,

second and third ‘entrances’ respectively.

The actual and structural divisions can be better understood by reference

to the plans (Figs. 8 and 9), and it must be remembered that these particulars

refer to the English wood stage in its simplest form, where the number of

“traps, etc., are only those found in any ordinary provincial theatre.

In the front and ‘centre’ of the stage is a ‘trap,’ known as the ‘grave

trap,” on account of its use in the grave scene in Hamlet. It will be noticed

from the details of this ‘trap’ that the floor of the stage is made to open in

two parts, and to slide in grooves in the joists under the stage floor. The

‘trap’ itself is a small wooden platform framed together, and made to rise

up and down in grooves between four corner posts. The ‘trap’ and any

‘load’ put upon it is made to rise and fall with ease by means of the counter- cme. Lonmin”

ENGLISH WOOD STAGE,

FIG. 9. PLAN OF * MEZZANINE.’

weights which are attached to ropes running over pulleys, and connected with

it, as indicated in the illustrations.

The two ‘traps’ at the side of the ‘grave trap,” which are shown upon the plans in the front part of the stage,

are known as the ‘corner traps,” on account of their position (Fig. 9). They are the most used of any ‘traps’ in pantomime,

and in stage gymnastics and acrobatic performances. These are the ‘traps’ through which the demon is shot high into

the air on one side, and through which he disappears on the other. They are square on plan and, like the ‘grave traps,

worked by counterweights, but.they travel between two uprights instead of four. As in the case of the ‘grave traps,’

the floor of the stage has to be removed for the ‘corner traps,’ and this is done by releasing a lever and letting the floor

drop into a groove and slide under the immovable parts of the side of the stage. In this manner

an opening is left in the stage which is filled by the ascending ‘trap’ proper. The ‘corner traps’ are : :

floored in on the stage level in various ways, differing from the solid floor of the stage. In many

instances the frame is made octagonal, and the floor framed in eight triangles hinged at the base of

the frame (Fig. 10). This form is used where the actor ascends and requires the stage floor to close of re

itself immediately. The effect is obtained by attaching strong india-rubber bands to the under side Prax or “Stax Trae”

of each triangular section of the trap, which, when used in this form, is often called a ‘star trap.” Where it is desirable

for a figure to rise through the stage without the hole or opening being seen, bristles are sometimes put over the floor,
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these cling to the body and return to the level when the actor is clear of the ‘trap.’ A tight skin of india-rubber with

a slit in it is also employed for the same purpose, but all these makeshifts are rather of the character of so-called ‘stage

tricks,” and should not, perhaps, be taken notice of in this work. Another form which these ‘traps’ take is that which is

known as the ‘vampire trap,” where the floor is in two parts and hinged to fall downward, so that the acrobat, taking a

dive below the stage, opens the floor by the weight of his body, and the floor returns into position by means of strong

springs. Other additional ‘ traps,” constructed on the same principles, are sometimes introduced where much ‘trapwork’ enters

into the entertainment. |

To return to the arrangement of the floor, the plan shows that behind the ‘grave trap’ there are three narrow slits or

openings, technically known as ‘sliders,’ followed by a wider opening, termed the ‘bridge.’ As will be seen, these ‘sliders’

and ‘bridges’ are repeated until the whole floor space is used up.

The ‘sliders’ consist of narrow strips of flooring which are made to slide in two parts, to the right and left, under

the side of the stage. They run in grooves cut in the joists, and are moved backwards and forwards by means of a rope

which winds round a windlass. The length of each half of the ‘slider’ is half the width of the proscenium opening, and

as cach half has to pass under the stage to the ‘prompt’ or ‘opposite prompt’ side, it follows that the total width of the

stage must be at least twice the width of the proscenium opening. This

requirement was indicated when I spoke of the principal dimensions of

the stage at the beginning of the chapter. When the ‘slider’ is Zaken

off, the open space in the floor and the space underneath is known

as the ‘cut, and it is in these ‘cuts’ that the scenery is placed when

it ‘is. raised from below (Fig. 13). When the ‘slider’ is on (that

is, when the stage floor is intact) it is held in position by a wooden

lever. The construction of the “slider’’ comprises a slab of narrow

grooved and tongued boarding fixed to a backing or fillet of hard wood.

By this means a certain flexibility is obtained. Where, in exceptional

cases, the width of the stage is not twice the width of the ‘slider,’ the

latter has to be specially made so as to roll up under the side stage

when faker off. ‘Scenes’ are raised through the ‘slider cuts’ "by

means of ‘sloats,” which consist of lengths of wood travelling up and

down a groove, the ‘scene’ being attached. A more detailed descrip-

tion of the ‘sloat’ will be found elsewhere.

The floor of a ‘ridge’ is like the ‘slider’ floor in construc-

tion. The only difference is in the width of the opening left in the

stage when it has been removed. To fill this broader space, a platform

of the same dimensions as the opening is raised on similar lines

to those adopted for the ‘grave trap.” This platform, which is framed

together of wood, slides up and down between four corner posts, and

is raised and lowered by ropes on ‘drums, windlasses and pulleys,

the weight being relieved by means of counterweights. The details

in Fig. 14 show how the ‘bridge’ is constructed and worked. The

use of the ‘bridge’ is to raise bodily any heavy ‘scene,’ furniture,

Weriarss Siomate? 10 zo or group of figures, but it only raises its load level with the stage,

ENGLISH WOOD STAGE. Fic. 11. TRANSVERSE SECTION. whilst some of the modern bridges,” which will be seen in sub-

sequent illustrations of foreign stages, rise above the floor.

The whole construction of ‘traps,’ ‘sliders’ and ‘bridges’ in wood stages is of the most clumsy and primitive

description, which is, perhaps, not so much the fault of the stage carpenter as the result of the materials employed. That

is to say, the carpenter makes the best of his ‘traps,’ considering he is so bound by conventional usage and lack of

enterprise in adopting other materials more suitable to the forms and requirements of stage machinery. It is, indeed,

exceedingly strange, as I have already observed ‘in my Introduction, how persistent the English stage carpenter is in

adhering to these old forms, whilst rapid strides have been made in the construction of other parts of our playhouses

during the past few decades. |

The last division of the wood stage is known as the ‘under machinery,’ and 1 would first point out that the

level immediately beneath the stage floor is known as the ‘mezzanine’ This is the working level for all the “traps,

‘sliders’ and ‘bridges,’ and it is here that all the windlasses are placed for working the ropes to open and close the

sliding portions of the stage, and which raise and lower the scenery and set the ‘bridges’ and ‘traps’ in motion.

The ‘mezzanine’ takes exactly the same place in the manipulation of the stage machinery below the stage floor as the

‘fly gallery’ does above. Again, like the ‘flies,’ if the machinery is very heavy or complicated, the number of ‘mezzanine’
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floors is increased, until we find in large opera houses three or four levels of ‘mezzanine.’ This is, of course, necessary

where the number of ropes and windlasses is so great as to lumber up the floor space and make the working

difficult. The lowest level of the stage, as already mentioned, is known as the ‘cellar’ or ‘well’ The excavation for this

need only be made immediately under that portion of the stage floor which is movable, for it is not necessary to

open up the ‘cellar’ under the ‘sides,’ or under the front or back stage. The ‘cellar’ is used solely for lowering the

‘scenes’ into, and its depth, though preferably in accord with the height of the scenery used, varies owing to the structural

difficulties already referred to.

From the ‘cellar’ spring the wooden uprights which support the joists of the stage floor. The spaces between these

uprights, as before described, are called the ‘cuts,’ and it is in these spaces that the ‘scenes’ are placed. The uprights, and

the joists which they support, can be made to lift bodily away, so as to give a larger opening in the stage floor for special

spectacular purposes. When this is done the joists across the middle of the stage are laid into iron ‘shoes, as shown in

Fig. 13. The want of some bracing together or connection between the uprights from back to front of the stage gives the

latter a tendency to move forward. If, however, such a movement were allowed, there would be great danger of the ‘cuts’

becoming wider than the movable portions of the floor which are made to

cover these openings, and there would be the risk of the floor falling in

between the joists. To avoid movement in the old wood stage the uprights

are fastened together from back to front on the hook-and-eye principle,

with old-fashioned iron shutter-bars. 1 would here remark that since the

authorities have insisted upon the stage being divided from the auditorium

and orchestra by a solid brick wall, much greater rigidity has been given

to the stage floor than under the old form of construction, when the pro-

scenium wall was only a wooden partition.

At the bottom of the ‘cellar’ floor are placed the ‘drums and shafts’

used for lifiing the ‘bridges. The rope passes from the ‘bridge’ on to the

‘ shaft,” which is made to revolve by another rope being taken off the ‘drum’

on to the windlass in the ‘mezzanine,’ in the same way as thc ‘drums and

shafts’ are employed on the ‘gridiron’ level for raising and lowering the

‘ cloths,” whilst they are actually worked from the ‘flies’ All this work

with ‘drum and shaft’ is most cumbersome, and the room taken up very

considerable.

I have now described the principal divisions of the English wood

stage, taking its different sections in turn from the ‘gridiron’ at the top to

the ‘cellar’ at the bottom, and I have indicated the various pieces of scenery

which are either * hung’ from the ‘gridiron’ or ‘raised’ from the “cellar.

There are many portions of scenery in addition to these which are

fixed on to the stage floor itself, and are removed bodily to the sides or back,

into ‘wings, ‘scene drops,’ or ‘back stage,’ without leaving the stage level.

Firstly, there are the parts of the ‘built-up scenes, known as the ‘flats.

These ‘framed’ or ‘built-up scenes’ are often most solidly put together, and

are very heavy to move, comprising as they frequently do, mantels, fire-

places, doors, windows and even solidly built staircases. Besides the large

ENGLISH WOOD STAGE.

’ ’

slabs or ‘flats’ proper, ‘box scenes’ and ‘heavy sets’ are also used for FiG. 12. LONGITUDINAL SECTION.

the more cumbersome . * settings.’ Further, there are the ‘ground pieces,

small “profile strips,’ which are only 2 or 3 feet above the stage level, and represent rocks on a seashore, etc. Then

there are the so-called ‘rostrums,” which are built-up platforms, strong enough to carry the weight of a number of people.

It would be easy to prolong this list, but it is not necessary here to dwell further upon the component parts of a ‘built-up’

scene. I would only remark that the way these ‘built-up scenes’ are put together is really too surprisingly primitive.

The ‘scenes,’ * profile pieces,’ etc., are fixed to the stage by means of a wooden brace with a screw inserted at one end in

the wooden framework of the ‘flat, and at the other end in the stage floor. By this means the ‘scenes’ are held upright,

but the stage floor is being constantly pierced and worn with small holes, and looking as though it were worm-eaten.

This is the method which has superseded the ‘grooves’ referred to as being more common to the older stage. Then,

again, the heavy ‘rostrums; which are employed to obtain platforms at higher levels than the stage floor (because no

part of the stage floor can be raised above its own level), are very cumbersome to move, and occupy a great deal of room.

Lately, however, some of these appliances have been most cleverly put together, constructed in parts with folding trestles,

and run on wheels; but then again the fitting together and taking apart wastes time and creates long ‘waits’ for

the audience.

11.—3 B
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Prior to closing my remarks on the English wood stage, I should add that in order to obtain as much room as

possible, and to increase the depth of space of the stage floor available for setting scenery, many theatres now have what

is termed a ‘back stage.’ This space is usually of the width of the proscenium opening, and has no movable portions in

its floor, no ‘gridiron, no ‘flies’ above, and no ‘cellar’ or ‘mezzanine’ below. It is practically only a piece taken out

of the back portion of the building, and may have dressing-rooms on either side, and some other adjunct of the theatre

above it. This floor space is most useful for distant ‘scenes,’ and when not actually used for ‘setting’ upon, affords space

for manipulating portions of scenery as they are ‘struck.’ I should also not omit some reference to the method by which

the wood stage is hidden from the view of the audience when en déshabille. The ‘act-drop’ is worked from the ‘flies,

in the same way as the ‘back-cloth’ is worked over a windlass and round a ‘drum’ in the ‘gridiron. The so-called

‘tumbler,’ on which the canvas or baize is mounted to prevent draughts blowing it through the proscenium opening, adds

to its weight. The curtain, which is drawn right and left and gathered in folds, is also worked from ‘flies’ over a

‘drum’ in the ‘gridiron,’ the arrangement of the ropes only being different, and their number sometimes greater to allow

of the gathering being done neatly. The ‘act-drop’ is generally made a subject for decoration, green baize having almost

become a thing of the past.
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CONTINENTAL WOOD STAGES.

IN this chapter I shall describe some examples of wood stages constructed on the Continent, although these must by no

means be looked upon as types of Continental stage mechanism of to-day. = They are examples of stages constructed some

twenty or thirty years back, and hence still numerously represented, for there are as yet but few cases where such stages.

of that period have been entirely reconstructed in order to bring them up to date. They may have undergone various

alterations, but they have not been wholly removed from the theatre to make room for others. This kind of bodily

reconstruction has only been effected with stages of an earlier date, notably with those at the Berlin Opera House, the

Berlin Court Playhouse, and the Hanover Opera House, where in each case, Fritz Brandt, of Berlin, who was entrusted

with the improvements, completely demolished the wooden construction to make room for one of ironwork. The French
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and German examples illustrated here are shown exactly as they were carried out, all improvements or alterations of a date

later than the opening of the theatre being carefully omitted. They will serve as a basis for the explanation of special

foreign technical terms, as well as for comparison when the more advanced types are described; just as the English

’

example dealt with will constantly serve for reference as to general technical terms and for purposes of comparison when I

“have to allude to the more elementary systems of stage construction.

It will be seen at a glance that the lines of a Continental stage vary materially from the lines of our English

example, and further, that the theatre stage of the Latin countries differs from that of the Teutonic countries. To simplify

matters I shall speak of French and German stages, though from the very outset I am showing a stage of Brussels as an

example of French construction, and a stage built at Vienna as an example of German work. To avoid complication I

must limit myself to dividing my stages into English, French and German examples, remarking that, in the same way as

there are slight variations between stages built in Germany and Austria, known simply as German examples, so there are

differences of but little importance in the stages built in Italy, France and Belgium,

which will be known merely as French examples. As regards other countries, I

find that Scandinavia adopts the German stage, and Russia and Spain, with few

exceptions, the French stage. Switzerland has German or French stages, according

to the language spoken in the locality, Ziirich having a German stage, and Geneva a

French stage.

The French type of the wood stage is here illustrated by a longitudinal section

of . the: * Eden’ Variety Theatre ‘at Paris (Fig. 22), together with the plans and a

transverse and a longitudinal section of the ‘Flemish’ Theatre at Brussels (Figs. 18

to 21); but to simplify my explanations I shall refer only to the latter.

In the Brussels example it will be at once noticed, from Fig. 21, that the
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SKETCH PLAN OF ENGLISH WoOD STAGE.

O enin S which extend across the stage are of three different widths and that unlike

) ’

the method adopted in the English example, the coverings to broader openings are

not divided into two lengths only, but into several parts or sections. There are also

no small fixed ‘traps’ in ihe front of the stage, like the English star trap’ and

‘grave trap,’ as any single section of the larger coverings is made available for the

purpose. The narrowest openings, which are continuous slits in the stage floor about

1 inch wide, are for what is ‘technically known as ‘chariots and poles,” a special

7 7 a

7%

feature in all foreign stage machinery. AIM

Explained in brief, the ‘chariot and pole’ comprise a framework under the

stage floor, with an upright or ‘pole’ passing through and above the floor. The i

‘chariot’ travels upon wheels running on a line of rails, and by this means the ‘pole’ SKETCH PLAN OF GERMAN WOOD STAGE.

can be moved along the ‘slit’ from one side of the stage to the other. The adoption

of this appliance has several advantages over the English ‘brace,’ which has been

referred to in connection with the ‘flats, and which is fastened by a screw in the

stage floor. A ‘scene’ can be fixed to the * pole, and can be easily moved, either on

the stage, or on the ‘mezzanine’ level, by pushing the frame along the rails referred

to. There are various kinds of ‘chariots,’ two of which are shown on the section

of the Brussels stage (Fig. 18). Further reference is subsequently made to this very

practical appliance.-

: FiG. 17.

The planning of the floor of the stage at the ‘ Flemish’ Theatre will be seen to SKETCH PLAN OF FRENCH WOOD STAGE.

allow—if I may for the moment use the English terms—a ‘chariot slit, a ‘bridge,’

then a ‘chariot slit’ and a ‘slider, followed by another sequence of ‘chariot slit, TYPES OF STAGE FLOORS.

‘bridge, ‘chariot slit,” ‘slider, and so on. A ‘chariot slit’ is placed on both sides

of each ‘slider’ or ‘bridge, and ihe ‘sliders’ and ‘bridges’ alicrnate. On the English stage, it will be remembered, there

arc three * sliders’ to every ‘bridge.’ :

The type of the German wood stage is here illustrated by the drawings of the stage machinery at the Vienna Opera

House and the Dresden Court Opera House. If a comparison be made between these and the English type (Fig. 15)

essential differences in the stage floor will be noticed. In the German type (Fig. 16) it will be seen that the number of

‘cuts’ for ‘chariots’ is greatly augmented, and that their location upon the plan is totally different from their position in

the French type (Fig. 17), there being three ‘chariot slits,” followed by a ‘bridge,’ and a ‘slider, then again a sequence of

three ‘chariot slits, a ‘bridge’ and a ‘slider, this arrangement of ‘bridges’ and ‘sliders,’ with some slight variations in

the number of ‘chariot slits, continuing #p the ‘back’ of the stage.

Before entering into a more detailed description of the French and German wood stages, it may be as well to point

out that there are other differences in general design besides those in the planning of the stage level. For instance, it will
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be. seer in the sections of the Brussels stage (Figs. 18 and 19) that there are two ‘gridiron’ floors, three sets of ‘fly

galleries,” and one ‘mezzanine’ level, while in the Dresden theatre there is but one ‘gridiron’ floor, with five ‘fly galleries’

and two ‘mezzanine’ floors; in the Vienna Opera House there is one ‘gridiron’ floor, with four ‘fly galleries’ and three

“mezzanine” levels. - It will be ‘remembered that the English type has only one ‘gridiron,’ one ‘fly gallery’ and one

‘mezzanine,’ unless under exceptional circumstances. It is also a characteristic of the French stage that ample room is left

at the sides, so that.the ‘scenes’ can be quickly run off into the side docks. In Germany, Austria and England a ‘back

stage’ is more frequently used for this purpose. In comparing the examples I would observe that the Vienna Opera House,

as well as the Dresden theatre, represents the larger German stages. The one was completed in 1868 and the other is quite

twenty years old. The Brussels ‘ Théitre Flamand,” on the other

hand, is a small theatre compared with either of the German

examples, and was completed about ten years back. The Eden

Theatre, which may be considered to be above the average size,

was installed about fourteen years ago. 1 should, perhaps, add

that in each instance iron has already been used to some extent

in the construction of the roof, and also slightly inthe ‘gridiron’

and the ‘fly gallery’ supports; otherwise (as in the English

example) wood only has been employed.

The stage floor is undoubtedly the most important part of

the structure, and its divisions govern the position of the

machinery above and below, and upon the number of ‘cuts’ in

the stage depends the space which is available for the scenery to

be raised and lowered, and the space left for the actors. In all

countries the first principle for setting scenery on the old wood

stage is a series of side ‘scenes’ or ‘wings’ with a ‘back-cloth,

and, however complicated a scene may become, it is always built

up upon this initial idea. Whatever differences may exist in the

floor plan, the first principle of scenery setting is based upon

this one idea, which is obviously the simplest, though also the

least effective way of filling the proscenium opening. The

model on which the scenic artist works is set up on these lines,

and the stage manager's plan of changes in the scenery all show

the same method.

In the French example, the stage floor will be seen to be

easily movable. 1 have already explained the system of the
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French floor plan, but will now add that the technical expressions

for the three different kinds of opening are the ‘rue,’ the trap-

pillon,” and the *costitre’ The ‘rue,’ which is equivalent to the

English: “bridge cut, is used for luge pieces of scenery; the

‘trappillon’ is the same as our ‘slider cut.” The ‘costiére’ is for

the ‘chariot and pole.” I have said that the typical French floor

generally shows two ‘costitres’ separating a ‘trappillon,’ after

which there comes the ‘rue’; but I also know of several instances

where the sequence is ‘costiere,” ‘trappillon,” ‘ costiere,” ‘trappillon,’

‘vue,’ 1.6; an extra ‘shder cut’ and ‘chariot slit’ have been

added. The width of the ‘costitre’ in the Brussels example

‘FLEMISH’ THEATRE, BRUSSELS: STAGE.

i ; ; :

Pin st ier Sete 1s about 13 inches (0.04 metre), of the *trappillon,” 18 inches

(0°45 metre), and of the ‘rue,’ 51 inches (1°30 metre). These

dimensions vary but slightly in the French theatres, excepting only in the Paris Opera House, where the widths have been

considerably diminished. The French plan of the stage floor is said to have been adopted with a view to multiply the

‘cuts,’ thus giving the scenic artist greater liberty in designing.

The floor of the ‘rue’ is constructed in such a manner that it separates in the middle, going to the right and left

under the side floor of the stage, and these movable floors are called °tiroirs,’ or ‘sliders’; but the French appliance, as I

have already pointed out, is made in sections, which can be attached or detached, whereas the English ‘slider’ is in one

length. The ‘trappillon’ opens in a similar manner. The floor of the stage at the sides, though intended to be immovable,

as in the English example, is so constructed that it can be lifted up in sections, or in ‘slabs,’ the ‘slabs’ being placed in

line with the ‘sliders,’ but having some little extra width so as to rest oz the joists.
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Like the English stage, the French example, with its many openings, is difficult to construct with sufficient rigidity

to withstand either the weight brought to bear upon it, unequal loading, or the rhythmical movement of a corps de ballet.

The supports are placed under the joists on each side of the ‘costiére,’ as shown in the sections of the Brussels theatre.

The ‘chariots’ run: between these supports: upon rails fixed to the flooring, which is laid across ‘the stage. on the

‘ mezzanine’ level, the rails being exactly under the ‘costitre’ The uprights supporting the stage floor are placed in the

basement upon a concrete floor, and are braced together at the ‘mezzanine’ level, and they are also connected at the stage

floor level by the floor joists I have just mentioned. These extend across the stage from side to side, and are built into

the walls, . The posts or uprights in the ‘cellar’ ave tenoned at the top into the joists. . The posts of the ‘mezzanine’ are

fixed in the same way, the tenons of the posts below and the mortise

passing right through the joists. The floor under the ‘rue’ and ‘ trap-

pillon,” which is practically an open floor on the ‘mezzanine’ level, is

supported by the small cross-joists, with iron hooks underneath them.

These are let into an eye and strap fixed to the uprights. This enables

the whole of the floor to be raised when the full depth of the stage is

required to the ‘cellar’ level. The cross-joists and hooks keep the

whole of the stage from a tendency to move forward, which the slope

of the floor towards the footlights naturally increases, and. they form

what I will term a chain from back to front of the stage. Where

there is a second or third ‘mezzanine’ these are constructed on exactly

the same principle, except that the rail on which the ‘chariot’ glides

on the first level is not required. |

Referring (io the ‘chariot’ of the Preach stage, we find large

and small ‘chariots.’ The latter are used when a tree or some small

portion of scenery has to be supported, whilst the large ones hold up

the wings.” The ‘pole’ which the ‘chariot’ supports, and upon which

—_—

A — 5

the ‘scene’ is fixed, varies in height. The larger ‘chariot’ supports two

‘poles,’ the smaller, only one. Both kinds of ‘chariots’ are shown in

the section of the Brussels theatre, and it will be seen that the larger

fir 1

one is here made in the form of a ladder, to enable the stage hands

to manipulate the canvasses with greater facility. The small ‘poles’

Fr 1

generally have stepping-pieces let into the sides for the same purpose.

A heavy load of scenery or the weight of a man may give the ‘poles’

a’ tendency to go owt of the ‘plumb.’ They have, therefore, to be very

=r

firmly fixed in iron shoes at their base, and they are also held in

the ‘chariot’ by iron straps. The ‘chariot’ itself is composed of two

vertical pieces of wood framed on to a wooden base which holds

the wheels, iron tie-rods being carried from the uprights to the

base to stiffen. the construction. The ‘pole’ drops .inte the

space between the two uprights, which are held together by

the iron straps, the ‘pole’ resting upon an iron shoe. - ‘In the

large ‘chariot’ the two sets of uprights are held together by

an ron rod. When several ‘chariots’: have to be used to

J

support one ‘scene, they can be coupled together by con-

=

necting irons fitted into eyes on the sides of the ‘chariots.’

The rapidity and frequency of the movements of the ‘scenes’

‘FLEMISH’ THEATRE, BRUSSELS: STAGE.

require absolute solidity. EE

There are two large and one small ‘chariot’ to each

‘ costitve,’ a large one to the ‘cour, and one to the ‘jawdin’ side: of the stage. Hewe 1. must point out that the

terms ‘cour’ and ‘jardin’ are used to designate the sides of the stage in the same way as we speak of the ‘prompt’

and ‘opposite, prompt’. side. The ‘cour’ is to. the right of: the. specinior, and the ‘jardin’ to the left. : The siage

hands are called ‘couriers’ and ‘jardiniers, according to the side on which they work. This practice originated

from the theatre at the Tuileries erected in the seventeenth .century... . This theatve,. which. was. a lage one and

had very elaborate stage machinery, was situated between the court and the garden of the palace in the vicinity

of the. Rue de: Rivoli. - Thus these appellations of ‘cour’ and ‘jardin’ came into use. At one time the sides

of the stage were. known as. King's ‘side: and. Queen's: side, but, for obvious reasons, these terms ceased to be

used’ during the Reign of Tewor.: The terms ‘court’ and ‘garden’ side, however, survived, and. ave. still: applied.

II.—3 C
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The necessity for a distinctive nomenclature of the two sides of a stage is as great as in the case of a ship, where the

terms starboard’ and ‘port’ are used.

The floor or cover of the ‘rue’ is formed, as 1 have said, of many sections, which are called *trappes’ These can

be connected at will, and made to slide under the stage along the joists in the same manner as the English ‘bridge

slider’; they thus make a void large or small in accordance with the size of the ‘scene’ to be raised from below. © The

‘trappillon’ opens in like manner, but it extends further across the stage than the ‘rue,’ that is to say, is of greater

length, the ‘rie’ being about 23 feet long, whereas the “trappillon’ is 33 feet. The parts of the floor which ‘slide are

worked in much the same way as the English ‘slider, being supported at one end by a lever worked off in a groove

under the stage, the principal difference being that sections of the floor can be connected, as a train, by hooks, and it is

not necessary to remove the whole ‘slider’ as in the English type. To open the void, the end of the ‘slider’ is connected

to a continuous rope which is wound round a wooden roller with a loose end. It takes two men to work the ropes. The

sections or ‘trappes’ of the French ‘rue’ are generally strengthened underneath by iron bands.

On referring again to the sections of the Brussels theatre, it will be seen that the whole of the ‘scenes’ which are

| suspended from above are worked from the ‘flies’ and the

gridiron,’ 7: In: this example there are three tiers of *fly

galleries’ on each side, and two ‘gridiron’ floors extending

over tlie area of the stage floor. Two tiers of.‘ bridges’ run

OQ 00 fl0o0 0 ©

across the stage at intervals, partly hung from the ‘gridiron’
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and partly resting upon the rails of the ‘fly galleries’ at

o

their ends. These ‘hanging bridges’ are, as explained when

describing the English type, for quick access from the ‘flies’

on. one side to those on. the other; ‘but ‘mn the French cx-

ample, perhaps, their object is more to allow the scene-shifter

= to reach the tops of the ‘scenes,’ to disentangle any ropes or

2336.€.

undo any knots in the many cords which hang from the

“gridiron.” The lower tier of these ‘hanging bridges’ has

‘FLEMISH’ THEATRE, BRUSSELS: STAGE.

F16. 20. PLAN OF ‘FLY GALLERIES. ; to be placed at such a height that it cannot be seen by

the spectators; the upper tier is generally six feet below the

‘gridiron’ floor to enable the scene-shifters to reach the

‘gridiron’ from below. The number of ‘hanging bridges’ is

te

the: same as ‘the number of ‘rues’ on the stage floor, and

their position is exactly over them.

The whole of the top part. of the stage, as in the
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English example, is suspended from the roof, the main

sm girders of the ‘fly galleries,’ however, having some support

3 on the front and back walls. The various tiers of the ‘flies’

: : are connected by a series of ladders which are carried up to

the two ‘gridiron’ levels. These ladders not only serve as

O O a means of access to the various levels above the stage, but

gl? ji become a part of the actual construction of the ‘flies’ them-

Bi re aie Salis. selves, being framed into the ‘fly girders.” The whole of the

Fic. 21. PLAN OF STAGE FLOOR. ‘flies,’ ‘gridiron,’ ‘hanging bridges,’ etc., which are placed

above the stage level, are known on the French stage as /Jes

services du centre. With regard to the particular uses of the various levels of the ‘fly galleries,” it will be seen that on the

first and second tier the rail is furnished with wooden ‘cleats’ for fastening the cords by which the scenery is suspended

from the ‘gridiron.’ These *flics’ are used for pulling up and lowering the ‘cloths,’ or, in technical terms, serve as the

‘working flies.” The greatest amount of labour connected with the ‘upper machinery’ takes place in the lowest ‘fly gallery.’

The force employed to move the scenery in the French wood stage, as in the English example, is manual, assisted

by counterweights. These counterweights vary but little. They are circular iron discs threaded upon an iron bar, with an

eye at the end to which is fastened the rope attached to the scenery. The iron bar has a base in the form of a bulb, and

upon this the number of weights are placed in accordance with the requirements of each case; each weight is made to drop

into a socket in the other so as not to slide off. The counterweights, as seen in the drawings of the Brussels theatre, pass

down the sides of the stage, and are encased in a framework to prevent them from falling and causing accidents.

The ‘drum and shaft’ enters largely into the working of the machinery in the French wood stage; in fact, the two

tiers of ‘gridirons’ are almost entirely occupied by a series of ‘drums and shafts,” which are worked on similar lines to

those described in the English stage. The ‘working’ line is again wound up or down from the windlass in the ‘flies,’ and
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when the windlass is released, the counterweight descends, causing the shaft to revolve and the scenery to ascend, whilst,

when the scenery has to be lowered, the windlass is worked, and the counterweights wound up. Sometimes a stage

machinist prefers to arrange his counterweights to practically balance with his scenery, in which case the working of the

windlass up and down requires but slight manual effort. Sometimes the counterweights are, however, arranged so as to

be heavier than the object to be raised, and the rope is mounted upon the ‘drum,’ the working line being on the shaft as

the only ‘break.’ When this working line is loosened, the counterweight descends and the ‘scene’ ascends. There is one

row of three ‘drums and shafts’ in the top ‘gridiron’ of the Brussels Theatre, whilst the lower ‘gridiron’ has three rows

of three ‘drums and shafts’ each. Of course in larger theatres these numbers are very much augmented. The number of

ropes by which the ‘scene’ is hung depends principally upon its size, but however many ropes are employed, they are

‘EDEN’ VARIETY THEATRE, PARIS: STAGE.

Fic. 22. LONGITUDINAL SECTION.

all brought on to the ‘shaft’ and one ‘working’ line only is used and taken off the ‘drum’ to the windlass in the ‘flies.’

The ‘ sky border,’ ‘ battens,” “ ceiling pieces,’ etc, ave all raised in. the same manner,

To raise a ‘scene’ from the ‘cellar’ below an appliance is employed similar to that of the ‘sloat’ of the English

wood stage. This appliance, termed the ‘cassette,’ is composed of two distinct parts, the ‘cassette’ proper and the ‘ame.

The ‘cassette’ is hollow, and the void is fitted by the ‘Ame,’ which can be worked up and down in the former. On to the

‘Ame’ the scenery is fixed; a rope is then fastened to the bottom of the ‘ame, and passed over a ‘wheel at the top of the

‘cassette’; -the rope is then taken down io. a ‘drum’ placed .in. the ‘cellar,’ and has the * working” line attached to. a

windlass in the ‘flies’ When this rope is wound up the ‘ame’ is raised, sliding up the ‘cassette, and appearing through

¢

the stage with the scenery attached to the front. The opening through which the ‘cassette’ and ‘Ame’ work is the

‘trappillon.” Several of these appliances can be worked together over one ‘drum.’

I have now to pass to the consideration of the details of the German type of wood stage, as illustrated by the
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drawings of the Court Opera Houses at. Vienna (Figs.- 24, 27 and 28) and the Court Opera House at ‘Dresden (Figs. 23, 25

and 26). The German wood stage has its three distinct divisions, i.e. stage floor, ‘upper machinery’ and ‘under machinery,’

as in the case of the French and English examples, and the general arrangement of the scenery with ‘wings,’ ‘ back-cloth’

and ‘sky borders’ is likewise similar. I have already pointed out that there are certain differences in the arrangement of

‘the German wood stage floor plan, and that such differences primarily exist in’ the grouping of the “traps.” “The stage

floor ‘itself is: called the ‘Podium.’ - The widest of the ‘three

kinds of opening, called in English the ‘bridge cut,’ is known

in the German examples as the ‘ Versenkung.' It is covered

in by a series of ‘slabs’ -made to slide under the side floor

of the 'stage to right or left, and; like the French ‘rue, any

number of these sections can be moved from any part of the

length of the ‘Versenkung, and they can be shifted singly or

in groups, sliding one beneath the other. There are no single

‘traps’ in the flooring of the typical German wood stage, like the

‘grave trap, the ‘star’ and the ‘vampire’ traps in the English

type,.as any one of the sections of the ‘Versenkung’ can be

easily made to answer these purposes. There are, however, cer-

tain variations from this rule, as, for example, the Vienna stage,

illustrated in Fig. 24, and where two rows of ‘grave traps’

take the place of ‘bridge cuts,’ making together six ‘grave

iraps.” These six ‘traps’ in the Vienna Opera House have

simple ‘slabs’ raised by windlasses, which are on the ‘cellar’

level, and are shown in detail on the transverse section (Fig. 27).

COURT OPERA HOUSE, DRESDEN : STAGE.

FiG. 23. PLAN OF STAGE FLOOR AND JOISTS. The openings which take the place of the English

ST ‘sliders’ are called the ‘ Kasettenklappen’ on the German stage,

and these, unlike those of the English and French examples, are not provided with a sliding floor, but with hinged flaps

opening from the stage downwards, the hinge being towards the audience. The width of this ‘cut’ is generally from

1 foot to 1 foot 3 inches (30 to 40 centimetres). The ¢ Kasettenklappen’ are not only used for raising framed ‘flats’ from

below, as in the case of the ‘slider’ openings in England, but are also often required for ‘back-cloths,” which are taken

off their rollers and placed in the ‘mezzanine’ It would be well specially to point out that the ‘Versenkung’ and

* Kasettenklappen’ of cach: sequence are not divided by a

‘chariot slit,’ the two larger openings together forming what is

known as a ‘ Kulissengasse,” and being so placed as to occupy.

the space between every two groups of wings.

Below the ‘ Versenkung,” as in the English stage, there is

the usual framed ‘bridge, with a table top, ‘ Versenkungstisch,

and, as will be seen from both the examples of the German

wood stage given in this chapter, this appliance is again worked

by means of a windlass in the ‘mezzanine,’ the ropes passing

over a ‘drum and shaft’ in the ‘cellar’ The windlass is again

worked by manual power, the weight of the load to be raised,

however, generally being equalised by counterweights. The

width of the ‘Versenkungstisch’ or ‘bridge’ is usually about

3 feet, but in the Vienna example it will be seen that those at

the back of the stage are wider than those in front.

= On each side*of 4a ‘Kulissengasse”™ or entrance, we find

in the plans of the Vienna and Dresden examples that there

+ COURT OPERA HOUSE, VIENNA: STAGE.

F1G. 24. PLAN OF STAGE FLOOR.

are groups of “side scenes’ or ‘wings’ ‘on ‘a line with the “glits;’

which run either partly or entirely across the stage. These

‘slits’ fulfil the same purposes as the French ‘costitre,” and are merely narrow ‘cuts’ for the passage of the ‘chariot and

pole” These ‘cuts’ in the older examples of German wood stages are only taken partly across the stage, the ‘chariots’

merely being used for the support of the ‘wings’ on either side; subsequently, however, the ‘cut’ was extended to

allow the ‘chariot and pole’ to support independent pieces of scenery, such as a tree, placed in the centre or in any other

position on the stage, and the ‘cut’ then took the name of ‘Freifahrt,’ literally, free passage. A combination of the two

kinds of ‘cuts’ is frequently to be found. When the opening required for the ¢Freifahrt’ is not in use, it is closed by a

wooden lath, making the stage floor continuous. In Germany this piece of wood is called a ‘Holzfeder.
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The ‘wings’ or ‘side scenes,” as in the English and French wood stages, are of framework and canvas, painted and

cut out so to mask-in the ends of the ‘back-cloth’ as well as the various ‘entrances.’ These ‘wings’ are run on the lines

of ‘the ‘ Freifahrten,” being attached to the ‘pole and chariot’ as in the French examples. The ‘wings’ are arranged in

groups or sets of two, three, or more, to facilitate a rapid change, one set being pushed forward whilst the other is

pulled out of sight, or vice versd, as the case may be. Each group of ‘wings’ is known as a ‘Kulissensatz.’” The

distance between the edges of opposite ‘wings’ has also very wisely been given a technical name—i.e. ‘ Kulissenstand.’

This distance varies in accordance with the size of the stage, and in all cases decreases between each group of ‘wings’ as

they recede ‘up’ the stage—that is to say, the distance between the front pair of ‘wings’ is considerably more than

between those which are next to the ‘back-cloth.’

The ‘chariot and pole’ of the German wood stage differs only slightly, if at all, from the French example. The

‘chariot’ is called the ‘Kulissenwagen,” or ‘wing-carriage,” and the ‘pole’ the ‘Kulissenleiter,’ or ‘wing-ladder.” Where a

ladder is not required to support a ‘wing,’ it can be removed, and a ‘pole’ can take its place to hold up any single piece

of scenery which stands alone. This ‘pole’ goes by the name ‘Kulissenbaum.” The ‘chariots’ run on rails, and are

COURT OPERA HOUSE, DRESDEN: STAGE. COURT .OPERA HOUSE, DRESDEN: STAGE.

F1G. 25. TRANSVERSE SECTION. F16. 26. LONGITUDINAL SECTION.

adjusted with the greatest nicety, so that the slightest push will move them backwards or forwards. One ‘chariot’ may be

worked by itself, or any number can be coupled and worked together. To go further, I must here point out that the

‘chariots’ can be worked together with the ‘borders’ and the back-cloth,” for all the ropes can be brought on to one shaft,

and taken by a single working line on to a windlass, so that one movement will simultaneously shift a whole scene with

its component parts of several ‘wings’ (on each side), ‘borders’ and ‘back-cloth.” The adjustment of the ropes to carry

out this single movement is, however, no easy matter on a wood stage of this description.

As in England, every pair of ‘wings’ has its ‘sky border, but the unsightliness of the joint between the ‘sky

border’ and the ‘wings’ has frequently caused the German stage mechanic to use a continuous piece of canvas, consisting

of ‘wings’ and ‘border’ in one—in fact, a ‘back-cloth’ with its centre cut out in profile. This piece of scenery is

technically known as the ‘Bogen,’ or curved piece, and it is raised and lowered from the ‘gridiron’ floor in the same

manner as all other ‘cloths’ and ‘borders’ When the ‘Bogen’ is introduced the ‘chariot’ can, of course, be dispensed

with, as there are no wings to move; but I have also known the ‘pole’ to be used for stiffening the long ends of the

‘ Bogen,” which has a tendency to be affected by draughts.

11II.—3 D



22 MODERN OPERA HOUSES AND THEATRES,

The ‘upper machinery,” ‘Obermaschinerie,” of the German wood stage, as elsewhere, includes the ‘fly galleries’ and

*gridivod’ floors. In’ the Dresden Court Opera’ House. there. are five tiers of ‘fly galleries’; in the Vienna Opera House

there are four tiers; each example, however, only having one ‘gridiron’ floor, as in the case of the English stage. * Unlike

the English ‘fly’ floors, the German type has the flooring laid with narrow boards and open spaces, so that ropes can be

dropped through, which is the case in the ‘gridiron’ of all countries. Each tier of the ‘fly gallery’ is connected across the

stage by ‘hanging bridges’ suspended from the ‘gridiron’ and roof by iron rods. In the French stage, as illustrated by

the Brussels Theatre, it will be remembered that these ‘hanging bridges’ were continuous from ‘fly gallery’ to ‘fly gallery,”

obtaining partial support at their ends by resting upon the gallery rails. On examining the cross-section of the Vienna

Opera House, it will, however, be seen that the arrangement is different, as a portion of the ‘flying bridges’ is made to

lift at each end in the manner of a drawbridge. This provision is necessitated by the employment of a class of scenery

essentially German in its origin, and known in England as the ‘continuous panorama,” as distinct from the ordinary

‘ panorama ‘cloth.’ The ¢loth in ‘this case goes ‘up’ one side, is curved across the back, and passes ‘down’ the other side,

COURT OPERA HOUSE, VIENNA : STAGE. ~ COURT OPERA HOUSE, VIENNA : STAGE.

F1G. 27. TRANSVERSE SECTION. F1G. 28. LONGITUDINAL SECTION.

forming ‘a screen which is practically a stilted semicircle in plan. This ‘panorama,’ in passing ‘up’ and ‘down, would be

interrupted in its movements by the ‘hanging bridges’ connecting the ‘flies,’ if there were no break in them, and for this

reason the miniature drawbridge is opened to give free passage for the canvas. Unlike the ‘panorama cloth’ of the

English stage, the German appliance 1s made to mask-in the whole of the two sides and back. In the English example

we have simply a straight ‘back-cloth’ moving off a roller on one side to a roller on the other. The German ‘panorama,’

when it is made movable, runs on a lath at the top. The chief difficulty in working this ‘panorama’ is, of course, at the

curved "part. In the later development of German scenic machinery we find that this appliance plays ‘a most important

part. It is used principally to obviate the difficulty of making a good scenic picture with the parallel lines of ‘wings,’

‘borders’ and ‘back-cloths,’ and to conceal the unsightly joints which the more primitive forms always exhibit.

Common to all types of wood stages is the ‘built-up’ or ‘box scene’ of the English stage, and in Germany the

same kind of ‘rostrum’ (termed the ‘ Practicabel’) is employed, together with the ‘ground pieces,” ‘profile pieces,” and all

the other details. There are also, of course, common to all countries alike, stage tricks for the representation of thunder,

lightning and rain. These, however, 1 do not consider should have a place in this Supplement.
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THE STAGE OF THE NATIONAL OPERA HOUSE, PARIS

I HAVE so far described my examples as types, and have selected my illustrations with the object of showing the general

lines on which the construction of a stage is based, both at home and abroad. I shall now treat of individual stages,

to show what progress has been made in stage construction of late years. Where, however, these structures have been

reproduced elsewhere to such an extent as to become examples of distinct types, I shall not fail to mention the fact, but

otherwise each design presented may be considered to figure as the single instance in which some specific principle has

been introduced. I shall frequently refer back to the preceding illustrations of typical wood stages, for the general and

foreign technical expressions used in ‘ Stageland,” and for comparison, when some allusion to the elementary lines of stage

construction is requisite. Where of interest, I give dimensions, to assist in the appreciation of size.

The first stage I shall treat individually is that of the Paris Opera House. This stage has, no doubt, had an

enormous influence on the construction of other French work, but it is by no means an example of any specific class or

system of stage mechanism. Its unusual dimensions would alone prevent it from being a suitable model for copyists. A

model must generally have average dimensions, and not extraordinary ones.

The erection of the National Opera House, Paris, afforded an excellent opportunity for all inventors of theatre

appliances to attempt the introduction of their novelties with the certainty of courteous consideration, and the improbability

of a refusal on account of a lack of funds. It was common knowledge that the architect, Charles Garnier, was ever ready

to examine anything new that was put before him. In the same way as the auditorium and its foyers received attention,

the stage and its offices were the subject of most exhaustive deliberation; and finally, at Garnier’s request, the authorities

went to the length of electing a special commission to consider the arrangements of the stage proper. This commission

was composed of quite a number of leading authorities, with Regnault, a member of the Institute of France, as its

President. Besides Charles Garnier, the architect, and Louvet, his clerk-of-works, the board included the Director of the

Opera; the Assistant-Manager of the Science and Art Department; the head of the Public Works Department; with

several engineers and scenic artists. The deliberations of the commission were spread over six years, sub-committees first

examining the numerous schemes and models submitted for consideration and then taking the evidence of experts who were

retained to frame reports on individual points. The results of this onerous work can, however, scarcely be considered

satisfactory, as none of the proposals were accepted, and not even a compromise made. As will be seen from the

illustrations, the principles of the old French wood stage were retained with but little modification, iron only being

introduced to replace wood where the latter material was found to be unsuitable for the greater loads and longer bearings

which had to be dealt with. A great opportunity was thus lost, and the German-speaking countries were left to do what

France so curiously failed in. Charles Garnier, I know, still mourns this lost opportunity.

The main dimensions of the Opera House stage are :—nearly 174 feet (53 metres) between the side walls of the stage;

about 85 feet (26 metres) in depth; 52 feet 6 inches (16 metres) at the proscenium opening; and nearly 103 feet (31 metres)

working room between the columns which support the ‘flies’ on either side of the stage. These dimensions are, of course,

unusual ones, but I must remark that this depth of the stage had already been exceeded at the time of the erection in various

Continental opera houses, and that Covent Garden Theatre, London, has almost the same dimension from the proscenium

to the back wall. Since the erection of the Paris Opera House, several stages with greater depth have also been built.

In the Paris Opera House the width of a ‘rue’ is 3 feet 6 inches (1°09 metre), and the width of a ‘trappillon’ is

about 1 foot 6 inches (0°49 metre), the ‘costiére’ having its usual 1} inches (0°04 metre). The sequence is different to the

Brussels example, and there are always two °‘trappillons’ to every one ‘rue,’ the order being—*costiere,” ‘trappillon,’

‘ costitre, ‘ trappillon,’ ¢ costiére,” ‘rue There are ten sequences to ‘the depth of the siage, ‘as will be seen from Fig. 31.
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These sequences or groups of ‘cuts’ are technically called “plans.” The ‘ruc’ opens to the length .of 49 feet (15 metres).

The * trappillon’ is ‘55 feet o inches (17 metres). lopg. The slope of the floor is about 5 centimetres per metre. At the back

of the stage is a space known as the corridor, and mostly used for setting heavy pieces of ‘built-up’ scenery. The foyer

de la danse is beyond this, and the depth from the back wall of the foyer to the front of the stage would allow a vista

of over 150 feet (45°70 metres) in extent. At each side of the stage the counterweight boxes practically form enclosing

walls with a number of openings leading to a series of ‘scene’ docks on each side. The arrangement of these side

docks, as already remarked, is essentially of French origin, and they afford a very ready means for the disposal of scenery

which has to be quickly removed from the stage. I would here observe that the Paris Opera House stage was designed

for a nightly change of scenery, the playbill being subject to almost daily alteration. Extra afternoon performances are

also sometimes given, but only on rare occasions, and then, generally, there is no evening entertainment.

The machinery below the stage is worked from five different levels, four ‘mezzanine’ and one ‘cellar’ floor (see

Figs. 30 and 33). The first and second ‘ mezzanine’ floors are not level, but follow the slope of the stage floor. The

height between the stage floor and the ‘cellar’ is nearly 47 feet (14°25 metres) in front, and 51 feet 6 inches (15°70 metres)

at. the back, the difference of over 4 feet (1 - 28 metres) arising from the

slope of the stage floor towards the front. The five levels below the

stage ave of ‘unequal height, the first. ' mezzanine’ averaging 7 feet

10: inches (2 * 40. metres), the second 7. {feet 6 inches (2°20 metres), the

third 13 feet (3°95 metres), the fourth 11; feet (3:40 metres), and: the

“cellar *.10 fect (3: 10 metres),

On the ‘cellar’ level are placed the bases which support the iron

uprights of the stage. Each base has a group of three uprights upon

it. Between each base and group of columns is the space above for the

‘rue,’ but between the three columns themselves are the ‘trappillon’ and

the ‘ costiere.’ At each level are brackets bolted to the columns to take

the iron joists, 1 foot 5 inches (0-45 metre) in depth, which support the

stage. The length of the four iron joists together from wall to wall is

just over 100 feet (31 metres).

At the level of the second ‘ mezzanine’ the number of columns is

increased by the introduction of an intermediate column in the centre of

each of these four joists; and it will be seen, therefore, from the section

(Fig. 30) that at this level there are seven columns in a row instead of

three, each of these seven columns supporting two iron stanchions which

are immediately under the stage. It will be seen from the detail (Fig. 33)

that on the top of the stanchions are channel irons; to these are fitted

the oak fillets which form the sides of the ‘costiere.’

For the ten ‘plans,’ of which the stage floor of the Paris Opera

House consists, there are thirty-three bases for the groups of iron columns,

supporting the stage below (ninety-six columns in all), to each of the

two lowest ‘mezzanines, double that number to the second ‘mezzanine’

NATIONAL OPERA HOUSE, PARIS: STAGE.

F1G6. 29. VIEW OF ¢ UNDER MACHINERY.’

level, and four times that number of iron posts to the first ‘mezzanine.’

The rails on which the wheels of the ‘chariot’ run are fixed to the iron

joists of the first ‘mezzanine’ floor (Figs. 30 and 33). The floors of the different levels below the stage are formed with

open planking in the usual way.

The framework of both the small and large ‘chariots’ is made of iron. The large ‘chariot’ is 9 feet 10 inches

(3 metres) long, and is so constructed with four uprights, cross-braced by iron rods, that there are thirteen iron sockets into

which two ‘poles’ can be dropped. This arrangement has the advantage that the same ‘chariot’ can carry several ‘poles’ to

support any ‘scene’ or framework of considerable weight. Each ‘costiére’ is furnished with two large ‘chariots,’ whilst the

number of smaller ‘chariots’ varies according to the requirements of a scene. The large ‘chariots’ are never moved from

their own ‘costi¢re,” but the small ones are lifted out and taken to any part of the stage where they may be required.

There are sixty-four large ‘chariots’ at the Paris Opera House, and twenty-two small ones. The ‘poles’ are of fir and

have an average height of 232 ‘fect 9 inches (10 inectres),

The ‘trappillon’ is used for raising ‘flats’; the depth available below being about 49 feet (15 metres). This depth,

however, is somewhat curtailed in parts by the presence of the ‘drums’ in the ‘cellar,’ which stand 11 feet 6 inches (3°50

metres) above the floor. The actual ‘working depth’ is hence only about 36 feet (11 metres); that is to say, a ‘scene’ of

this height can be made to disappear bodily beneath the stage, or can be raised up from below. The ‘flats’ are generally

worked by ‘sloats’ or ‘cassettes, of which appliances six are necessary for the full width of a ‘trappillon.” At the Paris
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Opera House the ‘cassette’ is made of long iron plates, held together by angle-irons, and formed in the shape of an oblong

box, with one of the four sides partly open, whilst the ‘ame, which in this case is made of oak, can be easily worked over

some small rollers at the side of the iron box. The ropes of a set of the six ‘cassettes’ are all taken on to one ‘drum.

In the ‘cellar’ level there are six rows of ‘drums,’ four between the bases of the columns, and one on each side

near the walls of the ‘cour’ and ‘jardin.’ On the third ‘mezzanine’ are two rows of windlasses which serve to raise

the counterweights. The system adopted at the Opera House is to make the counterweights heavier than the object to be

raised. In most theatres the counterweight boxes extend from

the top of the ‘gridiron’ to the bottom of the ‘cellar’ without

any interruption, but in the Paris Opera House these boxes

are stopped at the stage level.

Before leaving the stage floor I should remark that

means have to be provided for easily moving large quantities

of scenery in and out of the building, when large scene-

stores have not been constructed in connection with the block

and a frequent change of bill has to be considered. In order

to take the long rollers on which the ‘back-cloths’ are wound,

in and out of the Opera House, there is a sloping way, called

the chemin des rideaux, from the street level to the second

‘ mezzanine devel (Fig. 30). "This sloping way is a framed

platform of wood braced with iron and provided with rollers.

The ‘scene’ is pulled up the sloping platform by a rope

NATIONAL OPERA HOUSE, PARIS: STAGE. . . : : :

attached to a windlass in the ‘mezzanine’; it is then lifted

Yi1c. 32. VIEW OF “FLY GALLERY.

through the opening of a ‘rue, and placed on the stage.

As regards the ‘ upper machinery’ of the Paris Opera House stage, there are two rows of cast-iron columns on either

side which are carried up to the height of the ‘gridiron’ and support the various tiers of the ‘fly galleries.” These two

rows of columns are braced together by lattice ironwork which, at the same time, form the side walls for the scene-docks.

They are also tied together by the iron girders which support the floors of the galleries.

The height from the floor of the stage to the floor ‘of the ‘gridivon’ is 119 feet (36°25 metres); Five tiers of

‘fly galleries’ are provided, to which has been added a sixth and supplementary tier. This additional tier was erected for

the purpose of working the electric light, and it has received the name of Pont Dubosc, after that of the engineer who

directed this installation. The distance from the ‘fly-rails’ on the one side to the ‘fly-rails’ on the other is over go feet

(27 * 50 metres), which admits of a ‘back-cloth’ slightly less than 8o feet (24°50 metres) in width. The communication

between the two sides is again effected by sets of ‘flying bridges’ placed immediately over the ‘rues’ and hung from the

“gridiron.” All the cords are fastened to cleats screwed to a rail at the back of the ‘fly galleries” In the English system

these cleats are fixed to the ! fly-rail’ itself.

The gridiron’ is 119 feet (36°25 metres) above the floor of ‘the stage, as 1 have already stated, and 1 would

add that it ‘has three levels. The first of these ‘grils’ has three rows. of ‘drums’ running from front to back, one ‘drum’

being placed over each set of ‘traps, so that there are ten ‘drums’ in each row. There are similarly three rows of

‘drums’ on the second level, but only one row on the third.

NATIONAL OPERA HOUSE, PARIS: STAGE.
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STAGE CONSTRUCTION. 2

THE STAGE OF THE MUNICIPAL TUEATRE

ROTTERDAM.

In this chapter I shall describe the stage of the Rotterdam Theatre, which was erected from the plans of J. Verheul, and

is illustrated in the second volume. The stage engineer was Albert Rosenthal, who acts as engineer-in-chief at the

Municipal Theatre, Cologne, This theatre was erected mn 1886—i.e. subsequent to- the. ‘Ring’ Theatre fire and the

erection of several hydraulic stages. As was the case with the Paris

Opera House stage, however, this piece of construction does not mark

any special type, but can only be studied as an individual example.

Its importance among modern stages is due to the fact that it is a

wood-and-iron stage of average dimensions, in which the former material

predominates, the latter having only been employed for some main

structural parts and for minor details. At the same time, there are

distinct improvements both in the arrangement of the ‘upper machinery’

and the ‘under machinery,” as compared with that of the old wood stage.

»

~

~

The old ‘drum and shaft’ has been excluded for hoisting purposes, and

MUNICIPAL THEATRE, ROTTERDAM : STAGE.

Fi1G. 37. PLAN OF STAGE FLOOR.

the pulley takes its place on the ‘gridiron’ level. The principal parts of

the ‘under machinery’ have also been put together more systematically

than before. This stage illustrates, if I may call it so, the transitional period from wood to iron at its earliest, though

the date of its erection really demanded something more advanced. In speaking of this stage, it is well to point out that

there were considerable difficulties in making the foundations of the theatre, which is built on piles, and that this was an

obstacle to sinking the ‘cellar’ to the desired depth. I would also again remark that the purposes of both an opera house

and a comedy house have to be fulfilled Ly the building. - There are,

to repeat, two distinct administrations in the block, the one for national

drama and the other for opera, whilst the playbill is changed either

3.00 --

==

III affects the requirements formulated for the stage appliances.

QUIET Tras

|

| weekly or nightly, as the case may be. This, of course,” materially

:

One of the chief features of the Rotterdam stage is, as 1 have

|

already indicated, the total exclusion of the ‘drum and shaft’ system in

the mechanism used for the ‘upper machinery.” We find that the whole

3 of the ‘scenes,’ ‘borders’ and ‘ battens’ are raised: and: lowered over

pulleys fixed to the ‘gridiron’ floor. There are six of these pulleys to

every ‘cloth’ —that is to say, the width of the ‘cloth’ requires six ropes

7 pr RH RR RRR I to hang it from the ‘gridiron,’ and each of these six ropes passes over

a pulley. They: are then collected over one central pulley at a higher

V

level, as shown in Fig. 40, from whence the working lines and counter-

weight ropes are taken. There are a great number of these pulleys in

use at the Rotterdam Theatre, for the stage is a large one, consisting of

six sequences: of ‘cuts,’ and over each sequence or division of the stage

i He

|

|

|

|

|

|

=n there is provision for hanging eight changes of ‘cloths’ or ‘borders.’

1

i

1

J

"

N

On the ‘gridiron’ floor alone there are thus nearly three hundred pulleys,

TH

1 besides which there are two tiers ‘of central pulleys at a higher level,
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numbering close on one hundred.

MUNICIPAL THEATRE, ROTTERDAM: STAGE.

The counterweight system enters very largely into the working of

FiGs. 38, 39. PLANS OF ‘FLY GALLERY’ AND ‘GRIDIRON.

the ‘upper machinery’ of the Rotterdam Theatre, and it will be seen

that the counterweight boxes are ranged against the walls and each side of the stage, and that they can be raised or

lowered the entire distance from the ‘gridiron’ level to the lowest ‘cellar’ under the stage floor. The transverse section

11.—3 F



28 MODERN OPERA HOUSES AND THEATRES.

shows that, on the left side of the stage, there are two lines or series of counterweights in use, and that the space in which

the counterweights are worked is provided for by building the side walls of the stage with internal piers, between which

they are hung.

There are three tiers of ‘fly galleries,” the floors of which are of wood, laid upon iron joists. On the middle tier,

drawbridges connect the ‘flies’ on either side to the ‘hanging’ or ‘flying bridge’ which runs across the stage over each

sequence of ‘traps.’ These ‘flying bridges’ are hung from the ‘gridiron’ floor, but they are constructed entirely of wood.

The front of the ‘fly galleries’ is strung up to the roof by a series of iron rods, and upon these rods are fixed the wooden

rails, which form the ‘fly gallery’ rails of each tier. Under the ‘gridiron, along the full width of the stage, is suspended

a beam, and upon this the wheels of a ‘traveller’ run.

With regard to the construction of the ‘gridiron’ there is little to say, except that, as will be seen from Fig. 39, on

p. 27, a set of main girders resting on the piers of the side walls support the necessary sequence of joists which run

from front to back of the stage. At the same time, these girders form part of the construction of the roof, as will be seen

from the sections. The flooring of the ‘gridiron’ is wood boarding and spaced in such a manner as to allow the ropes

MUNICIPAL THEATRE, ROTTERDAM : STAGE. MUNICIPAL THEATRE, ROTTERDAM : STAGE.

Fi1G. 40. TRANSVERSE SECTION. FiG. 41. LONGITUDINAL SECTION.

to be dropped through. As shown in the diagrams, the span for the ‘gridiron’ is over 82 feet (25 metres), and the height

from stage floor to ‘gridiron,’ at curtain line, over 59 feet (18 metres). The main girders are about 8 feet 9 inches

(2°70 metres) apart.

Having noticed the chief characteristics of the upper part of the Rotterdam stage, I must now pass on to describe

the manner in which the ‘cuts’ are set out upon the floor. The floor, as I have said, is divided into six sequences of

‘cuts.’ These commence with a pair of ‘chariot grooves,” which run right across the stage, and are used for the ‘curtain-

wings’; next come two sets of ‘slider cuts,’ the covers to each of which are divided up into ten sections. Each section

can again be removed separately, or the whole ten can be made to slide under the stage floor, five to the right and five

to the left. Behind these there are three ‘chariot grooves,’ followed by a ‘bridge’ and another set of ‘sliders.’ This

sequence of three ‘grooves, a ‘cut’ and a ‘bridge’ is then repeated four times, when a change again appears; for, after

two ‘chariot grooves,’ there are then two ‘bridges,’ one ‘chariot groove’ and one ‘cut,’ the latter completing the divisions

of the floor of the main stage. The stage, as will be seen, extends back beyond this, but there are no ‘cuts’ in the

so-called back stage. There is, in fact, only an arrangement in this part of the floor for lowering the scenery into a

‘scene’ store below.

I should mention, before passing to my remarks on the construction of the ‘under-stage,’ that at Rotterdam every

“ chariot groove’ extends from one side of the stage to the other, allowing all the ‘chariots’ to travel the full width of the

stage. This, as already explained, is not always the case, as in some theatres ‘chariots’ are only used to support the
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‘wings, and travel only a little beyond the line of the proscenium opening. In some cases, too, only one or two of the

‘grooves’ run right across the stage, as was the case at Dresden. The ‘bridge cuts’ are of less length than the

measurement of the proscenium opening in the Rotterdam Theatre, whilst all the ‘sliders’ open considerably wider.

In this chapter I have made a point of showing a full set of plans to illustrate the arrangement of the stage floor,

its joists, and the construction of the ‘mezzanine’ and ‘cellar’ below. The ‘under machinery’ in this case has only one

‘ mezzanine’ floor and a ‘cellar,’ and the whole 1s constructed and framed

together with wooden posts and wooden joists. Immediately under the stage

floor are the joists, extending from side wall to side wall of the stage, and

spaced from front to back in accordance with the width of the particular

description of ‘cut’ above in the stage floor. Every joist has seven uprights,

and in order to stiffen the stage and prevent the uprights from falling

forward, the joists on either side of the ‘chariot slits’ are well bolted together

and also to their respective uprights. It should be further noticed that the

stage is stiffened laterally, by the posts between the ‘trappillons’ and ‘rues’

being tied to the posts of the ‘chariot cuts.” Where groups of posts support

the joists of the ‘chariot cuts,’ it is only the front and back posts which are

carried down to the ‘cellar’ level; the centre ones are bolted to a cross-piece

some few feet above that level, and hence the actual number of posts which

rest upon the sole-plates in the ‘cellar’ are only 147 out of 217. On reference

to the plan showing the joists of the ‘mezzanine’ level, it will be noticed that

the whole of the stage is considerably stiffened on each side by the rows of

double bridging joists running from the proscenium wall to the back wall on

each side of the post, and supporting the ‘mezzanine.’

seer J 25 mee

Although there are no ‘drums’ or ‘shafts’ employed in the ‘upper

machinery, they are used in the ‘under machinery,’ and a row of them is |

placed the full depth of the stage on the right-hand side of the ‘mezzanine’ MUNICIPAL THEATA, MOTTRADAN: Sov

level. They are used for raising the ‘bridges’ The ‘bridges’ themselves Sia li oli

consist of a very simple form of a wooden framed table having the full length of the ‘rue,’ which, as I have already

observed, is rather less in frontage than the proscenium opening. The method by which the stage floor is opened to

allow the ‘bridge’ to rise up to that level is practically similar to that which prevails in the English wood stage, the

one difference being that an iron lever is used to keep the slabs or ‘trappes’ in position. The ‘chariots’ travel, as in

most cases, upon a metal wheel and on a tram-line laid upon the ‘mezzanine’ joists. The ‘chariots’ are constructed entirely

of wood, framed together, with eight sockets into which the ‘poles’ can be placed as required. The ‘pole’ is of wood,

with an iron shoe and pin. There are two ‘chariots’ to every ‘cut’ or ‘groove, and there are seventeen ‘chariot grooves’

in the stage.
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THE STAGE. OF D'OYLY CARTES ENGLISH OPERA HOUSE,

LONDON.

|

WHEN D’Oyly Carte was about to construct his new English Opera House in Shaftesbury Avenue, his original

intention was to provide a stage built entirely of iron, and the drawings which were passed in the first instance by the

DOYLY CARTE'S

ENGLISH OPERA HOUSE, LONDON : STAGE.

Fic. 45. DETAILS OF COUNTERWEIGHTS.

ai, @.. All this framing of the ‘under machinery’ can be carried out in. iron

or in wood and iron. The whole of the mechanism underneath the stage is

used for raising and lowering the ‘scenes’ through the various ‘cuts’ in the

floors. These ‘cuts’ differ from those of the ordinary English wood type, inas-

much as, in addition to the ‘sliders’ and ‘bridges,’ there are the Continental

‘slits’ for the ‘chariots and poles’ already referred to. These are here made

to travel the full width of the stage. In the plan (Fig. 46), B represents the

‘bridge cuts, S the ‘slider cuts,” CP the ‘chariot and pole slits,” and CC the

‘carpet cut, of which I shall have more to say hereafter. TT are the ‘grave

and star traps.’

The plan (Fig. 46) shows how cramped the stage is, and what a lack of

room there appears to be for shifting scenery sideways or to the back. The

framing under the stage floor level is indicated in I'ig. 47.

The arrangement of ‘cuts’ upon the floor plan is somewhat different to

authorities indicated an iron stage. This scheme, however, was subsequently abandoned,

and a wood-and-iron stage was erected. The designer of this stage was Walter Dando,

an engineer who had considerable experience with French appliances. The variations and

improvements which he introduced into the English Opera House stage have been patented

by him as an invention ‘in connection with theatrical stages,” and as I consider that the

patent specification describes the features of his design better than any explanation of the

actual example carried out, I am quoting the former at considerable length. I am also

referring to much of the detail in the diagrams by reference letters arranged similarly

to those in the patent specification.

Regarding the two plans and the transverse and longitudinal sections, I would

in the first instance note the following lettering :—A A indicates the stage floor level on

the sections; the first ‘mezzanine’ is shown at M, the second at M,, the third at M,, and

the * cellar’ level at 1.

The stage floor is carried by a number of wooden uprights held together by three

tiers of joists, J, J, which run across the entire width of the stage, and, at the sides,

support the various levels of ‘ mezzanine’ floors. The floor joists on either side of ‘chariot

slits’ are marked «4 a, whilst those between

which “sliders’ are worked are shown as

any of the examples illustrated, for though, as will be seen, the ‘grave trap’

occupies its usual central position, and is close up to the front of the stage,

there are two ‘star traps’ placed on either side. Immediately behind these

smaller ‘traps’ are placed the first ‘cuts’ for the ‘chariots and poles,’ on which

the ‘curtain-wings’ are mounted. These ‘cuts’ do not run right across the

stage, but only extend a short distance beyond the proscenium opening. This

pair of ‘cuts’ is followed by the first ‘slider,’ which, though like the appliance

of the old wood stage, running in ‘grooves,’ and ‘taking-off’ right and left

9

D’OYLY CARTES ENGLISH OPERA HOUSE, LONDON:

FiGs. 46, 47.

STAGE.

PLANS OF STAGE FLOOR AND JOISTS.

in two halves, is here held by iron levers, and worked by steel ropes and iron ‘crabs.’ The next opening is known here

as the ‘carpet cut, and 1 give large scale details of the contrivance in Figs. 51 and 52. The purpose of this ‘eni’is to

enable a carpet on the stage floor to be removed without any of the stage hands appearing before the audience and rolling
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up: the carpet in. their sight. . The details show how the opening is effected ‘by means of a lever L, and. the carpet is then

dragged through. the f cut’ C to the ‘ mezzanine’ below, where it is wound up on a roller. The ‘carpet cut’ is’ followed

on .the plan. by another ‘slider, which is’ the first unit in the regular sequence of “slider, ‘chariot. slit,’ “bridge,” * chaniot

slit,’ ‘slider,’ * chariot slit,” which recurs three times, and again in a fourth instance but without the last three units.

The means for raising and lowering the ‘scenes’ through the ‘slider’ openings is fully shown in Figs. 51 and 52,

with working details of the ‘sloats’ upon which the ‘scenes’ are fastened. The ‘rise and sink’ scenery—the technical term

given to ‘scenes’ which descend below the stage floor—is fixed to the ‘tongues’ of the ‘sloats’ T,. These ‘tongues’ are

raised or lowered by the flexible wire ropes which are attached at one end to the ‘tongue,’ and at the other to the ‘drum’

4 in the ‘cellar’ level. The weight of the scenery is balanced by means of the counterweight C running in the ‘shaft’ as

shown, and attached to one end of the wire rope W;, which passes over ten pulleys P;, and is attached at the other end to

the ‘dram’ ‘4 The ‘drum’ is worked by the power rope. Wy, by means of the ‘crab’ K, and when in motion, the tongues”

rise or fall in the ‘sloats,” and the scenery is raised or lowered as required. The counterweight C is regulated by the weight

of the scenery. In the diagram, the raising of the scenery is being assisted by the counterweights; but by passing the wire

W,; over the ‘drum’ & in the reverse direction, the counterweights can be made to assist in the rapid lowering of the

‘scenes.’ In the latter case, a brake on the ‘crab’ K regulates

the descent. In Figs. 51 and 52 are given enlarged details of
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‘drum’ &, to raise or sink a number of ‘scenes’ simultaneously

in the various ‘slider cuts.” The object of this arrangement

is, of course, to allow the spectators to see only one gradual

movement of the whole of the scene, no two pieces travelling

at a different speed. Enlarged details of the ‘sloat’ and

‘tongue’ are shown, with plan, section and elevation of the

working parts, lettered in the same way as in the general

diagram. Two different kinds of ‘drums’ are also shown.

As to the ‘chariot and pole’ of Walter Dando’s stage,

it should first be again observed that the ‘chariot slits’ are

taken right across the stage floor. Details of the construction

of the ‘slit’ are given in Fig. 48, and it will be seen how

the opening, when not required, is closed by oak ‘fillers.’

The ‘fillers’ are indicated by the letter g, and in each ‘filler’

are two steel pins gj, which run in, continuous grooves or

slots /, formed at the top of the cheeks fi by undercutting

the stage floor-boards. The oak ‘fillers’ can be pushed along

in front of, and after, the “chariot’ as it travels acvoss the

stage, ‘so that no: ‘cut’ "or. opening is visible to the eye,

They can be easily lifted out or put in place, for they are D'OYLY CARTE'S ENGLISH OPERA HOUSE, LONDON: STAGE.

made in several sections to the length of the ‘cut, and the Perel Dolor Daan SATIN OD Tonauen?

adjacent portions of the stage flooring are provided with small

vertical openings, /%;, through which the steel pins of the ‘fillers’ drop into the horizontal slots. A sketch of an oak block

with such openings has been added. The ‘filler’ when dropped into the slot, is then pushed along, and held in position by

the steel pins, and another ‘filler’ is inserted. The obvious danger to dancers from a ‘cut’ being left open or not well

closed, is avoided, and the clattering common to the ordinary ‘filler’ is also done away with. |

In Fig. 49 is shown a ‘chariot’ placed near the centre of the stage, with two ‘poles’ P P mounted thereon. These

‘chariots’ have grooved wheels N, running on metal rails N,, fixed to the timbers N,. The ‘chariots’ carry the ‘poles’

P P, which are supported upon hinged shoes S at the bottom, and each ‘pole’ is mounted with a metal end. These

‘poles’ are placed with their greater width at right angles to the ‘cut,’ so that there may be as small a slit in the stage

floor as possible. A framed ‘wing’ FW is shown at the side of the stage ready mounted, to be pushed on by means

of the ‘chariot.’

Speaking generally of the ‘under machinery’ of this stage, I would observe that wood has again been used for

the principal part, though iron has been introduced in much of the detail, including such appliances as the ‘bridges.’

The ‘under machinery’ is of deal, with oak ‘bearings’ and linings, iron ‘bridges’ and ‘crabs,’ steel ropes and metal

fittings throughout. A special feature of the design is the substitution of pulleys and counterweights for the cumber-

some system of ‘drums.’ The advantages of this improvement were explained in connection with the preceding example.

In the ‘upper machinery’ more metalwork is used than under the stage floor level, for, besides there being a roof

11.—3 G



32 MODERN OPERA HOUSES AND THEATRES,

supported by ironwork, the ‘gridiron’ framing and the ‘fly galleries’ show girder-work. There are three tiers of ‘fly

galleries,” BF), Fs, Fs; on cach side of the stage, connected with each other by iron ladders I L, which lead also up to

the ‘gridiron’ level G. The two upper tiers of ‘fly galleries’ are connected by ‘hanging bridges’ H B. The ‘gridiron’

floor is carried by the roof principals. Upon this floor are fixed four sets of pulleys, and over these the steel ropes pass

from which the scenery is suspended. In Fig. 48 1 give details of these pulleys.

The hanging scenery is attached to a specially designed ‘batten,’ and from the details (Fig. 48) it will be seen

how this ‘batten’ is made so as to lessen the wear and tear of the ‘cloth’ Under ordinary circumstances the ‘cloth’ of

the ‘BEaglish theatre is nailed to a roller, and the ropes are passed round it and through a hole made in the canvas.

Where this method of attachment is in vogue there is considerable risk of damage and much undue wear and tear, while

the difficulty of adjusting the ‘cloth’ and of making it hang straight involves a great loss of time. With Dando’s

‘batten —which is always left hanging—the wire rope is attached to an iron clip, which passes down one ‘side of the

so-called permanent wood ‘batten.’ To attach a ‘cloth’ to it, a second wood ‘batten’ is screwed into the permanent one,

9489.0.

D'OYLY CARTES ENGLISH OPERA HOUSE, LONDON:

STAGE. FIG 49. TRANSVERSE SECTION.

D’OYLY CARTE’S ENGLISH OPERA HOUSE, LONDON:

STAGE. FIG. 50. LONGITUDINAL SECTION.

the canvas being fixed in between the two and then screwed up tight. To release the ‘cloth,’ the screws are loosened and

the ‘scene’ slipped out. There is no nailing whatever.

On the section (Fig. 40) is shown a ‘scene’ fixed to the * batten.” SC, and hanging by four steel ropes Rr. These

four ropes Rs are taken up and passed over the pulley P, and then around the ‘sheave’ pulley P,, over the ‘sheave’

pulley P,, down into the ‘shaft where they are attached to counterweights. The power rope R; is fastened to the

centre of the ‘batten,’ and is led over the ‘sheave’ of the pulley P, down to the ‘fly’ gallery. By pulling this rope the

counterweight C runs down, and the ‘scene’ is evenly raised. The rope Rj, also leads to the ‘flies,’ and passes over the

pulleys P; and Py and is then attached to the counterweight, so that by pulling this rope the counterweights are raised,

and the ropes R and R; are run out, and the scenery lowered. To distinguish the rope by which the raising is effected,

from the rope by which the lowering is carried out, coloured strands are woven into the ends. The ‘scenes’ are operated

from either of the various ‘fly’ levels, according to the convenience of the moment, and are so counterbalanced that one

man can, with ease and alacrity, raise or lower any of the ‘scenes’ by working the ropes R; or Rp; by means of a ‘crab.’ By

carrying all the counterweight wires and working lines into the middle of the ‘gridiron’ over the centre pulleys, Py and Pj,

the use of the ‘long and short line’ is obviated.
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The engineer of the English Opera House has not confined his attention simply to the constructive parts of the

stage machinery, but has introduced many contrivances for facilitating the mounting of ‘scenes.’ Among other minor

appliances I would notice his adjustable attachment for suspending a ‘batten’ to carry a ceiling-piece at any required angle

(Fig. 45). A screw is fixed in a frame attached to the ceiling-piece, and upon this screw a ‘nut’ is mounted, to which the

suspending chain is attached. The number of these suspending chains depends, of course, upon the size of the ceiling-piece.

By turning the screw the ‘nut’ is caused to travel and place the ceiling at any required angle. A detail of the counter-

weight iron used by Walter Dando is also given. The counterweights have a cut, by means of which they can be slipped

sideways upon the narrow part of the iron, and then passed down to where the larger part of the iron falls in line with

the hole. Various sizes and shapes of counterweights are shown in the diagram, but special attention should be drawn to

the one which has ‘leg’ pieces, Ws. These obviate any rattling noise, especially when a rubber disc x is inserted between

the weights. I would point out, in reference to the counterweights, that if the whole distance from the ‘gridiron’ to the

‘cellar’ cannot be used for the drop of the counterweight, then a counterweight-iron with a single-purchase pulley, as at y,

can be substituted, by means of which a gain of about half the distance travelled by the counterweight W is obtained on

the length of the wire. |
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THE STAGE OF THE COURT THEATRE, SCHWERIN

IN the illustrations of the stage machinery of the Schwerin Theatre, I present a type of stage somewhat common in

Germany, representing the transition state between those constructed entirely of wood and those built up solely of iron.

Wood is still used throughout the ‘ under machinery’ at Schwerin, but everything in the ‘fly galleries’ and ‘gridiron’

is of iron, with. the exception of the floor boards. Hence the example specially calls for attention on account of ifs

‘upper machinery’; it, perhaps, also deserves more than usual consideration, as one of the first instances in which the

stage mechanic, Karl Lautenschlaeger, of Munich, was enabled to use iron for part of his construction. It has also served

as a basis for many of the more advanced stages. How it came about that only the ‘upper machinery’ was constructed

of iron, or how it happened that iron was introduced at all in this building, must be explained by the fact that the theatre

was burnt down on the night of April 16, 1882, when a conflagration destroyed practically everything in the old block.

As usual, directly there has been a destruction of property in this way, some effort is made to prevent a repetition of a

similar catastrophe, and as the fire on a stage generally first

affects the appliances above stage floor level, special care was

taken that here, at least, fire-resisting materials should be

principally used. For so late a date as 1832, however, the

improvements might well have even been of a more advanced

kind than they were.

I have found it advisable, in dealing with the various

types of stage construction, first to call attention to the

arrangement of the stage floor, and in this instance I will

commence by pointing out that the plan (Fig. 53), though

essentially of German design, shows the adoption of the

French system of arranging the counterweight boxes some

distance from the side walls instead of close up against

them. This location of the counterweight boxes allows for

the provision of six small ‘scene-docks’ on each side of the

er oo stage, - into which the ‘wings,’ small pieces —of scenery,

10050 © { 2 3 1 § q 7 8 9 metres

2836.1.

4 ‘vostrums,” etc, can be rapidly moved. There is a dock for

COURT THEATRE, SCHWERIN: STAGE. . iL J ; :

* ‘each sequence of ‘traps, so that the ‘wings’ belonging to

Fic. 53. PLAN OF STAGE FLOOR.

each ‘entrance’ can always be kept in the dock opposite it.

The sequence of the ‘cuts’ shown in the stage floor plan, is based upon the system of the old German wood stage.

First, there are next to the proscenium opening two ‘slits’ for the ‘chariots’ and ‘poles’ which support the painted

‘ curtain-wings’ used to regulate the width of the proscenium opening in accordance with the requirements of each particular

‘scene.’ ‘After these two ‘chariot slits’ comes a! * bridge,’ which has a length rather less than the measurement: of the

proscenium opening, and is divided into seven sections, each of which can be removed separately, so as to make one or

more small openings, or moved together to leave one large opening. I should add that any one of these seven sections can

be replaced by the covering ‘slab’ of a movable or framed ‘trap’ somewhat similar in construction to the English “ star’

or ‘corner trap, the appliance itself being movable and placed under the opening On the German stage this appliance

goes by the name of ‘ Transportable Versenkung,’ and it is much used, even for raising single pieces of furniture, etc., and

where a quick change of ‘scene’ obviates much porterage. 1 have stated that the ‘bridge’ is divided into seven parts in

a distance rather less in length than the measurement of the proscenium’ opening. These seven sections are made to

slide under four others on each side of the stage, which, in their turn, can also be removed when occasion calls for an

opening in the stage floor of greater width than that of the proscenium. This would, of course, be only in exceptional

cases, the actual working part of the ‘bridge’ being composed of the seven sections first described. When the siage

manager, however, wishes to move bodies of men quickly up on to the stage, representing, for instance, their approach

up a ravine, these side ‘slabs’ can be removed to allow headroom for those who are marching up the gradient.

Following the first ‘bridge’ on the Schwerin stage, comes a ‘shder,;” the floor of which is divided into six
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sections, and these, when removed, leave an opening in the stage somewhat greater in length than the width of the

proscenium opening. The purposes of the ‘slider’ are the same here as elsewhere, but, as I have said, the ‘slabs’ do not

slide off sideways on German stages, but work on hinges. The next openings in the floor are a series of three ‘slits’ for

‘chariots and poles,” and then follow again a ‘bridge’ and a ‘slider’ This sequence of three, ‘chariot slit,” ‘bridge’ and

“slider,” is repeated three times, the dimensions being the same. The sequence then recurs twice, but with the variation of

only a pair instead of three ‘chariot slits,’ and a ‘slider’ of greater width. Behind the whole series is a roomy back-stage.

We do not, however, find any sequence of ‘traps’ continued through this.

In regard to the ‘under machinery,’ I have already observed that it is constructed entirely of wood, no modification

having even been made in respect to the main supports, and the whole of the uprights and framing of the stage floor being

of oak. There are heavy joists running between each line of openings in the stage floor, as in the English wood stage.

Each joist is supported by seven wood posts which rest upon continuous sole-pieces running

from back to front in the basement. The ‘mezzanine’ floors are supported by joists resting on

brackets bolted to these wooden posts. It will be noticed, on reference to the longitudinal

section, that where groups of ‘chariot slits’ occur, only the two outside uprights are carried —1

Ce)

down to the ‘cellar’ level, the intermediate posts being supported by cross-pieces which are

fixed between the outside posts at the second ‘mezzanine’ level. The object of this is to allow lL Jai Al 3a

room for the five rows of big ‘drums’ which occupy so much space on the ‘cellar’ floor. 1X : i Li

I have already referred to the ‘Transportable Versenkung, used in connection with any Sb hd

section of a ‘bridge’ The transverse section (Fig. 55) shows how this ‘trap’ can be moved ¥

on rails along a platform called the ¢ Versenkungtisch,” whilst the manner in which this ‘trap’ » ill

is worked with the aid of the so-called ‘ Versenkungswalzen, can also be clearly seen by the

transverse section.

There are two ‘mezzanine’ levels and a ‘cellar’ floor to the stage, and in the first

‘mezzanine’ run the rails for the ‘chariots.’ The framework of the ‘chariots’ themselves— jill 3 |

0005000644 006446

‘ Kulissenwagen, as they are termed—is here constructed of iron, the poles’ dropping into O Fl O

iron sockets, and being furnished with iron angle-pieces for clipping on the ‘wings,’ and with

iron stepping-pieces to allow the stage hands to climb up them to fix the scenery. There are :

two ‘ Kulissenwagen’ to each ‘chariot slit, and each one is provided with two ‘poles.’ Each

ELK

=

‘ chariot’ at Schwerin can traverse the full width of the stage. We do not find the ‘ladders’

of the French ‘chariots’ on the German appliance, nor the third ‘chariot’ to each ‘slit,” which

is used for fixing trees and other small ‘pieces.’

The first four ‘sliders’ are used for the passage of framed ‘scenes’ by means of ‘sloats.’

On the transverse section a ‘sloat’ is shown in detail, and it will be seen to comprise simply Will [1 |

a wooden box, and a wooden ‘tongue, the latter being raised and lowered by ropes passing EEE a

over ‘pulleys’ The fifth ‘slider,’ as I have already remarked, is wider than the front four; and o |

this one is furnished with a piece of mechanism, known in Germany as the ‘ Casettenflugwerk,’

which is shown on Fig. 55. The object of the *Cascitenflugwerk’ is to raise a person or |

piece of scenery up from the stage level to any required height. By increasing these AL | 1

appliances any number of figures can be grouped in a ‘scene,’ and moved up or down as ! | A i

required. Such mechanism as this is of great value in pantomime transformation scenes, i Bp |

or in large spectacular ballets. Here the appliance is built-up entirely of wood, and is WN = Ni

raised and lowered by means of the ordinary ‘drum and shaft’ in the basement. It is

COURT THEATRE, SCHWERIN:

interesting to note this primitive form in wood construction used to raise objects above the STAGE.

stage level, as the requirements of the ‘Casettenflugwerk’ may be looked upon as having Pie. 50 Doman

influenced the hydraulic stage, where the raising of various parts above the floor level forms one of the characteristics of

the conception.

Five rows of ‘bridge cuts’—that is, from the second to the sixth, inclusive, are furnished below with ‘bridges’

proper, framed up in wood as in the English stage, but differing by the further development of a rising platform or table

trap’ within the ‘bridge’ On the longitudinal section and in the details (Figs. 54 and 56) will be seen the component

parts of these ‘bridges’ They can he lowered to the “cellar, and raised to the stage level, and, when in: the latter

position, the ‘table trap’ can be raised so as to hold anything up above the stage level. Although this ‘under

machinery ’ is constructed in wood, yet I cannot but point out that the developments here again are such as forecast

many of the characteristics of iron stages.

Referring to the ‘upper machinery,” I should call attention once more to the use of iron in the construction of

everything above stage floor level. In the first place the partitions dividing the six ‘scene-docks’ already referred to, consist

of light skeleton iron frames. There are four tiers of ‘fly galleries” Two deep built-up girders at the level of the third

11.—3 H
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tier pass from the front to the back wall of the stage and form the main support for the three lower galleries. As will be

seen from the illustrations, the three ‘fly galleries’ are practically hung from this girder in the same manner as the fourth

‘fly gallery’ is hung from the ‘gridiron.’ Each tier or level of the ‘flies’ is connected with the others by means of iron

staircases, and the upper level is provided with ‘flying bridges’ extending from side to side of the stage. These ‘bridges’

are here hung up from the ‘gridiron’ floor above, and there are the same drawbridges at each end as I have already

described. - There are -seven -* hanging bridges,” one over. each ‘bridge cut’ On the floor of the second ‘fly gallery’ are

placed adjustments for fixing the top of the ‘panorama drums.” The longitudinal section shows three of these ‘drums,’

but there is provision for six on each side of the stage. Each ‘drum’ revolves on an iron base-socket. The two large

wheels on either side of the ‘gridiron’ floor are used for working the ‘panorama.’

There is only one ‘gridiron’ with three sets of ‘drums and shafts’ for raising and lowering the scenery, ‘battens,’

etc. These ‘drums,’ I would point out, differ materially from any we have seen in earlier examples of stage machinery,

for instead of the heavy and clumsy wooden ‘drum’ taking up so much valuable space, we have a light wheel of iron

construction, with iron spokes, and a ‘groove’ in the rim over which the ropes run. The central ‘drum and shaft’ are

for working the hanging scenery, the ropes from which are collected over pulleys in the ‘gridiron’ floor to a central pulley

hung from the roof principal; from thence the ropes are passed on to a ‘shaft’ The ‘shaft’ is made to revolve by

the rope on the iron ‘drums’ passing down to the windlass and counterweights in the ‘flies.” Immediately under the

‘gridiron’ floor is hung a rail, upon which run the wheels of the ‘traveller’ or ‘ Flugwerktraverse.” This is a suspended

framework of iron, which, by means of an arrangement of cords, can be made to travel backwards and forwards across the

stage, at any height, and can be raised from the floor at one side to the ‘gridiron’ at the other, or made to take any

straight or curved line of flight desired.



IRON "ST ACES

THE STAGE OF THE MUNICIPAL THEATRE, AMSTERDAM.

Wirth this chapter I commence the third and most important section of my subject, for under the heading ‘Iron Stages’

I propose describing such examples of stage construction as might reasonably be expected where the term ‘modern’ is

applied. Generally speaking, this term implies the use of metal in the construction of the appliances, and some motive

power other than manual labour in its working. Unfortunately, however, this assumption is by no means correct, as there

are many new theatres which (flauntingly) boast of their ‘modern’ appliances, and yet show nothing better than an

antediluvian wood stage, with perhaps, at the most, some improvement of little or no importance. England, as I have

already had occasion to state, has been conspicuously backward in adopting the improvements which can be seen in many

of the stages of Continental countries; and I have only been able to present one example of a wood-and-iron stage

illustrating the most advanced piece of construction to be found in the playhouses of this country. There is, strictly

speaking, no iron stage in Great Britain, and, with one or two exceptions where some special effect has been attempted,

steam, hydraulics and electricity have not yet been applied to the working of our scenery. I feel compelled to emphasise

the fact that there has been an almost entire absence of

any application of modern science and methods in the

interest of stage management, as far as England and

its metropolis are concerned, and that I can, therefore,

throughout this section of my subject, deal only with

the outcome of foreign ingenuity and enterprise.

The wood stage has been referred to at some

considerable length, primarily with the view of show-

ing the manner in which the elementary requirements

of ‘Stageland’ have been fulfilled. My descriptions

of the wood stage have also given me ample oppor-

tunity for explaining these requirements, and, further,

for recording a large number of technical expressions

used in the theatres of various countries. The wood-

and-iron stage represented a transitional period in stage

mechanism; the actual requirements were elaborated

and became more complicated, and there was a slight

. MUNICIPAL THEATRE, AMSTERDAM: STAGE.

tendency to adapt the results of modern science to Yio. 2. Poin of Svacs Tason,

the purposes of the theatre. The examples which |

illustrate the Continental iron stage will now, on the one hand, show to what extremes this tendency has gone under

the guidance of those who advocated radical ‘Stage reform,” and, on the other, to what practical results this extremist

movement has led.

I have explained in my Introduction how the primary object of the originators of the foreign movement was

the closest imitation of nature, and how their efforts, carried to extremes, resulted in crude realism. The excessive

modernising of the scenic artist's auxiliaries also frequently meant a disproportionate complication, uncertainty, and expense

for the management, as compared with the advantages gained therefrom. I am, however, fully illustrating some of these

‘extremist’ efforts in stage mechanism, in the same manner as I am presenting examples which are the outcome of

practical reform; for, whatever may be said against any of the costly attempts which have afterwards undergone material

modification, it has been due solely to the radical reformer that the actual results of to-day have been obtained, and there

is little that is more instructive in the history of modern stage mechanism than the record of the work due to his
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initiative. A perusal of some of these experiments will perhaps prevent more unprofitable labour and outlay in a wrong

direction, and may serve as a basis for further practical developments.

My first example of an iron stage worked by manual power is that at Amsterdam, which shows an exceptionally clear

disposal of all the more important appliances of the earlier stage, with material improvements. This Amsterdam example

presents a very perfect piece of metal construction, in which the extended requirements of the more elementary stage

have been fulfilled without unnecessary complication, and it also forms an excellent connecting link between the last-named

instance of wood-and-iron stage at Schwerin, and the more advanced types of stage mechanism. The stage is self-contained,

and surrounded by a thick wall, with only such openings in it as are necessary for the due performance of the ‘business’

of the theatre. It is sufficiently lofty for its purpose, but, unfortunately, difficulties in the foundations did not allow the

architect to give the ‘under machinery’ any considerable depth. Its design is based on the lines of the old German

wood stage, and as an adaptation of a different material to the principles involved, the Amsterdam stage is, in many

respects, a model example. It should be particularly noted that there has been no attempt at radical ‘ Stage reform’ in this

3259.00
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case, but simply an endeavour to modernise and elaborate, under the special difficulty of a want of depth for ‘under

machinery.” In this instance, manual labour has not been replaced by steam or hydraulics, and yet the design ranks high

amongst the most modern examples of stage mechanism. Its designer is Karl Lautenschlaeger, who also arranged the

Schwerin stage, and hence many of the same characteristics are observable in both.

At the Amsterdam Municipal Theatre the stage floor is laid out upon a plan, which at first appears complex, but in

reality has the simplicity of regular sequences. Commencing with the front of the stage, we have (Fig. 57) immediately

behind the curtain line the first openings in the form of two ‘chariot slits’ which are used for the ‘curtain-wings. As

in many other instances where these ‘slits’ are used, the openings run right across the stage. After the second ‘chariot

slit’ is placed the first ‘slider, in a somewhat ‘modified form. The purpose of the modification ‘is explained’ hy the term

‘ Abnehmbarer Deckel, or movable lid, which allows various ‘ Personenversenkungen,’ or ‘traps, to be placed at discretion,

even in rows, forming, if I may call them so, a line of independent ‘grave traps” The first set of ‘sliders’ proper

follow. Then are arranged three ‘chariot slits,’ followed by the first ‘ bridge.” From this point the next four groups of
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openings are arranged in the same sequence of one ‘chariot slit,’ one “slider,” three ‘chariot slits,’ one ‘bridge’ ‘A novel

feature in this plan, which I have not yet noticed, is the ‘Grosse Bodenversenkung,” which allows a large portion of the

centre of the stage flooring being removed to form an opening. By an easy combination, this section can be sunk, only

one movement on the part of the engineer in charge being necessary to obtain the effect.

The whole of the stage floor is supported upon iron joists running from side wall to side wall. Every joist is held

by a number of iron stanchions, and is built into the side walls, whilst, to give extra strength, there are also stout

iron columns with box girders running from back wall to front wall at the line between the fixed portion of the floor at

the sides, ‘ Fester Boden,” and the movable portions in the centre of the stage. The only wood used is in the stage floor

itself, and in the fillets which are fixed to the joists for working the sliding ‘grooves’ of the movable parts.

The first ‘ mezzanine’ extends right across the stage from side wall to side wall, but the second ‘mezzanine’ is only

constructed under the centre or working part of the stage, and on one side of it. On the other side, the height is free

from the ‘cellar’. level to. the floor of the first ‘mezzanine.’ On the ‘working side’ of the stage are placed the “Crabs”

which work the whole of the ‘under machinery.” As this machinery is entirely of iron, and consequently occupies far

less space than if constructed of wood, there is naturally more room below the stage floor than is seen in any other

example. On the first ‘mezzanine’ are the ‘chariots,’ the framework of which is here braced ironwork with five sockets

for the ‘poles’ These ‘poles’ are also iron, and there are two to each ‘chariot, one of every pair being provided with

stepping pieces at the sides. The ‘chariots’ again run on wheels laid on the transverse iron joists of the first ‘mezzanine.’

Referring to the ‘sliders,’ it should be observed that the ‘sloats’ are here replaced by a long, lightly constructed

piece of iron framework extending across the stage to a distance a little beyond the proscenium opening. At either

end of this framework, top and bottom, are wheels or runners which glide upon upright rails, and these rails extend from

the ‘cellar’ to the under side of the ‘gridiron.’ A ‘cloth’ can, ‘therefore, be: fastened to’ the framework ( Gitler” or

‘ Casettenzug’) in the basement, raised up to show on the stage, and subsequently drawn up out of sight to the ‘gridiron.’

On the other band, it can be lowered from the ‘gridiron’ and disappear under the stage floor through the ‘slider’ or

‘ Casettenklappen.” The ropes or wires which work this appliance are attached to each end of the framework; they run

upwards by the side of the vertical guide-rails to the ‘gridiron,’ and pass over pulleys to descend again to the windlasses

and counterweights in the ‘cellar.’ I use the term ‘girder-batten’ when referring to this appliance.

The ‘bridges’ (‘ Versenkungen’) are also constructed of iron framing, but support a wood-floor or platform. They

are raised by means of cables, fixed at the sides, which pass over pulleys immediately under the stage floor, and are

finally collected upon the big wheels in the first “mezzanine” Upon working the ‘crab’ the ‘bridges’ are raised or lowered,

counterweights also being employed. The ‘ Bodenversenkung’ is also a framework of iron, running on wheels up the sides

of vertical guide-rails which extend from the stage level to the ‘cellar’ The manner in which this section of the ‘under

machinery’ is worked is by means of ropes fixed to the sides, which first pass downwards over pulleys in the cellar’ level

and then up again over pulleys leading to the big wheels of the second ‘ mezzanine.”

NATIONAL THEATRE, CHRISTIANIA: STAGE.

F16. 60. DETAILS OF ‘ UNDER MACHINERY.
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THE STAGE OF THE NATIONAL THEATRE

CHRISTIANIA.

IN the same way that my first example of an iron stage was that of the Amsterdam Municipal Theatre in which Karl

Lautenschlaeger showed the application of modern methods without having recourse to the motive powers of hydraulics or

electricity, so does my second example show a similar instance where manual labour has to be employed, though in every

other way recent requirements are duly met by the use of

NATIONAL THEATRE, CHRISTIANIA: STAGE. .

EE constant change of bill, should have becn employed by Engineer

Rudolph; but at the same time I think that it is only right to

mention that the designer, though by no means an advocate of radical reform, is a man who has had the experience of

iron and advanced forms of construction. This second example

is" the stage of the new National Theatre at Christiania, in

course of construction at the present time. Here the designer

is Julius Rudolph, whose name is generally associated with

the Court Opera House at Vienna, and who is responsible

for numerous stages built in Austria and Hungary on almost

identical lines with the installation here under consideration.

In mentioning the Court Opera. House at Vienna it will be

remembered that we there found one of the largest wooden

stages of the so-called German type, and that this stage stands in a

comparatively new building, as the Vienna Opera House was only

completed in 18609.

It is but natural that the lines of the Vienna

stage, more particularly those which have been found advantageous

in handling the vast amount of scenery used where there is a

seeing stage mechanism develop through its various phases, from the elementary wood stage to the more complicated forms

of to-day, and has always shown considerable interest in scenic effect from the artist's point of view.

further to this engineer at present, as I shall have occasion

to quote his opinions in connection with the more advanced

forms of hydraulic stages; but it is always well to bear in mind

who the designer of a stage is and what experience he has had,

when we are judging an example of his work. As in the case

of Amsterdam, as far as the iron stage worked by manual labour

is concerned, or Rotterdam, so far as it 1s an example of the

wood-and-iron stage, German influence is naturally again much

in - evidence in this Norwegian example. This is only natural

considering the nationality of the designer, although, of

course, local requirements had to be taken into consideration,

and, as at Amsterdam, the particular difficulty of insufficient

depth under stage floor level had to be contended with.

By the bye, it is perhaps needful to remind the English

engineer how the German mechanic having systematically set to

work to improve the equipment of his own theatre, has practically

I will not refer

NATIONAL THEATRE, CHRISTIANIA: STAGE.

Fi1G. 62. > DETAILS OF ‘ UNDER MACHINERY.’

found an open field throughout Northern Europe. Perhaps, too, from the industrial side I should add that to a very

great extent the stages which are put together outside Germany from German designs are actually constructed in Germany,

and bodily transferred to the country where they are to be employed. The export of stage appliances has become a recog-

nised section of the German engineering industry.

But let us proceed to examine the lines of the Christiania example before us. As to the division of the floor, the
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plan explains itself, and I would only observe that the sequences do not show that absolute similarity to one another to

which we have been accustomed elsewhere in examples for which German engineers have been responsible. We find, for

instance, the: first ‘chariot slit,’ then a ‘set of ‘sliders’ another ‘chariot slit’ ‘bridge ‘cut, and again a set of ‘sliders,’

before we arrive at three sequences which comprise each three ‘chariots, one ‘bridge cut’ and a ‘slider’ But even here

the two first sequences are narrower than the third. The arrangement which follows is that of two ‘chariot cuts, a

‘bridge cut’ of extra: width, a *shder cut, ‘chariot slit’ and another set of “sliders,” the latter running close up to the

back wall of the stage. It will thus be seen that the width of the ‘bridges’ increases from front to back of the stage,

and if ‘the section be examined "it will further be seen that the construction of the ‘bridge’ varies, for the fust: two

‘cuts’ have really only a kind of improved ‘trap,’ whilst the last three have ‘bridges’ proper.

Further, examining a section as far as the ‘under machinery’ is concerned, it will be seen that there is only one

‘mezzanine’ level above the cellar; but this ‘mezzanine’ is a complete one and not cut away like the second ‘mezzanine’ of

the preceding example. It will further be seen that the five lines of supports running from back to front are so placed

NATIONAL THEATRE, CHRISTIANIA: STAGE. NATIONAL THEATRE, CHRISTIANIA: STAGE.

F1G. 63. TRANSVERSE SECTION, FIG. 64. LONGITUDINAL SECTION.

that the two outside ones are close to the side walls, practically dividing off a space to take the larger pieces of

mechanism for working the ‘bridges, as well as the counterweights for the latter. |

If we lastly turn to the ‘upper machinery,” we find three tiers of ‘fly galleries’ and a ‘gridiron’ in two levels. The

arrangement of the ‘upper machinery,” coincides to a great extent with the division of the stage floor plan, for each

sequence of ‘traps’ has its own sequence of ‘pulleys’ and ‘battens.’ It will thus he seen that there can. be a greater

number of ‘pulleys’ to the broader ‘bridges’ at the back than there are to the narrower ones at the front. The main

dimensions of the stage are 70 feet 6 inches (21°50 metres) in width and 54 feet 9 inches (1675 metres) in depth, and the

height from stage floor at curtain line to ‘gridiron’ level is 62 feet 3 inches (19 metres), whilst the height of the first ‘fly

gallery’ above stage floor is 27 feet 3 inches (8'25 metres) and that of the second ‘fly gallery”. 41. feet 3 inches

(iz'50 metres). The third tier, with its series of hanging ‘bridges,’ is 6 feet 6 inches (2 metres) below the ‘gridiron,’ so

that the under side of the ‘gridiron’ floor is easily accessible for passing through the necessary ropes or cables.

As I have indicated above, the Christiania stage is in course of construction, and thus nothing can be said as yet

in respect to the working of the actual appliances installed. Other stages constructed from Engineer Rudolph’s designs on

almost identical lines have proved to be both practical and economical.
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THE ASPHAL EIA’ SYSTEM

THE. . SYSTEM.

As I have already inferred, it is generally considered necessary that an iron stage should be worked by hydraulic power;

in reality, however, this idea is quite erroneous. As has already been seen, the two theatres at Amsterdam and Christiania

have iron stages, worked entirely by manual labour. There are other examples in which neither hydraulic nor any other

more advanced motive power has been introduced, while there are several iron stages generally classified under the

heading ‘hydraulic, in which water merely plays a secondary part, and is, perhaps, limited to working some specially

cumbersome appliance in the ‘under machinery.’ The movement known as ‘Stage reform’ has been far too prominently

associated with hydraulics, and I might also say that this is the reason why a stage in which the construction is known

to have been influenced by this movement is also, ‘as a rule, regarded as an example of hydraulic mechanism. For

‘ Stage reform’ the actual application of hydraulics in working the appliances was by no means of such importance as is

generally assumed. It is true that much stress was laid on the advantages of replacing manual labour by some mechanical

i
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power, and that the first designs of a remodelled stage showed that hydraulics could be extensively introduced; but, for all

that, the general idea of a model stage was by no means deemed to be dependent on any particular motor.

There was a strong commercial element in the body which first drew attention to ‘Stage reform, and I wish to

lay special emphasis upon this, as there was too much hypocrisy in the initial period of the movement, and many deserving

enthusiasts, whose ideas were pirated by the commercially inclined reformers, may well be said to have had serious griev-

ances against those whose disinterestedness was so lauded at the time. It may, perhaps, be injudicious to attribute the

great results of the movement to others than those officially connected with the change, but I cannot omit to mention that I

consider such men as Julius Rudolph, of the Court Opera House at Vienna, and Friedrich Brettschneider, of the ‘ Hofburg”’

Theatre in that city, directly responsible for a great deal that is popularly ascribed to others. The great modesty of these

two talented stage-mechanics is to my mind the sole cause of their names never having been prominently mentioned in
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connection with the early period of the evolution. The names generally associated with the subject are Dengg, Gwinner,

Kautski, Roth and Riedinger, who, if I am rightly informed, were the principal members of the so-called ‘ Asphaleia’

syndicate, whose ‘ Asphaleia’ stage was destined to be of such importance in modern theatre mechanism. Prior to going

into detail with regard to this stage and describing examples actually constructed, I propose to reproduce the more

important part of the prospectus, dated 31832, and published by the syndicate shortly afier the terrible * Ring *. Theatre

fire; and though some of the ideas have already been expressed in the Introduction, the manner in which the various

contentions are put forward also have some interest. Of course the English

version of a foreign prospectus must appear somewhat stilted in phraseology. The

eulogistic terms in which many of the advantages of the ‘Asphaleia’ system are

put forward must also be taken for what they are worth, i.e. as commendations of

those commercially interested in the invention, for as I have remarked, we are

here dealing with the efforts of a very interesting trading concern, and not with

the opinions of independent experts. Just in such a case, however, quotation

should materially assist in appreciating the purposes of the promoters.

In my Introduction I have stated how the Vienna disaster was practically

the cause of the ‘Stage reform’ movement being energetically started, and how

one of the principal objects of the reformers was, ostensibly at least, to prevent, as

far as possible, any repetition of such a calamity. Hence, it is only natural that

considerable stress should be laid on the question of safety of life throughout the

prospectus under consideration. It commences, in fact, with a mention of the

‘Ring’ Theatre fire, and the various attempts that had been previously made

to minimise the risks of such conflagrations.

After some comments on the historical development of the theatre, the

prospectus goes on to explain how, in the seventeenth and eighteenth centuries,

the object of scenic decoration was altogether different from what it is to-day. In THE ¢ASPHALEIA’ SYSTEM:

the eighteenth century the queer, the grotesque and the non-natural were the ideals Braem, Dnt

DIAGRAM SHOWING ‘ UNDER MACHINERY’ AND ‘ HORIZON.’

of the decorative artists, and transformations, spectral forms, flying dragons, fairies,

will-o’-the-wisps and the like, their best stock-in-trade. There was no thought of illusion; no one thought of trying to

make the audience imagine that they were not in a theatre. The ‘theatrical’ was the antithesis of the ‘natural’ The

syndicate continues, as I have elsewhere remarked, by explaining that the desire for realism which pervades the nineteenth

century has completely changed the ends and aims of modern scenic art. The scenic artist seeks to play the part of

interpreter between author and audience. He studies the author whose work he assists to present, and whose ideas he

must necessarily understand if he would give form to his teaching and his thoughts, ‘Like the acter,” proceeds ‘the

prospectus, ‘the scenic artist must know how to be in earnest’ ‘Actor and scene-painter alike must, above all, so

labour that the audience shall forget that they are within

the four walls of a theatre” But the stage methods of old

prevent the realisation of such an attempt, and, where they

have not been superseded, the audience has to be satisfied

with the reflection that they are in a playhouse.

The prospectus then goes on to show how, shut out

from society, the theatre had to develop in seclusion and

privacy; and how the tendency of the former condition

still clings to things theatrical. ' As I" have stated: in my

prefatory remarks to this Supplement, the promoters bitterly

complained that, at the time of their venture—only fifteen

years since—the majority of persons connected with the

Leehmigue of the theatre were destitute -of -the smallest

amount of scientific knowledge. To quote the prospectus

again, * They have all ‘been through the mill; they Lknow

THE ‘ASPHALEIA> SYSTEM:

STAGE. FIG. 68. DIAGRAM SHOWING ¢ BRIDGES.’ the ‘whole routine of their stage as it’ was, is, and, ‘as they

think, evermore shall be, and they hand on their special

‘knowledge to their descendants and successors.” And I do not think that their arguments are far wrong when they

mainly attribute to this cause the fact that no essential change in the planning and equipment of the stage for two hundred

years past. I cannot but emphasise that fundamental improvements could not well be expected under such circumstances.

So far, the prospectus deals with the stage generally. It then goes on to describe the working of the model stage

designed by the syndicate, and with the aid of which their system was brought before the public. = Here, again, we are

1II.—3 K
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asked first to look at it from the point of security against fire. The * Asphaleia™ stage has, according to its’ designers, .

little probability of being burnt, for it is composed almost entirely of metal. All the mechanism and fittings are of iron.

The floor of the stage only is of wood, for if this were made of any other material it would be useless for stage purposes;

but the actual flooring, of course, would be very unlikely and very slow to catch fire. Even the ropes and cords, usually of

hemp, are in the ‘ Asphaleia’ stage superseded by wire cables. Besides being uninflammable, ‘these do not become

stretched and slack like hemp ropes, while they have a much longer life. The initial cost of these wire ropes is little more

than that of the ordinary ones, but the syndicate holds that as in actual work two hemp ropes are replaceable by one cable,

wire should in reality be much cheaper. According to the prospectus, another point of importance for security against fire

is that the power used throughout the whole machinery is hydraulic, and thus facilities are afforded for obtaining a high

pressure in the water supply for use against fire.

Besides advocating the closest attention to security in this direction, the syndicate makes a point of its consideration

in regard to the safety of those employed on the stage from accidents caused by defective appliances. The various openings

in the stage floor are recognised as a source of danger, but in the ‘ Asphaleia’ theatre the ‘traps’ are said to be perfectly

free from risk. Use of ropes in connection with these appliances is needless, and, therefore, -the likelihood of their

giving way—a much more frequent occurrence than many people imagine—is obviated. The ‘trap’ mechanism in the

“ Asphaleia’ theatre is described as being of great strength, and with reasonable precautions should be quite free from failures.

The chief improvement upon which the ‘ Asphaleia’ Company appears to pride itself is in theatrical mechanism

and the centralisation of the control of all appliances. The whole of the skilled labour required to work the machinery is

confined to one man with an assistant. From the place where he stands he has a complete view of the stage, and is able

to manipulate, at any moment, any given part of the machinery.

According to the syndicate, hydraulic power is the simplest and most reliable in working, as well as the least noisy;

and although the first outlay for an installation is great, the system is described as being the cheapest in the end, as it

reduces the number of men regularly employed by one-half, or by even more. The hydraulic pressure required for the

appliances is only six atmospheres. In towns where the water power is insufficient, the syndicate contends that a motor

engine can during the daytime fill the reservoirs with the quantity of water required, and in the evening can be employed

for the production of electric light, and for other purposes, such as ventilation, etc.

All these advantages, according to the syndicate’s prospectus, are put forward to prove how carefully the promoters

have considered their system, and how greatly advanced they believe it to be as compared with the stages existing at the

time of the ‘Ring’ Theatre five.

In describing the stage floor (as shown in Figs. 67 and 68), the syndicate points out that they have arranged for it

to open in every possible direction, without any special preparation being necessary. Every opening extends right across

the stage, and its width is divided into three sections. Each one of these rests on the plunger of a hydraulic press,

and each section can not only be lowered but also raised, either alone or with the other two. In like manner, the

floor of the stage, either in whole or in part, can be raised or lowered. These movements are effected by opening or

closing stop-cocks which regulate the flow of water kept under constant pressure. As it is possible to raise or lower, now

one side, now the other side of the floor to a given extent, there can be produced a ‘see-sawing’ of the surface as a whole,

or of any one section of it, with a precision and a perfect absence of danger attainable in no other way. There are many

other possible combinations too numerous to describe. The ‘traps’ can be arranged one after the other as a succession of

steps, for bridges, balconies, mountains, ships, or for the stories of a house. Most of the clumsy timberwork, ‘rostrums,

trestles, etc., previously in use are considered to have become quite unnecessary. :

Between the principal openings or ‘bridges’ of the ‘ Asphaleia’ stage there are two ‘sliders’ through which a whole

‘scene’ can be raised to any required height. Besides these a similar ‘slider’ runs down each side of the stage from

back to front, through which ‘side-scenes’ can be hoisted into position. Thus, it is possible to raise up from below the

stage into view of the audience a complete ‘scene’ representing a room. Particular emphasis is laid on the fact that the

whole mechanism can be set in motion simultaneously.

The ‘flying’ apparatus of the ‘Asphaleia’. theatre is intended to be in complete harmony with all modem

requirements. It can be moved anywhere, and can be worked not only in straight lines, but in curves and in any

direction’ required,

Another important feature already referred to is the ‘horizon.’ Up to the present time it has been customary,

whether an interior or the open country is to be represented, to diminish the breadth as well as the height of the stage

as it recedes from the foot-lights. The ‘wings,’ right and left, are nearer together at the back of the stage than they

are at the front; the floor of the stage rises at the back, whilst, in the same proportion, the ‘borders’ and ‘floats’ hang

relatively lower. As far as built-in rooms are concerned, the syndicate considers this satisfactory, although, by the gradual

sloping upward of the stage a false perspective is obtained. In open-air scenes, however, this arrangement is declared

to be in the very teeth of reality, for in nature the visual angle finds its fullest expansion at that part of the view most

distant from the eye. To produce this effect, the back of a scene on an ‘Asphaleia’ stage is not made narrower than
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the proscenium opening, as is the case in older theatres. 1ts ‘working area’ is framed in by a ‘panorama cloth,’ called the

‘horizon’ (Fig. 67), which runs round the back of the stage and as far forward on both sides as the second set of ‘grooves,’

and in order to produce the appearance of an unbroken surface the corners are rounded off. With the aid of this ‘horizon’

the syndicate contends that it is quite possible to represent boundless plains and the illimitable expanse of the sea. This

‘horizon’ not only aids in the illusion as to the stretch of land or sea to right and left, but it also reaches so high that

ugly and dangerous ‘sky borders’ are no longer needed. Hitherto, nothing has so jarred upon the imagination as these

strips of various tints of blue, which never in any way produce the illusion of the immensity of the heavens. This the

‘horizon,’ if well illuminated, does so far as a picture can. 4

These, in broad outline, ‘are the chief advantages of the ‘Asphaleia’ stage as put forward by the promoters. In

conclusion, the syndicate again emphasises that, although the ‘Asphaleia’ system is, in its initial outlay, more expensive than

any ordinary type of stage mechanism, they hold it to be much cheaper in its actual working. They contend that the

insurance premium alone would be far less, in view of the greater security against firee The waste of materials in the

construction of ‘set scenes,” would be reduced to a minimum. The ‘horizon’ will serve where, nowadays, a number of new

‘scenes, with a whole quantity of ‘borders’ and ‘wings,’ would be necessary; and the movable sections of the stage floor

does away with most of the cumbersome and wasteful ‘sets’ which now have to be built up. Lastly, as before mentioned,

the saving of labour for the working of the stage is considered to amount to at least fifty per cent.

What I said as to the partiality of the promoters at the commencement of this chapter will, no doubt, have been all

too ‘apparent in the actual quotation of the prospectus, and yet, as 1 have said, there is so much of interest in the

description of the ¢Asphaleia’ system as propounded by the syndicate, that it would have been inadvisable to omit this

highly coloured picture. There is so much merit, too, in the conception of the general scheme, and such very considerable

daring in stepping before the public with reforms so radical, that even the exaggerated language of those commercially

concerned may be excused. Nevertheless, the tone of the prospectus is to be regretted, and, to my mind, the plain

record of actual facts in the early years of the movement would have had better results for the company than tactics which

tended to make the more conservative members of the technical professions very sceptical, and, at times, perhaps, even

hypercritical. There was quite enough in the proposals of the ‘Asphaleia’ syndicate to stand on its own merits. Why,

then, invite disappointment?

THE “ASPHALEIA STAGE AT THE MUNICIPAL

THEATRE HALLE.

1 HAVE so far attempted to describe what the ‘ Asphaleia’ syndicate claimed for its iron stage, and 1 have set forth its

programme at some considerable length. As I have before inferred, there are two sides to this, as to every scheme, and

I shall now quote the opinions of engineers and others who have had practical experience of the appliances in question.

In the previous chapter, moreover, I only illustrated the system by diagrams taken from the original designs or the model

of the ‘Asphaleia’ stage. It is therefore essential to present some drawings of actual stages now in use which have been

constructed on the system and by the syndicate, though not necessarily coinciding in all points with the original design.

Of ‘ Asphaleia’ stages proper the two most important will be found at Halle, in Germany, and in the Buda-Pesth National

Opera House. In the subsequent pages illustrations of both are given.

The Municipal Theatre at Halle, though situated in a comparatively small provincial town, has, as was shown in

Volume I., a considerable repute among architects and engineers for its excellence in structural and technical arrangements

at a date when improvements of this description were comparatively uncommon. To recapitulate what was there said, the

building had the benefit of that period of reformation in matters of theatre construction which followed the fearful

catastrophe at the ‘Ring’ Theatre in Vienna. This calamity, it: will be remembered, happened at the end of 1831, and

in August 1883 the municipality of Halle arranged an open competition for the design of their new playhouse. |

The building was completed in 1886, the architect being Heinrich Seeling. The advance shown in the planning

of this theatre has already been referred to, and I would now emphasise that Halle can pride itself on being a pioneer,

not only in respect to improved theatre construction in a general sense, but more particularly in respect to ‘Stage reform.’

In ithe casc ‘of -the Halle - Theatre, thé public: authorities not only acquiesced - in the improvements ‘of the reformer, but

lent all the assistance in furthering its cause which their influence and financial powers permitted. This was, of course, a
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great step, as far as ‘Stage reform’ was concerned. To allow a considerable expenditure of public money for the sudden

banishment of the principal traditions of stage setting was also a most daring step to take.

If studied in connection with the preceding pages, the illustrations of the Halle Theatre practically explain

MUNICIPAL. THEATRE, HAILE : - STAGE.

F1Gs. 69, 70 AND 71, PLANS OF STAGE FLOOR, FIRST ‘ MEZZANINE’ AND ‘CELLAR.

themselves, but it should, perhaps, be pointed out how

far the system has been adopted. ‘In the first place, the

dimensions of the stage show a depth of about 49 feet

(15 metres) by a width of about 65 feet (19°75 metres).

Though the design of the stage is not dependent upon

‘wings’ or ‘chariots,’ the main lines of the floor divisions

associated with the latter have been adopted, and we find

that: there are four ‘Xulissengassen,’ though the first of

these 1s placed rather further back from the proscenium

opening than is customary. In the space in front of the

first ‘ Kulissengasse’ there are two ‘star traps,” while in the

first ‘Gasse’ there are two ‘traps’ which would practically

take thie: place -of our- ‘grave traps’; in the ‘second ‘ Gasse’

there is one ‘trap’ of a similar description; and’ in the

third and fourth there are ‘bridges’ proper. The whole of

these movable parts are worked by hydraulic rams. Figs.

71, 75 and 76 show how the principal joists, uprights

and rams are distributed, and the foundation plan (Fig. 71)

explains, perhaps, most clearly on what a small number of

points the stage floor is really supported.

It is not my intention to describe here in detail

how the stage floor has been laid out, as the Halle Theatre

is intended primarily to illustrate the general possibilities of

the system rather than the individual arrangement found

necessary in this locality. It is immaterial whether there

are four or more ‘Kulissengassen’; and it is immaterial,

too, what part of the floor can sink or rise with the aid

of the hydraulic rams; each ‘Kulissengasse’ may have

‘bridges’ running the whole width of the proscenium, or

it may have only single ‘grave’ traps’ or (stay traps” It

is also of little consequence whether there be one ‘ mezza-

nine’ or more, or by what special installation the hydraulic

rams are worked. In the same manner any criticism must

be taken as referring to the system more than to the in-

dividual example. It should not be overlooked - that ‘the

‘ Asphaleia’ system has now been improved upon, and that

its principal interest for the practical constructor of to-day

is the fact of its having been the basis of modern hydraulic

stage construction, and it is as such that he will study it.

The series of illustrations showing the plans above

the. stage level (Figs. 72, 73 and 74) with the “fly galleries’

and the ‘gridiron, are only of interest: on account of the

system represented. The sequence of galleries, the position

of connecting ‘bridges,’ and the combinations of ‘gridiron’

can be varied considerably; but in all cases where the

‘ Asphaleia’ system has been adopted it will be found that

everything is run over pulleys as distinct from ‘drums and

shafts,’ and that cables are used instead of cords, while ‘the

whole of the ‘upper machinery’ can be worked from one

spot at stage floor level, no matter how large or how small

the -.number of points that has to be governed. But, whatever the sequence, it: would be well to note some of the

leading dimensions marked on the diagrams, for these give a good idea of the proportions that have to be introduced

and the possibilities attainable.
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To those who have been used to the wood stage of old, a visit to one worked entirely by hydraulics is, indeed, a

revelation, for the principal difficulties, not only from the scenic artist's point of view, but also from the stage carpenter's,

are met in an entirely different “manner. | The effects of ‘Stage reform’ appear far more evident in actual working than

any drawings or descriptions can possibly make them.

Scarcely anything is managed on the old lines, and

scarcely any duty: is the same as before: To take one

instance only, there is no staff detailed for the ‘flies,

no work having to be done above stage floor level.

The ‘fly galleries’ would be almost unnecessary were it

not that they afford the requisite space for the various

‘tricks, such as ‘the production of ‘thunder, ‘wind, etc,

and for which room has to be found as before. The

whole character of the stage is also changed, and there is

little wonder that the conservative scenic artist and the

older actor do not take kindly to these innovations. A

model stage on the ‘Asphaleia’ system has to be kept

scrupulously clean, and worked by smart mechanics.

There is little that aids the picturesque on a stage of this

kind—no dust, no dirt, no antiquated workers. I have

heard an eminent actor say that the very newness, coldness

and hardness of the surroundings appalled him, and were

detrimental to his acting. I grant that the ¢Asphaleia’

stage has certain defects in this direction, but, as in the

case of all radical reform, extremes were first attempted,

only to be afterwards modified, and naturally there were

considerable oversights. As an example of this, one may

mention that the resonance of the iron stage, in fact

none of the acoustic properties of the new as compared

with the old, were taken into account.

Before referring to the opinions of stage experts,

1 would point out that there has been much feeling

among the older generation of this body, on account of

the way in which the members of the ‘Asphaleia’ syndicate

on coming before the public posed as the inventors of

something entirely novel, whilst in reality they had, to a

great extent, made a clever combination of the most

modern improvements of the time, carefully collected

from all parts of the Continent, and then adapted to a

special purpose. It is true that these modern improve-

ments may have been introduced only periodically, but for

all that they were the inventions of others, and it was

only admiration at the trouble and expense devoted to the

intelligent combination which prevented complications from

arising. Perhaps one of the most striking instances of

the ¢Asphaleia’ Company's methods was in connection

with the ‘horizon’ mentioned on page 46, and first used

by Engineer Lehmann at the ‘ Karl’ Theatre, Vienna, and

afterwards adopted by Engineer Rudolph for mounting

the play Ocknone at the Old Burg Theatre, in 1373.

The first model of the new ‘Hofburg’ Theatre made by

Julius Rudolph was ready in 1876, and showed the

‘horizon,’ but no reference to any anticipations of this

important feature appears in the prospectus of the syndi-

20000
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F1Gs. 72, 73 AND 74. PLANS oF ‘ GRIDIRON’ FLOOR AND FIRST AND SECOND ‘FLY GALLERIES.’

cate. One would have thought that unusual proceedings of this kind might have caused the opinions of the older stage

mechanics to remain prejudiced even to-day; yet this is by no means the case. It is, in fact, among these very engineers

whom the ‘Asphaleia’ Company offended that we find the most enthusiastic admirers of the system. The engineers who felt

1L.—3 L
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the most slighted were those who had been striving to improve upon the antiquated wood stage, and who hailed the

first epoch in the history of modern stage construction with joy, in spite of the extent of their private losses. We can,

therefore, accept the opinion of Julius Rudolph, to whose ‘horizon’ I referred above, as unbiassed, and I shall quote

his criticisms as those of a typical representative of the older generation of Continental stage experts holding one of the

most important posts open to his profession, namely, that of engineer to the Court Opera House at Vienna.

I must not fail to remind the student that when using the word ‘profession’ I do so advisedly, as I am not about

to quote the opinions of men so untutored and prejudiced as the typical ‘English stage carpenter, but of experienced

and scientifically trained engineers who have taken up stage Zecinigue as a speciality. When one considers the extent of

the machinery worked by hydraulic power, it can be fully understood that bond fide engineers are required to replace the

stage carpenter of old, and whilst the stage carpenter still flourishes in our own country, the stage engineer is rapidly

coming to the front abroad. In fact, nearly every theatre there of any importance has a first class ‘Obermachinenmeister,’

even where the wood stage survives. In addition to Rudolph, I must here again specially mention Friedrich Brettschneider

of the Court Theatre, Vienna, as a great authority on theatre construction, as well as Christofani, of the Buda-Pesth

MUNICIPAL THEATRE, HALLE: STAGE. MUNICIPAL THEATRE, HALLE: Stace.

F1G6. 75. TRANSVERSE SECTION. FIG. 76. LONGITUDINAL SECTION.

National Opera House; Fritz. Brandt, of the Berlin Court. Theatre; Karl Lautenschlacger, of Munich fame; Heinrich

Richter, a pupil of the latter, who had charge of the ‘ Asphaleia’ stage at Halle.

Commencing with the criticisms on this subject of Heinrich Richter, who represents the more modern school of

theatre engineering in the same way as Julius Rudolph represents the senior experts, I understand that he is a great

admirer of the ‘Asphaleia’ system as a whole, and that his experience has taught him that, except for some minor details,

the actual working of the machinery under his charge is satisfactory. Going into detail, however, Richter has several

faults to find and some suggestions to make. He does not consider the Asphaleia ‘horizon,’ which, though a semi-

fixture is intended almost for constant use, practicable, and has improved upon the one employed at the Halle Theatre

by falling back on some of the makeshifts of the old wood stage. I hold Richter to be right on this point, for there is

no doubt that the ‘horizon’ of the ‘Asphaleia’ stage is far too cumbersome. He also condemns the vertical hydraulic

shafts to the ‘traps,’ for when the shafts are immediately under the working part of the stage floor they so obstruct the

t cellar’. as to. render it nearly useless for the sinking of the scenery... Por this reason: he. proposes to place. the éntire

hydraulic machinery at the sides, where, in fact, the ‘drums’ and windlasses are located in the wood stages. This defect
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in the ‘ Asphaleia’ system is, to my mind, a most formidable one, and one which has done much to cripple the syndicate’s

enterprise. Roominess is the essence of stage design, and this important factor was apparently overlooked in planning

the ‘under machinery.” Heinrich Richter, in this and in other important details, favours a compromise between the old

system and the new. He is of opinion that the hydraulic system for everything below the stage level is excellent; but, as

I have said, power must not be applied direct, but from the sides, on account of the loss of valuable space. He also

advocates manual labour for the change of scenes in all ‘top’ work, it being necessary to watch each ‘cloth’ as it. is lowered,

in order to prevent it catching in any hanging ‘batten’ or on any piece of scenery. To lower several ‘cloths’ and ‘borders’

by pressing one lever, and to set all the machinery in motion from a point where it is impossible to watch the ‘cloths’

in their descent, he considers a mistake, for they may fall out of place, and not only be unsightly and make the scene

imperfect, but also cause danger and confusion. Having, however, a centralised system to work with at Halle, he used it,

and has gone so far at times as to couple four levers together in cases where celerity is needed. By a simple mechanism

he has also arranged that with the movement of one lever he can lower the scenery es masse, in order that should any

portion be on fire, the whole of the hanging canvas will come down instantaneously in a heap on the stage floor,

allowing the fire to be trampled out or extinguished by the firemen.. The heaping up. of the entire top scenery on the

stage, as advocated by Richter, may seem to us an extreme measure, but it is none the less important and advisable in

the event of fire originating among the ‘hanging scenes.’ As to his wish to discontinue the application of hydraulic power

to the ‘upper machinery,” I cannot say that I should like to see its manipulation effected by manual labour only. The

possibility of using hydraulic power for large combined effects is invaluable, though such movements are not common

except in spectacular plays. Manual power, with the possibility of using hydraulic power for important effects, would, to

my mind, be the happy medium for working everything above stage floor level.

The ¢Asphaleia’ Company strongly impresses upon managers the saving in cost of labour by adopting their system.

Heinrich Richter does not agree with this, as he contends that the stage hands employed must be skilled hydraulic engineers,

receiving higher wages than the unsophisticated scene-shifter, and that there is little or no decrease in staff, as it takes as

many men to attach scenery to ‘battens’ worked by water pressure as to the ‘battens’ of the old system; and in speaking

of this it must be remembered that the bill is changed almost nightly on the Continent, long runs with built-up scenes

being almost unknown—at any rate in the State, Municipal and subsidised theatres. The fact that hands will be required

regularly for a certain number of hours fixing ‘cloths,’ etc, and that these men may be called upon any hour of the day if

there is any unexpected change of performance, makes it essential to have a strong permanent staff of stage hands, even

if the duties are light or perhaps non-existent at the performance proper.

Heinrich Richter’s experience is that it is impossible to build-up mountains, hills, valleys, staircases, slopes, rockwork,

etc., with the ‘Asphaleia traps’ pure and simple. These ‘traps’ may form the foundation, but much has to be built-up as

of old if the lines of the mounting are not to be hard and unnatural. Here, however, I hold that my authority misinterprets

the purpose of the syndicate. I understand their programme to simply aim at forming a basis. They cannot have imagined

that their system could be applied without allowing for some ‘building-up.’

Speaking on the question of insurance and the expected reduction in premiums for theatres that have been constructed

up to the present time, the experience of my informant is that the rates have not been lowered on the modern Continental

playhouse, for the ‘foreign companies deem the dangers from the boilers and engines sufficient to retain the high rate

usually charged for the theatre risk.’ On this point I have gone to some considerable trouble to find out if this is actually

the case, and ‘1 am afraid 1 can only hear out this engineer's views. I know of but few theatres where the insurance

premiums have been modified after the introduction of improved stage appliances, and I can account for this anomaly, as it

appears that those concerned do not realise how considerably the risk of fire is reduced on a clean and light iron stage as

compared to the ‘tinder-boxes’ common to our metropolis. In Germany, where iron stages are now compulsory, even for

old playhouses, I was unable to find a single case of reduced premiums on account of stage improvements. If anything,

the insurance rates appear to have been raised since 1881, regardless of modern structural advantages.

It would lead too far if I were to discuss Heinrich Richter’s opinions on minor technicalities, and a few of his most

important statements have alone been presented. As already said, this expert has had charge of an ‘Asphaleia’ stage

for some considerable time, and belongs to the newest school of stage engineers. Hence, the few criticisms recited carry

the weight of practical experience of the system under consideration.

Passing on to the views on this subject expressed by Julius Rudolph, he draws attention to the fact that ‘traps’ were

originally worked by steam power at the Vienna Opera House, but that subsequently this system was stopped, and steam

was used for only one ‘trap’ which acted as a lift. The reason why this system was discontinued may be found in the

argument which Rudolph advanced against hydraulic power as adopted by the ‘Asphaleia’ syndicate. He explains that

accidents occurred to actors using steam ‘traps’ through catching some part of their body, as, for instance, the foot, in the

fixed framing of the stage when the ‘trap’ was ascending. He points out that in a ‘trap’ raised by hydraulics an actor

has no power to ease or stop its movement, whereas, in the old system of counterweights some effort exercised by the actor

would often enable him to disentangle himself. Even the ordinary counterweight ‘trap’ is not free from danger, as many
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can testify; one of the greatest dangers, perhaps, being when the ‘trap’ is‘ sent up’ before the flap in the floor is removed.

There have been frequent cases when the actor has been severely crushed or bruised between the stage floor and the ‘trap’;

but if such an accident were to happen where hydraulic power is used the body would be simply shattered. Rudolph

distinctly contradicts the syndicate’s words on the greater safety of the hydraulic ‘under machinery’ as far as the artistes

are concerned.

My informant is well aware of the impetus given by the ‘Asphaleia’ Company to the modernising of the stage. He

is an enthusiastic admirer of its conception, but he has more fault to find than his younger confrére, Richter. Like Richter,

he considers the ‘Asphaleia’ system an extreme one, which can easily be modified, and, when making his criticisms, he

suggests various improvements. He dwells, as does the former, upon the fallacy of the economy of the ‘Asphaleia’ system

with regard to the working expenses, on account of extra wages required for skilled mechanics. The expense for repairs

and the depreciation of the value of the machinery caused by rust and damp, as well as by ordinary wear and tear or

accidents, he believes to be very considerable, while he thinks that a theatre fitted with a hydraulic stage is colder, and that,

therefore, greater expense is caused in keeping up the temperature by artificial means. This is, of course, a point of high

importance in countries subject to cold winters. The loss of space under the stage he also considers a great drawback to

the system, and he brings forward arguments to the effect that the presence of so much iron, together with the damp arising

from the water, must be very bad for the acoustic properties of the house. A further drawback, pointed out by Engineer

Rudolph, is the amount of vibration, and he also doubts the stability of a ‘trap’ supported only in the centre when a

carefully danced ballet has to be put on. He further deems that the principle of the system of ‘traps’ is wrong, as he says

that it requires the stage manager to arrange the ‘scenes’ according to his stage, and not his stage in accordance with his

‘scenes.’ Like the former expert whose views 1 have detailed, this authority strongly condemns the idea of the whole

stage being regulated by one person from a point where he does not overlook the entire area and is not able to see that

every ‘cloth,’ ‘border,’ ‘batten,’ etc., is in the exact position which it should occupy, and in perfect working order. According

to Rudolph, it is like working in the dark if the operator is unable to watch every portion of the scenery as it is raised

or lowered, and it is obvious that the handling of a wrong lever may mean confusion, if not an accident.

One of the many advantages claimed by the ‘Asphaleia’ syndicate is the abolition of the ‘flies’ The Vienna

engineer's experience here is that one cannot properly work a stage without ‘flies’; even in an ‘Asphaleia’ theatre they are

quite as much needed as in the old wood stage. The use of wire ropes, as proposed by the ‘ Asphaleia’ Company, is

advocated as more economical in the long run, but it is not recommended for ‘ hanging cloths,” on account of the impossi-

bility of cutting down a burning ‘scene.’ Rudolph’s ambition is to construct everything of iron, except the floor, which must

be of wood. He prefers at present to keep to the old system of the wooden stage, with the sole change of material, and

with some of the more modern improvements specially applicable to ironwork. In short, he prefers a stage such as that at

Amsterdam to the one at Halle, and we have seen his ideas embodied in the stage of the Christiania Theatre.

THE ‘ASPHALEIA STAGE AT THE NATIONAL OPERA

HOUST, “BLAIA-PESTH,

| WHEN speaking of the stage at the Halle Theatre 1 remarked on the fact that this building

Er takes a prominent position in the annals of theatre construction on account of the con-

sideration shown for the safety of the audience and the introduction of modern methods

and appliances. Besides the Theatre at Halle I mentioned the Opera House at Buda-Pesth

as a playhouse in which a stage built on the ‘Asphaleia’ system might be found in full

working order. 1t was, in fact, at the Buda-Pesth Opera House that: the *‘ Asphaleia’

system was first introduced, and though this house by no means compares favourably with

the Halle Theatre in its planning—no doubt owing to its much earlier conception—it is

highly creditable to the promoters of the building that, after the catastrophes at Vienna and

ay Nice, every effort was made to keep in touch with the improvements of the time. Whilst

017 2 3 4Metre
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the idea of the Halle Theatre was conceived ‘and carried out at a time when the ‘Ring’

NATIONAL OPERA HOUSE,

BUDA-PESTH : STAGE. Theatre fire was fresh in the mind of every one, the Opera House at Buda-Pesth was

Peay Payers hoe designed as early as 1873. The carcase of the building was practically complete when the

‘Ring’ Theatre disaster occurred in 1881, and hence no material improvements could be made in the general lines of the

plan. Nevertheless, the ultimate introduction of modern stage appliances, as well as technical innovations in other parts of
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the block could still be taken in hand without any considerable difficulty, the equipment of the building not being so far

advanced as to preclude this.

Such installations were, if I may say so, only a question of expense, and the necessary funds

were easily obtainable.

Whilst IT have so far indicated the system of the ‘ Asphaleia’ stage by diagrams, and while the plans and sections of

the Halle stage have been indicated only in outline, the Buda-Pesth stage is presented in engravings showing some of

the detail of the construction. A small general plan (Fig. 77) displays the division of the stage floor as taken from one

of the printed forms on which the stage engineer sets out the scenery for his different plays. The large plan (Fig. 79)

NATIONAL OPERA HOUSE, -BUDA-PESTH: STAGE.

F1G. 79. PLAN OF ‘* UNDER MACHINERY.

shows the stage floor and joists, as well as the ‘mezzanine,’ ‘cellar,’ etc., at different

levels, and it will also be seen from

this illustration that the part underneath the back-stage is occupied by the boiler room.

Fig. 78 shows a transverse section

taken on two different lines, one half looking towards the proscenium opening and the other towards the back-stage.

Figures

have been added marking some of the principal dimensions.

As in the case of other ‘Asphaleia’ stages, perhaps one of the principal features of the Buda-Pesth example is the

‘horizon,’ which occupies three sides of the stage in the manner already described. Here the height of the ‘ horizon, i.e. ‘the

depth of the actual ‘cloth’ when hung, is nearly 56 feet (17 metres), the bottom hem being 6 feet 6 inches (2 metres)

above the stage floor, so as to allow the actors to pass underneath it if necessary. The total length of the ‘horizon’ is

I11.—3 M
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nearly 500 feet (150 metres), while the vertical rollers stand about 79 feet (24 metres) apart. The ‘cloth’ is hung on wires

and is worked by two ordinary winches placed on the second ‘fly gallery.” As will be seen from the section, the winch is

at the upper end of the vertical roller, and the ‘fly gallery’ from which it is worked has a width of about 7 feet. Of

course the ‘horizon’ can be wound up entirely on either of the rollers, and this is done when the back-stage can be used;

but, as a rule, the ‘horizon’ in an ‘Asphaleia’ stage is considered a semi-fixture, as it is a somewhat cumbersome appliance

to handle. When hung, it can be raised or lowered bodily.

Referring to the small plan of the stage floor, it will be seen that a sequence of ‘Kulissengassen’ has again been

provided, with the minor sequences of ‘traps, ‘sliders,’ ‘chariot slits,’ etc. There are five ‘ Kulissengassen’ in the ordinary

sense of the term, besides the spaces between the first ¢ Kulissengasse’ and the proscenium opening, and between the last

‘ Kulissengasse’ and the back wall, the former of which spaces has two ‘star traps,’ as in the case of the Halle Theatre,

whilst the last has a set of extra wide ‘traps.’ In the large diagram showing plans at’ various levels (Fig. 70) it ‘will

again be seen, as in the Halle example, on how few points the stage floor really rests, and also how the large ‘traps’

running across the stage are divided into six sections, to every two of which is a hydraulic ram. It will be seen, too,

how the central one of each set of three rams supports the ‘trap’ proper, whilst the two rams on either side can be made

to work the large ‘slabs’ or ‘bridges’ containing openings for ‘traps,’ ‘sliders,’ etc. A reference to the perspective views

(Figs. 67 and 68) assists us in appreciating the Buda-Pesth stage, as they show how the large rams can be worked, and

how again the smaller rams can be utilised to work minor sections. It would almost suffice to say that the combination

of the set of three rams with minor rams, and the division of each ‘trap’ into six sections, gives many possibilities to the

scenic, artist, Of course, the entire area of all the * Kulissengassen’ can be sunk or raised together as a whole, i.e. ‘a very

large part of the stage floor can be moved bodily. Each ‘Kulissengasse,” besides being raised or lowered vertically, can be

so moved that the ‘slab’ inclines; "in fact, a *sec-saw’ movement can be obtained for either one “bridge’ or all five

together. 1 have already stated that there are five of these with a space at front and back, and that the latter has a set of

large ‘traps’ of extra width. The total number of principal rams is hence eighteen. The width of the main ‘slabs’ ‘or

‘bridges,’ that is, the depth of the ordinary ‘ Kulissengasse,” which, of course, includes the width of the ‘traps’ proper,

‘sliders,’ ‘slits, and framing, is about 10 feet (3 metres). The width of each ‘slab’ is about 30 {eet (12 metres). The

dimensions of the opening for the. ‘traps’ proper in each *Kulissengasse’ is 36 feet (11. metres) by 3 feet 4 inches

(13 metres), while the ‘slider cuts’ are 8 inches (0°20 metre) wide. There are five iron joists to each ‘slab,’ fitted parallel

to the proscenium curtain, and these are supported by the outer rams, as already mentioned. Each ‘slab’ can be raised

13 feet (4 metres) above stage floor level, or lowered 6 feet 8 inches (2'3 metres) below it. The bearings of the five joists

of each ‘slab’ are movable, so that the slope of the ‘slab’ does not interfere with the vertical position of the rams proper.

In respect to the main ‘trap’ of each ‘slab,’ which, as already stated, is divided into six sections, the two central sections

can, mm each case, be raised 19 feet 8 inches 6 metres) above stage-floor level with the aid of a minor ram.

I have referred to the difficulty of tying the main joists of a wood stage, and have mentioned the various makeshifts

adopted, such as iron hooks, etc. In the ‘ Asphaleia’ stage no attempt whatever is made to tie the various parallel sections

of the stage together. Each ‘Kulissengasse’ works individually and stands, so to say, on its own legs, and there are no

ties from front to back of the ‘under machinery.” No doubt this arrangement, if perfect, would be a boon to those in

charge of a stage, but, if 1 an rightly informed, the absence. of ‘ties’ in the ‘Asphaleia’ systems 15 by no means as

satisfactory as the promoters would have it. Each ‘slab,’ or ‘ Kulissengasse,” when in its usual position, forming part of

the stage floor proper, has a remarkable tendency to vibrate, so that the makeshifts of wooden struts and cords have

frequently been employed where a regular movement, such as a dance or march, has taken place. Protracted rhythmical

movements are almost impossible.

In respect to the ‘upper machinery’ of the Buda-Pesth example, though it is perhaps not generally acknowledged to be

of the same interest as the ‘under machinery’ of a hydraulic stage, to my mind takes a position of equal importance in

the system. The whole of this ‘upper machinery’ is practically supported by two main lattice-girders, running from front

to back of the stage parallel to the side walls, and only about 6 feet 8 inches (23 metres) away from the latter. There

are five secondary lattice-girders resting on these two, and running parallel to the proscenium curtain. The section

(Fig. 78) distinctly shows the arrangement. Why the five girders do not rest directly on the side walls I am unable to

explain, for these are over 3 feet 3 inches (1 metre) thick at the top, and should be able to carry a considerable weight.

The two principal girders appear quite unnecessary, unless there was a distinct purpose in transferring the weight of the

‘upper machinery’ to the front and back walls. It is, however, plain, as already stated, that the two principal girders

practically support the whole of the upper appliances, and these in the first place comprise a system of 416 pulleys of 104

‘battens’ with 104 sets of roping or ‘wires.’ These 104 sets are worked by thirty-six small hydraulic rams, placed on the

lefi ‘wall when looking ‘up’ the ‘stage. The hydraulic “battens,” it will be seen, ave in’ cach case hung from three points

only, about 19 feet 8 inches (6 metres) apart. There is one hydraulic ram to every three ‘battens.’ The roping is wire

cable of 7 millimetres diameter. The whole of the hydraulic rams are in the front part of the stage, where there is a small

raised gallery fitted for the mechanic.
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As to the working of the ‘horizon’ referred to above, I necd only add that the canvas is hung from thirteen points

running over thirty-nine rollers, the roping or wires being gathered together in such a manner that the appliance can be

either raised or lowered bodily by means of one hydraulic ram. The whole ‘horizon’ can be taken up out of sight, as the

dimensions of the stage allow for raising the bottom hem of the canvas to a height of about 26 feet (8 metres) above floor

level at curtain line.

Of minor appliances the ‘flying gear,” which is shown on the section, is, perhaps, the most interesting. It allows

the clever imitation of flying movements in curved sweeps.

It is not my intention to describe technical details, and there is but little that is complicated even in advanced stage

mechanism, the principles of the various designs being the main points at issue, not the methods of execution. Given

certain requirements and the basis on which they are to be fulfilled, the engineer will, as a rule, find no great difficulty

in solving his problem, if he is versed in stage mechanism. The programme for the design will, however, be hard to

determine, not only for any one class of playhouses, but more particularly for each individual example, owing to the very

different purposes to which stages are put, both on the Continent and in this country. It would, for instance, not be easy

to find another theatre in which requirements have to be fulfilled exactly similar to those at the Opera House at Buda-

Pesth now under consideration.

When speaking of the ‘Asphaleia’ stage at Halle, I quoted at some length the opinions of Richter, who had

considerable experience of its working. I should now also detail the opinions of the engineer in charge of the ‘Asphaleia’

stage at Buda-Pesth, were it not for the fact that I find there is a wonderful similarity in the criticisms of this expert with

those of Julius Rudolph, whose comments I have already reproduced. Reference to the remarks of the latter will almost

suffice to explain the views of the Buda-Pesth engineer, Josef Christofani, whose opinion, like Richter’s, has been founded

on long practical experience of the appliances under consideration. There is one point, however, on which Christofani’s

criticisms are far more severe than Rudolph’s, and that is in reference to the acoustic disadvantages of the ‘Asphaleia’

stage. He states that the resonance produced by the Buda-Pesth stage is most disagreeable, and that he can only prevent this

stage from being useless by hanging a large number of extra ‘cloths’ to his ‘gridiron.’ These extra ‘cloths’ are a source

of danger in the case of an outbreak of fire, and he recognises them as such. Here, then, one of the principal advantages

of the ‘Asphaleia’ stage, as described in the syndicate’s prospectus, is controverted, for we find exactly the opposite state

of affairs to those promised in the much-advertised statement, where it is so distinctly set forth that there need be only a

minimum of inflammable material at the ‘back of the house.” There is, no doubt, little wood in the ‘ Asphaleia’ stage; on

the other hand, however, there is too much canvas, and the noxious fumes from burning canvas are even more dangerous

than those from burning timber.

It is not my intention to lay special stress on the various defects of the system under consideration, for, as I

have already remarked, the stages at Buda-Pesth and Halle were the pioneers of ‘Stage reform,” and we are very

considerably indebted to the enterprise of the syndicate for the great progress made of late in stage construction. It is

by no means remarkable that the first examples of a new system should show numerous defects. Nevertheless, where

promoters have used such high-flown language in the laudation of their wares, and promise so much which their

appliances are unable to fulfil, it is almost essential to point out faults in a more decided manner than would otherwise

be the case. The prospectus of the syndicate presents a too-highly coloured view of the advantages of the ‘Asphaleia’

system, and the following recapitulation of criticisms should be read side by side with it.

In the first place, the great risk of fire, so evident on all stages, is only partially lessened, for whilst the chance of

conflagration is minimised so far as the catching light of structural parts is concerned, the necessarily greater storage of

canvas in the ‘upper machinery’ is an equal source of danger. The great heat of a large quantity of burning canvas would,

on the one hand, involve the speedy collapse of the girders and main structural parts of the design, whilst, on the other, as

already pointed out, the gases would be particularly disastrous in their effects on the audience. In the second place, the

acoustic properties of an ‘Asphaleia’ stage are far from satisfactory, even if the makeshift of canvas storage just referred to

is adopted. Thirdly, the division of the stage floor does not allow the scenic artist sufficient scope to fulfil the requirements

of a well-mounted play. Considerable use has to be made of the old makeshift of movable platforms, etc. A fourth defect

lies in the excessive centralisation of the levers for working the appliances. The fact that the whole ‘upper machinery’ is

manipulated from one point appears very satisfactory to the layman, but in reality full control of the ‘cloths’ becomes almost

impossible, and the risk of accident is increased. Another serious fault consists in the want of elasticity in the construction

of the ‘traps, as far as the risk of accident in the raising and lowering of artistes is concerned. The mechanical appliances

do not allow a mishap to be easily averted, as in the case of the old wooden ‘trap.’ The want of rigidity of a stage

floor supported by a few hydraulic rams becomes a serious defect directly plays are rendered which require the presence of

large crowds thereon, marching, dancing, or other rhythmic movements. The last, though by no means least important

disadvantage of the ‘Asphaleia’ stage to be recorded here is the excessive initial outlay, and the fact that there is by no

means a saving of working expenses, whilst the depreciation of the value of the appliances is very rapid. I have, of course,

only touched on the main features of the system in these criticisms, and not on any points in the actual construction.
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Though it is not my intention to give particulars of other examples carried out by the ‘Asphaleia’ syndicate, I do

not wish to omit mentioning that a stage has been set up according to their system at the Auditorium Building in Chicago,

which is well known to be one of the most interesting blocks of its kind in the United States. Here the movable part

of the stage has a depth of about 59 feet (18 80 metres), and a width of 46 feet (14 metres), the depth being divided into

six ‘Kulissengassen.” Four of these can be moved bodily, whilst the other two can only be raised and lowered in parts,

and it appears that the levers are all placed in the first ‘mezzanine.’ The various sections can be raised as much as from

12 to 15 feet above the stage floor level. The reservoir which supplies the necessary power for the hydraulic rams is

in a tower 200 feet above street level. 1 have included two diagrams (Figs. 8o and 81) to explain the principal features of

the ‘under machinery,” and these show that the design is very similar to that of the examples already given. It would,

however, lead too far to enter into detail in respect to further examples of the same type, whatever variations each may

show. The Buda-Pesth and Halle examples are not only typical, but also the best specimens of the ‘ Asphaleia’ system.

I must now pass on to designs evolved from or based on this system. Stages thus executed are frequently known

as ‘bastard Asphaleian,” but I prefer not to apply this title, for, among other reasons, comparison of dates and facts

have shown me that much which is said to be the direct outcome of the ‘Asphaleia’ system has been designed quite

independently of the work of the syndicate, and was in several instances even designed at a date prior to the formation

of that company. The stage of the ‘Hofburg’ Theatre at Vienna, for instance, must have been planned (if not partly

constructed) considerably earlier than the important date in September, 1884, when the appliances of the first ‘ Asphaleia’

stage were set in motion at the Buda-Pesth Opera House.

THE AUDITORIUM, CHICAGO: STAGE. FIGs. 80 AND 81. SECTIONS OF ‘ UNDER MACHINERY.’
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THE STAGE OF THE COURT THEATRE ‘VIENNA,

Ur to the present section my examples have successively increased in elaboration. Beginning with the most elementary

form of wood stage, the series has practically comprised every system or type of wood construction; part wood and

part iron stages of various design have also been illustrated; and finally the modern iron stage has been brought under

consideration. As in the case of the wood stage of old, we have

‘also found that modern appliances have lent themselves to innu-

merable forms of construction, although the date at which iron was

introduced for theatrical stages was very recent, and there has been

but little time for development. The great variety of motive power

for the modern iron stage has partly been the cause of the great

diversity in so small a number of years. We have to deal, for

instance, with hydraulic power applied in many different forms, quite

apart from its combination with manual labour. I have presented a

modern example, such as the Amsterdam stage, which is worked by

manual labour alone, and several examples of the ‘Asphaleia’ system,

in which the direct application of hydraulic rams has been intro-

duced. Such stages as those of Amsterdam, Halle and Buda-Pesth

are instructive in many ways, and call for admiration; whilst the

complexity of the Buda-Pesth stage in particular, and the finish of

its appliances, give it a most prominent position. I now propose to

present other examples of considerable elaboration, such as Fritz

Brandt's new hydraulic stage at the Berlin Court Playhouse, and

Karl Lautenschlaeger’s electrical stage; but none, even if more prac-

COURT THEATRE, VIENNA : STAGE.

tical in their working or more perfect in detail, can rival in brilliance FIG. 82. PLAN OF SECOND ¢ MEZZANINE.

the stage for which the ‘ Hofburg’ Theatre at Vienna is so justly :

noted, and which is dealt with in the following pages. The stage of the ‘ Hofburg’' Theatre has been built regardless of

expense, with the intention that it should be a model of construction in every respect; and, at the same time, we find

that those in charge, thanks to their command of ample funds, are also able to keep the

installation in most perfect order.

To be able to appreciate the stage of the ‘ Hofburg’ Theatre it is essential that we

should be acquainted with some particulars of the origin of that playhouse, the require-

ments 1t had to fulfil, and the principal features of the structure, and I must, therefore,

call special attention to my remarks in Volume I. in relation thereto. The theatre was

opened in 1888, although this date does not mark the time at which it was originally

woos roof designed, nor suggest the period of evolution which occurred between the laying of the

foundation stone and its inauguration. The ‘Hofburg’ Theatre has had an unusually

protracted and diversified history, rivalled only to a limited extent by that of the National

Opera House at Paris, which, it will be remembered, was designed as far back as 1860,

and was not opened until 1875. For all that, I can but repeat what I have previously

remarked, that as an example of high technical skill in theatre construction, this monu-

ment serves as a fitting model for future enterprises of a similar character.

It will be seen from Volume I. how the original commission to Semper dated

from 1869, while his final appointment, with Hasenauer as collaborator, was not announced

COURT THEATRE, VIENNA: STAGE. until 1871. The actual operations on the theatre commenced in May, 1874. The stage

Fic. 83. PLAN OF FIRST ‘ MEZZANINE.’ ; ¥ . : aL :

and the ‘back of the house’ were finished in 1887, and the remainder of the building in

September, 1888, the opening performance taking place in October of the same year. Whilst no such thing as an iron

stage existed, or was thought of, at the time when the building was conceived, and only improved wood stages were

111.—3 N
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to be found during the greater part of the twenty-three years of building operations, it was when the carcase was practically

completed in 1881 that the great ‘Ring’ Theatre fire took place at Vienna, following upon two similar catastrophes at

Boston and Nice.

The original design for the stage of the ‘ Hofburg’ Theatre, for which a model had been prepared to a large scale,

was due to Julius Rudolph, to whom I have had occasion to refer previously. This design showed a large wood stage of

an elementary type. As we now find it, it is the result of the combined efforts of the present stage-engineer in charge,

Friedrich Brettschneider, and a constructional engineer from the firm entrusted with its execution, Siegmund Wagner, while

‘Baron Hasenauer was responsible for many of the ideas embodied. The works with which Wagner was associated executed

the design. Though the late Baron Hasenauer kindly put at my disposal for the purpose of this present work all the

COURT THEATRE, VIENNA: STAGE. Fic. 34. VIEW OF ‘UPPER MACHINERY.

necessary drawings of the ‘Hofburg’ stage, I unfortunately had but little opportunity of discussing the question of stage

mechanism with him, our conversations referring principally to the general planning and architectural rendering of the block.

I know, however, that, whilst enthusiastic as regards the introduction of metal in stage construction, he was in no way friendly

to such an absolutely radical reform of all the arrangements of the stage as was brought forward in the designs of the

‘ Asphaleia’ syndicate. He was far more in favour of seeing the lines of the old wood stage reproduced in an improved form

and in better material, and it is thanks, perhaps, to his dislike of the more violent changes that the ‘ Hofburg’ Theatre has a

stage which does not bear evidence of an absolute revolution in theatrical construction. I know Friedrich Brettschneider to

have been an enthusiastic admirer of radical ‘ Stage reform’ at the time when the designs for the present stage were prepared.

I know also that he has now greatly modified his views on the matter, and, I believe, even considers that certain of the

appliances for the introduction of which he is responsible are too complicated for their purpose. He has, indeed, frequently

said that if the opportunity were again given him to design the stage of the ‘Hofburg' Theatre, the arrangements would
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be considerably simpler than they are to-day. 1 will, however, after the mechanism has been described, introduce some

comments made by himself on his own work, of which, by-the-bye, he has been in charge since the opening day.

After the description of the ‘Asphaleia’ stage it might be well to summarise at once the principal points of

difference between the ‘ Hofburg’ stage on the one side and the stages of Buda-Pesth and Halle on the other. In the

first place, the whole installation of ‘flies,’ ‘borders’ and

‘ back-cloths’ generally to be found in the larger German

stages has been retained, and with this also the system

of ‘chariots.’ The general plan and the divisions of the

stage are likewise similar to the main features of the

large German wood, or wood-and-iron stage. On the

other hand, hydraulic power has been introduced for

moving all the principal parts of the ‘under machinery,’

but, unlike the ‘Asphaleia’ installations, no section of

the stage floor or. any: ‘trap’ ‘or. bridge’ is raised: by

the direct application of hydraulic rams. All hydraulic

pressure 1s indirect, the movements being effected by

cables and pulleys which are worked by rams placed

at the sides of the stage. “Hence; no blocking of the

under-stage by vertical rams occurs, as in the case of the

‘ Asphaleia’ system. Engineers abroad have specified the

difference in the two systems by calling the ‘Asphaleia’

arrangement a combination of ‘lifts,’ whilst to the ‘ Hof-

burg’ mechanism the term ‘hydraulic cranes’ has been

applied. The ‘horizon’ which is such a conspicuous Ee

feature in the ‘Asphaleia’ stage is only to be found in a very modified form, as we have here simply a kind of curved

‘ back-cloth’ hanging from a curved ‘batten’ on rings which can be casily moved up and down, and for which there are no

extra lengths of canvas on vertical rollers for panoramic effects. In the form herc adopted we also find the excellent

arrangement of coupled ‘bridges’ with a ‘rolling way’, by which a large section of the stage can be easily sunk, allowing

an enormous ‘slab,’ if I may call it so, to close the gap. Minor ‘traps’ can be worked through openings in the ‘slab;

the coverings to which are constructed on the lines of the ordinary ‘grave traps.’

Commencing with the proscenium, I would point out that at the ‘ Hofburg’ Theatre we find a second ‘frame’ to

the stage picture. The opening proper has a width of

42: feet {12°75 metres) and. a height of. 42 feet 6 inches

{13 metres); 2 the latter, however, being - reduced by the

semi-fixture known as the ‘harlequin curtain,” which cuts

off over 3 feet (2'5 wmetres)-of the height. The distance

between the two ‘frames’ (the architectural ‘frame’ proper

and ‘ithe second * frame” just refered: to) is about 3 feet

avanthes {1 mele), land: int this “space there is suf-

ficient room for hanging the three principal ‘act-drops,

as well as the fire-resisting curtain. Both space and

position will: be clearly seen on the plan (Fig. 8),

as well ag in the longitudinal’ section (Fig. 92). The

second ‘frame’ practically serves ‘the purpose of the

movable proscenium ‘frame,’ and comprises only two

upright surfaces fixed on ‘chariots, which can be run

forward and backward, and a ‘top-piece’ or ‘border’

which can be raised or lowered according to the special

requirements of the play. The minimum opening obtain-

able by this appliance measures about 26 feet (8 metres)

COURT THEATRE, VIENNA: Stace. FIG. 88, ViEw oF * UNDER MACHINERY.

by 19 feet 6 inches (6 metres). - 1t will at once be seen

how different these dimensions are from those of the opening proper. The second ‘frame,’ I should add, has its own

‘act-drop’ in addition to the three I have already mentioned, which may be considered to belong to the principal ‘frame.’

The ‘Hofburg’ stage has a width between wall and wall of 101 feet 6 inches (31 metres) and a depth measured

from the curtain line of 77 feet 9 inches (23°75 metres), whilst the mean height from stage to ‘gridiron’ 1s go feet (27°50

metres), and there is a back-stage which has a width of 40 feet 4 inches (12°30 metres), allowing for an extra depth of
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32 feet (9°75 metres). The height of this back-stage is 31 feet. (950 metres). | Hence a scene can be mounted which: has

a depth of as much as 100 feet, assuming that no part at the back requires a greater height than 29 feet 6 inches

(© metres)... The depth of the cellar! floor below stage level at curtain line is 36 feet (11. metres), and: from’ *cellar’

floor to ‘gridiron’ the total ‘height is slightly : over 126 feet (38°50 metres).

If we examine the plan of the stage floor, we find

that it rather resembles the more advanced German composite

ma

~ stage, though the sequences are not so regularly grouped,

: and there is considerable variation in the position of the

: | various ‘bridges,’ ‘traps,’ etc. Using the terms common to

\ ;

il

+ these stages, and already fully explained, we find a sequence

SE ms

of ‘Kulissengassen.” These, however, cannot be dealt with

ile a lV

S— ~~ | in the same manner as has been the case with the older

_—- | stages, since: not ‘only: do’ the number . of ‘chariot slits’

\ for ; :

J Wi i | vary in their distances. from one another, but their posi-

Y. | mes = ~ tion in no way coincides with that of the principal ‘traps’ or

: [5 | ‘bridges.’ One: might even say :that' there is: an inde-

g i pendent arrangement of ‘chariot slits’ for the ‘wings’ by

iE | ' which seven ‘Gassen’ in all are formed on the stage proper,

\°| = Er and of which the first is only of small width, while the last

| - | : :

p TT I three’ greatly increase in depth.: On the other hand, the

Ns Ee arrangement of the other, movable parts of the stage floor

ry = distinctly shows seven equidistant ‘ Gassen,’ comprising seven

sets of ‘bridges’ moved by hydraulic rams.

The first -of these ‘bridges,’ as seen from the audi-

torium, practically works independently, and has subsidiary

CT phan YETI or ‘star traps’ which can either be worked by manual labour

F1G. £9. PLAN OF STAGE FLOOR.

fr
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or coupled-in so as to be moved by water power. The

other six ‘bridges’ also work independently, but the three nearest the auditorium and the three furthest removed from

it frequently work together in sets so as to allow an enormous ‘rolling way’ or ‘slab’ to be used by which ‘scenes’ are

moved bodily from front to back of the stage, or vice versd. This ‘rolling way’ is always on the stage floor level, as it

reaches over the independent ‘bridges’ when they are sunk,

to make way for this covering. . Thus, not more than four

‘bridges’ can: be: visible ‘at any one time: On: the: stage

floor. plan (Fig.:80) only the first, hAfth,: sixth ‘and seventh

“bridges” are. shown, as the second, third and fourth are

covered by -the laige ‘slab.’ + The: -swholé : of the seven

‘bridges,’ if sunk: together, would form a well measuring

87 feet: (17°40 metres) Jn depth, 38 feet (11:60 metres) in

width, and sunk nearly 14 feet (4°25 metres) below stage

floor level. Another movable part of the stage floor is the

so-called ‘ scene slide,” or “scene lift, at the back of the stage

proper, which is practically an enormous ‘bridge, one side of

which can be sunk in such a manner that a ‘sliding way’ is

formed for moving scenery out of the building. The whole

of the necessary water power for working the rams is con-

tained in reservoirs 50 placed as to give a head: of 131 feet

{40 metres). Should ~there: be any. sudden -defect in. the

hydraulic. ‘working of the ‘bridges,’ winches can be’ easily

applied to act as makeshifts.

3686.1.

As regards the “chariot slits,” 1 have already said that

COURT THEATRE, VIENNA: Stace,

they are so irregularly grouped as to form ‘Kulissengassen’

F1GS. 90 AND 91. PLANS OF ‘UNDER MACHINERY.’

of unequal width. The ‘chariots and poles’ here take the

form of wide frames measuring about 19 feet 6 inches (6 metres) by 4 feet (1°25 metres), fixed to iron stands which run

through the ‘slits’ in the floor to the iron ‘chariots’ proper below, the width of each ‘slit’ in this case being 1% inches

(35 millimetres). There are over thirty ‘chariots’ of this description, and I should add that I found them to run smoothly,

as the rollers had been most practically laid throughout. The average distance between two ‘slits’ in any group is
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7 inches (0°20 metre), and the various widths of the ‘ Kulissengassen’ already referred to are 4 feet 6 inches (1°40 metres),

6 feet 6 inches (2 metres), and 7 feet 6, inches (2°30 metres) respectively. ‘In three cases only, and at the back, is a

special ‘slit’ to serve the purpose of what is known as the ‘ Freifahrt’ ie a ‘slit’ which extends over the whole width of

the stage and allows ‘set pieces’ to be quickly moved across. . Since there is an arrangement on the same lines as the

“slider cut’ in connection with each of these ‘Freifahrten,” it is also possible to bring up scenery through them.

With regard to the ‘under machinery,’ we find that the design includes three ‘mezzanines’ and .a ‘cellar,’ of which

the first and second ‘mezzanines,” 6 feet 6 inches and 13 feet 3 inches (2 and 4 metres) below stage floor level respectively,

| have the same fall as the latter, whilst the third : ‘mezzanine’ is °

horizontal, and therefore runs parallel “with the ‘cellar’ floor.

The whole of the immovable parts of the stage floor and the

‘mezzanines’ are supported upon a sequence of upright columns

standing about 8 feet (2:50 metres) apart, the flooring being

held by the usual arrangement of girders and cross-joists. The

flooring itself in the ‘mezzanines’ is of iron grill work, on which

linoleum or carpets are laid to prevent resonance when the

scene-shifters are working in this part of the stage. It would lead

too far were I to explain in detail the mechanism employed, as

the diagrams fully illustrate the system on which the whole of the

appliances are designed, and it will always be found in stage

construction that of no two installations can the details be exactly

alike. If this had not been the case, I should have supplemented

the diagrams with further details of individual hydraulic rams, and

COURT THEATRE, VIENNA: STAGE. of ithe * bridges,’ etc. | As it is, only certain parts of the drawings

FIG. 93. PLANS OF ‘GRIDIRON ’ AND ‘FLY GALLERY. (Figs. 94 and 95) are reproduced to a larger scale, for the sake of

clearness.

As to the ‘upper machinery’ of the ‘ Hofburg’ Theatre it is in the first place remarkable that, though we are dealing

with a modern stage, in which, according to the proposals of the ‘ Asphaleia’ syndicate, no ‘fly galleries’ whatever should

be necesssary, Friedrich Brettschneider has found it advisable to have no less than five tiers, commencing with the first

about 36 fect (11 metres) above the stage floor. The galleries, which are known as the first, second, third, fourth and

fifth respectively, vary in height, the first three measuring about 10 feet (3-10 metres) from floor to floor, the fourth, 14 feet

9 inches (4°50 metres) from floor to floor, and the fifth, just over 8 feet (2°50 metres) in height. The ‘gridiron’ proper is

supported on five large girders, resting on the side walls, and having a depth of 8 feet each (2-50 metres), while the fifth

‘gallery,’ with its connecting ‘flying bridges,’ is carried on the bottom flange of these girders. There are, too, ‘connecting

bridges’ between the other ‘fly galleries,” as

will be seen from the. plans .of the ‘upper

machinery’ presented at various levels; but, as

will also be observed, the number of flying

bridges’ for the lower galleries is limited to

two connecting links at the front and back of

the stage, and there iS only a full set of

‘flying bridges’ between the third and fourth

tiers.” As one of the sections also shows, the

‘drop. bridge’. éonnection’ has. to be. applied

to these ‘flying bridges, so-as to let the

‘horizon’ or ‘side-cloths’ pass along the side

of the stage.

As regards the nomber of ‘cloths’ that | COURT THEATRE, VIENNA: STAGE. FIG. 04. DETAIL OF ‘GRIDIRON.’

can be worked,"1 would only note that there |

are sets of pulleys for no less than 104 ‘battens,’ and- these, it should be added, are all hung from wires of +% inch

(6 millimetres) diameter, each ‘batten’ generally being attached at four points. The ‘battens’ themselves are iron, oval in

section, and about 52 feet 6 inches (16 metres) long. Each batten has from eight to ten clamps for fastening on the pole

of the *scene’ or ‘cloth.’ . There are the usual special ‘battens” in ‘this thealre for lighting purposes, and these, nine in

number, are hung from wires ¢ inch (10 millimetres) diameter, with distinct sets of pulleys, etc. It may be interesting to

give some dimensions relating to the scenery required for a stage of this kind. The ‘back-cloths’ vary from about 52 to

59 feet (16 to 18 metres) in width, with a height of from about 33 to 39 feet (10 to 12 metres), whilst the ‘borders’

have the same width and a height varying from 6 feet 6 inches to 10 feet (2 to 3 metres). ‘Wings,’ when used, must
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measure approximately from 26 to 29 feet (8 to 9 metres) vertically, with a width of at least 10 feet (3 metres); whilst, though

there is an ample supply of hydraulic power, and the rams can raise parts of the stage above stage floor level, a large

number of frames for building up scenes are necessary, many of which reach the size of 10 by 13 feet (3 by 4 metres).

To return to the general requirements of the ‘ Hofburg’ stage, the main lines and dimensions of which have been

given, it would be as well to mention that for the actual purposes which have to be fulfilled, it is only too apparent that

the expenditure both for the installation and the maintenance must be far greater than the practical value obtained. The

working of the stage is by no means facilitated to the extent which the design, its execution and its cost would lead us

to anticipate. It is but on rare occasions that the appliances need be employed to any considerable extent, for, with few

exceptions, the rendering of works either by classic authors or by modern playwrights seldom necessitates great or even

rapid stage effects and transformations. It is true that all the larger sections of the stage are moved by hydraulic power,

but the minor ‘traps’ are almost regularly worked by manual labour, and these ‘traps’ are far more often required than is

the movement of the ‘bridges’ or the ‘rolling way.” The whole of the ‘upper machinery’ can be worked by hydraulic

power, and yet the engineer in charge, for reasons fully explained by me when referring to the ‘ Asphaleia’ stage, prefers

to avail himself of the possibility given him to use manual labour, and only regrets that so much money was wasted, as

he terms it, on hydraulic appliances above stage floor level.

~ We have before us a most elaborate example of stage mechanism, which, unfortunately however, is somewhat

purposeless at the ‘ Hofburg’ Theatre. Given these appliances on a stage where full advantage might be taken of their

design, I hold that the general opinion as to practicability would be that the ‘under machinery’ as it stands, with a few

minor alterations, might be safely considered a model for the coming era of modernised stages, whilst the ‘upper machinery’

would have to be modified to such an extent that while, as a rule, manual labour is employed, the possibility might yet

exist of using hydraulic power for facilitating the rendering of important effects. I do not consider that the general

working of the ‘upper machinery’ lends itself particularly to hydraulic installation; manual labour is safer, more practical

for obtaining effects to a nicety, and not more expensive, but particularly on large opera stages, the boon of being able

to obtain uniform and sudden effects on a large scale is invaluable. In the ‘under machinery’ the crane system, which

takes up but little room, is, on the other hand, immeasurably more safe, practical, and economic. To obtain a perfect

stage based on Friedrich Brettschneider’s design is a matter of but slight difficulty, as the improvements necessary are

only a question of detail requiring some modification from actual experience.

COURT THEATRE, VIENNA: STAGE.

F16. 95. DETAILS OF HYDRAULIC RAMS.
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IN treating of the hydraulic stage, I have laid stress on the fact that the two leading principles of construction adopted

are those known by the names of the ‘direct ram’ system and the ‘crane’ system. In the ‘Asphaleia’ stage the ‘direct

ram’ system is used, and in pointing out the advantages and disadvantages of the latter I was careful to explain how

unpractical it was to have so much space taken up by the vertical hydraulic ram, or rather, sets of rams. It will be

remembered that the principal ‘bridges’ in the ‘ Asphaleia’ system were supported by three rams, one placed in the centre

and one on either: side; “ln the. ‘Hofburg’ Theatre at Vienna the ‘crane’ system was employed, and all “bridges’ and

‘traps’ were worked by wires from hydraulic rams placed at the side

of othe stage ‘cellar,’ and thus no part of the: * under machinery’

CITT = situated below that section of the stage floor which is visible to

m=zziziza izzy

the audience was blocked by uprights. In the example now under

consideration will be found a combination of the systems adopted

| : 1 in the ‘Asphaleia’ stages and at the ‘Hofburg’ Theatre, for, whilst

TY TA WTR. the ‘bridges’ proper are principally supported by one vertical central

I —t—— I hydraulic ram, each end of the long ‘slab’ or floor is suspended

T

Tr er a A a from cables. This system, which was first adopted at the Berlin

‘ Schauspielhaus,” was designed and patented as far back as 1888 by

Fritz Brandt, the engineer-in-chief to the Court playhouses of the German capital. Several other theatres in Germany

also possess stages designed by this engineer on similar lines.

Before referring to this Berlin stage, however, I will quote some of the opinions which Engineer Brandt himself has

expressed on the subject. Firstly, a patent specification describing the ‘trap’ or ‘bridge’ worked by his system of combined

hydraulic rams and cables explains how the central ram and cable-work are connected in such a manner as to ensure

rigidity in the ‘slab,’ the latter being practically held at five points, hung from four and supported

by one. From the diagram presented (Fig. 98) it will be understood how this ‘trap’ or ‘bridge,’

which in itself is little else than a lift, can be applied any number of times for the purposes of

the stage. In Brandt's specification the plan shows four ‘bridges’ for four ‘Kulissengassen’

(Fig. 99). The lift can be moved from just above ‘cellar’ level to stage floor, and vice versd, and

hence the ‘slab’ can be sunk to a considerable ‘depth. The cables are worked from ordinary

pulleys, and the guides are of the usual description. The opening: in the ‘Dridge’ or ‘trap’ FRITZ BRANDT'S STAGE.

can: be. made in the stage floor, either on any of the recognised principles of a ‘slider’ or mB i

otherwise. Of course, both the ram and the cables of a ‘trap’ are worked from one lever, and this

lever can be placed wherever convenient, either on the stage floor or elsewhere. I would add that

‘bridges’ of this pattern can be introduced in any existing stage.

It will ‘be remembered that, when speaking of the ‘Asphaleia’ system, and again of the

design adopted in the ‘Hofburg’ Theatre, I pointed out that I considered the programme of the

¢ Asphaleia’ syndicate too extreme, and that for practical purposes a modification in the principles

3626.8.
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of radical reform would be advisable. My comments particularly referred to the dangers of working is a perl

the whole of the ‘upper machinery’ by hydraulic power and from one point. Fritz Brandt, in STAGE.

describing his system, always especially directs attention to the fact that he has only adopted Maen

hydraulics in the ‘under machinery,” and has left the whole of the ‘upper machinery’ to be worked by manual labour and

counterweights. Although worked by manual labour the ‘upper machinery’ has been so arranged that while, as a rule,

any one single part can be worked separately, any two or more may, by a simple arrangement, be connected and worked

simultaneously from one point. The same arrangement has been applied to the ‘under machinery,” for Brandt's system

allows each ‘bridge’ to be worked individually for ordinary use, or any number can be coupled together.

It is interesting to note that Brandt carefully divides his system into sections. He commences with the general

lines of his stage, and then follows with the ‘upper machinery,” its ‘battens,’ the ‘panorama drums, and other minor
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appliances, all situated above stage floor level; he continues with the ‘under machinery,” which he treats as a whole without

sub-sections, and lastly he speaks of the stage floor, with its divisions into ‘traps’ and ‘sliders,’ ‘chariot slits,’ etc. The

order in which he arranges his divisions to a certain extent indicates his idea that the ‘upper machinery’ occupies the leading

place in stage design, followed by the ‘under machinery, and then by the stage floor. This division would also seem to

show that he does not attach such primary importance to the planning

of the stage floor as is generally the case. As a matter of fact, the stage

floors are all very systematically laid out, and show no sign of having been

given an inferior position in relation to the ‘upper’ or ‘under machinery.’

Perhaps it would be better to assume that my informant gives the three

parts of his design equal attention, and that he only objects to the

very conservative manner in which precedence is given to the systematic

division of the stage floor without much attention being devoted to other

parts of the design. There is no doubt that absolutely rigid and sym-

metrical lines of stage floor divisions are quite unnecessary, and that,

though for purposes of perspective the distance between the different sets

of ‘chariot slits’ should not vary to any considerable extent, there is

no definite reason why ‘chariot slits,’ ‘traps,’ etc., should always be laid

out in regular sequences.

On examining a paper describing his stage which Fritz Brandt

prepared for me in 1896, little that is new is to be found in his chapter

on ‘upper machinery,’ as far as the main skeleton is concerned, except,

perhaps, that he mentions certain narrow extra ‘fly galleries.” These are

oo

not intended as ‘fly galleries’ proper, but are simply constructed for pur-

z

x

x

3

I

x

I

x

poses of convenience: either for examination of the counterweights, their

8

guides, their covers, etc, or for the working of some special illuminant

HH HH

where a particular effect is to be obtained. He summarises his descrip-

tion by saying that the skeleton of the ‘upper machinery’ comprises a

‘gridiron, ‘fly galleries, with ‘flying bridges,” minor ‘fly galleries,’ all

H Hr HHH o~ HH HH

constructed of iron or steel, but with boarded floors; and, if 1 remember

rightly, he is particularly in favour of oak as a material for this flooring.

He adds that too much care cannot be taken to provide easy means of

) ir ; : : ; COURT THEATRE, BERLIN : Stace.

intercommunication between the stage, the various tiers of ‘fly galleries FIGs. 101, 102. PLANS OF ‘GRIDIRON’ AND ‘CELLAR.’

and the ‘gridiron’ by staircases, lifts, etc.

Referring to that part of the ‘upper machinery’ which cannot be considered part of the skeleton, Brandt speaks

of the roping being entirely replaced by wire cables, except only where cords of large diameter are adopted for the purpose

of handling certain appliances with greater ease. He speaks of iron pipes for the ‘battens’ and in mentioning the

counterweights says that there is no necessity for them to run from top to bottom of the stage, since by a simple

system of pulleys the same results can be obtained with a small vertical . dimension. Referring to the ‘battens,’ he

|

specially recommends ‘girder battens,” which besides being used for scenery can be employed

for heavy work, such as lifting groups of angels, etc. A. so-called ‘girder batten’ of this

description is shown on the section (Fig. 104). Of minor appliances I need only mention

that Brandt, like all stage engineers, has his own patent for obtaining the effect of ‘flying’;

whilst among other matters I find that he is particularly anxious that the cables and counter-

weights of the ‘upper machinery’ should be systematically arranged, so that they can be

easily found—even in the dark—Dby simply counting. According to this plan he would always

have the wires of the ‘lighting batten’ as seen from the auditorium first, next; the wires for

the large ‘girder batten,’ then the wives for the ‘back-cloths,’ *soffits,’ borders,” etc., and,

lastly, those for any special appliances or for the so-called ‘gauze curtains.” In all cases,

Brandt's working side is opposite the counterweight side. Particular attention is called to

31516

the necessity of having ample protection against counterweights either breaking away or

COURT THEATRE, WIESBADEN:

STAGE. getting out of position. :

Ea Eryn Coming now to the outline of the ‘under machinery,” which Engineer Brandt describes at

considerable length in his paper, there is likewise, I think, but little that calls for comment, my references to the prin-

ciples of stage construction in Germany covering this part of the subject. I must, however, say that, besides working the

whole of the ‘chariots’ from the first ‘mezzanine,’ my informant would also work the whole of his ‘traps’ and ‘bridges’

from the same level, and hence place all his levers here, together with every accessory for working his ‘sliders,’ ‘sloats,’ etc.

11.—3 P
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Further, much importance is attached to the facilities which are necessary for rapid intercommunication between the

two sides of the stage, the back and the front, and the various levels below the stage floor. Great stress also is laid in the

paper on the necessity of providing for the safety of the artists, as far as accidents in connection with the ‘traps, ‘sliders,

| eic., are concerned. Engineer Brandt -is most par-

ticular that, in working any ‘trap’ or ‘slider, it should

only. be possible to-do so -when it is apparent to

those below that the surface is free to fall, and when

those above have been duly warned that the section

of the floor will be lowered. The hinged ‘slider’ will

be found in Brandt's system, and here an interesting

explanation appears for the application of ‘butts’ to

open a section of the floor quickly, for he points out

that it is essential to have ready means of intercom-

munication by voice, etc., between the stage floor

level and the first. ‘mezzanine,’ and that he prefers

the quick opening of hatches through which the

men may be communicated with, to any system of

speaking-tubes, lamp-signals, or other customary

methods of giving directions. As regards the stage

floor and the ‘under machinery,” particular emphasis

is laid on the advisability of everything in the

skeleton or framework of the stage being of iron or

steel, and all flooring of wood. It is argued that if

the latter material is not employed the resonance

becomes too great, and makes acting most difficult.

Brandt also prefers, too, to see his stage supported

by as large a number of points as possible, in such a

manner that the majority of the uprights are easily

movable; for, as he contends, it is but rarely indeed

that a stage manager requires an opening in his

COURT THEATRE, BERLIN: STAGE. FIG. 104. TRANSVERSE SECTION.

floor: so large as: to necessitate: the eantive: absence

of supports from that part of the floor which is visible to the audience, though the possibility should be given without

weakening the floor. In the ‘Hofburg’ stage, it will be remembered, the whole of the floor is practically a series of

‘traps’ or ‘bridges’ placed next to one another, and if the whole is sunk one enormous well is obtainable. Engineer Brandt

advocates two or more movable intermediate supports for the cross-joists to the width of any one ‘bridge.’ As far as

special fittings are concerned, the actual working of the ‘bridges,’ a partly automatic action, seems to be favoured, for

apparently he does not care to place reliance on the memory of his arti-

ficers: where ‘the lives of artists are’ concerned. .: As regards ‘the ‘chariots,’

he insists on having one ‘Freifahrt’ to every ‘ Kulissengasse.’

Speaking now of the first example of stage mechanism constructed

according to: the Brandt system: at the Berlin Court Theatre, it will be

remembered how, in describing the ‘Hofburg’ stage, I pointed out that

the installation was not appropriate for the purposes of the institution,

as there was an excessive elaboration of the stage machinery as com-

pared with the requirements of the management. The ‘ Hofburg’ Theatre

is renowned for chamber plays, and it is but seldom that great specta-

cular effects are wanted, and rarer still to find its elaborate appliances

made full: use of. In the Berlin Court Theatre the circumstances are

somewhat different, for grand drama and patriotic plays generally fill the

3151.8.

bill. Comparatively speaking, too, the appliances at the Berlin Court 4 imi i

Theatre have cost but little money compared with those of the ¢ Hofburg’ COURT THEATRY, BERIIN» Joven

: : F1G6. 105. PLAN OF STAGE FLOOR AND JOISTS.

stage. They are by no means so extensive, and, though of fair finish,

cannot in any way rival the elegance shown in the construction at Vienna. The adoption of hydraulic power is also limited

to the few ‘traps’ and ‘bridges’; and, though in every respect a modern iron stage, fully equipped for heavy work, it

cannot compare with great hydraulic installations in other establishments. I have remarked that the ‘Stage reform’ move-

ment in Germany did not only affect new theatre buildings, but also playhouses of old standing where the wood stage had
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long been installed. In the Berlin Court Theatre we have such an instance of an old playhouse being influenced by the

new ideas, for the building is one of Schinkel's most noted monuments, built as far back as 1821, and, at- that ‘time,

equipped with the most ungainly wooden appliances of the period. This old stage had consequently to be taken out bodily

before the appliances, now under consideration, could be

installed.

The financial aspect of the stage mechanism of the

Berlin Theatre, 1 should : add, is: as follows :—The total

cost for the stage machinery was 260,000 marks, or about

13,000/., of which 100,000 marks, or about 5000/, were

expended on the hydraulic installation proper. The work

was executed without material interruption to the “season,

between the years 1888 and 1890, chiefly in the months

of July and August, when the institution is regularly

closed. The fact that night shifts’ of artificers had to

work on the stage to facilitate its rapid completion

materially increased the cost. The reconstruction had,

of course, to be undertaken in sections, and it is noticeable

that first the “under machinery’ and ‘then the ‘upper

machinery’ was put in hand. Contemporaneously with

this work of reconstruction, no less than 170,000 marks, or

8500/., were expended on improvements at the ‘back of the

house.” Unfortunately, the reconstruction of the ‘upper

machinery’ was connected with a sad calamity, for the

scaffold, which had to be erected when the gridiron was

fixed, collapsed and caused several fatalities. The improve-

ments which a modern stage brings about in the working

of a theatre will easily be gauged by the fact that whilst

on the old stage the management could have only 13 ‘back-

cloths’ and 8o ‘wings,’ on the new stage the numbers are

34 and 216 respectively.

On referring to the plans and sections illustrating

the Court Theatre at Berlin, 1 should like to call attention

to Fig. 105, in which half the stage floor is shown as seen from the top, and the other half with the boarding removed.

COURT THEATRE, BERLIN: STAGE. FiG. 105. LONGITUDINAL SECTION.

The half showing the stage floor from the top describes fully its division, whilst the other shows how the joists are run to

support it. The main dimensions of the stage are about 69 feet (21 metres) in depth to 85 feet (26 metres) in width. The

division of the floor is such as to allow a sequence of six ‘ Kulissengassen’ proper—a narrow one at the front, and a broad

one at the back.’ The depth of each ‘Kulissengasse’ averages 8 feet (2'5 metres). Particular care has. been given in this

case to the regular division of the stage floor, and the metric system

has been appiied; which means that the ‘bridges’ are divided up into

series of ‘slabs’ ‘each 3 fect 3 inches (1 metre) square, The width of

the ‘bridges’ proper, and hence of the movable part of the stage, is over

30 feet (12 metres); thus it wil! be seen that there are nearly 23 feet

(7 metres) on either side available for the working of the stage. Each

sequence comprises a ‘chariot slit’ followed by a ‘trap,’ and then a

* chariot slit.’ -a ¢shder; ‘and another ‘chariot slit, so that between each

two sequences two ‘chariot slits’ adjoin. The ‘chariot slits’ shown

are all‘ Freifahrten, which run right across the stage. : There are no

‘chariot slits’ running only a short distance. The front ‘ Kulissen-

gasse’ does not show any opening in the stage floor, whilst the deep

‘ Kulissengasse’ at the back has only two lines of ‘slabs,’ or movable

coverings, which are primarily used for shifting the scenery on and off

Ie

© COURT THEATRE, BERLIN: STAGE. the stage. As will be seen from the longitudinal section (Fig. 106)

po PT Is ha there is a lift in connection with this furthermost ‘ Kulissengasse,” and

the arrangement is such that there are sets of racks from stage floor to ‘cellar’ level for taking about 300 ‘cloths’ rolled

up. As regards the metric system, I should perhaps add that its application generally implies that the same horizontal

dimensions are taken for all levels, from ‘cellar’ to ‘gridiron, in such a manner that any ‘slab’ or board on the one level
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will be directly over a similar board on the level below, and any rope or cable dropped through any ‘slit’ or opening—say

in a ‘fly gallery’ —would be able to drop vertically right through to the ‘cellar,’ as the necessary ‘cuts’ would be found in

the other levels. In connection with Fritz Brandt's stages, I may take the opportunity of pointing out that the first

‘ Kulissengasse’ in his stage is always called a ‘ Nulgasse,” which, literally translated, would mean ‘Entrance No. 0. The.

numbering of the other ‘ Kulissengassen’ is Nos. 1, 2, 3, etc, as seen from the auditorium and ‘up’ the stage. As regards

the dimensions of the individual sections in the stage floor and ‘under machinery,’ the ‘bridges’ proper measure 39 feet

4 inches (12 metres) by 3 feet 3 inches (1 metre); the openings. for the: ‘sliders’ measure 52. feet 6 inches by 1: foot

2 inches (16 metres by 0°36 metre), and the * Freifahrten® have a length of just over 72 {feet (22 metres). . The slope of the

stage floor is 1 in 20, and the thickness of the stage flooring is 14% inch (0-04 metre) in two thicknesses of boarding.

lt is not my intention here to enter into detnil as to the actual. mechanical contrivances adopted ‘at Berlin,

but I would only point out that particular care has been given to all minor matters, more especially in regard to the

practicability of all levers, screws, etc., for opening up any section of the stage floor. The main divisions of the ‘under

machinery’ are ‘cellar’ ‘level, first ‘ mezzanine,” and second ‘mezzanine; . the first *‘mézzanine” sloping to: the same rake

as the stage floor, and having 7 feet 8 inches head room (2:35 metres). The depth of the ‘under machinery’ from. stage

floor. level at curtain line to ‘cellar’ level 1s nearly 23 feet (7 metres),

COURT THEATRE, WIESBADEN : STAGE. COURT THEATRE, WIESBADEN : STAGE.

FIG. 108. LONGITUDINAL SECTION. F1G. 109. TRANSVERSE SECTION.

As will be seen from the section, all the ‘bridges’ are worked on the same principle, and the diagram has been so

drawn as to show these ‘bridges’ in different positions. I have already pointed out in explaining Brandt's system,

that there is a particular advantage in being able’ to lower each *bridge’ nearly to ‘cellar” level. Further, as in other

Continental stages, the actual ‘chariot carriage’ runs on tram lines on the first ‘mezzanine.’ The whole of the hydraulic

gear, as will be seen from the transverse section, is placed at one side of the stage at ‘cellar’ level, and all supply and

pressure pipes run on the ‘cellar’ floor. The diagrams clearly show that the ‘under machinery’ is, comparatively speaking,

roomy. The stage floor in’ this case is supported by a sequence of six uprights, which carry the principal transverse

joists. Of these six the two central ones are movable, their arrangement being as shown in Fig. 98.

To turn now to the ‘upper machinery’ at the Berlin Court Theatre: its plan coincides in every way with the

division of the stage floor "below and in section. It will be observed that there are three principal ‘fly galleries’ of

considerable width, and two minor ‘galleries,’ built according to the Brandt system. The ‘gridiron’ and the three principal

: galleries’ are supported by strong uprights which have their footings in the ‘cellar’ There are three pairs of ‘these

uprights, and they practically carry the greater portion of the weight of the whole of the appliances above stage floor level.

The top ‘fly gallery’ is only about 6 feet below the ‘gridiron,’ and there is a set of ‘flying bridges’ at this level.
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I have previously referred to the large ‘battens’ which Engineer Brandt favours, and in speaking of his ‘girder

battens,” I would remark that the girder-work is a wooden framing. As already explained, the whole of the ‘upper

machinery,” all the ‘battens’ and the special appliances are worked by a system of counterweights and by manual labour,

and the sections clearly show how the counterweights are placed and what system of pulleys has been adopted. The

special ‘battens’ for lighting purposes, it will be seen, are held at six points, as are also the ordinary ‘battens,’ whilst the

large ‘girder battens’ are only hung at either end. The pulleys for the ‘lighting battens’ are on the ‘flying bridges’ of

the top “gallery,” whilst the pulleys for the ordinary ‘battens’ and the large ‘girder battens’ are well above the ‘gridiron’

floor. The flying apparatus has been applied below the ‘gridiron’ floor, and its principal rail has a length of nearly

66 feet (20 metres). It is particularly to be noticed how ample is the space on the ‘gridiron’ for working and regulating

all cables in use, with sufficient head room for the ‘scene-shifters’ and other employés. It is further noticeable that the

whole of the ‘upper machinery’ is well lighted from side windows, a feature of considerable importance for the cleanliness

and efficiency of the appliances.

Continuing my remarks on the ‘under machinery,” I would specially point out that the six principal ‘bridges’ of

this installation can be worked entirely independent of one another and yet be quickly coupled together, so that any two,

three or more, not necessarily adjoining, can be raised or lowered by one lever. The working of these ‘bridges’ is

perfectly silent. The ‘bridge’ or ‘slab’ measures, as I have already said, 39 feet 4 inches by 3 feet 3 inches (12 metres

by 1 metre); the principal girders on which the ‘slab’ rests measure 39 feet (11°96 metres); the girder-work has a height

of 2} feet (0'8B metre), and the ‘ram’ in cach: case has a diameter of 1 foot 4 inches (043 metre). Fach ‘bridge’ can be

worked a vertical distance of from 18 to 20 feet 6 inches (56 metres to 6:25 metres) respectively, according to its position,

but no ‘bridge’ can be raised higher than stage floor level, as is the case in the ‘Asphaleia’ siages at Buda-pesth,

Halle and elsewhere. The system adopted for obtaining a service higher than stage floor level is to fix a framework on

the top of the ‘slab’ of the ‘bridge,’ and raise it from below to the necessary height. The load which each ‘bridge’ can

carry when at rest is nearly 2 tons (2000 kilogrammes), and its raising power is I ton 4 cwts. (1200 kilogrammes). The

speed ‘at which the lift can rise is 1) feet (0'5 metre) per second if loaded, and nearly 2 feet (06 metre) per second if

there iis no weight on it. = Should, however, five ‘bridges’ be coupled together and receive their full load, the rate is

reduced to 11 inches (03 metre) per second. As-regards the working of the lifts, each movement is, as a rule, made

by the artificer regulating the lever, but automatic regulation is also possible.

Again referring to the ‘sliders’ they are supplied with ‘sloats’ on the same lines as on most German stages. A

so-called ‘Doppeltcasette’ comprises a hollow upright measuring 9 feet 10 inches (3 metres) in length, and 10 inches

by 32 inches (0°26 metre by 0°08 metre) in section, running inside another about 20 feet (6 metres) long. They are

worked in a similar way to the English ‘sloat,” only that arrangements are made for moving them together with the aid

of hydraulic power, and there are five of these ‘sloats’ to each of the five sets of ‘sliders,’ making twenty-five ‘sloats’ in

ail. The running is obtained by simple toothed rods and wheels. |

I have spoken of the ‘bridges’ which are provided for the six ‘ Kulissengassen." I have also observed that there is

a special lift or ‘bridge’ in the rear ‘Gasse,” which is worked on similar principles to the ordinary stage ‘bridge, but is

longer than the others, as it measures 59 feet (18 metres) by 3 feet 3 inches (1 metre) and is thus able to take any ‘back-

cloth’ which is rolled up. The only difference in connection with this lift is that the hydraulic power is in this case

assisted by counterweights, owing to the special load.

As with other theatres, it has been found necessary to supply a special lift for the rapid movement of properties,

horses, and other heavy weights from one level to another, and it will be seen from the plans that a lift of ‘this description

has been provided in the back corner of the stage. There is nothing unusual in the construction of this lift, except that

the ‘slab’ forms part of ithe stage proper. The dimensions of the ‘slab’ are 28 feet by 4 feet (8:6 metres by 1°25 metres),

and the height inside the cage is 13 feet (4 metres).

Of other theatres in Germany for which Fritz Brandt has prepared designs of modern stages, I would first mention

the Court Opera House at Berlin and the Court Opera House at Hanover, both of which are old buildings, in which

his designs were governed by existing dimensions, levels, etc. Both of these stages may be termed large ones. There

is also the stage at Wiesbaden, in the new Court Playhouse. In this theatre the stage is of medium size. Then there

are such stages as those at the small private theatre on the Schiffbauerdam at Berlin, and the Municipal Theatre at Essen.

I have added some illustrations of the stage at the Wiesbaden Theatre (Figs. 103, 108 and 109), but as it will be seen

that the lines are based entirely on the design of the Berlin example just described, I have not prepared the diagrams to

a large scale. There is the same combined system of hydraulic ‘under machinery’ and ‘upper machinery’ worked by

manual labour. Speaking in detail, we find again the ‘first mezzanine,’ the ‘second mezzanine,” and a ‘cellar’ for the

‘under machinery,” the total height being nearly 23 feet (7 metres). The main ‘bridges,’ six in number, have ‘slabs’ of

36 feet by 4 feet (i1 metres by 1:20 metre), while there 13 the same system of * sloats,’ which can be worked. in sets. The

width of the Wiesbaden stage is about 82 feet (25 metres), and its depth 64 feet (19:50 metres). There is also the back

stage, measuring 59 feet by 31 feet (18 metres by 9'50 metres). The proscenium opening is 39 feet 4 inches (12 metres) in

1H1.—3 Q
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width. The height from stage floor to ‘gridiron, some 20 feet back from the curtain line, is nearly 57 feet 6 inches

(17'50 metres). Of ‘Kulissengassen’ there are six principal ones, with Brandt's ‘ Nulgasse’ and the ‘Kulissengasse’ at

the back, and each ‘ Kulissengasse’ has a ‘chariot slit, a *bridge’ a ‘chariot slit, a “slider, and another ‘chariot slit’

making three ‘chariot ‘slits’ in all to one ‘bridge’ and one ‘slider; the two outside ‘chariot slits’ of each sequence

adjoining those of the following sequence. There is a slight variation in the ‘Kulissengasse’ at the back, where, as in

the case of the Berlin Court Theatre, there are special facilities for lowering scenery. As regards the ‘fly galleries, in

this case I may mention that there are only three—the first two close together, and the third just below the ‘gridiron.’

There are two ‘gridiron’ levels, the roof of this stage being particularly practical for stage purposes. It would be mere

repetition were I to go into further detail about this stage, and I need only observe that the number of ‘battens’ allowed

for is 94, and that the whole of the ‘roping’ is wire cable.

I have now referred to Fritz Brandt's work at some length, but I hold that his appliances are of the utmost

importance in the annals of modern stage mechanism, for his work at Berlin and elsewhere embodies much that must be

considered perfect, and will serve as a basis for further installations. While in the stages at Budapest, Vienna, etc., we

have a more elaborate equipment, the application of hydraulics, as shown in examples erected according to the Brandt

system, is nothing if not practical and economical, and forcibly shows what can be done without undue expenditure, and

without having resource to the extremist methods and appliances advocated by the original leaders of the ‘Stage reform’

movement. There is much in the Brandt system that will find favour with the theatrical manager who wishes to

economise in the cost of his working staff without incurring too great an outlay of capital.

ELECTRIC ‘TURNTABLE’. STAGE. Fi6. 110. VIEW OF STAGE,
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THE FIECTRIC TURNTABLE: STAGE.

THE latest development in stage mechanism has been the application of electricity to the working of appliances, and

further, the various combinations of hydraulic and electrical power with manual labour. Electricity has, no doubt, already

been used to a considerable extent for minor devices, or for special fittings, more particularly known as ‘stage tricks,” but

it has been the good fortune of Engineer Lautenschlaeger, of Munich—to whose work I have had frequent occasion to refer

—to0 design the first large stage with the most modern of appliances. From several engravings (Figs. 111, 117 and 118)

of Karl Lautenschlaeger's design for an installation at the Munich Court Opera House, it will be seen that the stage,

and more particularly its ‘under machinery,’ is entirely different from anything that has, as yet, been presented in this

Supplement, and this quite apart from the question of the motive power introduced. Expressed in brief, Lautenschlaeger's

stage 1s an electric ‘turntable’ stage, in which everything on the stage floor level and in the ‘under machinery’ is planned

on the ‘turntable’ principle, and adopted in miniature with so much success in the fadleaux vivants of our Variety Theatres.

In the ‘upper machinery’ the ‘turntable’ principle has not yet been applied, as there appears to be no advantage in its

introduction. Throughout this stage, both in the ‘under’ and in the ‘upper machinery, we find that for the working of

the appliances a combination of electrical power and manual labour has been introduced. The Munich stage is a large

one, for its width measures 95 feet (29 metres), its depth

85 feet (26 metres), and its height nearly Sg feet {27 metres).

The height of the proscenium opening is 29 feet 6 inches

{0 metres), and the width of the opening is “41 feet

(12°50 metres).

In a paper dealing with his system Karl Lauten-

schlaeger commences by explaining how the modern require-

ments of ‘Stageland,” such as the desire to have roominess,

a greater facility of movement, and a greater carrying capacity,

absolutely necessitates the application of some other motive

power than manual labour. He then proceeds to explain

how steam was first applied, with but little success; then,

very extensively, hydraulic power. He gives some details as

to the application of hydraulics, but concludes by pointing

out that water power requires a most expensive installation.

He does not consider hydraulic rams applicable to the

‘upper machinery,” for which they were first introduced in the

stages. of ; the * Asphaleia’ system, and: at the ‘Hofburg’ —_—

Theatre, -as already explained. © He considers: that even the EE i el i

most improved hydraulic appliances do not allow the scenic artist sufficient scope, for the lines and position of each

individual appliance must be rigid. Portable hydraulic power, or the application of hydraulic power to portable machinery,

is too impracticable for the requirements of the stage. He further goes on to show how it was only natural for him to turn

his attention to electricity as a motive power for stage appliances, and that his first attempts at applying it were on the minor

fittings and ‘tricks.’ On practically every large stage on the Continent electric power is available, owing to the application of

electricity as an illuminant. The protection of the public from fire, which is the subject of so many regulations abroad,

virtually compels every theatre manager on the Continent to equip a theatre with its own electric light station. Then, as

Lautenschlaeger explains, electro-motive power is easily portable for stage purposes, or, in other words, connections can be

casily made, while there is no difficulty whatever in controlling electric plant from one regulating board or table. He ends

by saying that everything he proposes has first been constructed and applied to a practical stage before being recommended

for the Munich Opera House, and that his design for that building was the result of very extensive experiments.

Turning from the question of motive power, my informant proceeds to discuss the various aspects of his ‘turntable,’
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and I would add that he only suggests it for stages of the average dimensions of a Continental opera house. The

Munich stage, I believe, he considers already somewhat too large for the purpose, since the ‘turntable’ in this design

requires a diameter of about 8o feet (24 metres), which is certainly somewhat unwieldy, for where there is a ‘turntable,’ not

only the stage floor proper, but at least the first ‘mezzanine,’ and often both the first and second ‘mezzanines,” would have

to revolve on the same pivot. Lautenschlaeger’'s particular purpose in adopting the ‘turntable’ for the Munich design was

no doubt to fill the requirements of Wagnerian operas, which necessitate many and rapid changes of scene. His device

gives particular facilities for mounting several scenes at the same time and

then moving them rapidly into position.

On looking at the plan (Fig. 111) we find that the plane of the

stage has practically only one enormous opening, i.e. the circular well,

which takes the ‘turntable,’ in this case measuring, to repeat, nearly 8o feet

in diameter. . The turntable’ itself, or rather its uppermost’ level, which

serves as the stage floor, is divided up into ‘bridges,’ “sliders,” ‘chariot slits,’

etc., so arranged as to form sequences of ‘Kulissengassen’ on the same

lines which the designer generally adopts on his ordinary stages. The

‘ Kulissengassen’ may be taken to extend right across the stage, but the

movable ‘parts ‘are in this éase only onthe “turntable slab.” 7 There are

seven ‘Kulissengassen’ proper besides the ‘Nulgasse,’ and one of extra

PLECTRIC TH RNTARLE" * SYNORE width at the back. The sequence, which ‘is repeated, is practically that of

Preis EDoY Jinn, ier 1. Seen *- one “chariot slit,’ “slid=r,” * bridge,” “slider, so that there’ are stwo “sliders”

to each : Kulissengasse,” whilst there is ‘only ‘one “chariot” slit.” This

‘chariot slit, however, is a so-called ‘Freifahrt, and runs right ‘across

the stage to the extent of the ‘turntable. 'In the case of ‘the * Nulgasee,

where the segment of the circle is of course a small one, the full sequence

could not be arranged, and hence we only find, in the order seen from

the anditorium, 7a “grave ‘trap, a. ‘bridge’ and a: “slider cut’ . A

similar arrangement holds good for the furthermost ‘Kulissengasse,” where,

as: seen from - the auditorium, we find’ @ “slider “cut, “a! “bridge, and: a

‘grave trap.’

Reference to the dimensions of the various sections of the ‘turntable’

floor shows that the principal ‘bridges’ have a frontage of 29 feet 10 inches

(9'10 metres) and a depth of 4 feet (1-20 metres). Their mechanism allows

them to be lowered as much as 13 feet 9 inches (420 metres) below stage

ELECTRIC ‘TURNTABLE’ STAGE.

Fie. 113. “DoN Juan,” Act 1. SCENE 2.

floor level, and they can be raised 6 feet 6 inches (2 metres) above this

level. They are so constructed as to take a maximum weight of 2000 kilo-

grammes. Each ‘bridge’ comprises the ‘slab’ proper, supported by iron

girders and carried in the centre by a principal upright, which is known here

as the * piston.’ “As the stage is on the turntable” principle, ‘there is an

arrangement for disconnecting the ‘piston’ from the ‘slab’; for, in fact, the

piston when at rest has to be lowered below the second ‘mezzanine, so that

the whole ‘turntable’ frame, comprising the stage floor, first ‘ mezzanine’ and

second ‘mezzanine,’ can be turned above it. Counterweights are used to a

certain extent in connection with these ‘bridges,’ so as to lessen the amount

of work required from the ‘piston.’ The ‘pistons’ themselves are worked

by electro-motors, and can be regulated to a nicety. In the longitudinal

section (Fig. 117) it will be seen that the first three ‘pistons’ are shown at

ELECTRIC ‘TURNTABLE’ STAGE. ; :

Fie, 710" “Dox Tusw Act I. Scone 4 rest, the fourth has been raised to stage floor level, the fifth to the height

of the first ‘mezzanine, and the sixth 6 feet 6 inches (2 metres) above

stage floor level. Of course, any frame or skeleton can be fixed to the ‘bridge,’ so that the total height for a platform can

be a ‘good deal above 6 feet 6 inches (2 metres) If required: -" In the diagram it will be seen that a framing of -this

description has been fixed to the fourth ‘bridge, which stands at stage floor level, and though it measures about ¢ feet

10 inches (3 metres) in height, and in the diagram stands upon the floor level, it might just as well have been raised

6 feet 6 inches (2 metres), making the total height 16 feet 4 inches {5 'metres),.

Should a greater width or opening be desired in the stage floor than is obtainable by lowering any one ‘bridge,

the so-called ‘Bodenversenkungen’ have to be used, which allow for ‘a maximum opening of 36 feet by 26 feet (11 by

8 metres), in which the ‘slab’ or platform can be set from nearly 5 feet 6 inches (1-70 metres) below stage floor level to
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8 feet (2:50 metres) above it. An opening of this description is formed by working a combination of bridges’ and

‘sliders.’ The ‘ Bodenversenkung’ practically comprises the second, third and fourth ‘bridges, with the intervening spaces,

the necessary framing being fixed above the ‘bridges’ proper, in a manner which I have already described in connection

with ‘bridge’ No. 4. Of course, any part or parts of this opening may be raised or lowered at pleasure, and in the

longitudinal section it will be seen that one part, i.e. the second and third

‘bridges,’ is below stage floor level, whilst the .remainder is above it.

More preparation than in the case of the ‘bridges’ is required to work a

‘Bodenversenkung’; in fact, it is almost essential that the curtain should

be lowered for transformations of this description, while, of course, with

ordinary ‘bridges’ this is never necessary.

According to Karl Lautenschlaeger, the ‘chariot’ is becoming a less

important feature of the Continental stage than used to be the case, inas-

much as scenery is more frequently mounted without reference to the

sequence: of ‘ Kulissengassen.” This is: the reason, too, why a far less

number of ‘chariot cuts’ is .t6 be found in .the Mupich plan than it is

customary to see in the typical German stage. The use Lautenschlaeger

makes of his ‘chariot’ is principally to fix ‘set pieces’ for enclosed scenes,

. s ; ELECTRIC ‘TURNTABLE’ STAGE.

such as rooms. He appears to have given close attention to the construction ee ET

of his ‘chariots,’ as well as to the question of closing the necessary ‘slits.’

Speaking of the ‘sliders,’ which in this case extend to a width of over 62 feet (19 metres) at the broadest part of

the ‘turntable,’ they are constructed on the hinge principle, which allows the cover to open and drop downwards. As I

have already said, there are two sets of ‘sliders’ for each of the seven principal ‘ Kulissengassen,’. and I should state that

there are ten sections to each set of ‘sliders,’ and that any one or any number of these can be easily worked by one man

single-handed, an improvement due to a careful arrangement of the levers. This improvement practically means that the

whole of the ten sections can be opened and closed by one movement, whilst up to the present each section of the ‘slider’

required its own ‘scene-shifter,” even two men sometimes being necessary

to. move it. The ‘sloats’ which are ‘worked in connection with: these

‘sliders’ have also been given careful attention, and any number of ‘sloats”

can be worked together over a windlass, so that heavy scenery can be

rapidly raised from below. The whole of the ten sets of ‘sliders’ may be

worked together by a simple adjustment in coupling the various levers;

and, on the other hand, the whole of the ‘sloats’ can be similarly managed

by coupling together the various windlasses. Any single windlass can be

worked by its own electro-motor, and the whole of the ‘sloats’ and ‘sliders’

by onc movement electrically. . * Girder battens’ .with their *doths’ can

be bodily lowered through the ‘sliders,’ and other scenery can be simul-

taneously raised on ‘sloats,’ the whole movement, together with the opening

and closing of the ‘sliders,’ being: effected: by sone hand.

As is the case on. all stages, it<is necessary to. hdve a. number of

minor ‘traps.’ In this example there are four ‘traps’ of this description,

which can be worked either by manual labour or by an electro-motor.

As 1 have previously remarked,’ the actual ‘turntable’ has three

floors, i.e. the stage floor, the first ‘mezzanine’ and the second ‘mezzanine,’

all well framed together. The ‘turntable’ rests’ on ‘a number of rollers,

which run on tram-lines, circular in plan. These are bedded on special

sleeper walls, also circular in plan, and there are altogether three rings of

rails. © The ‘circular sleeper walls may be: said to enclose the ‘ecllar.” The

‘turntable’ can he easily moved round to any position, but, as a rule, it

is. only moved by a: quarter-cicle or a half-circle. The whole of the

mechanism is so planned that when the ‘turntable’ takes any position on

ELECTRIC ‘TURNTABLE’ STAGE.

Fic. 116. ‘Don Juan,” Acr 11. ScENE 0.

the quarter-circle or half-circle, the ‘pistons’ and ‘bridges’ can be worked,

the necessary openings being provided on the two ‘mezzanine’ and the

stage floor levels. Taken as a whole, we have an independent stage of three levels, circular in plan, fitted into the

ordinary square stage of three levels and a ‘cellar,’ and whilst the former contains all the openings necessary for the working

of the stage, every part of the latter is practically immovable. I must again refer to the perspective view (Fig. 110) for

the better appreciation of the system adopted, more especially as this diagram shows how two scenes of rooms can be

II. —3 R
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mounted at the same time, and the ‘turntable’ then simply moved round into position. I need scarcely add that the

designer has been at pains to provide the whole of his ‘under machinery’ with the necessary facilities and means of inter-

communication. On the other hand, I would lay special stress on the fact that the stage floor is a level one.

Speaking now of the “upper machinery, and again referring to the two sections (Figs. 117 and 118) 1 must, in

the first place, refer to the skeleton or framing of the different flies,’ the “gridiron, etc. As will be seen, there are four

principal ‘fly galleries’ on either side of the stage; besides these four, there is one pair of minor ‘fly galleries’ below the

first principal tier. This minor ‘gallery,’ in Lautenschlaeger’s system, is primarily intended for working special stage-effects,

‘tricks,’ illuminants, etc.,, and for holding such apparatus as would otherwise be in the way. The first pair of principal

‘fly galleries’ are connected by a ‘hanging bridge’ which runs along the back wall, and this is also the case with the

second pair of principal ‘galleries’; for the third and fourth tiers there are sets of ‘flying bridges,’ no less than ten in

number on each level. The whole of the ‘galleries’ are well connected by iron staircases, which also lead to the ‘gridiron.’

As will be seen, there is practically only one “gridiron” floor to the Munich stage, though there is every facility for

moving about on a second or upper level, on which are a number of important appliances. Both ‘gridiron’ and roof are

constructed in one, that is to say, the large iron roof-trusses support the ‘gridiron’ floor. Should the ‘panorama drums’

be used, it will be seen that there is the usual system of drawbridges to the ‘flying bridges,” as has already been explained

in earlier examples of German stage construction.

The design for the Munich stage allows for eighty-eight ordinary ‘battens,’ more distinctly defined by Lautenschlaeger

as ‘ Prospect- und Sofittenziige.” The ‘batten’ itself ‘is an iron one, and ds hung at five. points: by: wire cables ‘running

over pulleys placed at ‘gridiron’ level and balanced to a certain extent by counterweights. It will be seen that the

cables are brought together in such a manner that they can be easily worked by a small electro-motor. The whole of

the ‘battens’ can be worked either separately or together in any specified number by an electro-motor, and, should it be

thought advantageous, manual labour can be substituted. The number of loaded ‘battens’ that can be raised simultaneously

by the electric power supplied is limited to forty, which is practically the maximum number required for any movement.

Twenty can be raised and the same number can be lowered simultaneously from the same regulating board. The number

of ‘battens’ for lighting purposes is nine, and they are worked on exactly the same lines as the ‘battens’ already described.

Besides these there are a set of ‘girder battens,’ one tw each ‘Kulissengasse,” and these arc hung from two points only,

though worked on the same principle. As 1 have already stated, these ‘girder battens’ can be lowered down into the

* under machinery,’ through the ‘sliders,’ and, of course, they are hung exacly above the ‘slider’ openings. There are

three ‘battens’ in connection with the proscenium, so arranged as to allow for variations in the size of the proscenium

opening. These can also be moved by electric power, as is also the case with the ‘act drop,” the ‘curtain,’ and the

fire-resisting curtain, all three of which can, however, also be manipulated merely by manual labour.

An important feature in the design is the so-called ‘horizon, the purposes of which I have explained at some length

in the course of my description of the ‘ Asphaleia’ stage. In this instance we find a ‘horizon, of considerable dimensions,

placed in such a manner that the principal ‘cloth’ is within a few feet of the back of the stage, whilst the sides are about

72 feet (22. metres) apart. The height of the canvas is ‘considerable, for it measures 42 feet 6 inches (13 metres), whilst

the full length of the ‘cloth’ is 230 feet (70 metres). By a very ingenious arrangement the whole appliance can be moved

bodily forward, but, as a rule, it is intended to be used in the position indicated in Fig. 111. The canvas is supported by

a rail which, in its turn, hangs from a set of ‘girder battens,” whilst the horizontal movement of the canvas is produced

by two vertical ‘drums, worked from the second ‘fly gallery.” When the ‘horizon’ is in its original position the whole of

the ‘turntable,’ with everything that is on it, can be moved quite independently of the ‘cloth’; but should the ‘horizon’ be

set nearer the proscenium, the ‘turntable’ would have to be cleared, or the ‘cloth’ rolled up on one of the vertical ‘drums,’

before the movement is made. I should add that the ‘horizon’ can be lifted in its entirety to a considerable height above

the stage, to allow for the ordinary working and the movement of people underneath it, but it cannot be raised so high up

into the ‘flies’ as to allow it to’ clear the height of a *set scene’ on the ‘turntable.

Besides the ‘horizon,’ which, I must point out, is always an important feature in Lautenschlaeger’s scenery, there

are no less than eight pairs of ‘panorama drums,” which have been so planned as practically to give one pair to each

‘ Kulissengasse.” The ‘panorama drums’ are also worked from the second ‘fly gallery,” and here again we have a certain

difficulty as to their use at the same time as the ‘turntable,’ for only the first two pairs and the last two stand on the

immovable stage, whilst the four others stand on the ‘turntable.’ It is almost unnecessary to repeat that every movement

can be made by electric power, whilst, on the other hand, manual labour can also be substituted if it be found necessary.

Any one pair of ‘panorama drums’ may be worked together, and, should it be desired, two or more can be coupled

together. Though they are not generally used at the same time, it will be remembered that at many of our pantomimes,

as well as at the great spectacular displays, transformations are brought about by using three or four lines of ‘panorama’

scenery - behind. one another. * It: may, however, be taken: as ‘a rule, thai only one. or two pairs. of ‘panorama drums’

are intended to be used simultaneously on the Munich stage, and that arrangements can always be made to have the

‘panorama’ in such a position as not to materially interfere with the working of the ‘turntable’ Perhaps I should add
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that the speed at which a ‘panorama scene’ moves may be regulated to a nicety when electricity is employed, and that a

far greater regularity is obtained by the use of a mechanical motor than by manual labour.

It is needless to say that Karl Lautenschlaeger has his own special ‘tricks’ and appliances for ‘aerial’ work and

other particular effects, and it will be seen from the transverse section how one of the aerial appliances is worked over

special pulleys at ‘gridiron’ level. As in the case of the larger devices, electricity has also been adopted for moving such

special gear, and the same can be said of all the minor arrangements which facilitate intercommunication on the stage,

since the whole of the heavy lifts and also the rapid passenger-elevators are worked by motors.
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The whole of the appliances referred to above, those of the ‘under machinery’ and those of the ‘upper machinery,

can be worked from a central regulating board at the side of the proscenium opening, placed in such a position as to

allow the engineer to have a good view of the scenery. It appears to be Lautenschlaeger’s ideal to work every part of his

installation from this central regulating board, and to place the movement of everything in one pair of hands. He lays

particular emphasis, however, on the fact that his electrical stage can at any moment be worked as an ordinary German

stage and by manual labour, and that it can then be dealt with by any stage-carpenter of the old school, for the ‘turntable’

would then be treated as a fixture. He also lays stress on the facilities for combinations of manual labour and motors

according to the special requirements of individual plays. He most distinctly states that he does not consider that the
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‘turntable’ should be used for plays requiring simple methods, and primarily advises its adoption for stages on which only

grand opera or grand drama is given, or for the Shakesperean play, with its many changes of scene.

To better illustrate the mounting on the ‘turntable’ stage, nine diagrams (Fig. 119) have been prepared, showing

the various scenes of a production when actually in position, together with those in preparation whilst the curtain is

open. These are taken from the opera, ‘Don Juan, which Lautenschlaecger mounted on a temporary ‘turntable’ specially

constructed for the ‘Residenz’ Theatre at Munich, with the view of testing the system which he advocates. Only manual

power was employed, as the expense of a full installation would have been too great for an experiment of this description.

Perspective views of these scenes are also given (Figs. 112 to 116) to indicate the effects obtained.

Referring to the diagrams (Fig. 119), it will be seen that the first scene (Fig. 112) opens with a view of a garden,

while at the same time a scene depicting a street is in course of preparation. A three-quarter turn brings this street scene

in front of the curtain (Fig. 113), and during the time that this is open another one, showing a second garden scene

(Fig. 114), is being arranged. Only a quarter-turn is necessary to bring the latter into position, and whilst the performance

is in progress the banqueting-hall scene of the play is being set up. A three-quarter turn brings the banqueting-hall scene

before the audience (Fig. 115). In the second act, it will be observed from the diagrams (Fig. 119), that the street scene,

somewhat curtailed, is again before the audience, and it is plainly shown how three other scenes are in course of arrangement;

these are again the Governor's garden, the graveyard scene and then the interior of a room. On the frst quarter-turn

bringing the garden scene before the audience, it will be noticed that a large dining-hall is already in course of construction,

in the place previously occupied by the street scene. When the view of the graveyard is before the proscenium opening,

that showing Donna Anna’s room, which has long been ready, can at once be moved forward, whilst the dining-hall is

being completed; and when the room-interior actually comes before the audience the dining-hall, which practically takes up

the whole of the stage, is ready to move round. This is the last scene (Fig. 116), followed only by a transformation, in

which the hall collapses and takes the form of a ruin.

The difference in the nature of the scenes exhibiting the two gardens, the street and the banqueting-hall will be

observed from the illustrations, whilst the rapid change of the dining-hall into a ruin is clearly depicted. When we

observe, however, as we have the opportunity of doing in one place, no less than four scenes mounted on the same ‘turn-

table, I think we must admit that it is scarcely likely that the ‘turntable’ would, in ordinary practice, be made use of to

such an extent. Two scenes mounted on the same ‘turntable’ will be the ordinary procedure, and three only on special

occasions. It would not only lead to inconvenience, but materially hamper the working of the stage, if so much scenery as

is necessary for mounting four scenes at a time were on the ‘turntable’ at once, and no manager would care to have more

paraphernalia in use than was absolutely essential. The ‘turntable,’ it should be remembered, also extends to nearly the

whole width of the stage, if used to its full extent, and hence leaves but a small passage for gangways. It is probable,

too, that a manager would prefer scenes to be set half ‘turntable’ deep where possible, instead of building-up in a slanting

direction, a method which has to be frequently adopted in the setting above described.

I have little doubt that the application of electricity, which is still in its veriest infancy as far as stage mechanism

is concerned, has a great future, as the installation of electrical plant so general in the modern playhouse for illuminating

purposes can with little difficulty and expense be utilised for a second purpose. The points, however, which have to be

kept in mind when hydraulic machinery is under consideration, are to a great extent applicable to the electric stage.

Excessive employment of the electro-motor should be avoided, as well as absolute centralisation for the working of the

installation. As for the application of the electro-motor, it is satisfactory to notice that Lautenschlaeger allows for the

employment of manual labour, though, to my mind, he oversteps the mark in the use of electricity for stage purposes,

and applies it in a manner not always suitable or necessary. With regard to the centralisation, however, I am afraid that

the designer has taken ‘an exiremist view of the benefits to be derived thevefrom. 1 must repeat that 1 do not believe

that the ‘upper machinery’ of a stage can be safely worked from only one point, no matter what the power employed may

be to move the ‘cloths.’

As to the ‘turntable’ itself, its contrivance. is very ingenious, and does the designer great credit. It seems to me,

however, that its application should be limited to opera houses, where spectacular effects are more common than in the

home of the drama; and to the Variety theatre, where ballets and transformation scenes demand every facility for rapid

changes in the displays. It should not be forgotten, too, that an appliance like the ‘turntable’ becomes unwieldy if

constructed to very large dimensions.
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CONCLUSION

I HAVE now completed my series of examples as classified under the headings, Wood Stages,” * Wood-and-Iron Stages,” and

‘Iron Stages, but before concluding my remarks on modern Stage construction and the movement known as ‘Stage reform,’

I must refer to several minor installations, which, though perhaps not sufficiently important to call for a distinct chapter in

this volume, may yet merit some comment in this concluding section.

In the earlier part of this Supplement I mentioned how little had been done in the way of modernising English

stages, but I also pointed out that there have been several instances of the adoption of steam and hydraulic power for the

working of individual parts of the stage. These special installations were generally only intended for the production of

some particular play, and hence were only provisional, and disappeared from the theatre when the bill was changed. In

fact, I only remember one case in London where a somewhat extensive provision of modern appliances had been made for

stage purposes soon after the completion of the building. Unfortunately, however, this installation was practically not

employed at all, and was left to rust. This was at the ‘Lyric’ Theatre, where five hydraulic ‘bridges’ were constructed.

Recently also at Drury Lane Theatre some hydraulic machinery has been set up, which is of too extensive a character to

be dealt with as a minor installation, used only for some individual play. In this case

the appliances comprise two large hydraulic ‘ bridges,” which have been brought over from

Austria. In Edinburgh, however, a full installation with hydraulic power was attempted,

but here the theatre has ceased to exist, and hence we are deprived of even one solitary

establishment which can be accepted as an instance of the most modern equipment. In

the latter case the installation, which was worked by water power, followed a certain patent

taken out by Andrew B. Brown, dating as far back as October 16th, 1875 and known

under the title of ‘Hydraulic Machinery for Actuating Stage Effects.’

It has not been my good fortune to have seen the last-named installation, and I

have, therefore, to rely on the information given by the designer. It is certainly remark-

able, however, that the patent is of so early a date, when, as I have already said, so little

was done elsewhere in modern theatre mechanism prior to 1881, and it is much to be

regretted that a system on which so much labour was bestowed should have had but a

brief life, owing to circumstances quite beyond the inventor's control. In presenting some

diagrams adapted from the illustrations of the patent specification, I would observe that the

stage is apparently of wood, fitted on the old principles so common in this country, and that

the modernising solely consists in the adoption of hydraulic power for moving those parts on JAY

usually worked by manual labour. The method of introducing hydraulic power for this DANN Ss

3812.C.

purpose has a certain similarity in its main principles with that in use on the ‘ Hofburg’

Theatre stage. There are no direct rams underneath the ‘bridges’ on the ‘lift’ principle, Hp yy

but the indirect, or suspended, or what is here termed the ‘groove’ system of hydraulic

rams placed at the side of the stage is employed. To detail from the specification, I should say in the first place that

pressure-pipes are laid down throughout the stage, by means of which the necessary water is conveyed, preferably at a

pressure of 8oo Ib. to the square inch, with the aid of a boiler and pumping engine, which is situated outside the stage

proper. For the purpose of raising and lowering the ‘ battens,” ‘ bridges,” and other appliances, the ordinary hydraulic hoist,

with movable pulleys on ram and cylinder, is made use of, and one of these hoists is placed on each side of the ‘scene

cloth’ or of the ‘bridge’ as the case may be. The ‘scene’ is suspended, as in the English stage, by three or four ropes,

according to requirements, these being carried over pulleys immediately above the points of attachment to the ‘scene’ and

afterwards gathered into an iron ring. From the hoists the lifting end of the rope is led over a pulley and attached to

this ring, while the ropes on the ‘scenes’ or ‘cloths’ are led through eye-bolts to the usual belaying-pins on each side,

for the purpose of adjustment. Having set the hoists in position at the sides of their respective ‘scenes,’ the valves for

actuating them are placed in a group immediately under control of the prompter or machinist who has to work them.

In the transverse section, Fig. 121, one of the hoists or rams is shown at A, and again another of a larger

size at A A. The rope is shown running round the hoist A in dotted lines, one end being attached to the belaying-pins,

whilst the other is attached to the ring B. This ring, however, when found more convenient, may be replaced by the clamp

shown in Fig. 120, which enables the ropes to be taken up quickly. This clamp has a joint and a tightening screw, as shown,

11.—3 S
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the holes E, F, G receiving the ropes belonging to the pulleys similarly marked. These ropes, as indicated, run over

the pulleys, and lay hold of the wooden beam H carrying the ‘cloth.’ This beam is grooved at the ends, as shown in

Fig. 120, and to prevent its fouling the other ‘cloths,’ these being necessarily placed close together, it runs over wire

or other rope-guides K K, which enter the notches, and are attached and held by spiral springs at L L, the springs

keeping the rope-guides quite tight. In this way as many as thirty ‘cloths’ may be hung, and the rope-guides are all

taken up by one roller M M, having ratchet teeth and shaft with a square end, so that the rope-guides may be tightened

up or slackened at pleasure. The tension-springs at I. L are for the purpose of compensating the difference in the stretch

of ropes, so many being all wound on one barrel. When the ‘cloths’ require to be changed in position it is only necessary

to unwind the barrel, and the guide cords K K all become slack, when the ‘cloths’ may be changed and re-arranged.

Although the hoists A are placed in the ‘flies’ as Close together ds:

possible, it may happen that the whole are required to be concentrated on a

number of ‘cloths’ occupying a less space, and for that purpose the sliding

pulleys shown in Fig. 121 are employed; they are seen in position at N in

the ‘flies.’ The grooved casting O is led along the floor in front of the hoists,

and a sufficient number of other castings, P, with T-headed bolts are placed

upon it. Each casting carries an angle pulley QO, which inclines towards the

‘Cloth’ pulley G. By such an ayrangement the rope. from the hoist A can be

led laterally to any distance by passing over one of the pulleys Q and under

the next one “in position: opposite the ‘cloth’ to: be mised. . In this way a

hoist, whatever its position, can be made available to work any one of the

‘cloths.’ The bridge hoist A A is placed in the basement, and has its rope

(or chain by preference) led to the further end of the ‘bridge’ over the pulleys

R and S, laying hold of the foot of the bridge at T, while its other rope or

chain passes over the corresponding pulleys at the near end, laying hold of

the ‘bridge’ again at T. These chains are gathered into a ring at W, to which

the hoist chain is attached.

In Fig. 122 a plan of the general arrangement of the stage is shown.

C is the painter's. room,.D the stage, E the prompter’s comer. The boiler

house and engine-room are not indicated. Ten hoists are shown in the ‘flies’

at IY, opposite the prompter’s corner, and to these hoists ten lines of pipes

are led from the valves underneath the stage floor near the prompter’s corner

at G. A similar set of ten hoists is placed in the basement. Four heavy

‘bridge’ hoists and six light sink hoists are also controlled from another line

of valves at G, each having its own individual pipe, as shown. Two hoists

at H and 1 work the curtain and the ‘act-drop scene,’ also conivolled from

the position marked G. To show these pipes, ‘the figure has the stage

broken by a line exposing the basement. The pressure-pipe from the accumu-

ANDREW BROWNS SYSTEM. lator passes into the building and communicates with the row of valves at K,

Fics. 121, 122. PLAN AND SECTION OF STAGE. while the exhaust main passes back to a tank. A branch M leads to the paint-

room hoists at N and O, which work the paint frames P by ropes in a

similar manner to those already described in the ‘flies.’ The valves, however, of N and O are placed in that locality so

as fo be controlled by the artist using the frames. The manner of reeving the ropes is the same as with the hoists in

the “flies.” The waste steam from the pumping engines passes by a pipe into the theatre to the various heating apparatus.

~The fire hydrants are situated near the centre of the stage. When it is not convenient to use steam, the pumping engine

is placed outside the building, the pressure pipe passing into the theatre, and the water from the large tank supplying the

apparatus. The arrangement of pressure and return pipes is the same as that shown in the diagrams presented.

An important detail is, of course, the hydraulic hoist employed for the purposes of lifting in the theatre. This is

shown in Fig. 120: @ is the hydraulic cylinder, and a' marks the pulleys turning on an axis carried by a frame attached to

the end of the cylinder a; 4 is the ram, and &' marks the pulleys carried in a frame mounted on its head. The hoist is

adapted to suit the use of ropes which make no noise, and it is provided with guide-rods having variable stops to limit the

action of the hoist in an upward or downward direction. For that purpose the guide-rods ¢¢ are screwed throughout, and

have nuts and jam-nuts dd, by which the stroke of the rams and crosshead can be limited. The rope is led from the

belaying-pins ee round the first pulley overhead, and to and fro in block-and-tackle fashion until it leads off the last pulley

underneath.

No independent opinion has been obtainable as to the actual working of these appliances at Edinburgh, but the

specification contains no reason why the installations may not have been of considerable service. It is curious, however,
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to observe that the inventor has here again adopted the ‘centralisation’ idea, an idea striven for by so many engineers in

earlier efforts.

As regards the installation at the ‘Lyric’ Theatre, London, it consisted of five sets of ‘bridges’ supported by hydraulic

rams ‘and placed towards the rear of the siage proper. In the llusirations of this installation, Fig. 124 is a section

showing the character of the appliances without any regard to the construction of the stage, while Fig. 123 is a corre-

sponding plan showing the position of the ‘bridges’ with their pipage. The appliances

at the ‘Lyric’ Theatre were the first of their kind, and their construction apparently 3 wi ene

took some time, for the work was spread over a period of fifteen months. On the | eR

other hand, the outlay was comparatively small, for the cost of the five ‘bridges’ fully | |

installed was only 867/. The work of erection, I should add, was carried out after the 2

theatre had been opened. Four of the ‘bridges’ may be termed ‘bridges’ proper, for

they only rise to stage floor level, but a fifth and larger ‘bridge’ can be taken 10 feet

(3-04 metres) above this level. The loads for the first four ‘bridges’ are each calcu-

lated at two tons, whilst that of the fifth ‘bridge’ is three tons. The stage has only

one. ‘ mezzanine’ and the height from the ‘cellar’ floor to stage at curtain line is

17 feet 3 inches (5° 25 metres). There are, of course, two rams to cach *Dridge,” and

for the four front :* bridges’ the diameter of the rams is 3% inches (go millimetres), | t 5 |

whilst for the larger one the diameter is 4 inches (100 millimetres). The consumption 5

of water for the rise of any of the front ‘bridges’ is twelve gallons, whilst twenty-nine ie pie

gallons are required to raise the large ‘bridge’ a total height of 27 feet (8° 20 metres), = a New

or 10 feet (3 metres) above the stage floor level. LYRIC! THYVATRE: LONDON: Smo

The installation should be considered simply in the light of a set of five an ree

ordinary hydraulic lifts which chance to have been added to a stage. There is nothing essentially different from similar

hoists or elevators elsewhere or anything calling for special comment. And yet this application of water power at the

‘Lyric’ Theatre, with the view of assisting theatrical effects, marks an important step in the improvement of stage mechanism

in this country. The ‘Lyric’ installation was the first of its kind in this metropolis.

Again reverting to the Drury Lane stage, I take the opportunity of saying that the production of the pantomime

of Christmas 1896, marked the first adoption of hydraulic machinery for spectacular effects in one of our largest London

theatres. The late Sir Augustus Harris had for many years been con-

sidering the advisability of installing hydraulic machinery at the Drury Lane

~ Theatr, and at the Covent Garden Opera House, but had, as the lessee,

to consider the financial outlay and the time it would occupy io set up

the appliances. Shortly before his death, however, he decided to order two

large ‘bridges’ for the first-named establishment. These appliances were

primarily intended to facilitate the presentation of a large shipwreck scene.

The machinery for these two ‘bridges’ was ordered from Austria, but

unfortunately show lines almost identical with those of the earliest ‘ Asphaleia’

work of 1881, instead of the more recent foreign types mentioned in these

pe
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(2°28 metres) and can be raised io nearly 12 feet (3°65 metres) above stage

. l. L, = = floor line, whilst the fall under the stage is o feet (2794 metres). The two

‘bridges’ adjoin one another, and are only divided from each other and

gh

from the surrounding floor by ‘flaps’ (Casettenklappen) which are fixed
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to the ‘slab’ of the ‘bridge.’ The appliances sent from Austria had, by the bye,

F16. 124. SECTION OF ‘ BRIDGES.’

L... to be adapted to suit English requirements in respect to hydraulic pressure,

for though the supply by the hydraulic mains is not more than 7oo 1bs., the

valves and cylinders can only stand a much lower pressure, and reducing valves had, therefore, to be introduced.

The cylinders, I would here add, have an abnormally large diameter of about 17 inches (0°43 metre) each. As

both ‘bridges’ are used together, it is curious that no system of coupling has been adopted, since the separate regulation

of each ‘bridge, even when in competent hands, is a matter of great difficulty, and the rise between the two ‘bridges’

certainly fluctuates to the extent of a few inches during the movement. However limited the installation at Drury Lane

may be, it is certainly a move in the right direction, and those responsible for the economy of this institution recognise

that for pantomime and transformation work a great saving in the wage list should be arrived at by the adoption of

modern methods. It is, perhaps, interesting to note that even with two hydraulic ‘bridges’ at work there are still over

roo men employed in shifting scenery during a production of a pantomime, and that many of the men are practically

only required for a few minutes to move certain appliances which could be far better worked by motor power.
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The installation here under consideration, however, also calls for special remark owing to its having been the cause

of the closing of Drury Lane shortly before the commencement of a performance during the Autumn of 1897. This is

unique in the annals of modern Stage construction, for whatever the economic or mechanical failings of individual examples

mentioned in this Supplement may have been, the iron stage worked by hydraulic power has always been considered

reliable. 1 had an opportunity of examining the appliances directly after the establishment had to be closed, and, to my

mind, there was nothing to show that the appliances themselves, though, as indicated, constructed on the earliest ‘ Asphaleia’

lines, had any defects. There were, in fact, indications that the cause of the collapse of the ‘bridges™ was either due to

malicious damage or wilful negligence, and, as far as the movement of ‘Stage reform’ is concerned, it is well that it could be

attributed to this, for the charge unreliability would be fatal to the develop-

ment of modern stage mechanism if put forward by its opponents, among

whom should be counted many of the stage carpenters of old. Never-

theless, the failure at Drury Lane afforded a warning to this extent, that

3567.0. the vital parts of modern mechanism should be protected from accidental
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or intentional damage, and that an installation of this description should

always be in the hands of skilled engineers and trustworthy mechanics.

Speaking of modern appliances introduced into the Metropolis, and

with reference to the complaints constantly made as to the dearth of hang-

ing room for a large number of ‘scenes’ in the wood theatre of to-day, I

AFFLECK’S SYSTEM: SrAcE. . : : 5

PIA 10s. Deke on GRA ae think I should mention a small device introduced by Robert Affleck, with

the aid of which the number of ‘cloths’ can be greatly increased in any

given space as compared with the earlier arrangement. In the old wood stage, whenever the play is changed, a consider-

able amount of work is invariably found necessary in modifying or rearranging the ‘pulleys’ working in wood blocks which

are bolted or screwed - to the ‘joists of the ‘gridiron,’ etc. A great deal of power, I should add, is also losi by friction,

caused by the lines rubbing against the sides of the blocks in the mortise, and in scraping along the ‘gridiron’ floor.

Affleck’s patent, as illustrated in Fig. 125, claims to do away with blocks entirely, and to substitute in their place a series

of ‘pulleys’ running on steel shafts, in adjustable lengths of 18 inches (45 metre) or longer, each of which is supported

at its respective end in a metal bearing. These bearings are fixed to the joists of the ‘gridiron’ by a ‘stud’ at each end,

which drops into holes drilled into the joists at suitable intervals. Guides are provided for each of the ‘pulleys’ in the

shape of ‘arms,’ which are screwed into and through dividing ‘collars’ on to the ‘shaft,’ to keep them in position. The

leading pulleys are mounted on similarly adjustable bearings, made in the form

of steps one above the other (Fig. 125); and by this system the ‘pulleys’

are quickly adjusted.

I have now spoken of several appliances, specially connected with stage

work in England, which have not been classified under the separate headings of

my different chapters. Perhaps I should here take the opportunity of also speaking

of a small stage abroad which I could not well classify owing to its peculiarities.

It is an example of what an exaggerated influence one stage can have over

another, and how even such a gigantic installation as that at the Paris Opera

House can be injudiciously used as a model for such a miniature playhouse as

the theatre at Monte Carlo. In a sense this example is a negative one, and

should serve as a warning to those who think any given system can be adapted

to any other purpose.

At Monte Carlo, as will be seen from Fig 126, the front stage is

devoid of ‘cuts’ of any kind, the first movable portion being some few feet

back from the line of the proscenium wall. The first opening is the ‘slit’ for

the first ‘chariot’ passing right across the full width of the stage, and the

CASINO THEATRE, MONTE CARLO: STAGE.

width of this ‘slit’ is: 1] inch (104 mele). - The joists on either side are

af inches (tog metic) by 8 inches {0-20 metre), A ‘trappillon,’ 10 inches

(0 *27 metre) wide, is placed between the first and second ‘chariot slits,’ and the latter is followed by a ‘rue,’ 3 feet

(0°98 metre) wide; and the sequence, which occurs four times in the depth of this small stage, is ‘rue,’ *costitve,

‘trappillon’ and ‘costicre.” The stage is laid with such a slight fall towards the footlights as to be practically flat.

There is only one ‘mezzanine’ level, 6 feet 10 inches (2-10 metres) below the stage. Here the uprights are double, there

being one support under each joist. From the ‘mezzanine’ to the ‘cellar’ the distance is 10 feet 6 inches (320 metres),

and here the posts are single, measuring 8 inches by 4 inches (0°20 by 0°10 metre). Concrete and stone bases,

measuring 3 feet 3 inches by 1 foot by 10 inches (1-00 by 0-30 by 0-25 metre), support these main posts, each block or

base taking two posts. = The uprights are braced together from back to front with the old shutter-bar system, explained

F1G. 126. PLAN AND TRANSVERSE SECTION.
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when 1 dealt with the English wood type. The ‘under machinery’ is manipulated by ‘drums’ and counterweights, and

‘the ‘sloats’ are worked on the lines already described. The ‘drums’ are all mounted upon iron standards bolted to the

‘cellar’ floor. But if the lines of the installation be examined, the dimensions, the details, and the appliances of the Casino

Theatre at Monte Carlo will be found to be practically the same as those of the Paris Opera House, though, of course, in

some places the fittings had to be on a smaller scale. In the same manner as the Paris Opera House stage is one of the

largest in the world, the Monte Carlo stage is one of the smallest on which legitimate opera and drama can be mounted,

and yet, as I observed, exactly the same system of stage design will be found in both. Surely this is not as it should be.

Speaking of this rather unfortunate instance of a miniature stage in France, reminds me that there are several stages

in Germany of moderate dimensions which call for attention as examples where the designer has fully mastered the require-

ments of a small theatre though accustomed to work in much larger playhouses. In the first place I would speak of the

stage at Essen—a theatre for which the town is mainly indebted to the Krupp

family—and in the second, of the installation of a private establishment in

Berlin known as the ‘ New’ Theatre.

The stage of the Essen Theatre has the modest dimensions of 55 feet

9 inches by 44 feet (17 by 13°50 metres), and the proscenium opening itself

only measures 26 feet (8 metres) in width. The floor of the stage is divided

into four sequences of ‘ Kulissengassen, with the additional ‘ Nulgasse’ and a

“Gasse’ at the ‘back of greater: depth. than ‘the others. The width ‘of “an

ordinary sequence is 7 feet 9 inches (z- 40 metres), while the ‘ Kulissengasse,’

at the back is over 10-feet (3°15 metres) deep. The ‘Nulgasse’ is taken’ up

by the ordinary arrangement of act-drops. Each sequence comprises two

“chariot slits,’ a *bridge,” a ‘chariot’ slit’ and a ‘slider, whilst the ‘ Kulissen-

gasse’ at the back has apparently no opening in the floor for scenic purposes.

Each “bridge cut’ is divided into six sections or ‘slabs,’ but the first ‘bridge

cut’ -is a 'so-called dummy, without a ‘bridge’ proper. - There is only one

‘mezzanine’ and a ‘cellar’ to the ‘under machinery,’ and two ‘fly galleries’ to

the ‘upper machinery’; the ‘gridiron’ has only one level. As will be seen

from the diagrams, everything is constructed on very simple lines, but with

due regard to the modern improvements in the larger theatres, such as, for

instance, the adoption of the pulley system to the ‘upper machinery.” Arrange-

ments have also been made for working the ‘horizon,’ and every facility has

been given for rapidly moving every part of the mechanism. The stage is an

excellent example of what can be done with small means, while affording, in

every way, sufficient facilities for working a theatre of this description.

Similarly the stage of the ‘New’ Theatre, Berlin, can teach us many

lessons, more particularly, perhaps, as this institution is worked entirely on

commercial lines, in the same manner as our metropolitan theatres. The stage

at the ‘New’ Theatre has practically the same dimensions as that of the
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Essen Theatre, for its width from wall to wall is 54 feet (16°50 metres), and ONION, SE NTAL ALIRURES Syn

the depth is 41 feet (12°50 metres), to which we must, however, in: this PS AR TeTIt AL SE.

instance add a back stage, having an approximate depth of 19 feet 6 inches

(6 metres). Whilst the Essen stage is used for both drama and opera, the bill of the ‘New’ Theatre is exclusively

devoted to dramatic performances, and more particularly to the chamber play. But in these small establishments,

where economy has to be observed, there is very little difference between the arrangement of the two, and we only find the

omission of certain apparatus, such as a ‘bridge’ at the back, which is not often

required in chamber plays.

As shown by the plan (Fig. 130) the floor of the ‘New’ Theatre has been

divided into a ‘ Nulgasse,’ four ordinary ‘ Kulissengassen,” and a deep one at the back.

The ‘ Nulgasse’ is again taken up entirely by the act-drops, etc., and has no openings

in its floor. The three first ‘ Kulissengassen’ have a regular sequence of ‘chariot slit,’

‘bridge,’ ‘chariot slit, ‘slider,’ ‘chariot slit, but 1 should add that the ‘bridee’ in

the first ‘ Kulissengasse’ is ‘again a ‘dummy bridge,’ that ‘is to say, the division

MUNICIPAL THEATRE, SALZBURG: STAGE.

Fic. 128. PLAN OF STAGE FLOOR.

in the floors allows for the installation of a ‘bridge’ or any particular ‘trap,’ but

no ‘bridge’ or trap is permanently in position. After the three ordinary ‘Kulissengassen’ comes the fourth, which is

divided up into ‘chariot slit, ‘dummy bridge,” ‘ chariot slit,” “slider,” whilst the last ‘ Kulissengasse’ has no openings in its

floor for scenic purposes. The height from stage floor to ‘ gridiron,’ taken 19 feet 8 inches (6 metres) back from the curtain,

I1.—3 T
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is over 57 feet (17 50 metres), whilst the depth of the ‘under machinery’ is a little more than 16 feet (5 metres). As will

be seen from the diagrams, there is only one ‘ mezzanine’ level and the ‘cellar’ The proscenium opening, I should add,

is 27 feet (330 metres) in width, The *horizon’ will again be found at the ‘New’ Theatre. There are two fly galleries,’

of which the upper part is connected with the ‘flying bridges,” and there is one level to the ‘gridiron.’ Intercommunication

between the various levels of the stage is by means of staircases and minor lifts.

Both these examples are designed by Fritz Brandt, of whose stages at the

Court Theatre, Berlin, and 21 Wiesbaden, 1 have spoken at length... When

referring to those two examples I pointed out the practical and economical

design of the author. Here, where we have to deal with two small playhouses, 1

cannot but again emphasise how well the financial side and actual working of the

stage have been considered, irrespective of any extremist theories. Fritz Brandt's

small stages also find favour with the manager who is restricted to a certain

capital outlay and yet wishes to banish the wooden installation of old.

Yet another stage deserves attention on account of its economical construc-

tion, and its due regard to the requirements of a small playhouse. This is the

stage at the Municipal Theatre, Salzburg, designed by Friedrich Brettschneider.

Here we find a wood-and-iron stage, with its ‘under machinery’ of wood and its

‘upper machinery’ of iron construction. The plan shows three complete sequences

of ‘traps, with some few additional ‘traps’ at the front and back. Commencing

at the proscenium opening, on either side of the stage are placed the ‘slits’ for

the side pieces of the inner proscenium framing. In the centre of the stage is

placed a small ‘trap,’ not quite so large as the ‘grave trap’ of the Enghsh stage,

and this opening is used for a single ‘table trap’ worked up and down by counter-

weight and windlass. The first ‘cut,’ which extends right across the stage, is for

a set of ‘sliders’ divided into four sections, which, however, do not open to the
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‘NEW’ THENTEL, BOATING Stace. full width of the proscenium. After the hrst set of ‘sliders’ there is a pair of

P10, 125 Lovormpiasn Sseron, short ‘chariot slits,” followed by a ‘Freifahrt® across the whole width of the

working stage. This chariot slit is followed by a ‘bridge,’ the floor of which is divided into eight sections. On proceeding

‘up’ the stage the next ‘cut’ is in the form of another line of ‘Casettenklappen,” which, however, when open, have a greater

frontage than the first ‘cut’ of this description, for the dimension is here equal to the width of the proscenium opening,

whilst the first one was less. Two ‘chariot slits’ again follow, and in this manner practically three sequences are arranged,

though after the third ‘bridge’ there are no more ‘ Freifahrten. - One of the chief features in the general plan is the

variation of the lengihs of the ‘cuts’ .in the different sequences, no set having all three kinds of ‘traps’ of the same

length as another set, and this provision no doubt has to be made on account of the limited space requiring the greatest

possible variation in the position of individual openings.

As shown by the section, the floor of the Salzburg stage is supported

by wooden uprights. There is only one ‘mezzanine’ level, which is used

for: the ‘chariot rails.’ A small ‘excavation forms the ‘cellar’ or well under

the centre or working portion of the stage, and in this respect the section

resembles the arrangement of the English wood stage, in which great

cconomy 1s observed in excavation. Ordinary wooden ‘sloats’ are used, but

they are raised on iron windlasses. The appliances and fittings above the

stage are almost entirely of von. There are three tiers of ‘galleries’

forming the ‘flies,’ and the usual “hanging bridges.’ All the ‘cloths’ are

worked over pulleys placed in the ‘gridiron floor from a ‘shaft’ in the

‘flies,’ and balanced by counterweights.

Taken as a whole, it will. be seen that there is much of prac- ‘NEW’ THEATRE, BERLIN: STAGE.

tical use in this small Salzburg stage which could well be adapted to i

our metropolitan and suburban theatres, where but a limited superficial area is available for the ‘back of the house.’

Speaking of minor appliances used in connection with smaller Continental stages, the means of attachment used for

the ‘cloths’ is perhaps worthy of note. The usual method is to nail the canvas on to wooden ‘battens’ round which the

ropes are fastened by the scene hands. In this scheme they are fixed to an iron rod over which straps are passed with

‘jaws’ to catch a wooden roller on which the canvas is mounted. This method enables a ‘cloth’ to be quickly detached

from the working ropes and another ‘scene’ attached, a matter of great importance on a small stage. Another advantage

is that there is no difficulty in getting a ‘cloth’ to hang straight, whereas in the old methods, with hemp ropes to be tied

and untied, there is much waste of time before a ‘cloth’ can be made to hang properly.
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Of other minor appliances, I would again mention that of the ‘rostrum, and point out what an important

part it has played in stage-craft. There are but few renderings of our modern plays which would be possible on the

English wood stage without these cumbersome contrivances. It is, however, our pantomimes and our ballets where their

elaboration becomes stupendous. Take, for instance, the ‘ Faust’ ballet of 1896 at the ‘Empire’ Variety Theatre. This

ballet affords an excellent example of the antiquated methods we have to employ on our wood stage. The whole of the

"Faust scenery, as originally conceived, was built up with these rostrums,” and it

is, of course, only possible to arrange for such necessary and extensive parapher-

nalia when a ‘run’ is assured. It would be impossible to work the ballet with a

nightly change on the lines. adopted. The conception of this ballet, and the

sketches for the scenery, I would here specially point out, were by the well-known

London scenic artist Wilhelm, but the execution of his ideas, their elaboration, and

the mechanical pats of the work, ‘were to a great extent due to the skill of

Karl Lautenschlaeger, of Munich.

In an’ article ‘on the * Empire’ scenes of “Faust M. H. Spiclmann called

special attention to the fact that in no department of stage spectacle has greater

improvement been shown in the last quarter of the present century than in that

section somewhat roughly denominated the ballet. It is in the ballet of to-day

that the great designer has to produce an ewsemble of effect, spectacular and

dramatic, which will do more than charm by mere dc/a?, by subject and costume,

even when aided by the best ballet music that was ever written. The designer

seeks something more logical, and more of an artistic whole, a creation in which all

the resources of the arts of the theatre may be focussed upon one production. In

such a work, breadth of effect must not be sacrificed to beauty, nor, if the designer

can help it, archaeological accuracy to the ordinary demands of scenic expediency. MUNICIPAL THEATRE, ESSEN: STAcE.

Every law of colour, arrangement, and harmony in his ever-changing, ever-moving i

scene must be as thoroughly regarded by the designer as by the painter of the most carefully thought-out picture that

may be submitted to the popular verdict. Every fact must be tempered and idealised by the fancy animating the whole.

The preliminary plan for a ballet in which these requirements are observed should well illustrate the care with which

every detail for the whole conception has to be first thought out before proceeding to arrange the machinery to work the

various individual scenes. Such a plan must not only give the lines and position of every part of the three scenes, but also

show how the first scene is to be arranged to mask the second, and the second to hide the third, so that as little shifting of

scenery as possible is needed to make rapid changes in sight of the audience. Infinite study and nicety of arrangement are

needed that the component parts of each scene shall group harmoniously and allow facilities necessary for concealing it. It

is only after giving full attention to the delineation of accurate plans,

as well as by having models constructed to scale, that successful results

are attained.

In the plans of the ‘ Faust’ ballet, Wilhelm showed this nicety of

arrangement, and the result has been that not only the general execution

but also the elaboration of the veriest detail was carried out successfully.

But what cumbersome “makeshifts had to be used in the shape of

‘ rostrums,” what an expense had to be incurred in their construction, can

be judged from the diagrams (Figs. 133, 134). Does it not speak badly

for our commercial enterprise that a theatre like ‘the * Empire, with its

sumptuous ballets, should be constantly hampered by the want of a

modern stage with suitable appliances?

There is no doubt that before long considerable improvement will

ge have to be made in the. present condition of the English stage, and

MUNICIPAL, THEATRE, ESSEN: STAGE.

already a marked tendency towards a practical issue of the movement

Fi16. 132. PLAN OF STAGE FLOOR.

of * Stage reform’ is apparent. Quite a number of those engaged in

theatrical enterprise are fully alive to the defects of the old wood stage which I have attempted to describe in the earlier

parts of this series, and I believe that were some influential manager to make a forward move regardless of the prejudice

with which every new proposal in ‘Stageland’ is greeted, many would follow his lead. It would undoubtedly require a man of

conviction and determination, for there is nothing more difficult than stage-management when, for instance, the stage-carpenter,

with his almost antediluvian notions, too frequently shows contempt for the lessee’'s innovations. As 1 have explained, our

stages of to-day are rarely in the hands of skilled stage-machinists; they are mostly worked by artisans with little or no

interest in their employment, who possess no ambition, and are devoid of any desire to gain fresh experience.
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Such a step as that recently taken by Herbert Beerbohm Tree at ‘Her Majesty's’ Theatre, was of greater import-

ance than is generally understood, for he iniroduced into. this country for the first time a flat stage, and its use has

simplified everything in connection with stage mechanism. The sloping stage has always been a hindrance to those who

desired to adopt some mechanical power for the working or the handling of scenery. The sloping stage always added to

the first outlay for any innovation of this description. The flat stage had been tried and used successfully on the Continent

for a considerable time, and in the United States it had for years been a popular improvement in every modern theatre.

Nevertheless, the prejudice and ridicule with which Beerbohm Tree's idea of introducing this flat stage into London

first met was almost astounding, and even, after its advantages have been recognised, there are many who would at

once attribute any mishap, even of the most trivial kind, that might occur on the stage of ‘Her Majesty's’ Theatre to the

absence of the usual slope.

The late Sir Augustus Harris did much for stage improvements when he decided, contrary to the advice of

many, to try hydraulic power on the Drury Lane stage; and his successor, Arthur Collins, is to be: congratulated

on the fact that he saw the ideas of his predecessor carried out, uses the

various appliances placed at his disposal, and is at present considering further

similar material improvements to the stage he now controls. And, in connec-

tion with this it should not be forgotten that I mentioned how Drury Lane

had to close its doors on account of an accident in connection with the new

installation, a fact that would prevent many from using such appliances in

their establishments again. Whilst many of the opponents of modern improve-

ments rejoiced about the accident, the broader minded did not fail to remember

that, not many years ago, the opening of a Drury Lane season had to be post-

poned on account of a not unsimilar collapse, then, however, due to the clumsy

appliances of the wood stage of old.

The descriptions 1 have given in this series, and the opinions 1 have

quoted, will, I trust, be of some use to those who wish to follow the example

that has already been set them: by Beerbohm © Tree, Augustus Harris and

Arthur Collins. I trust, also, that the descriptions and quotations may, in

some slight measure, give an impetus to many who have not as yet considered

the question of ‘Stage reform,” but have, without much thought, utilised the
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methods and appliances which they have inherited from their ancestors, and

perhaps, at the most, are doing no more to improve them than grumble at

2

their inefficiency. In any case the diagrams in this Supplement should give

an insight into what progress has been made up to the present time in other

Zn

countries in regard to stage mechanism. The great possibilities for an advance

in this direction are clearly shown, and whilst, on the one hand, much in the

work presented is worthy of adaptation and development, there is no doubt that

ik

a considerable amount of the work which has been done is of an essentially

2

experimental nature, and at times distinctly unsatisfactory. The student, how-

7

2
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HIE ER ever, will, I am sure, ind even in the unsuccessful efforts of others much that

RAR TRUM will claim his notice, and will learn many a lesson, although perhaps rather in

FIGS. 133, 134. PLAN AND DETAILS FOR ‘FAUST’ BALLET. a negative sense, from some of the costliest experiments which extremist stage

reformers have undertaken.

In the introduction to this Supplement, I attempted to explain the movement which I termed ‘Stage reform,” and

which, as I have stated, practically originated some twenty years back in Austria. I have tried to show the disadvantages

of the extremist reforms that were tried at that time, and to call attention to what is looked upon as practica/ reform. 1

am under the impression that those who have followed me through these chapters will agree that, though the extremist

measures may have been useful owing to the impetus given to the desire for improvement generally, the ideas embodied by

their originators often went too far, and that the outcome of their efforts, such as those which resulted in the production

of the ‘Asphaleia’ stage, lacked those practical qualities which might lead to popularity and general adoption. On the other

hand, it will have been seen that those whose endeavours were directed solely towards the practical embodiment of their

ideals, have made considerable headway, and have materially assisted in the advance of stage mechanism.

The men whom I have in mind when I say this, are Karl Lautenschlaeger, particularly in respect to the iron stage

worked by manual labour, which was constructed at the Amsterdam Municipal Theatre ; Friedrich Brettschneider, in

connection with the hydraulic appliances introduced by him at the Court Theatre, Vienna; and lastly, Fritz Brandt, whose

hydraulic stage at the Court Theatre, Berlin, will, to my mind, serve as a practical basis for future work, and which has already

opened a new era of improved stage construction after the long transitional and experimental periods. In England, no doubt,
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Walter Dando has done excellent work, but the isolated example of his wood-and-iron stage worked by manual labour at

D’Oyly Carte’s Opera House, cannot call for the same amount of attention as the numerous installations of other countries

just referred to. We should also not forget that though I have had to say some hard things about the English stage-

carpenter, exceptions are to be noted, for there are a few men like Robert Affleck, a device of whose is illustrated here, and

Edward Taylor, of the Drury Lane Theatre, both of whom favour mechanical improvements in the working of the stage.

It is curious, indeed, that we should not have been able to hold our own in constructive work of this description,

and that the chief epochs of development should have practically entirely occurred in Austria and Germany. It is true

that France and Italy likewise have the same reason to complain, but for all that, it is lamentable that in a country noted

for its mechanical skill, an institution such as the theatre and its stage, which particularly require the attention of the

engineer, should have been so neglected. To my mind it is not a question of expenditure, and I would emphasise this as

I have so often encountered the argument that stage improvements and ‘state subsidies’ to theatres must necessarily

go hand in hand, for the foreign private theatre, a commercial concern on ‘all fours’ with similar institutions in this

country, has also been able to show such advances. The financial aspects of a Continental private theatre are by

no means so satisfactory as those of a well-managed establishment in this country, and yet ‘Stage reform’ has found

favour, and the introduction of modern appliances has not only proved satisfactory so far as the working of the stage is

concerned, but also, and I would here say, chiefly, as far as the exchequer is concerned. There is not the slightest doubt

that for a small London theatre a flat stage, with modern appliances and methods, would be economical, and the same

can also be said of the large Opera stage, and the large Variety theatre stage. On the one hand manual labour may be

retained, and on the other hydraulics may be introduced; but with good designing—and we pride ourselves on practical

designing and economical construction—there is not the slightest doubt that the capital which must necessarily be sunk

will be a profitable investment, owing to the decrease in the annual expenditure, both for labour and repairs, and the

absence of outlay for the adaptation of scenery to a sloping floor.

Until within a few years ago, many associated with the stage of this country considered that all improvements were

questions of experiment, and that experiments would be far too expensive for the ordinary actor-manager. I hold that we

have now come to that period where improvements need no longer involve experiments, and when even a glance at this

Supplement may be of some assistance in helping to avoid any great mistakes in the modernising of ‘the stage. : 1 cannot

but repeat that I hold the experimental period to have passed, and that we are indebted to many of our foreign friends

for lessons and examples which they have only learnt by great expenditure of labour and money.

It is usual, I believe, on the completion of a series of chapters of this description, to attempt some recapitulation, or

a summary of the conclusions arrived at.

As 1 originally indicated, however, I have been dealing with a new subject in respect to which little or nothing has

been previously written, and certainly no compilation of this kind has yet been attempted, and I think I should hence not

go further as regards recapitulation or summary than 1 did with my classification in the Introduction. It will be

remembered that there I only showed how I divided stages generally into Wood stages, Wood-and-Iron stages and Iron

stages, and then sub-divided these headings according to the labour employed in working the appliances. My sub-sections

were Manual Labour, Hydraulics and Electricity, and it has also been seen that whilst manual labour only is employed on

the wood stage, and the wood-and-iron stage also generally only shows manual work, it can also be adapted to the more

advanced appliances, where the whole of the equipment is constructed of metal. In respect to the iron stage, however,

all three sub-divisions not only hold good, but we have also seen that there were various combinations. Thus we

had the iron stage worked partly by hydraulics and partly by manual labour; the iron stage worked partly by electricity

and partly by manual labour; and lastly, the stage where manual labour, hydraulics and electricity were used, and the stage

where there was a combination of electricity and hydraulics. In fact, on examining the examples of the more advanced

iron stages, it will have been seen that the engineers, one and all, except, perhaps, those associated with the ‘Asphaleia’

Company, were by no means in favour of the total abolition of manual work, and that they advocated combinations to a

very considerable extent. Manual labour was retained by many for the ‘upper machinery,’ though hydraulics were

recommended for the ‘under machinery.” Personally, I also hold this view, and contend that the extreme employment of

mechanical labour is neither practical nor economical, and that the solution of the question lies, speaking comparatively, in

the combined application of mechanical and manual power.

Hence, were I actually to classify, there is no doubt that separate positions would have to be accorded, not only to the

combinations as such, but also to the different combinations and different ratios in combinations, for there are distinctions

of considerable importance between a stage in which manual labour predominates and in which hydraulics occupy a

secondary position, and a stage which is worked entirely by water power, or where manual labour is only intended as

a makeshift, or, at most, as an auxiliary. The same holds good in the hydraulic stage, where electricity is only supple-

mental, and vice versd in the electrical stage, where hydraulics have, perhaps, only been used for particularly cumbersome

appliances. Further, if I were to classify the wood-and-iron stage worked by manual labour, I should have to determine

between stages in which the combination comprises an iron framing with woodwork in a secondary position, or where the

1I.—3 U
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timber work predominates in the principal parts of the construction and yet ironwork has been introduced in the minor

appliances. Then, again, it is very different if such combinations occur throughout the stage from ‘cellar’ to ‘gridiron,’

or if the ‘under machinery’ is constructed entirely of iron, and the ‘upper machinery’ entirely of wood.

But, as 1 have said, it 1s not my intention to summarise or classify, for though we have passed the stage of initial

development, some time will yet elapse before we have recognised ‘classes’ of stages. As will be remembered, I have shown

examples of several ‘types’ of stages. Take, for instance, those at Halle and Buda-Pesth representing the ‘ Asphaleia’ system.

Nevertheless, as a whole, these chapters, so far as the modern stage is concerned, have dealt solely with individual examples

and single instances of some specific form of construction or some specific combination. In fact, only in the case of the old

wood stages, where types have been defined for several generations, have I been able to indicate distinct ‘classes.’ 1 have

dealt with the German wood stage as a type, and similarly with the French wood stage and the English wood stage, but in

no case have I been able to define a type of wood-and-iron stage, or a type of iron stage with some specific method of

working it, excepting only the ‘Asphaleia’ stages just referred to, and even there the examples in the two cities named, as

well as at Prague and Chicago, scarcely go far in making the ‘ Asphaleia’ stage typical for a country or a class. In the

same manner, if 1 chose to frame conclusions, it would, 1 hold, be almost necessary to specify the results arrived at as

regards every individual example, to then make comparisons, and again draw conclusions. - This, however, 1 believe,

would not only extend beyond the usual scope of a summary but also be of small practical value, owing to the great

difference in the various requirements. I ‘may be asked how it is that in other subjects—perhaps equally new—

conclusions are easily drawn, but I reply that there are few subjects where the examples are so varied and have so much

individuality, and at the same time fulfil absolutely specific purposes in strictly defined surroundings, as is the case with

the modern stage of the last few decades. I am also adverse to adopt conclusions on this subject, taken generally, for

1 should prefer these chapters to be simply considered as studies. As 1 have said originally, though 1 have had

manifold opportunities afforded me of testing everything of importance, a new subject far too readily lends itself to

prejudice. The diverse opinions quoted from various engineers as regards the different stages are, to my mind, of a far

greater importance than the few comments that I have been able to make or could now add.

In closing I would only repeat that I trust my treatment of so new a subject will not only be of practical utility

to those already interested in the development of the modern stage, but, above all, will draw the attention of those who

have not given much thought to the matter to the great possibilities that exist for mounting our plays, not only in

accordance with the facilities afforded us in this era of progress, but also with less danger from fire, with less risks of

‘illness to those employed, and with greater ease and economy. Why should we not take a leading position in stage

equipment, banish the dangerous, unhealthy, unpractical and expensive wood stages of 1750, and make room for something

far better now that we are approaching the twentieth century?

‘EMPIRE’ VARIETY THEATRE, LONDON.

FiG. 135. SCENE FROM ‘FAUST’ BALLET.



SUPPLEMENT [1

TurareEeE Eines

INTRODUCTION.

Much has been said from time to time as to the frequency of conflagrations in theatres and similar places of public

entertainment, and it has not been unusual, after fires involving serious loss of life, to find the publication of statistical

information bearing upon the constant recurrence of such fatalities. As a rule these statistics have, however, been presented

without any attempt to record the actual causes and effects of the fires, and at the most, particulars were given of, perhaps,

some recent sequence of catastrophes without those details which would be of practical service in guiding the architect,

the expert, and the public authorities, as to the possibilities of preventing their repetition. The late much lamented

engineer, August Foelsch, of Vienna and Hamburg, alone commenced the preparation of what was intended some day to

become a complete record of fires at theatres. He commenced his compilation early in the seventies, and continued working

on them until some years before his death. Sections of these records were published from time to time during the years

1871, 1878, and 1881, and his fiyst classification of causes, etc, with the issue of 1878 has long been recognised as a

piece of research of considerable value. It was not until the executors of the deceased entrusted me with his papers that I

commenced an examination of the facts gathered from the data, with a view of strengthening my hands with arguments in

favour of the better protection of playhouses. It was then that I discovered it essential not only to continue the work of

August Foelsch, but also to materially extend the scope of the research. In gathering further information I always kept in

view the fact that the mere tabulation of fires and dates was of little practical service, whilst some considerable use might

be made of a compilation which gave authentic particulars as to the life of buildings, cause and location of the outbreak,

and other matters of essentially technical detail.

In presenting my remarks with an analysis as a Supplement to this work, I am, to a great extent, guided by the

desire to show that what I have said in regard to the dangers of playhouses from fire is not without reason, and particu-

larly to indicate the individual form of risk which has to be dealt with. I am thus, perhaps, also able to place some

valuable information at the disposal of those who demand material improvement in the safety of the modern playhouse, for

I should add that, with the exception of the lists in August Foelsch’s treatise and a few minor publications, no attempt

to form a comprehensive record has yet been made in any country, and certainly not in England. I trust that reference

to these records and analyses will do something towards preventing the recurrence of the many terrible catastrophes which

have been associated with the theatre in both hemispheres.

My record only deals with some eleven hundred fires of the past century, and even as such does not pretend to be

complete, for I have, of course, only been able to give data which have come to my knowledge, and there must necessarily

be a very large number of fires of which 1 have received no report whatever. This record, however, as it stands, already

gives proof of a very considerable number of fatalities. What number then, may I ask, must represent the aggregate loss of

life involved in the conflagrations which have occurred in theatres and places of public entertainment throughout the world?

(I.—3 vu 2)



86 MODERN OPERA HOUSES AND THEATRES.

Then, again, it should be remembered that I am only dealing with those buildings which have for all practical purposes

been entirely destroyed, whilst I have in my possession details of innumerable examples of minor accidents, small fires, or

fires in isolated wings of a theatre, often associated with loss of life, but of insufficient importance to be included in a

record of this description.

In preparing the lists of theatre fires for this Supplement I have naturally limited my remarks to points of practical

importance ; similarly, the analysis has been kept within the smallest possible compass, as a more thorough rendering of

the subject scarcely lends itself to a work of this nature. Knowing the force of illustration, I have added some descrip-

tive diagrams embodying a few of the chief points upon which I have dwelt, more particularly with a view to more

markedly showing the fluctuation in the number of catastrophes. Further, I have included a list of conflagrations where

the greatest loss of life has occurred, together with descriptions of several notable fires which are intended to give some

idea of the usual progress of outbreaks of this kind. Here, again, knowing the value of illustration, I have included in the

few instances dealt with drawings of the buildings involved, and views taken after the fires. For the purposes of easy

reference I have also attached to my record an alphabetical list of the theatre fires which are dealt with in this Supplement.

In conclusion, 1 ought to emphasise the fact that a study of this description can scarcely he ‘altogether free

from error, though every endeavour has been made to obtain reliable information as to the examples presented, and special

care has been devoted to the accuracy of all particulars. Where practicable, I have drawn from official reports, but even

these are liable to be coloured by the specific views of those who have supplied the accounts of the occurrence, more

especially in those instances where public opinion has, perhaps, attributed the responsibility -of the fatalities to those in

authority. It should also be remembered that considerable difficulties in translation have had to be contended with, owing

to the fact that my correspondents are drawn from a number of different nationalities.

THEATRE ‘ROYAL’ GLASGOW. Destroyed March 1, 1895s.

« F16. 1. VIEW OF PASSAGE.



RECORD OF ELEVEN HUNDRED FIRES

FROM 1797 TO 1397

HE following list of Fires at theatres, music-halls and similar places of public entertainment, has been compiled from

the best sources available, and where possible from official reports. The locality and the recognised name of the

establishment are given, and, when obtainable, the date of the outbreak, the age of the building involved, the number of

the fatalities reported, with the characteristic features of the fire, the latter being presented in the briefest form.

DATE OF FIRE NAME OF TOWN. NAME OF THEATRE. PARTICULARS.

1797—O0ct. 27 K ONIGSBERG . THE THEATRE in the Kreutz- Opened November 24, 1755. Burnt down at 3 p.m. Caused by care-

ischen Square (1) lessness with the lights. Practically nothing was saved. The fire

also destroyed three houses standing opposite.

1798— Feb. 2. Boston FEDERAL STREET THEATRE A large stone building, opened on February 3, 1794. Burnt down at

4 P.M. The fire apparently broke out in one of the dressing

rooms through a defective stove. |

1798—May 31 Paris THEATRE LAZARY A small theatre off the Boulevard du Temple, opened 1777. Burnt

almost directly after the conclusion of the performance. Seemingly

caused by fireworks. One man killed, several injured.

1798—Dec. 15 Paris . Circus THEATRE . Opened 1788. A building in the gardens of the Palais-Royal, provided

with stage and boxes.

1799—Mar. 18 Paris . TuEATRE ODEON (1) . Opened April 9, 1732. Fire broke out at 7 a.m. in the upper part

of the stage, where the fire-extinguishing apparatus had only a

few months previously been installed. Two of the fire brigade

men were killed.

1799—Dec. 17 PHILADELPHIA RickerT’s Circus Situated at the corner of Sixth and Chestnut Streets.

1802—Mar, 12 BorpeEAUX THEATRE DES Panrtaconiens, | Opened April 12, 1801.

later the GAIETE (1)

1802— June Loxpon GARRICK THEATRE Built 1792. Burni in the evening.

1802— July 11 MADRID TeAaTRO DEL PRINCIPE Building totally destroyed.

1802—Nov. STUTTGART Tue THEATRE Opened 1780. A valuable library attached to the theatre also destroyed.

1803—]Jan. 15 Boston Bowen's CoLumBIAN THEATRE(T) :

1803—Feb. 10 BorpEAUX THEATRE Lycee . Built 1779. Fire broke out about 2 A.M. The severe frost made the

protection of the neighbouring houses very difficult. Nothing

saved. At the time, the town had no organised fire brigade.

1803—Sept. 1 Loxpon AsTLEY'S AMPHITHEATRE (11) . | Opened 1795. Burnt down with forty neighbouring houses.

1803—Oct. 18 AUGSBURG SARTOR'S THEATRE A wooden building in the fruit-market.

1805—Aug. 12 LonponN Tae Circus, now the Surrey | Opened November 4, 1782. Burnt to the ground.

THEATRE (1)

1805 Moscow . Tae Opera House (1) . Built by order of Katharine II. of Russia.

1806—Sept. St. PETERSBURG | GERMAN THEATRE, opposite | Opened February 20, 1799. = Burnt one hour after the close of

the Winter Palace performance. The fire commenced on the stage. It was only

after much difficulty that the palace itself was saved.

1806 EXETER TuE THEATRE . Date uncertain.

1807—]Jan. 15 Boston Bowen's CorLumBIAN THEATRE | Opened November 27, 1806. Fire caused by the explosion of some

(11) preparation used in lighting. = Six persons were killed and

many injured through the falling of a wall. J

1808 —July 1 . KONIGSBERG . Tue THEATRE (11) Opened ‘April 29, 1808. Buint at 2 2.3. Fire broke out: on the stage;

; Cause unknown. The adjoining ball-room was also destroyed.

Seven people were killed through the falling of walls.

1808—Aug. 30 NEw York . Bowery THEATRE, Vauxhall | Details unobtainable.

Gardens (1)

1808—Sept. 20 . | LoNDoN CoveENT GARDEN (II). Opened 1732. - Burnt after a representation of * Pizarro,” owing to

the discharge of a gun, the decorations catching fire. © Twenty

people were killed, and several houses burnt.

1809—Feb. 24 LonpoN Drury LANE (111) Opened March 12, 1794. The reservoir on the roof, and other appli-

ances for protective purposes could not be used.

1810—Jan. 28 HAVRE MunicipAL THEATRE (1) Opened October 16, 1790. Burnt down at 1 A.M. As early as the

evening performance smoke had been noticed, but it was attributed

to a brazier in the theatre. Nothing was saved. The wife and

daughter of the porter, who lived in the house, were suffocated.

IL.—3 X
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DATE OF FIRE.
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NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS.

1811—Jan. 1 .

1811—March .

1311—Dec. 26

1812—Sept.

1815

1815

1816—Feb. 13

1816—Sept. 26 .

1817— July 29

1818—DMar. 20

1819— Jan.

1819—Sept. 8

1819—Dec. 16

1819

1820— April 2

1820—May 25

1820

1820

1821—May 9

1822—Sept. 5

1823— Jan. 14

1823—Dec. 25

1824— Jan.

1824—Jan. 22

1824—Mar. 24

1824—Mar. 25

1824—Sept. 30 .

1824

1825—DMar. 14

1825—Mar. 22

1825— July 24

1825—Nov. 24

1826—]Jan. 7 .

1826—Feb. 19

St. PETERSBURG

MuNicH

RicHMOND (U.S.A)

Moscow .

Rome .

VERONA

NAPLES

NEw ORLEANS

(U.s.A.)

BERLIN

Paris .

LIMERICK .

PHILADELPHIA

BORDEAUX

LoNDoN

Pun Aperpria

NEw YORK .

WASHINGTON

W ASHINGTON

PHILADELPHIA

NaTcHEZ (U.S.A.)

MunNicu

GRAZ

CREMONA .

ZOLKIEW

cia)

(Gali-

BRANDENBURG

Rio bE JANEIRO

Este (Italy)

R10 DE JANEIRO

St. Prrerssure

WEIMAR .

Capiz,

STOCKHOLM .

BIRMINGHAM .

BucHAREST

Tue New Tuearee

TaeAaTRE BY THE Isar

Tue Turarere .

Tue Opera House (11)

TEATRO ALBERTI (I)

THE THEATRE .

Teatro San Carto. (11)

New THEATRE, Orleans Street

Cousrt Tuearre .

TuEATRE ODEON (11)

Tne TuearrE..

VAUXHALL GARDENS.

THEATRE GAIETE (11)

RovarLty THEATRE

Curstvur Sterrer THEATRE

Park THEATRE (1)

NaTioNAL THEATRE (I) .

CARUST'S SALOON THEATRE

Sout STREET THEATRE

THE THEATRE.

CoURT AND NATIONAL THEATRE

Tue Provincial, THEATRE

Tur Orzea House.

THEATRE in the Royal Castle

MuniciPAL THEATRE

ST. JosepH’s THEATRE .

Tue THEATRE.

TeATRO Sao PEDRO (1).

FoNTaNgA THEATRE.

Court THEATRE .

Tae AMPHITHEATRE, Puerto

Santa Maria

Tue Lirrie THEATRE .

THE THEATRE (11)

THE THEATRE (1)

Opened 1784. Burnt down in the night through the carelessness of

a theatre attendant. Nothing saved.

Built of wood.

Burnt during the performance through the careless raising of a lustre

with lighted candles. 72 persons killed, among them the Governor

of the State. ~ Besides these, many injured.

A wooden building, opened 1806; destroyed through the great fire

during the French occupation.

Date uncertain.

Further particulars not obtainable.

Opened 1767. Burnt at night during a dress rehearsal. The fire

originated in the lamp-room. The Royal palace adjoining was not

materially damaged. Nothing belonging to the theatre was saved.

Three principal streets were burned with it. If the wind had not

fortunately changed, a large portion of the town would have been

laid in ashes.

Opened January 1, 1302.

rehearsal of the ‘Robbers.

pumps could not be worked.

The fire began at midday during a

One actor burnt. The reservoir and

Opened June 15, 1503. Burnt at 3 p.m. after a rehearsal. The fire,

which commenced on the stage, is attributed to an incendiary.

The reservoirs could not be used. Twelve firemen were injured.

Opened 1776. Burnt in the afternoon.

Only a small fire, the damage

being estimated at Z9oo.

Opened May 15, 1804. Remained unused between 1806 and 1816.

Fire broke out at 8 p.M. during the performance. In con-

sequence of defective heating apparatus the roof over the foyer

caught fire. The audience succeeded in making its escape into

the open. No lives lost.

Nothing has been reported of this fire.

Building burnt down.

Opened January 29, 1798. Burnt after a performance at

night.

Firearms had been used in the play.

Built in 1803.

Date of fire unknown.

No particulars obtainable.

Opened October 12, 1818. Fire broke out during a performance

through the igniting of a gauze curtain. The theatre water-supply

was not used, as the water was frozen. The spectators happily

escaped. No one was killed, though several were injured. The

Royal castle, as well as the Residenz Theatre, was untouched.

Opened September 9, 1776. Burnt at 2 A.M. after an evening re-

hearsal. Origin of fire unknown. The ballrooms in the same

building also destroyed.

Burnt down at night, with a part of the castle. The theatre was only

used from time to time by touring theatrical companies.

Opened 1817. Five broke out at 3.30 am. Origin unknown. One

person killed through the sudden fall of a wall.

Opened 1813. Fire broke out on the stage after performance. Building

destroyed.

Opened 1808. Burnt at the conclusion of a ballet called ‘The

Burning of Aquileja.’

spread to the house.

but no one was killed.

Fire, caused by the igniting of the scenery,

Many spectators were injured in the panic,

Date of fire uncertain.

Elaborate wood building. Opened January 1, 1825.

Burnt at 3 A.M.

Origin of fire unknown.

Opened October 12, 1798. Fire broke out at 1 A.M. after the perform-

ance. Cause of the fire has never been ascertained. The frescoes,

painted from suggestions by Goethe, were all destroyed.

Built of wood. Fire discovered shortly after the people entered the

building before the bull-fight. Many people narrowly escaped with

their lives.

The fire began under the stage during the performance. The few

people who were in the theatre escaped. Three of the theatre

company were burnt.

Date uncertain.

Particulars not available.



DATE OF FIRE.

NAME OF TOWN.

1826—Mar. 15

1826—April 2

1826—April 11

1826—Aug. 6

1826

1827—]July 14

1827

1828—May 26

1828—]June

1829—]Jan. 10

1829—April 11

1829—Nov. 26

1820—Dec. 1

1830—Feb. 16

1830

1830

1830

1830

1831—]Jan. 11

1831—April 23 .

183i— July 4

'1831—Nov. 30

1833—May 15

1834— July 11

1834

1835—Feb. 21

1835—Nov. 6

1836—Feb. 14

1836— Sept. 22

1836—Oct. 22

1836—Dec. 12

1836—Dec. 14

1836

1838—]Jan. 5

1838—]an. 15

1838—Feb. 3

Paris

PHILADELPHIA

LonxpoN

HERMANNSTADT .

BERLIN

Pars .

Paris .

NEw YORK .

Jassy .

GLASGOW .

New York .

PHILADELPHIA

RAMSGATE

LoNDoN

LoxponN

R10 DE JANEIRO

LonpoN

CINCINNATI

GREENWICH .

SCHWERIN

NEw York .

Augusta (u.s.A.)

COPENHAGEN .

Tura .

WIENER - Nru-

STADT

Paes .

CHRISTIANIA .

St. PETERSBURG

New Yoryg .

CINCINNATI

Paris

VENICE

BERLIN

BALTIMORE

Paris .

BALTIMORE

RECORD

NAME OF THEATRE.

OF "FIRES

PARTICULARS,

Franconr’'s Orymric CIRCUS .

Trae Orzra House.

Rovar TueaTrRE, Wellclose

Square

MuniciPAL THEATRE.

Ricnrer’s Circus; near the

Brandenburg Gate

Awmpicu CoMIQUE (I)

Gymnas ENFaNTIN, Passage

de YOpéra (0

Bowery THEATRE (iI) .

GERMAN THEATRE

THEATRE Rovar (1)

LAFAYETTE THEATRE.

Tae TreiTrE.

Tue THEATRE

VAUDEVILLE) (I)

(afterwards

EnxcrisH OpPEra HOUSE, now

Lyceum

ASTLEY’'S AMPHITHEATRE (III).

TeaTtrRO Sao PEDRO (11)

Tue AwmPHITHEATRE (Argyle

Rooms)

LirPINCOTT'S AMPHITHEATRE .

Tur THEATRE.

Court. TREATRE (1) .

Ricumonp Hirr THEATRE.

Tae OprEra HoUSE.

NORREBROES THEATRE .

MunicipAL THEATRE

Tut Tuearre.

THEATRE GAIETE (11)

MuniciPAL THEATRE

LEHMANN’S THEATRE AND

Circus, Admiralty Place

Bowery THEATRE (111) .

CaLDpWwELL'S THEATRE

Fories DraMATIQUES, Basse

du Temple

Teatro DELLA FeNice

Circus DEJEAN

FRONT STREET THEATRE.

ITALIAN THEATRE

Coour’s.- Tuaeatre Anp Circus

Opened November 3, 15309. Fire ‘broke out after the performance

about 1 A.M. Many fireworks had been used. Nothing was saved.

The audience let themselves down with ropes into the street.

Burnt down through an escape of gas on the stage.

Fire broke out at 3.30 aM. Cause not’ defnitely known. No lives

lost, though nothing was saved.

Built 1821. Date of fire probably not exact.

Opened 1760. Fire broke out at 12.30 A.M. after the performance.

The pyrotechnists were experimenting, and set fire to the building.

The theatre firemen had already left. Nothing was saved. One

man was burnt, and one much injured.

Opened February 1827.

Opened 1826. Burnt with a block of houses.

Burnt with a part of the town.

A ballet-girl was burnt.

Opened 1764. Burnt down at 12 o'clock noon, with all its contents.

Burnt immediately after the performance of ‘Faust,’ through careless

use of fireworks. Several people killed.

Burnt down at night.

Burnt down with

Origin of fire unknown.

Opened June 1s, 1316. Fire hegan at 1.30 am.

fifteen neighbouring houses.

Opened Easter 1804. Cause of fire uncertain.

Opened in 1825.

Further particulars not obtainable.

Date of fire unknown.

Burnt with all its contents and several neighbouring houses.

to have been arson.

Opened 1788. Burnt at about 2 A.M. after the performance, in which

fireworks had been largely used. Nothing of importance saved.

No lives lost.

Supposed

No particulars obtainable.

Fire broke out at 5 A.M. No performance the previous night.

Burnt down with a great part of the town, including many public

buildings. The fire originated in a private house.

Built 1793. Formerly a monastery church.

Opened November 3, 1808. Fire began at 1 p.M., during the rehearsal

of a new piece. Caused by the firing off of a rocket. The

actors escaped. Two employés were burned. One fireman killed,

and mauy severely injured.

Burnt at 9 p.m. during the performance. The fire broke out in a cloak-

room. No fatalities occurred.

Burnt down at 4 p.m. during a performance. The fire, which had begun

on the stage, spread over the whole of the wooden building.

Dreadful panic. Nearly 8oo persons burnt or suffocated, and many

badly injured.

Opened in 1828.

No details available.

Opened January 22, 1831. Burnt down at night. Fire broke out in

the scene store.

Built 1792. Fire began at 2.30 aM. The adjoining ball-rooms also

burnt. There had been no performance the previous evening.

Origin of fire unknown.

Date doubtful.

Burnt during the performance.

Opened April 28, 1733. Burnt at 12.30 AM. after a performance.

Fire no doubt caused by the fireworks used. Several neighbouring

houses also burned. Four people killed, amongst them the

impresario. Eight badly injured.

Burnt at 4.30 A.M., owing to a small fire, which had broken out earlier

from the use of fireworks, not having been properly extinguished.

All the contents were destroyed. Out of fifty-two horses, only

five were saved.
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DATE OF FIRE

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS.

1838—Feb. 6

1838—Feb. 18

1838—Feb. 19

1838—April 28 .

1838—]July 9

1838—July 17

1838—Aug. 8

1838—Sept. 23 .

1839—Feb. 8

1839—Feb. 28

1839—March 8 .

1830—May 1

1841—May 29

1841— June 8

1842—March 13

1842—]June 27

1842— July 29

1842—Sept. 22

1842—Nov. 13

1843—Avpril 29

1843—]July 2

1843—July 19

1843—Aug. 18

1843

1943 =.

1844—March

1844—May 7

1844—Aug. 9

1844—Oct. 24

1845—]Jan. 8

1845—]Jan. 15

1845—March 5

1845— April 25

1845—May 25

1845—Sept. 5

MOBILE (U.S.A.)

New York ,

WEXI6

CHARLESTON

(U.s.A.)

GENEVA

Paris

SinigacLIA (Pro-

vince Ancona)

New Yorr

GLASGOW

Mons .

Paris

CHELTENHAM

Nzw York .

LoNDpoN

NEw ORLEANS .

GI1.ASGOW

NEw ORLEANS .

CINCINNATI

MoziLE (U.8.4.).

HAVRE

BtpARIEUX

(Hérault)

MiskoLcz

BERLIN

Paris .

LouisviLLE

(U.S.A)

GLASGOW

MANCHESTER

Jassy

New Yorn .

CINCINNATI

TETSCHEN

WASHINGTON

New Yorx .

CANTON

DanNzic

EMMANUEL STREET THEATRE.

Bowery THEATRE (Iv) :

TueaTRE in the Market Place

NEw THEATRE

OLvymric Circus

THEATRE VAUDEVILLE, Rue de

Chartres

MunicipAL THEATRE

National. THEATRE (1).

Barry's Taearere ano Circus

MunicipAL THEATRE

SALLE pu Diorama, Rue de

Bondy (1)

TaE THEATRE

NaTioNAL THEATRE, also called

the WASHINGTON THEATRE

(1m)

ASTLEY'S AMPHITHEATRE (IV).

ST. CHARLES THEATRE .

Cooxk’s Circus (1)

AMERICAN THEATRE (I).

OLD AMERICAN THEATRE .

Stare Steerer Tapatre (1)

Municipal THEATRE (11)

Tar Tuearee.

Municipal. THEATRE

Rovar. Opera House

GymNasE ENFaNTIN, Passage

de 1'Opéra (1)

Crry Turarere

AperpHl THEATRE (I) .

Taearere Rovar .

Municipal. THEATRE

PROVIDENCE THEATRE

SHIRE'S GARDEN THEATRE.

MunicipAL THEATRE

NATIONAL THEATRE (11)

BowiERrRy THEATRE (v)

CHINESE THEATRE

Arorro Circus, in a court

Burnt, with many adjoining houses in Conti Street.

Opened 1337. . Burnt down at 2 Aw.

Fire broke out at the top part

of the stage. Attributed to arson.

Destroyed at night with a number of houses. The fire did not com-

mence in the theatre. |

Burnt down at 3 a.m. with a portion of the town.

originated in a private house.

The fire probably

A wooden structure.

use of fireworks.

Five broke out at 2.30 aM, Caused by the

Opened January 12, 1792. Burnt at about 3.30 A.M. Fire began in

the painter's workshop. Nothing was saved, but no lives were lost.

Burnt at 1.30 AM. Caused by fireworks used in the performance.

Nothing saved; two persons killed.

Opened 1834.

Built entirely of wood.

One horse killed.

Burnt down at 2 A.M.

one woman killed.

Fire caused by defective heating apparatus.

Nothing was saved; origin of fire unknown;

Burnt at 12.30 p.m. The building was entirely of wood. Two adjoining

houses were badly damaged.

Opened 1805. Burnt about 3.30 A.M. with three .adjoining houses.

Cause of fire unknown. Nothing was saved.

Opened 1838. The fire probably due to arson.

Nothing was saved.

One girl was burnt to death.

Burnt at 4.30 A.M. Fire caused by carelessness in extinguishing the

gas. Twenty-three adjoining houses also destroyed. One person

killed. Three horses burnt. :

Opened November 31, 1835. Fire broke out in the evening shortly

before the admission of the public. This theatre was the first in

the United States lighted with gas.

Built entirely of wood. Fire broke out during the performance, caused

by an escape of gas. No one killed.

Opened in 1830.

No particulars available.

No reliable information has been obtained regarding this fire.

Opened August 24, 1823. Burnt at 1.30 A.M. Probably caused by

fireworks that were used during the evening performance. The

Director and his attendant sprang out of the window. The former

was killed, the latter badly injured.

Small building. Fire broke out at 11 P.M. during the performance.

Theatre destroyed. Caused through fireworks exploding.

Burnt in a large fire which destroyed half the town.

Opened December 7, 1742. Burnt at night shortly after the close of

the performance. A smouldering wad used in a gun was carried

with some costumes into the cloak room. The water service did

not work.

Opened in 1828. Date of fire doubiful,

No information obtainable.

Burnt during a benefit performance.

crush which ensued.

Many people killed in the great

Fire broke out at 6.30 A.M. Nothing was saved.

Building destroyed, together with many houses, in a large fire which

raged in the city.

Burnt at night, after the lecture of an English physicist.

Nothing was

saved.

Fire began about noon. The whole building demolished.

Opened 1821. Fire broke out before the performance, destroying the

theatre and eight neighbouring houses. Caused by the carelessness

of a cloak-room attendant.

Opened in 1838.

A light structure enclosed by a high wall.

Destroyed during the per-

formance.

Some 1670 persons killed and many injured.

Built 1837. Burnt at 8 o'clock in the evening.
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DATE OF FIRE.

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS,

1845—Nov. 19

1845—Dec. 2

1345

1846—]Jan. 253

1846—Feb. 23

1846—]June 12

1846— July 27

I 846—Sept. 18

1846—Nov. 4

1847—Jan. 27

1847—Feb. 2

1847—Feb. 28

1847

1848— Nov. 15

1848—Dec. 16

1848

1849—Mar. 15

1849—Mar. 29

1849—May 6

1849—May 13

1849—]June 18

1849— July 14

1850—Feb. 14

1850—Mar. 18

1 850— April 28 -,

1850—May 4

1850—Sept. 17 .

1850

1851—Feb. 1

1851—Feb. 20

1851—Mar. 13

1851—April 21

1851—May 4

1851— June 22

1851— June

1851— July 15

II1.—3Y

GLASGOW

GLASGOW

Lyons

AVIGNON .

Boston

QUEBEC

Paris

New YORK .

LoNpoNn

CONSTANTINOPLE

Bupa-PEesTtH .

CARLSRUHE

BucHAREST

GLASGOW .

New York .

BROOKLYN

CorLooNe .

LoNpox

DRESDEN .

Bupa-PEsTH .

REGENSBURG

Paris

NORFOLK (U.S.A.)

LAFAYETTE

(u.s.A.)

DONAUESCHINGEN

SaN Francisco

SAN Francisco

SAN Francisco

BeErLIN

VIENNA

PHILADELPHIA

REGaIo

San Francisco

SAN FRANCISCO

ARCHANGEL .

CINCINNATI .

Ciry TrEATRE

Coox’s Crreus' (11)

THEATRE DES CELESTINS (I)

Tue THEATRE.

HowaArp’s ATHENZEUM

THEATRE

Roval THEATRE

HirrODROME

(Barriere de

I'Etoile)

. | NiBLo’s THEATRE

GARRICK THEATRE (11)

Tae Itarian Turavre; in

Pera (1)

GERMAN, or MuNicIpAL

THEATRE

CourT THEATRE .

, Tae THEATRE (1)

ApeLpHI THEATRE (II) .

Park THEATRE (11) .

OLp AMPHITHEATRE, Fulton

Street

VAUDEVILLE THEATRE

OrLyMpric THEATRE

Orb Opera House (Zwinger)

(11)

ProvisioNAL. THEATRE .

THE NEw THEATRE

SALLE pu Diorama (11)

AvoN THEATRE

Tue Opera HOUSE .

CourT THEATRE .

Pu@ENix THEATRE

NATIONAL THEATRE .

WasHINGTON HALL .

ITALIAN THEATRE.

VAUDEVILLE THEATRE

KrorLL’s THEATRE

Circus BacH

AssemBLY BuiLpING .

THE THEATRE.

ApELPHI THEATRE

JENNY LIND THEATRE .

RoBinsoN EvRARD’S

THEATRE

AND

Ovympeic Circus

New Jenny Linp THEATRE .

Municipal THEATRE

Woobn’s MUuseuM THEATRE

Burnt down at night.

Opened 1843. Built entirely of wood. Burnt down early in the

morning. Attributed to arson.

Constructed entirely of wood.

Opened about 1837. Fire broke out at 10 A.M. Origin of fire unknown.

Nothing saved. One employé¢ killed and one musician very badly

injured.

A wooden building, at first used as a tabernacle and afterwards turned

into a theatre. Burnt down at midnight, together with adjoining

building. Origin of fire unknown. Nothing saved.

Burnt during the performance through the upsetting of a lamp. Terrible

panic. About 200 persons killed and many injured.

Opened July 3, 1845. Fire broke out at 3 aM. The horses were

saved.

Built in 1828.

Opened 1804. Burnt down at 4.30 A.M. No lives lost.

Opened January 6, 1839. Burnt down with about sixty houses.

Fire caused through the fireworks

Opened 1830. Burnt at 3.30 AM.

The ball-rooms were not

used, or from the heating apparatus.

damaged.

Opened October 10, 18c8. Burnt after the close of the performance.

Fire caused by the kindling of the gas in the royal box. Sixty-three

killed and 203 injured.

Opened in 1840.

No lives lost.

Opened in 1844. Burnt at 1.30 P.M.

Burnt just before the public had entered, through careless lighting of

the gas.

Date of fire uncertain.

Opened 1848. Burnt at 2.30 A.M. Origin of fire unknown. One man killed.

Fire broke out in the afternoon about

Opened September 28, 1306.

Twenty houses were also damaged.

5.30. Origin unknown.

Opened in October 1821. Fired at 7 a.m. by the rebels who were

fighting against the military.

Built 1847 in Elizabeth Place.

ment of the town.

Burnt at 7 p.m. during the bombard-

Burnt at 10 A.M. through carelessness with the lights. The clubhouse,

which was under the same roof, was also destroyed.

Opened 1839. Burnt at 8.15 A.M., with a part of the Bazaar known

as the Bonnes Nouvelles. Nothing was saved. Five firemen were

badly injured, a few others slightly.

No particulars available.

No information obtainable.

Fire broke out at 9g p.m. There had been no performance, but some

men had been at work there. The fire commenced in a scene

store in the top story. Arson was suggested, though it could not

be proved.

Burnt down with a portion of the city.

Date of fire uncertain.

Opened February 15, 1344.

Burnt at 10 p.M. through a leakage

from a gas pipe.

Particulars not obtainable.

Burnt down with a part of the town.

Fire destroyed many public and private buildings.

Details not forthcoming.
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OPERA: HOUSES AND THEATRES.

DATE OF FIRE.

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS.

1851—Aug. 8

1851—Aug. 13

1851—Dec. 30

1851

1851

1852—Mar. 31

1852—April 22 .

1852—Nov. 2

1852—December

1 853— Feb. 8

1853—Mar. 26

1853—May 24

1853— July 27

1853— Oct. 27

1853—Nov. 28

1853—Dec. 9

1353

1854—]an. 24

1854—]Jan. 30

1854—July 5

1854—July 5

1854—Sept. 24 .

1854—0Oct. 4

1854—Nov. 21

1854

1855—]Jan. 21

18355—]Jan. 22

1855—Mar. 7.

1855—May 6

1855—Nov. 3

1855—Dec. 2

Rio DE JANEIRO

SACRAMENTO

PHILADELPHIA

Cyicaco: ..

NASHVILLE

(0.5.4.)

Boston

Boston

SACRAMENTO .

TourNAY

gium)

(Bel-

Havana

Moscow

EDINBURGH .

. | LoNDON

PROVIDENCE

(Rhode Island,

U.8.4.)

BERLIN

PHILADELPHIA

W HAMPOA

NisHNI - Novco-

ROD

PracerviLiE

(u.s.a.)

PHILADELPHIA

PHILADELPHIA

BouLOGNE

MEMEL

NEw ORLEANS .

OrzeL .

BRUSSELS

GRIMSBY .

Dxssau

NEw ORLEANS .

REVEL

BorDEAUX

GraAND THEATRE, Constitutional

Place

TeEHAMA THEATRE

BArNUM'S THEATRE

Museum

AND

RiceE’s THEATRE

Tne Turaree ,

OLp TrREMONT THEATRE

NatioNAL THEATRE (I).

AMERICAN THEATRE .

MunicirAl. THEATRE

Tue Orera House.

IMPERIAL OPERA HoOUSE (1m) .

ApeELrHI THEATRE

IsLixgToN FIELDS EQUESTRIAN

THEATRE

Museum THEATRE

Circus Renz

Sanrorp’s OpErRA House (1) .

CHINESE THEATRE

Tue THEATRE

AMERICAN THEATRE .

NaTioNaL CIRCUS

CHINESE MUSEUM AND THEATRE

MunicipAL THEATRE

MunicipAL THEATRE

PracipE’s VARIETY THEATRE (1)

Tur THuraTRE

Turitre RovarL bE 1A

MONNAIE (1)

THEATRE RovaL .

Courr THEATRE .

AMERICAN THEATRE (11)

Municipal. THEATRE

VARIETY. THEATRE - . .

‘Fire broke out under the roof at 3 pM.

Burnt down at night.

Some adjoining houses were also destroyed.

Opened 1848. Fire broke out on the stage at 5 p.M. after the close of

the performance. Origin unknown. Nothing saved. An adjoining

house also burnt down.

Date of fire uncertain.

Date of fire uncertain.

Opened September 24, 1827. Burnt down at 1 Am. Origin unknown.

Nothing saved. Several adjoining houses also burnt. Two

firemen killed, and three injured.

Opened as an American amphitheatre on February 27, 1832. Fire

began at 3 A.M. after the performance.

Attributed to arson.

Nothing saved. No lives lost. :

Burnt in a fire which destroyed a large part of the town.

Burnt at 11 p.m. at the close of a performance. Caused through the

carelessness of someone on the stage. The church of St. Quintin

was saved with great difficulty.

Opened January 6, 1825. Burnt at noon. Eleven men killed; number

of injured unknown.

Built 1769. Fire broke out after entrance of public at 5 p.m.

A wooden building opened shortly before. Fire broke out at 2.30 AM,

caused by the use of fireworks. Six horses were killed.

No details forthcoming.

Burnt at 11 A.M. through carelessness with the gas.

killed, three severely injured.

One fireman

Opened some months before,

11 P.M. after the performance.

value was saved.

Fire broke out under the stage at

Cause unknown. Nothing of any

Burnt down through the fireworks used during the performance. Thirty

persons killed.

Particulars not obtainable.

Details unreliable.

Opened 1838. Burnt at 10 P.M. during a performance. Caused by

the burning of a wad from a gun. The audience fortunately

escaped without injury. One actor perished in the flames. Nothing

was saved. The fire spread to several adjoining houses.

Opened 1838. Burnt after the close of the performance. Fired by the

burning of the adjoining National Circus. Nothing saved.

Opened September’ 3, 182%. . Fire broke out at’ 5 pm. : Probably

caused by throwing down a lighted cigar in a dressing-room.

Napoleon III: himself commanded the fire brigade. Several people

were badly injured.

Opened 1819. Destroyed at 11 p.M. through a fire which had broken

out in the town and laid a great part in ashes.

Built about 1834 by Count Kamensky. The date of the fire is most

probably inaccurate.

Opened 1819. The fire broke out on the stage about 8 A.M. Cause

doubtful. = The cash-box and the theatre books were the only

things saved. Two firemen and one stage carpenter were suffo-

cated while endeavouring to extinguish the flames.

Building burnt to the ground.

Opened December 27, 1798. Burnt down at 6 aM, Fire due to the

heating apparatus. Little saved.

Fire commenced at 11.30 P.M. after the performance.

thoughtlessness with lights in the property-room.

saved. The actor Seitz was killed.

Caused by

Little was

Adjoining Club was also

burnt. No lives lost.

Burnt at 1 A.M, two hours after the

Cause unknown. The fire was first noticed from

Opened November 29, 1800.

performance.

the outside.



RECORD OF FIRES

DATE OF FIRE.

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS.

1855

1856—Feb. 13

1856—Feb. 20

1856—February

1856—Mar. 5

1856—Mar. 12

1856—March

1856

1856

1857—Feb. 6

1857— June 7

1857—Aug. 15

1858—]Jan. 5 .

1853

June 2

1858—July 14

1858—Oct. 3

1858—Nov. 15

1858—Dec. 22

1859—]Jan. 8 .

18590—Jan. 29

1859—Feb. 7

1850—Mar. 17

1850—]June

1859— July 22

1859—Sept. 4

1850—Oct. 13

1859

1860—]Jan. 23

1860—Mar. 18

1860—Sept. 27 .

1860—Oct. 3 .

1860—Oct. 29

1860—Nov. 27

ANGERS

LoNpoN

RENNES

R10 DE JANEIRO

LoNDON

BOURGES .

NANTES

CINCINNATI

SUNDERLAND

WASHINGTON

LEGHORN .

San Francisco

Turin

SAN Francisco

LEAVENWORTH

(u.s.A.)

New York .

PROVIDENCE

(u.s.a.)

New York .

WARSAW .

“PARIS

St. PETERSBURG

THISTED

land)

KasaN

(Jut-

COLOGNE

Brama (Walla-

chia)

Huis

SAN Francisco

SAN Francisco

NAMUR

SAN Francisco

SYDNEY

HoMBURG

San Francisco

Mun~icipAL THEATRE (1)

Pavirion Tueatre, White-

chapel Road

SALLE DE SPECTACLE

TeaTrRO SA0 PEDRO (111)

CovENT GARDEN (III)

Municipal THEATRE (1). .

GRAND THEATRE (11)

RockwELL’'S AMERICAN

‘THEATRE

Tue THEATRE (afterwards

Lyceum)

NaTtioNAL THEATRE (111)

TEATRO AcCQuIDOTTI

(Arena)

DEGLI

METROPOLITAN THEATRE

TEATRO ALFIERI .

ApeLpH1 THEATRE (11) .

Union THEATRE .

Crvsrar Parace THEATRE

ForBes’ THEATRE

ODEON

Street

THEATRE, Bowery

Circus Hinng.

THEATRE PrE-CATELAN .

Circus THEATRE, also known

as GERMAN THEATRE

Tne THEATRE.

Municipal THEATRE (1)

MunicipAL THEATRE (I)

THE THEATRE .

TuEATRE Rovar (1) .

Lyceum TreatRe (1) .

Music HALL

Municipal THEATRE (1)

Picewice Har

PRINCE OF WALES THEATRE .

CasiNO THEATRE .

LyceuM THEATRE (11)

Nothing is reported of this fire.

Fire broke out at 7.15 A.M. The previous evening a burning hut had

been represented on the stage. No lives lost.

Opened 1334. - Burnt'at 6 A.M.

had been used on the stage.

On the previous evening fireworks

Opened 1852. Fire broke out at 2 A.M. Building burnt down.

Opened September 18, 1809. Fire broke out at 5 A.M. at the close of

a fancy dress ball. Commenced in a joiner's workshop. The

water service did not work. No lives lost.

No one had been in the house for several

Spontaneous ignition is supposed to have been the cause.

Burnt down at 12.30 A.M.

days.

Opened 1812. Building burnt down.

Date of fire uncertain.

Built in 1332.

Opened 1845. Burnt at 3 pM. . Origin of fire unknown. Nothing

saved.

Burnt down at 8 p.M. during the performance. The decorations were

fired by a rocket. Forty-three persons killed, some crushed to

death ; others trampled under foot, and 134 injured. Other reports

state that there were 100 killed and 200 injured.

Opened 1853. Large stone building. Fire broke out at 10 p.M., no

performance being on. Origin of fire unknown. Nothing saved.

One man killed through the falling in of a wall.

Built 1854, entirely of wood. Burnt at 3 A.M. probably through the

warming apparatus in the prompter’s box.

Wooden building, opened 1852. Burnt at 2 a.m. Origin of fire un-

known. Nothing saved. Two neighbouring houses also damaged.

The fire broke out on the stage.

destroyed.

Thirty adjoining buildings were also

Opened July 14, 1853.

No particulars available.

Building burnt down. Nothing saved.

Burnt at 11.30 P.M. immediately after the performance. Origin un-

known. The horses were rescued with difficulty ; otherwise nothing

saved.

Small stage. Burnt at 4 A.M.

Burnt at night.

A small building. Burnt at night with an adjoining building.

Built by Essipow. Burnt down. Cause of fire unknown.

Fire broke out at 9 p.M. Caused by the use of some

Opened 1817.

One person killed, two severely burnt.

fireworks.

Burnt down at night with twelve other buildings and nineteen shops.

Opened in May 1810.

The fire commenced in a room next the stage

at 7 AM. Origin unknown.

Nothing saved.

Opened in 1856.

A wooden building, erected 1855. Burnt down at 4 A.M. through a fire

which broke out at the Albion House adjoining. Nothing saved.

Opened 1824.

preparations for a masked ball.

lost.

Burnt at 7 p.m, through a leakage of gas, during the

Nothing saved, but no lives were

Burnt at 3 Am. Probably the work of an incendiary. Nothing saved.

Some adjoining wooden buildings were also destroyed.

Burnt at night with several private houses adjoining. Origin unknown. .

Three persons killed.

Burnt in the afternoon before the performance. The fire originated in

a wooden wing which was to have been used as cloakrooms;

caused by carelessness in testing the gas-pipes. The theatre was

completely destroyed, and the Casino was damaged.

Opened 1860. Burnt at 7 am. Origin of fire unknown.

saved. Two neighbouring houses were also damaged.

men were badly injured.

Nothing

Two fire-
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DATE OF FIRE.

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS.

1860

1860

1861—Feb. 20

1861—April 9

1861—May 12

1361—=June 11

1861—Aug. 24

1861

1861

1862—April 18 .

1862—Sept. 25

1863—]an. 6 .

1863—Jan. 31

1863—Feb. 15

1863—Mar. 23

1863—May 7

1863—May 24

1863—June 8

1863—]June

1863— June

1863—O0Oct. 23

1863

1864—]Jan. 12

1864—Feb. 13

1864—May

1 864— Nov. 17

1865—]Jan. 13

'1865—Jan. 30

1865—Mar. 25

1865—May 12

MoBILE (U.S.A.)

SPRINGFIELD

. (Us.A)

NAPLES

BARCELONA

BRUSSELS

Loxpon

SAN Francisco

SACRAMENTO

(U.S.A)

Burraro (u.s.A.)

Barn...

NAMUR

PLymouTtH

GLASGOW

RomE .

Boston

BARCELONA

i ———

HELsINGFORS

VIENNA

FLORENCE

JERSEY

Kiev

VIENNA

SAN Francisco

CHAMBERY

PrzEMYSL

MARYSVILLE

(U.S.A)

EDINBURGH

. | LoNDON

SHEFFIELD

BROOKLYN

STATE STREET THEATRE

Music Bais

NEw THEATRE

LycEuM THEATRE

NoverLty THEATRE

Surrey Music Harr (1).

Russ GARDENS THEATRE

ForrEST THEATRE

St, Jawes's Harr, Taeatse

THe - THEATRE .

MunicirAL THEATRE (11)

Rovar Turarre .

TureatrRe Rovar (1m)

TEATRO ALBERTI (II)

GraND NATIONAL THEATRE (11)

TraTrRO RISTORI

"TEATRO COLISSED

Circus

MunNiciPAL THEATRE

TREUMANN, or QUAY THEATRE

. 1 Teatro POLITEAMA

THEATRE RovaL .

WoopeEN Circus .

Franz-Joser THEATRE .

WiLLow’s THEATRE .

MuNICIPAL THEATRE

Tur: Tararee, in the Pro-

vidence Hotel

Tae OrerAa Houss .

RovaL THEATRE (1) ;

SURREY THEATRE (11)

TreATRE RoOvar .

HooreY’s Opera House

. | A small theatre over 100 years old.

Burnt down within two hours.

Opened 1862.

Date of fire uncertain.

No reliable particulars available.

Fire broke out on the stage at

1 A.M. after the performance. Cause unknown.

Large building, built 1845. Fire broke out in the tailors’ workroom

at 12.30 A.M. Nothing was saved. The actors only escaped from

their dressing-rooms with difficulty. Several adjoining houses were

also burnt.

Fire broke out at 11.30 P.M. just after the close of the performance.

No lives lost.

Opened 1337.. Durbt down at 1 Fire attributed to arson.

Nothing saved.

AM.

Date of fire uncertain.

Built in 1831.

Attributed

Nothing saved. Several

Opened October 12, 1305. . Fire commenced at 16 Am.

to a defect in the heating apparatus.

adjoining houses damaged. :

Burnt at 2 p.m, before it had been opened to the public.

Probably an

act of arson.

The adjoining concert-room was not damaged.

Built 1813. Burnt at 12.30 A.M. after the performance. Origin of fire

unknown. The adjoining hotel, with ball-rooms, also destroyed.

. | Built 1336. The fire began in the property room at 5 as - The

whole house was in flames before the arrival of the fire brigade.

Nothing saved.

Built by Prince Torlonia.

Burnt at 6 A.m., though well equipped with

fire appliances.

Opened 1852. Fire broke out at 2 A.M. Origin of fire unknown.

Probably due to an escape of gas in the upper part of the stage.

Nothing of any value saved. No lives lost.

These theatres were in a block of municipal buildings.

first noticed coming through the windows at night.

houses were also burnt. Origin of fire unknown.

any value saved.

Opened 1861. Burnt at night. The cause of this outbreak was not

discovered. Nothing was saved.

Flames were

The adjoining

Nothing of

Opened September 1, 1860. Built entirely of wood.

at 10 P.M., just after the audience had left.

Nothing saved.

Fire broke out

Cause of fire unknown.

Fire broke out before the commencement of the performance through

carelessness with the lights on the stage. Several people were

killed.

Cause unknown, as the theatre was

shut at the time.

Burnt down at 1 a.m, after a performance.

Nothing

saved.

Date of fire uncertain.

Destroyed in a large fire which occurred in the town.

Fire broke out at 3 A.M, some hours after the performance. The

theatre was burnt, together with the Hotel de Ville adjoining it.

Origin unknown. Nothing saved.

Date of fire uncertain.

No details forthcoming.

Opened December 1855. Fire commenced at 4 p.m. while lighting the

gas battens. Nothing saved. Six men were killed through the

falling in of a wall.

Built 1806. Burnt during the performance through the catching fire of

the well above the lustre. Through the presence of mind of some

of the actors, the public succeeded in escaping from the house

without loss of life. Some neighbouring houses were damaged.

Burnt at 1.30 A.M. The outbreak seems to have begun on the stage;

the fire was first perceived from the outside.

Burnt down at 7 a.m. The fire first broke out on the stage, and was

probably the work of an incendiary. Nothing saved, but no lives

lost.
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DATE OF FIRE.

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS.

1865—May 19

1865—May

1865— June

1865—]July 13

1865— July 19

1865—Oct. 6 .

1865—Dec. 4

1865

1866—Feb. 15

1866—Mar. 11

1866—Mar. 22

1866—May 21

1866—May 21

1866—July 12

1866—Aug. 22

1866—Aug. 26 .

1866—Oct. 21

1866—Dec. 3

1866—Dec. 17

1866—Dec. 18

1866

1866

1867—]Jan. 4 .

1867—]Jan. 14

1867—Mar. 23

1867—April 20 .

1867— June 5

1867— June 19

1867—Aug. 24

1867—Oct. 21

111.—3 Z

STOCKHOLM .

Koromea (Aus-

trian Galicia)

VERONA

New YORK .

Bresiav

St. Louis

ANGERS

PirTSBURG

(U.s.A.)

New YORK .

BREST .

CINCINNATI

New YORK .

INSTERBURG .

CINCINNATI

CONSTANTINOPLE

VIENNA

LoNDoON

Paris -.

NEw ORLEANS .

New YORK .

PrraoLE (u.s.aA.)

BRUSSELS

CORUNNA

NAMUR

New YORK .

MADRID

BOURGES .

PHILADELPHIA

SAN Francisco

KAISERSLAUTERN

Park THEATRE, Zoological

Gardens

Tue THEATRE, in the Casino

Building

TeATRO DiurNo MONDINI .

Bapnum’s TuratrRe and

Museum, Broadway (1)

MunicipAL THEATRE (1)

Bowery THEATRE

Tue THEATRE (11)

ATtaENEZuM and Frep AiM’s

MELODEON

ButrER’s AMERICAN THEATRE (I)

MunicipAL THEATRE

Pickr’'s Orera House .

AcapEmy oF Music (Opera

House)

« £*Tae TrReATRE.

AcAapEMy oF Music .

IMPERIAL THEATRE

THE OLD UNIVERSUM THEATRE

STANDARD THEATRE .

NoveELty THEATRE

GRAND THEATRE .

Bowery THEATRE (VI) .

Tae Orera House .

THEATRE ROYAL DE LA

MonNAIE (11)

THE THEATRE .

MunicipAL THEATRE (111) .

WINTER GARDEN THEATRE

THEATRE DU CONSERVATOIRE .

MounicipAL THEATRE (11)

Fox’s AMERICAN THEATRE (1)

GREAT AMERICAN THEATRE (I)

Tur THEATRE.

The building was to have been opened on the following day. Burnt

in the afternoon through carelessness with the gas pipes. Nothing

saved.

Scenery and properties destroyed.

The building completely destroyed. Nothing saved. Five horses burnt.

Burnt at 12 o'clock noon, through the bursting of a boiler. Nearly all

the curiosities and animals were burnt ; twelve adjoining houses were

laid in ashes, and a nuinber more damaged. No lives lost.

Opened November 13, 1841. Burnt at 11.30 P.M. after the perform-

ance.” The fire began in the painters ‘or. joiners workroom.

Nothing saved. Several adjoining houses damaged.

Particulars unreliable.

Burnt at 12 o'clock at night, after the performance. Origin unknown.

Fire first perceived from outside. Nothing saved.

Date of fire unreliable.

Opened 1855. Burnt at 11 A.M., during a rehearsal, through a faulty

stove pipe in one of the cloak rooms. Nothing saved. Four

adjoining houses badly damaged. One actor injured.

Opened, 1730. © Burnt ai" 3.30 P.M., after a rehearsil. . Origin.of the fire,

which appears to have begun on the stage, unknown. Four persons

injured.

Fire occurred at 1 am, after a performance. Caused through a gas

explosion. Nothing saved. nA number of valuable houses were

also destroyed.

Opened September 30, 1832. Burt at 11.30 AM, afier a perform-

ance. Origin doubtful. A block of houses and an adjoining

church were destroyed. Three firemen killed.

Burnt down during the night. Believed to be an act of arson.

Burnt at 11 P.M. just afier the public had left the building, Fire

caused by the overturning of an oil lamp. Nothing saved. No

lives lost.

Building completely destroyed.

Built of wood. Burnt at 8.30 p.M. Several adjacent buildings damaged.

Opened 1854. Fire broke out at 6.30 aM. Probably cansed by the

fireworks which had been used. The first sign of the fire was

seen from outside. A neighbouring house also destroyed.

Opened April 7, 1866. Burnt down at 7 p.M., before the public were

admitted. Caused by an escape of gas. The actors had some diffi-

culty in saving themselves. Three persons injured.

The fire, which began in the wardrobe room, destroyed several houses.

Opened 1858. Burnt down at 4.30 P.M, probably owing to the

careless handling of lights in the ballet room. Nothing saved.

Several adjoining houses were destroyed, and a number of others

damaged. No one killed.

Built 1866. Burnt in a fire which destroyed the whole town.

Date of fire unknown.

Fire broke out at ‘12.30 A.M. after the close of the performance.

Origin unknown. Building isolated; entire contents destroyed.

Several persons were killed or injured.

Opened in October 1863. Fire broke out at 1.15 A.M., after the per-

formance of ‘ Faust. Caused through carelessness with the lighting

arrangements. No lives lost.

Opened 1856. Destroyed by fire at 9 A.M. The fire began under the

stage, and is attributed to arson. Nothing saved. Four adjoining

houses damaged.

Burnt in the day during a rehearsal. Apparently caused by a leakage

of gas. A portion of the cloak room saved. Decorations and

scenes destroyed. The Teatro Real adjoining was not damaged.

Several people were injured.

Burnt during the night. For two days there had been no perform-

ances, and no watchmen had been left on the premises. :

Opened 1859. Burnt during the performance. The fire began in an

adjoining outhouse. The audience dispersed quietly. Nothing

saved. Thirteen persons were killed, and sixteen injured through

the falling of the front wall.

Opened 1856. Fire broke out at midnight; caused by a defeciive

stove pipe. On the previous evening there had been no perform-

ance. Part of the costumes were saved.

Building burnt down.
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DATE OF FIRE,

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS.

1867—C0ctober

1867—Dec. 6

1867—Dec. 21

1867

1868— Jan. 29

1868—Feb. 11

1868—Feb. 26

1868—DMar. 3

1868—April 8

1868—]June 15

1868-—]July 12

1868—Sept. 28 .

1868—Nov. 25

1868—Dec. 4

1868— Dec. 23

1868

1869—]Jan. 14

1869—]Jan. 23

1869—Jan. 28

1869—Feb. 5

1869—February

1869—Feb. 28

1869—Mar. 11

1869—Mar. 20

1869—April 17

1869—May 9

18690—May 16

1869—May 28

1869— July 11

1869—]July 23

1869—Sept. 19 .

1869—Sept. 21

UNNA

phalia)

(West-

LoNDoN

Paris .

St. Lovurs

ALBANY (U.S.A.)

LoNpoN

SAN Francisco

. 1 New Yorx ..

New York .

VIENNA

TurIN

STANISLAU

PHILADELPHIA

NEw YORK .

NEw ORLEANS .

Treviso .

GLASGOW

DETROIT (U.S.A.)

Riv ..

Hui .

CoLogNE .

St. Lous

Durnam

MarAca

NAPLES

COLOGNE.

DAyTON (U.S.A.)

ATLANTA (U.S.A)

GEFLE (Sweden)

WASHINGTON

PERNAMBUCO

DRESDEN .

Tue THEATRE.

Her Majesty's, Haymarket (111)

THEATRE BELLEVILLE

THEATRE COMIQUE

Acapemy or Music .

Surrey Music Harr (11) .

GRAND AMERICAN THEATRE (11)

BArRNUM'S

THEATRE AND

Museum (11)

BUTLER'S AMERICAN

THEATRE (11)

OrpHEAN THEATRE (Music

Hall)

Tearro Nora.

HovrrerN’s House THEATRE .

City Museum THEATRE

THEATRE COMIQUE

OrLymric THEATRE

Tne THEATRE.

PRINCE oF WALES THEATRE .

OLymric THEATRE

MunicipAL THEATRE.

THEATRE Rovar (11)

MunicipAL THEATRE (11)

Tue Opera House.

TueATRE Rovar, Sadler Street

Liserry THEATRE

Teatro Beran.

FLors THEATRE .

Tae Opera House.

Davis's THEATRE .

MunNiciPAL THEATRE.

CANTERBURY HALL

TreATRO SANTA lzABEL .

Court THEATRE .

Building destroyed. Nothing saved.

Opened September 22, 1791. Fire broke out at 11 p.m. after a

rehearsal, which had ended at 4 o'clock. It began either on or

below the stage. Cause unknown. First discovered from the out-

side. Several adjoining houses were also burnt. No lives lost.

Burnt at 3 AM. Fire probably caused by the use of pistols in the

evening performance. Discovered at first from outside. Nothing

saved. Two persons killed, and several injured.

Date of fire uncertain.

Burnt down early in the morning. Origin quite unknown. Nothing

saved. A neighbouring house was also destroyed. No lives lost.

Fire broke out at 3.30 A.M.

Opened 1867. Fire broke out on the stage at 2 am... There had

been no performance on the previous evening. Nothing was saved.

No lives lost.

Opened 1866. Burnt shortly after midnight. Fire caused through a

faulty stove pipe. With the exception of one or two animals the

whole menagerie was burnt, including six lions. Two adjoining

houses were also badly damaged. One man severely injured.

Opened about 1866. Burnt down at 1 a.m. The fire broke out in a

dressing room behind the stage. Nothing saved. The adjoining

Mechanics’ Library damaged considerably. No lives lost.

Built of wood in 1867.

killed.

Burnt at 8 p.m. during a performance. Caused by the dress of a

dancer taking fire. The public fortunately escaped. Nothing saved.

Burnt at 3 p.m, No one

Nothing saved.

Building completely destroyed in a serious conflagration which burnt

part of the town.

The fire broke out on the stage just before the admission of the

public. Caused through the firing of an oil lamp. Nothing saved.

Several houses badly damaged. Three firemen very dangerously

injured through the falling of the front wall.

Fire broke out at 3 A.M. Caused by a defect in the heating apparatus.

Nothing saved. One fireman injured.

Burnt, seemingly through carelessness with the lights.

Several adjoining houses damaged. No lives lost:

Opened April 18, 1766.

Opened August 3, 1867. Fire began ai 12.30 AM.

by the use of firearms.

saved. One man injured.

Nothing saved.

Probably caused

First observed from outside. Nothing

Burnt down at

Fire due to a gas explosion in

Formerly a church, but used as a theaire since 13635.

11 P.M. after the performance.

the cellar. Nothing saved.

Opened 1865. Burnt at 12.30 A.M. Caused through the use of fire-

arms. The fire was first observed from the outside. Nothing

saved. One man injured. :

Opened 1361. Fire broke out at 4 am. Origin unknown. The

cashier, with his wife and five children, were burnt, and two people

killed by the fall of a wall.

Building burnt down. Cause of fire unknown.

Building completely destroyed.

Opened 1865. Burnt in the evening before the entry of the public.

Fire began on the stage; due, probably, to an escape of gas.

Several firemen injured.

Wooden building. Burnt down at 10 p.M., at the close of the perform-

ance. Probably due to arson. Nothing saved.

Burnt with two adjoining houses. Origin of fire unknown. Nothing saved.

Destroyed by a fire which demolished the greater part of the town.

After some

Everything belonging

Burnt down early in the morning. Origin unknown.

difficulty the adjoining houses were saved.

to the theatre destroyed.

Opened October 6, 1850. The fire broke out in a dressing room, at

4 r.M., after a rehearsal. Nothing saved.

Opened April 18, 1841. Burnt at 12 noon, owing to careless handling

of inflammable material in the well of the lustre. Nothing of any

value saved. Several persons injured.
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DATE OF FIRE.

NAME OF TOWN,

NAME OF THEATRE.

PARTICULARS,

1869—Sept. 29 .

1869—Nov. 6

1869-—Nov. 7

1869—Nov. 15

1869—Dec. 3

1869—Dec. 24

1870—Jan. 17

1870—Feb.

1870—Mar. 8

1870—Mar. 24

1870— June 5

1870— June 23

1870—]July 1

1870— July 6

1870—Sept. 9

1870—Now.

1870—Dec. 1

1870—Dec. 8

1871—Feb. 3

1871—Feb. 5

1871—April 2

1871— April 8

1871—May 24

1871—May 25

1871—]June 13

1871— June

1871—Oct. 8

1871—Oct. 17

Paris .

ROCHESTER

(U.s.A.)

HELENA (U.S.A.)

MILWAUKEE

(U.S.A)

GALVESTON

(v.s.a.)

LAFAYETTE

(u.s.A.)

INDIANAPOLIS

(u.s.A.)

Cricaco. .

PHILADELPHIA

GLASGOW .

. | CONSTANTINOPLE

BRrRiUNN

Danzic

St. JEAN D’ANGELY

(France)

STRASBURG

SYDNEY

NEw ORLEANS .

SANTIAGO DE

Can

HAMBURG

Boston

Lyons.

Troy (u.s.A.)

PAris

Pars...

BresLAU

SHANGHAI

Cmicaco. .

PHILADELPHIA

Tue HippopDROME

METROPOLITAN THEATRE

VARIETY THEATRE

GAIETY THEATRE

NErrcH’'s THEATRE

THE Opera House (11)

Tue Orzea Hair

Crospy’s OPERA Housk (1)

HarMmoNiA Hair .

ALEXANDRA THEATRE

ITALIAN THEATRE, in Pera (11)

Municipal THEATRE (1v) .

VARIETY THEATRE

Tre THEATRE .

GRAND THEATRE .

PRINCE OF WALES’ THEATRE (11)

PLACIDE’s VARIETY THEATRE (11)

Teatro San Lucia

Operon THEATRE

ADELPHI THEATRE

THEATRE DES CELESTINS (II) .

GriswoLD's Opera Housk.

SALLE DES MACHINES, in the

Tuileries.

THEATRE LyriQUE, Place du |

Chatelet

THEATRE PoRTE ST. MARTIN

MunicipAL THEATRE (11)

CHINESE THEATRE

CrosBy’s Opera House (11) .

McVicar’s THEATRE

HooreY’s THEATRE .

DEARBORN’S THEATRE

Kinc’'s OrErRA House

Ovrympric THEATRE

GERMAN THEATRE

SANFORD’S OPERA House (11).

An arena .constructed of wood, opened May 31, 1856. Burnt at 11 P.M.

The horses were saved, otherwise, everything was destroyed. A

neighbouring warehouse burnt.

Fire broke out at 5 A.M. Cause not ascertained. Nothing saved. Five

adjoining houses considerably damaged. No lives lost.

A fire broke out on the stage, destroying the building and seven ad-

joining houses. Nothing saved.

A small house, opened 1848. Burnt at 10 p.M., during the performance.

Caused through the overturning of a petroleum lamp on the stage.

Nothing saved. Two persons killed and thirty injured.

‘Burnt at 3 A.M. together with

A wooden building, opened 1850.

The fire did not originate in

a block of houses. No lives lost.

the theatre.

No details forthcoming.

Burnt down during a performance. Fire caused by defective heating

apparatus. |The audience escaped, but none of the contents were

saved. A block of houses was also burnt.

Fire broke out at the back of the stage during the performance.

Owing to the presence of mind of the management the public

dispersed quietly.

This building formerly belonged to a German club, and had only been

used as a theatre three months before. Burnt at 7 p.M., before

the performance. None of the contents were saved. Origin of fire

not known.

Burnt at 12.30 A.M., after the performance. Origin of fire unknown.

No lives lost.

Opened 1849. Destroyed by a fire which did not originate in the

theatre, but which burnt down a number of houses.

Fire broke out at 6.15 p.M., before the entry

No

Opened Jamdiary 8, 1737.

of the public. Caused through careless lighting of the lustre.

lives lost.

A half-timber building, opened August 3, 1801. Burnt at 2.30 A.M.

Origin of fire unknown.

Burnt on the opening night, during the performance. Fire caused by a

gas leakage. Nothing saved. No lives lost.

Opened 1821. Destroyed by fire during the bombardment of the town.

Opened in 1361.

Opened 1855. The fire broke out in the morning in the property room

of the theatre. Nothing saved. Some adjoining houses burned.

Two persons killed, and two injured.

Burnt during the evening, at the close of the performance, in conse-

quence of a gas explosion. Nothing saved. The engineer and

three other persons killed.

Fire broke out on the stage at 1.30 P.M. Building destroyed. Origin

unknown. No lives lost.

Burnt at midnight. Nothing saved, but

no lives lost.

Origin of fire not ascertained.

A stone building, opened 1847.

close of the performance.

The real cause not known.

Burnt down about midnight, after the

Probably the work of an incendiary.

Nothing saved.

Burnt by the Communists.

Opened October 30, 1862. Burnt by the Communists.

Opened October 26, 1781. Burnt by the Communists.

Opened October 1, 1867. Burnt at 7.15 P.M. during the performance.

Fire broke out over the lustre. Nothing of any value saved. The

public escaped uninjured. The scene-painter was burnt, and several

artistes injured.

Built of bamboo and matting.

\

| Destroyed by a conflagration which demolished a large part of the town.

J

Built in 1854. Further particulars unreliable.
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DATE OF FIRE.

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS.

1871—Oct. 22

1871— Oct. 24

1871—Dec. 6

1872—Jan. 12

1872—Mar. 11

1872—Mar. 19

1872— Mar. 20

1872—May 6

1872—May 8

1872—May

1872—]July 15

1872—Nov. 1

1872—Nov. 9

1872—-Nov. 19 .

1872—Nov. 28

1372—Dec. 3

1872—Dec. 24

1873—Jan. 1 .

1873—Jan. 14

1873—]Jan. 28

1873—April 23 .

1873—May 3

1873—May 7

1873—May 25

1873—May 30

1873—June 10

1873—Jutie 19

1873— June 25

1873—Sept. 10 .

1873---Oct. 29

MELBOURNE .

DARMSTADT .

WASHINGTON

CRONSTADT

ALBANY (U.S.A.)

MELBOURNE .

PHILADELPHIA

New York .

GRAND RAPIDS

(U.s.A.)

TIENTSIN .

SEDALIA (U.S.A.)

LoNDON

Boston: .

SAN Francisco

New Yorr .

STRASBURG

New YORK .

New Yorzx .

ODESSA

WASHINGTON

REICHENHALL

COPENHAGEN

TAUNTON (U.S.A.)

VALETTA (Malta)

Boston . . |

LoNnpon

BURLINGTON

{U.5.4.)

MARSEILLES .

BALTIMORE

Panis

HavyMARKET THEATRE

CourT THEATRE .

War's Orera House

Russian MuUNiciPAL THEATRE

MARTIN'S HALL

Roval TaeaTrz ..

SanrForD’s Opera House (111)

NiBLO's THEATRE (11)

SQUIRE'S OPERA HoUSE

CHINESE THEATRE

Tue Opera House .

Surrey Music Harr (1).

BuckrLeEY's MINSTREL HALL

Have's Parr .Pavirion

THEATRE

Lina THEATRE

Raprro’s THEATRE.

BArRNUM’S THEATRE AND CIRCUS

(111)

Firre AVENUE THEATRE

MuniciPAL THEATRE

NATIONAL THEATRE (1v)

MunicipAL THEATRE

Circus 1%. GVYLDENLOVES

Bastion

JONES’ ATHENEUM

MounicipAL THEATRE

Grose THEATRE (1) .

JourpaiN’s Museum .

ALEXANDRA PALACE THEATRE

PaLmERr’s OPERA House

THEATRE ALCAZAR

HoLLipaY’s STREET THEATRE

Granp Opera Housk, Rue le

Pelletier (1v)

Building destroyed. Particulars unreliable.

Opened November 7, 1819. Burnt at 4.30 p.M., owing to gas escape

on the stage. Little saved. One workman suffocated in trying to

extinguish the fire.

Burnt down before noon through a fire originating in an adjoining

house. Nothing saved. No lives lost.

Built in 1839.

Opened 1870. Burnt at 9 A.M.; most likely the work of an incendiary.

Only the outside walls remained standing. Nothing saved.

Burnt down at 12.70 A.M.

Nothing saved.

The fire broke out in a dressing room.

Fire broke out at 7 A.M. in consequence of defective heating apparatus.

Nothing saved. Two adjoining houses badly damaged. One fire-

man injured.

Opened 1849. Burnt down at 8 AM. The fire began in the dome

over the auditorium ; most likely in the joiners’ workshop. Several

adjoining houses damaged. Nothing saved.

Fire broke out at 1 AM. Origin unknown. Nothing saved. The

European Hotel, which was under the same roof, and several

shops were also destroyed.

Burnt during a performance.

women.

600 persons killed, amongst them many

Building burnt, with post office adjoining.

Fire broke out at 5.30 AM.

Burnt in a fire which destroyed part of the town.

Burnt down after midnight. Origin of fire unknown.

Nothing saved.

Date of fire possibly inaccurate.

Opened 1864. Burnt at 2 A.M. through the carelessness of a workman

with the lights. Nothing saved. Five houses in Broadway also

burnt. Several persons were with difficulty saved by the police.

Large provisional building entirely constructed of wood. Burnt at 1 a.m.

with entire contents. Origin of fire unknown. Nothing saved.

Built 1868. Burnt with all contents, including a number of animals.

Opened 1865. Burnt at 3 p.m. after a morning performance. Fire due

to defect in heating apparatus. The public had already left the

house. Nothing saved. The Fifth Avenue Hotel was also damaged.

No lives were lost.

Opened 1819. Burnt at 6.30 A.M. with all contents.

unknown ; first observed from the outside.

Opened 1858. Burnt at 11 A.M, just before a rehearsal. Fire caused

by the bursting of a heating pipe. Scarcely anything saved. The

adjoining hotel was badly damaged. No lives were lost.

Origin of fire

The theatre was to have been opened on May 3. Burnt at 10.30 P.M.

Fire probably due to incendiarism. Nothing saved.

The building was of wood. Burnt down at 3 am. Probably caused

by the fireworks used on the stage at the previous evening's per-

formance.

Burnt down at 7 Am. with a number of private houses. Nothing

saved.

Built 1867. Burnt at 10 p.M. during a dress rehearsal, at which 200

people were present. Caused by the ignition of some scenery

on the stage. No one killed, but many injured. Neighbouring

powder magazine not damaged.

Opened October 28, 1867. Destroyed by a fire which commenced in

the city. Many houses burnt.

The museum suffered in the same fire.

Opened only fourteen days before. Burnt down in broad daylight with

the Alexandra Palace. Fire caused by the carelessness of some

workmen at work on the roof.

Burnt in the early morning. Origin of fire unknown. Thirty-five houses

were also destroyed, as well as the adjoining Court House.

Burnt at the close of the performance.

works used.

destroyed.

of life.

Opened 1795. One of the oldest theatres in the town. Burnt at 2 A.M.

The fire most likely began in the painters’ room. Nothing saved.

Many adjoining buildings were also destroyed.

Fire probably caused by fire-

Eight neighbouring houses and brewery totally

Nothing saved. The spectators escaped without loss

Opened August 16, 1821. Fire commenced about 1.30 A.M. in the

scene store. Origin unknown. Library, costumes and many objects

of art were lost. One fireman was killed.
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DATE OF FIRE.

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS. |

1873—Dec. 12

1874—Jan. 2 .

1874—Jan. 29

1874—]Jan. 30

1874—Feb. 10

1874—April 24 .

1874—April 27 .

1874— June 9

1874— June 22

1874—July 14

1874—Oct. 13

1874—Oct. 18

1874—Oct. 23

1874—Dec. 16

1374

1874

1875—Feb. 6

1875—Mar. 14

1875—April 13 .

1875—April 28 .

1875—May 7

1875—May 15

1875—DMay 28

1875—]June 27

1875—July 4

1875—Sept. 22 .

1875—0Oct. 12

1875—0ct. 26

1875—October

1875—Nov. 3

1875—Nov. 25

1875—Dec. 22

1876—Feb. 3

1876—Feb. 5

1876—Mar. 2

1I.—4 A

BALTIMORE

WILKESBARRE

(u.s.A)

PHILADELPHIA

ToRrONTO .

BETHLEHEM

(U.s.A.)

OsHKOSH (U.S.A)

CHicaco .

Bupa-PEsTH .

COLOGNE .

Cuicaco .

BALTIMORE

WERSCHITZ .

Tires

KAsaN

TARNOPOL

1.voNs.:

EDINBURGH .

EDINBURGH .

BERN .

OSHKOSH (U.S.A.)

CAssEr,

RuTLAND (U.S.A.)

LEEDS

CHEYENNE (U.S.A.)

OporTO

BERLIN

AVIGNON .

Virginia City

(v.s.A.)

TrEvVISO

«Lyons

BARMEN

KIisHINEW

MADRID

CINCINNATI

LEEDS .

AMERICAN Opera COMIQUE

FrauveNTHAL'S OPERA HOUSE .

OLympric THEATRE

RovaL LvceEum THEATRE .

HiLpeEnNBERG'S OPERA HoUsE .

WAGNER'S OPERA House .

GLOBE THEATRE .

Tar HipropDROME

SUMMER

Moster's © Trvorr

THEATRE

ADELPHI THEATRE

Taz Orera House. .

THE THEATRE .

RussiAN THEATRE

MunicipAL THEATRE (11)

THEATRE in the new Castle .

Evrporapo Music HaLL

Tueatre Rovar (11)

SOUTHMINSTER THEATRE (I)

Circus UrricH

Harbping’s Opera House .

Circus Carre

RipLeEY’'sS Opera House

THEATRE RovaAL .

McDanNiEL’s THEATRE

TRINIDAD THEATRE .

Circus HERzOG-SCHUMANN

Tue THEATRE (11).

PiereEr’s OPERA House

Tue THEATRE (11)

GRAND THEATRE, Place

Bellecour

MunNicipAL THEATRE

Tae THEATRE.

TeaTRO DE ROMEA

RosinsoN’s OPERA HOUSE .

Tar AMPHITBEATRE. .

Nothing saved. The flames were first observed

Cause of fire unknown.

Burnt down at 2 p.Mm.

from the outside.

Burnt at 9.45 p.M., during the performance, through the explosion of a

petroleum lamp. No fatalities. :

Built 1850. Burnt at 3 A.M. Apparently an act of incendiarism. An

adjoining house was also destroyed. Two firemen were killed

and six injured through the falling in of the walls.

Burnt at night, after a performance. Nothing saved.

Opened 1371. - Burnt at 1 aM, - Fire probably due to the careless use

of fireworks at the previous performance.

Burnt at 3 am.

Burnt down at night. The cashier was arrested for arson, but was

released, no proof being forthcoming. Nothing saved.

A large wooden building. Burnt at 1.30 A.M. Origin of fire unknown.

Built of wood. Burnt at 1 A.M. Most probably the work of incen-

diaries. Nothing saved.

Destroyed in a large city fire, which burnt down eighteen blocks.

A small theatre. Burnt down at 2 Am, with several adjoining houses.

No reliable details obtainable.

Burnt down at 6.30 p.M. The fire broke out in the wardrobe room,

and destroyed a number of adjoining warehouses.

Opened 1360. Durnt at 1.30 am., Believed to have been an act of

arson. Nothing saved. Two men killed.

Burnt in the day, during a rehearsal.

Building completely destroyed.

Built 1866. Burnt at 2 p.M. through fire caused by leakage of gas.

Built in 1863, of wood. Burnt at 10 r.M., after the audience had left

the building. No lives were lost.

Burnt at 6 2.m., before the admission of the public... The fire was

probably caused by an escape of gas.

Burnt during the afternoon, with a number of private houses and

several public buildings.

Burnt at 5.30 A.M., as the company was leaving.

caused by carelessness. Nothing saved.

was staticned in the circus, was burnt.

It was most probably

The fire engine, which

Burnt at 4 A.M. Nothing saved. One adjoining house was completely

destroyed through the falling of the walls.

The fire

No lives were lost.

Burnt at 11.30 P.M. just after the close of the performance.

broke out at the back part of the stage.

The fire broke out in the scene store.

also destroyed.

Seven adjoining houses were

Opened March 22, 1374. Burnt at 11.45 p.m. after the performance,

in which many fireworks were employed.

Built in 1873, of wood. Burnt at 10 pM. The theatre was unused.

Fire attributed to an incendiary.

Destroyed through a fire which began in the city, and which extended

to a number of buildings.

Built in 1869.

Opened 1829. Burnt at 6 p.M., before the public had been admitted.

Scarcely anything was saved. One fireman killed.

Opened October 24, 1874. Burnt down at 4 p.M, in consequence of

defective heating apparatus. Three theatre painters, who were on

the roof, were killed. A number of other persons were saved with

difficulty.

Burnt down at 4 p.m. The building was completely destroyed.

Burnt down at 5 A.M. The fire was first discovered from outside,

and was most probably due to an escape of gas. Nothing was

saved. Two adjoining houses were destroyed. No lives lost.

No details obtainable.

Built 1332. Burnt down at 1.30 A.M., at the close of the performance.

The fire broke out at the back of the stage. No lives were lost.
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DATE OF FIRE.

MODERN OPERA HOUSES AND THEATRES.

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS.

1876—Mar. 17

1876—April 25 .

1876-—May 2y

1876— June 22

1876-—July 23

1876—Aug. 19

1876—Sept. 26 .

1876—Oct. 11

1876—October

1876—Nov. 13

1876—Dec. 5

1876—Dec. 8

1876—Dec. 21

1876

1877—]Jan. 28

1877—Eeb. 4

1877—Feb. 8

1877—Feb. 22

1877—Feb. 25

1877—Mar. 6

1877—Mar. 12

1877—April 4

1877—June 20

1877—]July 9

1877—Aug. 30 .

1877—Sept. 28 .

1877—O0ct. 10

SPRINGFIELD

(u.s.A.)

Rouen

TRIESTE

BALTIMORE

HAMBURG

Rouirscii-

SAUERBRUNN

Merz .

Sanoy Hug

(u.s.A.)

LEerIDA (Spain)

MADRID

BrookLyN

ALBANY (U.S.A.)

MARSEILLES .

SAN SACRAMENTO

INDIANAPOLIS

(u.s.A.)

OEREBRO .

Murcia (Spain)

Waco (u.s.A.)

PHILADELPHIA

Fostoria (U.s.A.)

PROVIDENCE

(U.s.A.)

EDINBURGH .

St. Jorn's

(Canada)

LivERPOOL

LoNpoN

BERINGER CITY

(u.s.A.)

Para (Hungary)

Tue Opera House -.

THEATRE DES . ARTS

Tue OLD THEATRE

Aperrui, or Mup THEATRE .

Cextrar Music Hany .

Provincial THEATRE

WALTER THEATRE

Tae Orera ‘House .

THE THEATRE :

TEATRO DEL CIRCO

Mgrs. Conway's THEATRE .

ADELPHI THEATRE

Circus: CORTRELLY

Tie THEATRE.

Tae Opera House .

MunicipAL THEATRE (1)

TEATRO DE ROMEA

Tae Opera Housk .

Fox's NEw AMERICAN THEATRE

(1)

LeonarD’s OpErRA House .

Erviort’s OpErRA Housk

QUuEEN’s THEATRE (11) .

Acapemy or Music .

Lyceum THEATRE

Rotruxpa THEATRE .

WiLtoN's Music HaLL

Tue Orera Housk .

SUMMER THEATRE

Opened 1866.

stage.

burnt.

Burnt down at

Origin not known.

3 AM. The fire broke: out: on the

Several adjoining houses were also

Opened June 29, 1776. Burnt at 7 p.m, before the admission of the

public. The fire was most likely due to the flaring up of a gas

light. © Nothing saved. Several houses were also destroyed. Some

of the actors were dressing, and of these eight were killed and

twelve injured.

Opened 1828. A wooden amphitheatre.

Origin of fire unknown. Nothing saved.

Built 1822. Burnt down early in the morning. This theatre was one

of the earliest in which gas was used.

Burnt down at 5 p.m.

Rebuilt as a theatre in 1863. Burnt down at 9.30 p.M. during a per-

formance, in consequence of carelessness with the lights. No lives

were lost. :

Burnt at 6 p.m.

Nothing saved.

Opened July 6, 1872.

stage.

Built of wood. Burnt at 2.30 A.M. after a ball.

house was killed.

The fire broke out on the

The caretaker of the

Destroyed in a great fire which broke out in the city.

Burnt with several other houses. Fire probably due to arson.

Built in 1834 as a circus, but used later as a theatre. Burnt down at

1.30 P.M. during a rehearsal, through the careless removal of some

scenery, and the damage to a gas pipe used under the stage. Three

persons severely injured.

Opened October 1871. Burnt at 11 p.m, during the performance.

Fire caused by a side light in the wings. 283 killed, and a large

number severely injured.

Opened October 4, 1869. Burnt at 3.30 a.m. Origin of fire unknown.

The fire was first perceived from the outside. Nothing was saved.

Several firemen were killed through the falling in of the walls.

Provisional wooden building.

Burnt at 5 am.

known.

No lives were lost.

110 killed.

Origin of fire not

Building completely destroyed.

Burnt at 1.30 A.M. after the close of the performance. Five adjoining

shops were also destroyed.

Burnt at 4 pM. The fire was probably caused by defective heating

apparatus under the stage.

Opened Ociober 27, 1862.

Nothing saved.

Burnt at 2 A.M. Cause of fire unknown.

A new building which had not been opened. Burnt at 1 a.m. Cause

unknown. The fire also destroyed the market house, which was

under the same roof, as well as an adjoining Baptist chapel and a

private house.

Opened December 17, 1870. Burnt at 12.15 A.M. after the close of

performance. The fire broke out in a property room, and was

seen from the outside. ~ With the exception of two safes, nothing

was saved. A neighbouring carriage manufactory was also de-

stroyed. Two men were killed and several injured through the

falling in of the walls.

Burnt early in the morning. Origin of fire unknown. The adjoining

block of houses was nearly destroyed.

Burnt down late in the evening. The fire apparently began in a store

under the theatre. A neighbouring hotel was also destroyed.

Opened 1875 on the site of the previous Southminster Theatre. Burnt

at midnight. During the preceding week there had been no per-

formances. Origin of fire unknown. Nothing saved. No lives lost.

Destroyed in a great fire which laid a portion of the town in ashes.

Burnt at 4.30 AM. The fire was discovered by the police from the

outside, who had to arouse the people sleeping in the house. The

fire began on the stage. Origin unknown. No lives were lost.

Fire broke out at 1.10 A.M.

The fire broke out in a dressing room at 8 p.m., during the perform-

ance, through the overturning of a lamp. A great panic amongst

the audience ensued, but only one man was killed. A printing

office and several houses were also burned down. Nothing saved.

Built 1874. Burnt in the early morning. The fire was probably due

to arson. No plays were being presented in this theatre. The

house was completely destroyed.
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DATE OF FIRE.

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS,

1877—Oct. 23

1877—Nov. §

1877—Nov. 24

1877--Dec. 11

1878—]Jan. 13

1878—]Jan. 22

1878—Feb. 4

1878—Feb. 5

1878—Mar. 26

1878—April 6

1878—April 27 .

1878-—May 1

1878—May 11

1878—June 13

1878—]July 16

1878—]July 19

1878— July

1878—Aug. 25

1878—Sept. 2

1878—Sept. 29 .

1878—Nov. 14

1878—Dec. 9

1878

1858-9.

1879—]an. 21

1879—Feb. 2

1879—Feb. 5

1879—Mar. 2

1879—Mar. 8

1879—Mar. 16

Cmcaco: .

MONTPELLIER

: WORCESTER .

CARDIFF

Rouen

W ANDSBECK, near

Hamburg

WIGAN

Cnicaco .

Loxpon

OLDHAM .

SoutH SHIELDS

WITTENBERG

A HMEDNUGGUR

(India)

PLymouTH

BRADFORD

MonNT DE MARSAN

(France)

Nisuni-Novego-

ROD

COLOGNE .

CanNaL Dover

(u.s.a.)

BLACKBURN

BRADFORD

(u.s.A.)

CONSTANTINE

(Algiers)

VALPARAISO .

Osaka (Japan) .

EvizaBeTH

(u.s.A.)

GLASGOW .

NEUMUNSTER

RENO (U.s.A.)

Loxnpon

Lonpon

Woon’s THEATRE

VARIETY THEATRE

THEATRE RovaL .

THE THEATRE .

THEATRE FANTAISIES

LYRIQUES

DES

REisNER’s Tivorl THEATRE

QUEEN'S THEATRE

AcAapEmMy or Music .

ELEPHANT AND CASTLE THEATRE

Treatre Rovar

AruamMBra Music HALL AND

AMPHITHEATRE

CENTRAL Harr THEATRE AND

CoNcerT Room

Tae THEATRE.

THEATRE RovaL (1)

PrINCE’s THEATRE

THE AMPHITHEATRE .

THE THEATRE (11)

GERTRUDENHOF CLUB THEATRE

SeELLs BroTHERS CIRCUS

STAR THEATRE

-

THEATRE COMIQUE

THE THEATRE.

VictoriA THEATRE

CrLark’s Orera House.

THEATRE RovaL (1v)

CovENT GARDEN THEATRE

AcapeEMy oF Music .

TueatrE in the Royal Pcly-

technic Institution . .

East LonpoN THEATRE, White-

chapel

. Burnt at 3 pM,

Opened 1872. Burnt at 6 AM. Nothing saved. A menagerie in con-

nection with the theatre was burned, and many animals were killed.

An adjoining museum was also destroyed.

Burnt at 3 a.m. The fire was noticed from the outside.

Nothing was

saved.

. | Built 1874. Burnt at 7 aM. The fire broke out in the joiners’ work-

shop, near the stage. It was first noticed from outside. Nothing

was saved.

. | Built 1825. The building had just been renovated. Burnt early in the

morning. Fire most likely caused by an escape of gas. Nothing

was saved.

A small stage, which had only been in use a few days. Burnt at

5.30 p.M. Fire caused through carelessness with the gas.

Opened 1873. Burnt at 6 A.m.

upset in an adjacent stable.

injured by the falling of a wall.

Caused by a petroleum lamp being

One fireman killed, and another

A large structure, built entirely of wood two years and a half before.

Burnt at 11 p.M., soon after the close of the performance. The

fire was first noticed from the outside.

Opened autumn 1872. Burnt during the night, after the performance.

Fire caused through an iron stove underneath the stage.

Opened 1872. Burnt at 4.45 A.M. Cause of fire unknown. Fireworks

had been used at the evening performance. No watchman was in

the theatre. A neighbouring house was burnt, and a few others

damaged. Several persons living in the theatre narrowly escaped.

Built 1858. Burnt at 6 p.m.

Cause of fire unknown; supposed to

be due to arson.

Burnt about midnight, soon after the performance. Cause of fire un-

known.

Opened 1877. Fire broke out in ladies’ cloak-room.

known.

Cause un-

Fire broke out during the performance. Great panic caused among

the audience, who, in their anxiety to escape, blocked the exits.

About forty people were burnt, and a great number severely injured.

Opened 1863.

ance.

Burnt at 11 P.M, soon after the close of the perform-

The fire was noticed first from outside.

Opened 1876.

ance.

Fire broke out immediately after close of the perform-

Cause unknown.

Several neighbouring houses were destroyed, and

others damaged.

Opened 1857.

uke.

Burnt during the illuminations in honour of the Grand

Fire broke out ‘on the stage at 11 PM, at the close of a. concert.

One man was severely injured.

Opened a few weeks previously. Burnt during the performance; a

heavy storm damaged the wooden building, and a lamp set fire

to it. A great panic ensued ; a number of people were injured.

A wooden building, holding about 4000 people.

Burnt during the

night after a public meeting.

Fire broke out at 8 p.m. destroying the theatre and fifty neighbouring

houses. Caused by a damaged flue on the stage.

The flames

Four firemen were injured.

Fire broke out at 4 a.m. burning also an adjacent house.

were first noticed from the outside.

Built 1844. Fire broke out at 6 p.m. Building and contents burnt.

In eighteen months five theatres were burnt in this town.

Fire broke out at 10 A.M. Cause unknown. First noticed from the

outside.

Opened 1867. Burnt at 1 A.M., soon after the close of the performance.

Fire broke out on the stage. The few people who remained in

the building saved themselves by jumping from the windows.

Burnt during the night.

Burnt with a part of the town at 6 a.m.

cause of the fire.

A heavy storm was the

Built 1848. Burnt at 1.30 A.M.

The remainder of the building saved

with considerable difficulty.

A new building. Burnt at 8.50 p.m. It is believed that the fire broke

out in the scene store. A neighbouring sugar refinery nearly

destroyed ; also eight houses damaged.
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MODERN

OPERA HOUSES AND THEATRES.

DATE OF FIRE.

1879—Mar. 25

1879—April 13.

1879—April 19 .

1879—April 19 .

1879-—April 24 .

1879— June 20

1879— July: 28

1879—Aug. 7

1879—Sept.

~~

1879— Sept. 26 .

1879—Nov. 16

1879—Nov. 19

1879— Nov. 21

18790—Nov. 29 .

1879—Nov. 30

1879—Dec. 9

1879—Dec. 26

1879—Dec. 30 .

1880—Jan. 10

1880—Feb.

1880—Feb. 9

1880—Feb. 15

1880—Feb. 20

1880—Feb. 23

1880—April 2

1880—April 10 .

1880—April 27 .

1880—April 30 .

1880—May 9

1880—May 14

1880—May 26

1880—]July 4

1880— July 8 .

NAME OF TOWN,

DErpy

VERDEN

Eureka (U.s.A.)

Rouen

REICHENBERG

BERLIN

Puirrav

CAGLIART .

Quincy (v0.8.4)

DeapwooD

(U.S.A)

ALESSANDRIA

(Piedmont)

FRANKFORT-0n-M.

ALGIERS .

ToroONTO .

BRUSSELS

STUTTGART

MARIENBURG

SHERMAN

(u.s.A.)

Waco (u.s.A.)

PORDENONE .

DuBLIN

HupDERSFIELD .

Rostock

BREWSTERS

(U.s.A.)

BRADFORD

(U.s.A.)

PerrOLEUM CITY

(u.s.A))

BELLEVILLE

(Ont.)

TEMESVAR

Lurricn .

MiLTON (U.S.A.)

Lyons

LoNDON

TYRONE (U.S.A)

NAME OF THEATRE,

Kerr's Circus

Tue THEATRE .

Tae Orera House .

1ALCAZAR .

MunicipAL THEATRE.

URraNIA THEATRE.

STARK'S THEATRE.

TEATRO CARBONI .

Acapemy of Music .

BELA Union anD GEM

THEATRES

TeaTRO GRA

ApoLF1 THEATRE .

TutATee DE LA PERLE.

GraND Orera House

New Tuearre, Place de

Vaviére

Circus Herzoc

SuMMER THEATRE

Tue Orera House

MIiILLER’'S THEATRE

TEATRO DELLA STELLA

Tuaeatre Rovar

Tuearer Bovat .

Municipal THEATRE.

Town Harry THEATRE .

| AcApEmMy oF Music .

Tae Orera House .

Tre Orera House.

Franz-JosEF THEATRE .

TaeArre VAUXHALL.

AcapbEMy or Music .

THEATRE DES CELESTINS (III) .

Duke's THEATRE (111)

Tae Orzra House .

PARTICULARS.

Burnt after the first perform-

The

Building entirely constructed of wood.

ance, at 5 A.M. The fire was first noticed from the outside.

night watchman killed and twenty horses burnt.

The theatre and some adjacent buildings were burnt during the night.

A large wooden building. Burnt, with a part of the town, during the

night.

Opened 1371. Burnt at 10 P.M,

fire attributed to smoking.

falling of a gable.

Built 1820. Burnt at 2 a.m, after the performance.

Fire first noticed from outside.

No performance had been given;

One fireman severely injured by the

Cause unknown.

A small private theatre. Burnt at 3 am. Cause of fire unknown.

There had been no performance on the previous evening.

A wooden building. Burnt at 10 P.M. during the performance, through

a lamp being overturned on the stage. Great panic ensued, but

no lives were lost. The people in the upper part of the house

were saved with great difficulty.

A small theatre, formerly used as a church. Opened 1876. Burnt at

1.30 A.M., after a performance, at which a great deal of shooting

had taken place. The fire was first noticed from the outside.

The theatre and several adjacent buildings were burnt during the

night. One man was killed by the falling of a wall

Burnt with a large part of the town.

Burnt before the commencement of the performance, through careless-

ness with the heating apparatus.

A summer theatre. Burnt at 2 a.m. after a dance.

Burnt in the evening, with some adjoining houses.

arson. The manager and his wife were injured.

Probably a case of

A.M. Fire first noticed from the outside.

Three people killed.

Built 1374. Burnt at 3

Cause unknown.

Burnt before it was opened, at 7 a.m.

ness of a workman.

Probably through the careless-

Temporary wooden building. Burnt after the performance, at 3 a.m.

Cause of outbreak unknown. Fire first noticed from the outside.

Two lives were lost, and ten horses.

An old building with a small stage. Burnt at 2 a.m.

broke out in the scene store.

The fire probably

Burnt at 7.30 A.M. Ten houses, including the post office, were destroyed.

Discovered in flames early in the morning. Cause of fire unknown.

Particulars of this fire are not known.

Opened in January 1821. Burnt at 1 P.M., just before a matinée; caused

by the carelessness of an attendant in the Viceroy’s box. Nothing

was saved. The manager of the theatre perished in the flames.

Burnt at 1.30 A.M. Fire broke out in the scene store.

Burnt at 8 p.m. through carelessness with the heating apparatus.

Nothing saved.

A small theatre. Burnt, with a whole block of houses, at 11 p.m.

Burnt at 6.30 p.M., together with sixteen neighbouring houses. Caused

by the overturning of a lamp. One man burnt.

A small wooden building. Burnt at 10.30 A.M. destroying a block of

houses.

Burnt at 1 A.M. two hours after the performance.

Opened October 1, 1873. Burnt at 10 p.M., immediately after the

performance. Cause of fire unknown. Nothing saved.

A wooden building, built 1870. Cause of fire un-

known.

Burnt 1.30 Am.

First noticed from outside.

Burnt at 12 midday, with a great part of the town. Fire did’ not

break out in the theatre.

Built 1377. Burnt at 1 am.

stage; first noticed from the outside.

saved.

Fire broke out in a room adjoining the

Cause unknown. Nothing

Built 1864. Burnt at 5 p.m. The building had been locked up and

left without a watchman. Cause of fire unknown.

Burnt with the post office, Bank and a number of business premises

and dwelling-houses.
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DATE OF FIRE.

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS.

1880— July 12

1880— July 22

1880—Aug. 17

1880—Aug. 19

1880—Sept. 3

1880—Oct. 12

1880—Dec. 2

1880—Dec. 9

1881—Jan. 1 .

1881—]Jan. 5 .

1881—]Jan. 9 .

1881—]Jan. 25

1881—Feb. 3

1881—Feb. 4

1881—Feb. 7

1881—Feb. 20

1881—Mar. 8

1881—Mar. 17%

1881—Mar. 23

1881—Mar. 29

1881—April 6

+ 1881—April 7

1881— April 20 .

1881-—April 20 .

1881—May 14

1881— June 8

1881—]July 5

1881— July 16

1881—July 18

1881— July 19

1881—Aug. 5

1881—Aug. 12

1881—Sept. 10 .

1881—Sept. 30 .

1881—Nov. 5

1381—Dec. 8

1881—Dec. 22

1II.—4 B

PERPIGNAN

SYDNEY

Eureka (U.s.A))

SUNDERLAND

Hart's Farry

(u.s.A.)

Cuicaco .

TorERA (U.S.A)

Sv. Lous

St. CHARLES

(U.s.A.)

LockPoORT

(u.s.A.)

CRONSTADT

MARLIN (U.S.A.)

Cuicaco .

Fort WAYNE

(u.s.A.)

BRUSSELS

S1L.vER CLIFF

(u.s.A.)

Aso (Finland) .

MODENA .

Nice

LEADVILLE

(u.s.A.)

MONTPELLIER

ATHENS

SToLr .

RAMSGATE

SPALATO .

BELFAST

SAN Jost

(u.s.A.)

St. PETERSBURG

MADRID

e | SYRACUSE

(U.s.A.)

Capiz .

PRAGUE

LoNDpoN

ELDRED (U.S.A)

JorLIN (U.s.A.) .

VIENNA

PENsacorLa

(u.s.A.)

VARIETY THEATRE

VicroriA THEATRE.

Tue Opera House (11)

Lyceum THEATRE (11) .

Baker Orera House

EMMETT’S AcADEMY oF Music

CrAwFORD's OPErA House

OrEra CoMIQUE (11) .

MiTTELBERGER'S OPERA HousE

Hopce Opera House .

Tue THEATRE (11)

StuarT's OPERA HoUsSE

Park THEATRE in Indepen-

dence Hall

Bijou THEATRE

TuiATrRE DU PRADO ,

S1Lk’s THEATRE

MuniciPAL THEATRE.

TEATRO ALIPRANDI

Municipal THEATRE

McDAnNiEL's THEATRE

GRAND THEATRE (11)

PHALERUM THEATRE .

MuniciPAL THEATRE.

VAUDEVILLE THEATRE (11) .

TEATRO BAjAMONTI

THEATRE RovaLn .

Tae Orera House .

VARIETY THEATRE

Circus in Campos Eliseos

WieTiNG's OpERA House .

GRAND THEATRE .

Cauca Nartionar. TueaTre

PARK THEATRE

Jackson's Opera HoUusE

Toe 'Orera House .

RiNG THEATRE

TARRAGONA THEATRE

Burnt at 2 A.M, after the performance. The artistes, who lived on the

premises, saved their lives by jumping from the windows; six of

them injured. Nothing saved.

Burnt at 10 A.M. with a great part of the town.

Built 1865. Burnt at 7 p.m. Fire broke out in the joiners’ workshop.

The theatre had not been used for a considerable time.

Burnt, together with several adjacent houses.

Bulli 1378. Burnt at 10 A.M. - Fire broke out in an atiic.' Two fire

men killed, and several injured. Nothing saved.

Opened September 1880. Burnt early in the morning. Several adja-

cent offices were damaged.

Built 1868. Burnt 12.30 P.M. Fire broke out underneath the. stage

in consequence of defects in the heating apparatus.

Burnt early in the morning, with some business premises.

Burnt during the night, together with several adjacent buildings.

Opened 1375. Burnt at 3 Am. Fire caused by carelessness’ in

hanging the scenery. Eight people, who lived in the building,

burnt, and several firemen injured.

Only recently opened. Burnt with several adjoining houses.

Only recently opened. Burnt during the night. Fire broke out on the

stage. Nothing saved.

Built 1880. «Fire. broke out ‘at 6.30 pM, before performance.

Incendiarism.

Burnt at 2 A.M, after the performance. Fire was first noticed from the

outside.

Burnt at midday, together with a large number of adjoining houses.

Building completely destroyed. Cause of fire unknown.

Burnt shortly before the performance, through carelessness in lighting

the gas. Nothing saved.

Built 1828.

quence of defect in the gas pipes.

many injured. ;

Burnt at the commencement of the performance in conse-

150 to 200 people burnt, and

Theatre burnt, with several adjacent houses.

Built 1790. Noticed first from the out-

side.

Burnt after the performance.

Cause of fire unknown.

Burnt before the commencement of the season. Fire probably caused

by carelessness of the watchman,

Burnt during the night.

Noticed first from the outside.

Three firemen and one workman injured.

Burnt at 3 A.M.

Built 1861. Burnt in the afternoon during a rehearsal.

managed to save themselves; several people injured.

The artistes

Burnt during the night.

Burnt, together with eleven neighbouring houses.

Building and contents completely destroyed.

Burnt at the commencement of a bull-fight. Fire broke out in a box

beside the orchestra. No lives lost.

Burnt during the night, with several adjoining buildings.

Built 1871. Burnt at midnight, after the close of the performance.

Burnt in the afternoon, before the building was completed, through

carelessness of a workman.

Built 1871. Burnt at midnight, after the close of the performance.

Fire was first noticed from outside.

Burnt during the night, with over fifty neighbouring houses.

Nothing

Burnt during the night, together with some business premises.

saved.

Opened January 15, 1874. Burnt just before the commencement of the

performance through carelessness in lighting gas battens. Great

panic caused by turning off the gas, which prevented the audience

from finding the exits. 450 killed, many injured.

The building and an adjoining factory were burnt.
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DATE OF FIRE.

1881—December

1882—]Jan. 6

1882—]Jan. 16

19

1882— Jan.

1882—]Jan. 31

1882—Feb. 2

1882—Mar. 8

1882—Mar. 17

1882-—Mar. 18

1882—Mar. 20

1882—Mar. 20

1882—Mar. 21

1882— April 1

1882—April 9

1882— April 14 .

1882—April 15 .

1882—April 16 .

1882—April 17 .

1882— April 21

1882 —April 24 .

1882— April 25

1882—May 7

1882—May 15

1882—May 19

1882— June 1

1882— June 26

1882— July 4

1882—]July 6

1882—Aug. 29

1882—Sept. 1

1882—Sept. 6

1882—Sept. 11

1882—Sept. 13 .

1882—Sept. 25 .

1882—0ct. 8 .

1382—0ct. 26

MODERN OPERA HOUSES AND THEATRES

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS,

Troy (U.S.A)

OWENSBURG

(u.s.A.)

MANKATO

(U.s.A.)

BuclAREST

Soria (Bulgaria)

SEBASTOPOL

Ricusurae

(u.s.A.)

MARSEILLES

St. PrTrERSBURG

MINESOLA

(u.s.A.)

ALGIERS |

MIDDLEPORT

(U.s.A.)

PorTsmouTH

Rep Wing

(u.s.A.)

TITUSVILLE

(U.s.A.)

BoLToN

SCHWERIN

PerNav (Livonia)

HaceNn(Germany)

FRANKLIN (U.S.A.)

PortsmouTH

NEvADA (U.S.A)

SIBIBEL. ~~ ABBES

(Algiers)

LEADVILLE

(u.s.A.)

MonNTE VIDEO .

Rica

ST. PETERSBURG

MADRID

RED OAK (U.S.A)

STARAJA Russa

LoNDpoN

Louvain .

Tamsov (Russia)

OREBRO

BricuTon

SALEM (U.S.A) .

GRAND CENTRAL THEATRE (I)

Tue Orers House: '.

Tar OrzrA House .

Circus KREMSER .

THE THEATRE in the Narodna

Sobranje

Circus Tavrec

Baum’s OrEra House

Crystal Parace THEATRE

WINTER THEATRE, Livadia

Tae Orera House .

NATIONAL THEATRE .

Comrron's OrerAa House .

GInNNETT'S CIRCUS.

Tae Opera House .

Tae Opera House .

TempLE Opera House (1).

Court THEATRE (11)

Crus THEATRE.

THEATRE in Feilhauer's Res-

taurant

Tue Opera House (1) .

PRriINCE’s THEATRE

Moore's New Opera House

Tie Turaree.

AcADEMY oF Music .

THE THEATRE .

GERMAN THEATRE

ARCADIAN THEATRE .

TEATRO DE LOs RECREOS

Bisaor’s Opera Housk

Tar THEATRE.

PHILHARMONIC THEATRE

(Islington) (1)

TutAree Brrior .

Tue Turarre.

MunicipAL THEATRE (11)

MreLLisoN'ss Tnaearre

Concerr Haro

AND

REeep’s Opera House

Date uncertain. .

The building and an adjoining hotel were burnt in the evening. Fire

caused through an overheated stove.

Particulars unreliable.

Burnt at 2 a.m,

Twenty-four horses were burnt. Nothing

A wooden building, only erected a few months before.

after the performance.

saved.

Burnt during the night, after an amateur performance. An adjoining

building, with the State archives, was destroyed.

Destroyed during the night.

were burnt.

All the costumes and nearly all the horses

A wooden building. Burnt during the night.

to the heating apparatus below the stage.

Fire supposed to be due

Opened June 1880. Burnt at 12.45 A.M., soon after close of perform-

ance. Fire broke out on the stage. The artists saved themselves

with difficulty. - One man injured.

Opened 1879. Fire broke out in a dressing room during the perform-

ance; caused by a movable gas bracket. One man killed.

The building and a block of houses burnt at 3 a.m.

Built 1858. Burnt at 3 a.m, after the close of performance. Fire

noticed from outside. Cause unknown.

Building burnt, together with a number of business houses, at midnight,

after a performance.

Built 1879.

Burnt during the night, with nine adjoining houses.

Building and several houses burnt.

Burnt at 3 A.M, with an hotel and several houses.

and another injured.

One man burnt,

Burnt at

Fire was

A large provincial theatre. Opened October 20, 1877.

11.45 P.M., soon after the close of a performance.

noticed first from outside. Nothing saved.

Opened January 17, 1836. Fire broke out at the back of the stage

at 8.45 P.M. during a performance. The audience was saved,

owing to the presence of mind of the Grand Duke. One fireman

burnt. Nothing saved.

Burnt during the night. Fire broke out on the stage. Cause unknown.

Burnt, with an adjoining hotel, early in the morning.

Burnt at 4 a.m, after the performance. Noticed first from outside.

Cause unknown.

Opened May 1, 1832. Burnt at 1 A.M. The fire prevented from

spreading by destroying four adjacent houses.

Particulars unreliable.

Burnt at 2.30 A.M. with an hotel, etc.” Several people burnt.

Fire broke out on the stage during a performance. Great panic ensued.

Twenty-one people killed, and 103 badly injured.

Built 1863. Burnt at 11.30 aM. Fire broke out in the upper part of

paint room through handling a light carelessly. Nothing saved.

Burnt, with adjacent buildings, at 2 p.m. Probably through carelessness

at a rehearsal. One fireman injured.

A new half-timber building.

Cause of fire unknown.

Burnt, with an adjoining house, at 5 p.m.

Nothing saved.

Fire incurring a loss of about £7000.

A wooden building.

Built 1860. Burnt at 1 A.M. after the close of the performance.

was first noticed from outside. Nothing saved.

Burnt during the night, after a performance.

Fire

Opened 1870. Burnt at 5 A.M, after a ball. Fire broke out on the

stage. Cause unknown.

Burnt about 7 p.m. before the commencement of the performance,

through carelessness while lighting the gas. The few spectators

who were in the building saved.

Built 1867. Burnt during the night. Fire was caused by the use of

fireworks at the previous performance.

Burnt in the afternoon, together with a large hotel.



DATE OF FIRE.

NAME OF TOWN.

RECORD

NAME OF THEATRE.

OF: PIRES.

PARTICULARS.

1882-—0ct. 30

1882—0Oct. 31

1882—Nov. 1

1882—Nov. 3

1882—Nov. 12

1882—Nov. 16

1882—Nov. 28

1882—Nov. 30

1882—Dec. 7

1882—Dec. 15

1882—Dec. 24

1882—Dec. 25

1883—]Jan. 7 .

1883—Jan. 13

1883—]Jan. 16

1883—]Jan. 22

1883—]Jan. 27

1883—Feb. 8

1883—Feb. 18

1883—Mar. 2

1883—Mar. 13

1883—Mar. 16

1883—Mar. 18

1883—April 1

1883—Anpril 2

1883— April 4

1883— April 4

1883—April 8

1883—Awpril 22 .

1883—Avpril 26 .

1883—April

1883—June 6.

1883—June 9

1883—June 11

1883— June 16

1883— June 24

New YORK .

BARCELONA

NEw YORK .

BALTIMORE

FRANKFORT

(u.s.A.)

WLozi.aw

(Poland)

SouTH SHIELDS

METROPOLIS

(u.s.a)

LoxpoN

ToLEDO (U.S.A) .

TSHERNIGOW

(Russia)

L.A PointE-A-

PITRE.

Moscow .

BERDITSHEW

(Russia)

ALBANY (U.S.A.)

Mitavu

DEFIANCE (U.s.A.)

ToronNTO .

ARrAD

CoLuMBUS (U.s.A.)

Virginia City

(U.s.A.)

Lima

NEw ORLEANS .

AvucusTA (U.S.A.)

STOCKTON-ON-

TEES

BERLIN

Nice

Moscow

SAVONA

Pensa (Russia) .

MANTUA .

Cuicaco :

MANCHESTER

WARSAW .

Boston (u.s.A.) .

DERrvIO

ABBEY's PARk THEATRE (111) .

TEATRO MASSINI

ALHAMBRA THEATRE

ARLINGTON’S VARIETY THEATRE

Major Opera House

THE THEATRE

WEsT END THEATRE

Tae Orera House .

AruaAMBRA THEATRE, Leicester

Square

Tre Music Han

Tine THEATRE.

Tue Threatee .

Burro THEATRE

Circus Costar

Tweoore Harr Tuparre

SCHRICKENHOFER'S THEATRE

Tue Opera House.

Tue Rovar Orera House (11)

Tur THEATRE .

Tue Orera House .

Tue Orera House (1)

GRAND THEATRE

Circus

Tue Opera House (11)

STAR THEATRE

NATIONAL THEATRE .

THEATRE In the NEw CASINO

. | CIRCUS SALAMONSKI .

TEATRO CHIABRERA

SUMMER THEATRE.

TEATRO ANDRIANI

BarnuM’s Circus .

GAIETY THEATRE OF VARIETIES

VARIETY THEATRE

Gray's OprEra House .

MARIONETTE THEATRE .

Opened September 1873. Burnt at 4.30 p.M., through carelessness

while decorating one of the proscenium boxes. Two people burnt,

and several injured.

Burnt late in the evening. Nothing saved.

Opened 1376... Burnt at 10 pM.

above the stage.

Fire broke.out In a small room

No performance that evening. Nothing saved.

Burnt at 3 AM. Fire broke out on the stage. One of the attendants

burnt, and five injured. Nothing saved.

Burnt at 3.30 P.M. together with the post office, two hotels and a

number of other buildings.

Burnt at 11.45 P.M. shortly afier the close of the performance. Fire

broke out above the chandelier. One fireman injured.

Burnt at 4 p.M., shortly after a rehearsal.

The building, and a block of houses, burnt early in the morning.

Had been used as a theatre since 1375. Burnt, with seven houses,

at I A.M. soon after the close of the performance. Two firemen

killed, and five injured. Nothing saved.

The fire destroyed a whole block of houses.

Burnt during a performance. Fire caused by an escape of gas. Several

people killed, and over 100 injured.

No further particulars obtainable.

Particulars unreliable.

A wooden building, only a few weeks in use. Fire broke out during

the interval, in the siables"under’ the stage. .' Great panic. | 323

people burnt, many of whom were women and children; thirty-

eight succumbed subsequently to their injuries.

Building burnt, with several adjoining houses, at 7.30 A.M.

Burnt at 10.30 P.M. No performance had been given that evening.

Burnt in the evening. No performance had taken place.

Opened September 21, 1874. Burnt at 3.15 pM. Fire broke out on the

stage. A scene-painter, jumping from the third story, was injured.

Fire spread to an adjoining block of houses.

No particulars available.

Opened 1750. Burnt, with several adjacent houses, at 1 a.m. after the

close of the performance. An actor killed. Nothing saved.

Temporary building. Burnt at 9.30 p.m. Fire broke out on the stage

during the performance. Great panic ensued. Fifty-eight people

killed, and nearly 100 severely injured.

Burnt at 2 a.m, after a performance.

Several firemen severely injured.

Used as a music hall. Fire caused through an escape of gas.

Noticed first from outside.

Opened August 28, 1870. Burnt at 12.30 p.M. Fire broke out on the

stage, most likely at the preceding rehearsal. First noticed from

outside.

Situated on a pier. Completed, but had not been opened. Burnt at

.30 P.M., through the carelessness of a workman.

A wooden building, built 1880. Fire broke out at 1 P.M. in the stable.

Only a few of the horses saved.

The building had been closed for two months. Several people were

badly injured in their efforts to extinguish the flames.

Date uncertain.

A temporary building, recently completed. Burnt at 3 A.M. Cause

of fire unknown.

Opened 1879. . Bunt at’ 6 rm,

lighting the gas.

probably through carelessness in

Opened 1833. Burnt at 8.30 P.M. No performance that evening. Sup-

posed to have been a case of arson.

Fire broke out at 3 p.M. in a room near the stage, during a matinée.

No one injured.

In a stable building. Fire broke out at 11 P.M, just before the close

of the performance. Caused by sparks falling from the fireworks.

Fifty-three people killed, and thirteen injured.
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DATE OF FIRE.

MODERN OPERA HOUSES AND THEATRES

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS,

1883— July 2

1883—July 8

1883—]July 9

1883— July 23

1883— July 31

1883—Aug. 4

1883—Aug. 11

1883— Aug. 13

1883—Aug. 26

1883—Oct. 8

1883—Oct. 13

1883—Oct. 15

1883—O0ct. 19

1883—Oct. 30

1883—Nov. 12

1882—Nov. 17

1883—Nov. 30

1883—Dec. 14

1883—Dec. 29

1884—]Jan. 5 .

1884—]Jan. 9 .

1884—Jan. 20

1884— January

1884—Feb. 24

1884—Mar. 2

1884—Mar. 17 .

1884—Mar. 20

1884— April 15 .

1884—April 21

1884—April 21 .

1884— April 28 .

1884—May 16

1884—]June 18

1884— June 30

1884—Aug. 5

KisHINEW

TouLoUSE

CAPETOWN

Mires City

(U.s.A.)

JECATERINODAR .

SAN FRANCISCO.

SUNDERLAND .

Tours

KATAMOTOMURA

(Japan)

MEMPHIS (U.S.A.)

CHiciAco .

WATESKA (U.S.A.)

Moscow .

BupaA-PEsTH .

SHENANDOAH

(u.s.A.)

DARLINGTON .

NEw YORK .

New York .

LoNnpoN

CLEVELAND

(U.s.A.)

MEADVILLE

LonpoN

Toxo (Japan)

Jackson (u.s.A.)

On. .Crry (u.s.A)

Jackson (u.s.A.)

DANBURY (U.S.A.)

‘TARASCON

BUCHAREST

CLEVELAND

(u.s.A.)

GLEN FALLS

(u.s.A.)

VIENNA

LEADVILLE (U.S.A.)

EDINBURGH .

ATHENS

SuMMER THEATRE

CaritoL. THEATRE

THEATRE Rovar.

CosmoroLiTAN Opera House .

MunicipAL SUMMER THEATRE

WINTER GARDEN THEATRE

STAR THEATRE AND Music

Hav

THE THEATRE .

JAPANESE THEATRE

GreeENLAW's OPERA House

Lyceum THEATRE (11) .

Tae Opera House .

GeErMAN THEATRE (11) .

Circus Herzoc

AcADEMY OF Music .

Tue Orera House .

Tueatre Rovar .

WinDsoR THEATRE

STANDARD THEATRE (I)

GRAND THEATRE .

Park THEATRE

Tor Orera House

Lussy’s Music HALL

THEATRE SHIDZANOKA

Umox Harr THEATRE.

Taz Orera House .

Kixc’s OrpEra HoUuUSE

Tae Opera House .

THE THEATRE.

Circus S1pboL1

Tue Opera House .

Tae Orera House .

MuNiciPAL THEATRE

VARIETY THEATRE

TueATRE Rovar (1m)

SMALL CouUrRT THEATRE

A wooden building. Particulars unreliable.

Burnt at 6 p.M. No details obtainable.

Burnt during the night, with six adjoining houses.

Burnt at 10 p.m. Cause of fire

No performance given that evening.

unknown.

A wooden building. Burnt, with several houses, at 1 A.M., after the

close of the performance. One actor killed. Several persons injured.

The

Great panic ensued, but no

Burnt at 7.30 p.m, at the commencement of the performance.

fire broke out above the chandelier.

one injured.

Opened August 8, 1872.

Burnt at 4 a.m, after a pantomime.

saved.

Nothing

Burnt during the performance. A dreadful panic ensued; seventy-five

people killed, and more than 100 badly injured.

Burnt, with many adjoining houses, at 10 p.m.

Opened 1876. Fire broke out at 4 A.M, in a dressing room below the

stage. One man killed.

Burnt with six adjoining houses.

Opened : October 1, 1832, Fire broke out at: 6 rw.

Building and

contents destroyed.

A wooden building, built in 1877. Burnt at 6 p.m., before the entrance

of the public. Fire broke out in the stables. Nearly all the

horses were saved, but nothing else.

Burnt at midday.

Burnt during a fire, which destroyed sixteen blocks of houses.

Burnt at 1 aM. Fireworks had been used towards the close of the

performance. The adjacent buildings were saved with much difficulty.

Opened in 1864. Burnt, with Hartmann's hotel and eight houses,

shortly after midnight. Fire broke out in a dressing-room beside

the stage. A number of people were injured.

Opened December 18, 1875. Fire broke out above the stage at

6.45 P.M., before entrance of public. Several badly injured.

Opened August 4, 1883. Fire broke out in upper part of stage, at 1 A.m.,

at close of performance. Fireworks had been used. One man killed.

Opened October 22, 1883.

houses.

injured.

Burnt at 8.15 A.M, with several adjoining

Fire caused by a gas explosion. Many people severely

Burnt with several buildings.

The fire broke out at 6.30 p.m, in a hall adjoining the stage.

Burnt a few hours after the close of the performance.

killed.

Burnt, with a whole block of houses, at 6 a.m.

several injured.

Eleven people

One man killed, and

Fire broke out at 11 P.M., after performance.

Caused by heating

apparatus. Portion of building saved.

Burnt with several adjoining warehouses.

Burnt in the afternoon. Fire broke out below the stage.

Fire caused by an escape of gas, shortly after the close of the perform-

ance.

A wooden building. Fire broke out during the performance. Five

people were killed, and many injured.

The fire was caused by a gas explosion.

Burnt with the Union Hall, a church and several dwelling-houses.

Opened September 15, 1872. Burnt at 4.30 2M. Cause of fire

unknown. Nothing saved. Several people injured.

Burnt with several houses. Three people perished in the flames.

Opened January 13, 1876. Burnt during an afternoon rehearsal. Cause

of fire unknown. Several adjacent buildings were also destroyed.

. | Situated in palace, only a part of which was saved. Four persons killed,

and eighteen injured.
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DATE OF FIRE.

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS.

18834—Aug. 7

1884—Aug. 13

1884—Aug. 17

1884—Aug. 24

1884—Sept. 20 .

1884—Oct. 3

1884—Oct. 7

1884—0Oct. 15

1884— Oct. 16

1884—Oct. 16

1884— Oct. 21

1884—Oct. 29

1884—Nov. 5

1884—Nov. 3

1884—Nov. 16

1884—Nov. 19

1884—Nov. 23

1884—Nov. 23

1884—Dec. 14

1884—Dec. 14

1884—Dec. 23

1884—Dec. 25

1884— Dec. 28

1885—]Jan. 29

1885—Feb. 6

1885 Feb. 7

1885—Feb. 14

1885—Feb. 22

1885— Feb. 27

1885—Mar. 8.

1885—Mar. 20

1885—Mar. 25

1885—April 17

1885— April 21

1885—April 22

1885— April 29

III.—4 C

Tomsk (Siberia)

ERriE (u.s.A.)

GREENVILLE

{U.5.A)

Fu-Caow .

RomMmE .

COPENHAGEN

Sour BeTALE-

HEM (U.S.A.

MONTAGUE

(u.s.A.)

MoONTELLO

(u.s.A.)

CRISFIELD

(U.s.A.)

CARTHAGE

(U.S.A)

DECKERTOWN

(u.s.A.)

Carry (U.s.A)

ANDERSON

(r.5.4.)

SMYRNA

SOUTHAMPTON

Sr. Lous

(U.s.A.)

STETTIN

CoRrMING

(u.s.A.)

CurirrewA FALLS

(U.s.A.)

New York .

MINNEAPOLIS

(U.s.A.)

RACINE (U.s.A.)

Roxpout

(u.s.A.)

MOUNT STERLING

(U.s.A.)

EXETER

WaaL (Bavaria)

OSCARHAMN

(Sweden)

W ASHINGTON

ALBANY (U.S.A.)

Macara (Oran)

BurraLo .

RicamonD

(u.s.A.)

NiMES .

SZEGEDIN .

RAnwAY (U.s.A.)

SuMMER THEATRE

Tae Orera House .

Tue Orera House .

the

Caines THEATRE, In

Arsenal

TEATRO Pierro Cossa .

Syarl. Courr THEATRE, in

the Christiansborg Palace

GraND Orera House

Tur Orera House .

Tar Orera Hart

Brizzarp’s Opera House .

Tae New OPERA HousE .

HornBECK’'S OPERA HoUSE

GLEASON Opera Housk.

DoxeY’s THEATRE (1)

GREEK THEATRE EUTERPE

( GAIETY THEATRE OF VARIETIES

Toe Orn THEATRE .

GranNnD Orera House

THALIA THEATRE.

Barry's Opera House

Tue Orera House .

Hart's OrERA COMIQUE

Acapemy oF Music .

Brake Opera House

Sampson's OpErA House

Tae Orera House .

THE THEATRE (11)

Tne THEATRE ,

Tne Taeatre .

NatioNaL THEATRE (V).

Tar Orzea House .

Tue Trearre .

Tre Music Harr

Circus KLOSEBERG

THEATRE DE LA RENAISSANCE

. 41 New THEATRE.

GorpoN’s OrerA Housk . .

A wooden building. Burnt during the night, after a performance.

Several people were killed while trying to extinguish the flames.

Burnt at 3 a.m, after a performance. A part of the town also de-

stroyed.

Burnt with the law courts and a number of houses.

Fired during the bombardment by the French fleet.

Burnt during the afternoon, after a rehearsal. Cause of fire unknown.

Burnt at 6 p.m. with the whole palace. Fire caused through defects

in the heating apparatus.

Fire supposed to have broken

One man killed, and

Burnt at 5 A.M, with several houses.

out in a dressing-room below the stage.

several injured.

Burnt with the post office and numerous other buildings.

Burnt with a large number of houses.

Bumnt at ‘2 awn.

Burnt at 11 A.M. with several churches, private houses, etc. A number

of firemen severely injured.

Destroyed with the Odd Fellows’ Hall.

Opened June -12, 1534.

stable after performance.

Fire broke out at 12.30 A.M. in adjoining

Nothing saved.

Burnt at 3.30 a.m. with four adjacent houses. Cause of fire unknown.

Only just opened. Burnt during the night, after a performance, with

the old theatre adjoining.

Built 1766.

Burnt at 3 pum, after a rehearsal

defects in the heating apparatus.

Built 18609.

unknown.

Burnt in the fire which destroyed the Gaiety Theatre.

Fire probably caused through

Burnt at 3.30 a.m, after the performance. Cause of fire

Burnt during the night, with an adjoining hotel.

Further particulars not obtainable.

Built 1881.

Particulars unreliable.

Burnt at 7.30 A.M. Cause of fire unknown. Nothing saved.

Built 1882. Burnt at 1.30 A.M., with the whole block of houses. Three

people perished in the flames.

Burnt with a number of houses.

No further details obtainable.

Burnt at 6 AM.

ance.

Fireworks had been used at the preceding perform-

Building burnt at 2.30 a.m.

Burnt at 7 p.M., during a féte. All the spectators reached the exits

in safety.

Burnt at 1.30 a.M., after the performance. Fire broke out behind the

stage. Several houses were destroyed.

Burnt with a whole block of houses.

Burnt at 6 p.M., before the performance. Fire caused by the falling of

the chandelier, in which oil-lamps were used.

Opened June 1383. Bunt at 8 p.m. Fire broke out in the attics

before the ‘performance. Two people perished in the flames, A

church and several houses also destroyed.

A wooden building, completed a few weeks previously. Fire broke

out during the performance. Great panic caused. Nearly 100

persons suffocated, and a great many injured; about hfty horses

burnt.

Burnt at 5 A.M. Cause of fire unknown.

Opened 1883.

caught fire.

Burnt at 3 p.m, after a rehearsal. A gauze curiain

Burnt with several adjoining houses.
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MODERN

OPERA HOUSES AND THEATRES.

DATE OF FIRE.

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS.

1885—May 2

1885—May 5

1885—May 12

1885—May 22

1885—NMay 28

1885—]June 4

1885—]June 11

1885—Aug. 3

1885-—Oct. 26

1885—Dec. 6

1886—Jan. 1

1886—]Jan. 15

1886—]Jan. 17

1886—Jan. 28

1886—Feb. 12

1886—Feb. 20

'1886—Feb. 27 -.

1886—Mar. 1

1886—Mar. 12

'1886-—Mar. 21

1886—Mar. 30

1886— April 1

1886— April 12

1886—April 20 .

1886—May 6

1886—May 15

1886-—May 22

1886— June 7

1886— June 10

1886— June 29

1886— July 6

1886— July 26

1886— Aug. 7

1886—Aug. 8

1886—Sept. 14 .

LoxpoN

VINCENNES

(u.s.A.)

CHATHAM .

St. PETERSBURG

MEDFORD (U.S.A.)

PLAINWELL

(U.S.A)

SAN Francisco

Bowring GREEN

(U.S.A)

ANTWERP .

Moscow

DETROIT

(U.S.A)

LEXINGTON

(C.5:4.)

Bay City

(U.S.A)

FRANKLIN

(U.s.A.)

LErIDA (Spain)

PiraUs

ORLEANSVILLE

(Algiers)

WHITEHALL

(v.5.5.)

LEMBERG

(Austria)

HELENA (U.s.A.)

Key WEsT

(U.s.A.)

MAYENCE .

Paris

OESTERSUND

(Norway)

DERBY

Bocuum

WIiLNA

LouisviLLE

(u.s.A.)

ToNOWANDA

(u.s.A.)

REVEL .

DENVER (U.s.A.)

TINNEVELLY

(India)

Bupa-PEsTH .

HASTINGS (U.S.A)

Bios (vs.a) .

THEATRE in JAPANESE Exhibi-

tion

GREEN'S OPERA HOUSE .

BarnarD’S Music Harn

THEATRE STUDENIKOW

THEATRE MALAJERO .

THEATRE FEDOROW

Tae Orzeea House .

Tae Orzra House.

CHINESE THEATRE

Ture Ores House .

EDEN THEATRE

GERMAN THEATRE (11)

GRAND THEATRE .

Tae Opera House .

Tae Opera House .

Tue Opera House (11)

THEATRE IN Camros ELiskos

Tivoix TreEATRE.

Tre Turaree.

Hart's Taeartre .

MunicipAL THEATRE.

Tre Orrra House .

SAN Cantos THEATRE .

Circus Bapse .

Prapo Music Hav.

NEw THEATRE.

GRAND THEATRE .

Tae Crip THEATRE .

Circus FERRONI.

GRAND THEATRE .

Mozart's Variety THEATRE .

Circus CivisELLY

AcapEMy or Music .

INDIAN THEATRE .

Circus FRANKLOFF

NeEwToN’sS OPERA HoUSE

Du Bois Orera House

Burnt at 8.30 A.M. Cause of fire unknown.

several severcly injured.

One attendant burnt, and

Burnt at 3 a.m, with several public buildings and a few private houses.

Burnt at 3.30 A.M, after the performance. Fire broke out on the

stage.

A temporary wooden building on the parade ground. Burnt at 8.30 a.m.,

with several small buildings.

A wooden building on the parade ground. Burnt at 9 a.m.

Caught fire

from the Theatre Studenikow, adjoining.

A wooden building on the parade ground. Burnt at 9 a.m.

Burnt with a great many public and private buildings.

Particulars unknown.

Burnt with several adjoining houses.

Particulars unreliable.

Built 1884. Burnt at 1 A.M. Fire broke out under the stage. The

artists were saved with considerable difficulty.

Rebuilt September 14, 1884. Burnt at 7.15 p.M.,, one hour before the

commencement of the performance. Fire caused through over-

heating. One fireman injured.

Burnt at 10 A.M., with several houses.

killed; two men injured.

One officer of the fire brigade

Burnt with several business premises.

The post office and several adjoining houses destroyed.

Burnt with an entire block of houses.

Particulars unreliable.

A wooden building. Burnt with adjoining houses.

Burnt with several other buildings.

Fire broke out at 2 P.M. in ground floor.

Hydrants used. Stage

unharmed.

Burnt at 3 A.m., with three entire blocks of houses.

Burnt at 10 A.M, whilst preparing for a rehearsal. A large part of the

town, with several churches and public buildings, destroyed.

Temporary building. Fire broke out at 12.30 A.M, in the stables.

all the animals burnt.

Nearly

Many of the fair stalls were destroyed.

A wooden building. Burnt at 3 a.m.

Nothing saved.

Opened 1885.

Fire broke out on the stage.

Burnt at 11.30 P.M, after the close of the performance.

Opened March 25, 1886. Fire broke out at the back of stage at 7 p.m,

just before rise of curtain, about 600 people already being present.

One actor and two workmen burnt.

Particulars unreliable.

Opened 1332. Fire broke out on the stage at 4 A.M.

houses destroyed.

Built 1883.

Many adjoining

Burnt at 2.30 A.M, with thirty houses.

A temporary wooden building. Burnt, after the performance, at 2 a.m.

One man killed and two injured.

Burnt, with several houses, at 1 A.M. One man burnt.

A’ temporary building.

Fire broke out on the stage during the per-

formance.

113 people killed, and many injured.

A temporary building. Fire broke out in the stable at 1.30 p.M. Several

of the horses were burnt.

Burnt in the evening, with other buildings.

Burnt with a whole block of houses.
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DATE OF FIRE.

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS.

1886—Oct. 2

1886—Oct. 6

1886—Oct. 17

1886—Oct. 18

1886—Oct. 18

1886—Oct. 26

1886—Dec. 2

1886—Dec. 5

1886—Dec. 22

1386—Dec. 27

1886—Dec. 27

1887—]Jan. 2

1887—]Jan. 11

1887—]Jan. 16

1887—Feb. 12

1887—Feb. 12

1887—Feb. 17

1887—Feb. 18

1887—Feb. 20

1887—DMar. 18

1887—Mar. 21

1887—Mar. 28

1887—Adpril 2

1887—April 5

1887—April 6

1887—May 6

1887 —May 25

1887—May 27

1887—June 26

1887—June 28

1887— July 1

1887——July 4

1887—]July 9

1887—July 10

1887—Aug. 3

1887—Aug. 10 .

1887—Aug. 22

1887—Aug. 26

1887—Aug. 29

AMESBURY (U.S.A.)

Jassy

RAVENNA

SALISBURY (U.S.A.)

OAKLAND (U.S.A.)

M URFREESBORO’

(u.s.A.)

BrookToN (U.S.A.)

W ASHINGTON

OSKALOOSA

(u.s.A.)

PHILADELPHIA

EGGENBERG .

NEw LisBoN

(U.s.A.)

GOTTINGEN

BUCHAREST

NORTHAMPTON

Augusta (U.s.A.)

LaiBacH .

SaLEM (U.8.A)

CoLuMBUS (U.S.A)

BurraLo (U.s.A.)

Troy (uv.s.A.)

GHENT

BERWICK (U.S.A.)

SOUTHAMPTON

MissouLa (U.s.A.)

EPIRIES

(Hungary)

Paris .

NESCHIN .

ROTTERDAM .

Rouen

NEw ORLEANS .

CACEREs (Spain)

HurLEY (U.S.A) .

VENLOE

TouLOUSE

BROOKLYN (U.S.A.)

SOCORRO

Mexico)

(New

STOCKPORT

RicumonD (U.s.A.)

MERRIMAC OPERA HoUuSE

Circus RicHTER

TEATRO FI1L.ODRAMATICO

Tae Opera House .

Tae Opera House .

Tae OrerA House .

Tae Orera Housk .

HEerzoc’s Opera House

Tue Orera House .

TEMPLE THEATRE

Tae COLOSSEUM.

MaNAGHAN's OpPERA Housk

MunicipAL. THEATRE.

Circus SipoLr .

New Opera House .

THE OPERA HoUSE (11)

Tur TurArre.

Tae Orzra House .

GranND Opera House

St. James's Harr (ua) .

GranD CENTRAL THEATRE (11)

Circus HEerzoc

Tur Orera House .

Manor House THEATRE .

MacGuIrRE's OPERA HoUusE .

THE THEATRE.

OrEra COMIQUE

Circus NIKITIN

CosmoroLITAN Music HaLL .

THEATRE LAFAYETTE

OLD GERMAN THEATRE.

VARIETY THEATRE

Arcazar Variery THEATRE

Municipal. THEATRE.

Pri-Carmian Trearrre.,

Kinc's New Opera House

THE OLp Opera House

Tue Prorre’s Orera House.

GRreeN’s and the NEw OPERA

Housks

Burnt during the night.

A wooden building. Burnt at 4 A.M., with eight adjoining buildings.

Burnt during the night. One woman killed, and several injured.

Burnt at 7.30 p.M., with a large part of the town.

\

Burnt down at 10 p.m. Further details not forthcoming.

Burnt shortly after midnight, with several blocks of houses.

Burnt at 10 p.m, with several other houses.

Opened a few years previously. Fire broke out below the stage at

3 AM. One man killed.

Burnt with the post office and four private houses.

Newly opened.

Fire broke out above the stage at midday, during a

rehearsal.

Two persons killed, and several injured.

Burnt during the night, with an entire block of houses.

Fire broke out on the stage at midnight, after a performance. Cause

unknown.

A new building. Burnt before it was opened.

Opened three months previously. Burnt soon after the close of a

performance.

Burnt at 6 p.m. after the close of a matinée.

also destroyed.

Built 1764. Burnt at 1.30 A.M, a few hours after the performance.

There had been firearms used during the play.

Several adjoining houses

Burnt with a block of houses.

Burnt during the night.

Built 1862. Burnt at 3.30 A.M. with several adjoining houses.

Built 1882. Burnt during the night. Cause of fire unknown

Three people killed.

Burnt with an hotel and several houses.

Burnt during the night.

Burnt with several adjoining buildings.

Burnt down with a part of the town.

Opened May 16, 1340. Fire broke out in the upper scenery at

9 p.m. 115 persons killed, and about sixty badly injured.

A temporary wooden building. A sudden storm damaged building

and caused an outbreak of fire. About 300 people sustained

injuries, to which many succumbed.

Burnt during the night. The proprietor killed.

Burnt with two adjoining houses, at 2.45 A.M. Cause of fire unknown.

Nothing saved. Two persons injured.

Burnt at midnight. Seven workmen killed.

Building completely destroyed.

A light wooden building. Burnt during the performance, with a part

of the town. Seventeen people belonging to the company killed.

Burnt during the night.

A small theatre. Fire supposed to be due to arson.

Burnt with several other houses. One man killed, and another injured.

Burnt with several other houses in the afternoon.

Burnt during the night, after a performance.

Burnt at night, with a number of business premises.
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OPERA HOUSES AND "THEATRES.

DATE OF PIRE.

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS.

12. -.

4 .

IY,

3.

1887—Sept. 5

1887—Sept.

1887 —Sept.

1887—Sept.

1887—Sept.

1887—Sept. 21

1887—Nov. 2

1887—Nov.

1887—Dec. 26

1888—]Jan. 1

1888—Jan. 4

1888—Jan. 16

1888—]Jan. 28

1888—Jan. 28

1888— Feb: 6

1888—Feb. 13

1888—Feb. 18

1888—Feb. 20

1888-—Feb. 28

1888— Feb. 29

1888—Mar. 20

1888—Mar. 24

1888-—April 1

1888—April 22 .

1888—April .

1888—May 9

1888— June 6

1388—June 6

1888—]une 12

1888— July 3

1888—]July 23

1888— July 25

1888—Aug.

1888—Sept.

20

135

Exerer: .

EDINBURGH .

CALAIS

IRONWOOD (U.S.A)

OtTUMWA (U.S.A.)

METZINGEN

HAMBURG

BRIDGEPORT

(u.s.A.)

W AKEFIELD

(U.s.A.)

ANTWERP

BoLTton

STEUBENVILLE

(U.s.A.)

MADRID

MALONE (U.S.A.).

Rio Tinto

Bryn.

PRroviDENCE

(U.s.A.)

NEw York

New York .

Jassy

OPORTO

PHILADELPHIA

(U.5.A.)

CeLava (Mexico)

GRANTHAM

KjoENG (Corea).

TAMEKA (Japan)

New York .

NICE

MONTAUBAN .

BorpEAUX

Butte (Montana)

Sr. Louis (u.8.4:)

St. JounN’s (New

Brunswick)

SYRACUSE (U.S.A.)

New Tueatre Rovawr (ir)

NEeEwsoME’s Circus

VARIETY THEATRE

ALHAMBRA THEATRE.

Lewis Opera House

Circus Lorch.

Circus RENz

Barnum CIRCUS.

VAUDEVILLE THEATRE

ALHAMBRA THEATRE.

THEATRE Rovar (1)

CAIN’s WINTERGARDEN THEATRE

VARIETY THEATRE

Tae Opera House .

THE THEATRE.

THE THEATRE.

THEATRE COMIQUE

GAUTZBERG'S THEATRE .

UNION SQUARE Canin :

NATIONAL THEATRE .

THEATRE BAQUET.

CENTRAL THEATRE

THE ARENA

TreaTee Rovar =

NATIONAL THEATRE .

JAPANESE THEATRE

Tony Pastor's THEATRE .

SUMMER THEATRE

Tue THEATRE.

Bourres BORDELAISES

McGuire's Opera House.

SuMMER THEATRE in Schneider's

Garden

Orera House in Dockerill’s

Block

Lizca AnD Moore's Opera

House

Opened October 13, 1885. Fire broke out in the upper part of the

stage at 10.30 P.M., during a performance. Great panic, in which

180 people were killed, and more than 100 injured.

Burnt shortly before midnight, soon after the close of the performance.

Burnt at 1 a.m, after the close of a performance. Fire noticed first

from outside.

Burnt in the afternoon, with the post office and several adjoining houses.

Building completely destroyed.

Burnt to the ground. No one injured.

Built 1878. Burnt at 11.30 A.M. No performances were being given.

Burnt in the evening, with a part of the town. Fire caused through

carelessly handling an oil lamp. Nothing saved.

Built 1872. Burnt at 9 p.M. Fire first noticed from outside. The

porter and his family were saved. This fire caused a punic in two

adjoining theatres.

Built 1882. Burnt at 1 a.m. after the performance, with several other

houses. Due to arson. The extinguishing apparatus would not

work. Nothing saved.

Fire broke out on the stage at 5 p.m, after

An actor

Opened July 4, 1887.

a rehearsal. An adjoining hotel was also destroyed.

was killed, and several people injured.

Built 1343. Burnt at 5.30.48. The last scene in the performance

represented a fire. ‘Three people killed.

Burnt in the night, with several houses. One person killed.

Burnt in the afternoon, just before the opening of the box office.

Burnt during the night, after the performance. No lives lost.

Built 1884. Burnt after midnight, with a number of houses. Cause of

fire unknown.

Burnt during the night, with several houses. Two people killed, and

many severely injured.

Opened September 11, 1871. Burnt, with the Morton House Hotel, at

1 p.M. Fire broke out in the roof. Six firemen badly injured.

Nothing saved.

Burnt at 11 p.M., after a dress rehearsal.

Opened 1860. Fire broke out in the upper part of the stage at 11 P.M,

shortly before the close of the performance. 170 people suffocated

or trampled to death. Many severely injured.

Fire incurring a loss of about 44000.

A temporary building of wood and matting. Burnt at 5 p.m, during a

bull fight. Fire due to arson. Thirty people killed, and sixty-

eight injured.

Burnt between 2 and 3 A.M. Fire first noticed from the street.

Built entirely of wood. Burnt during a performance Dreadful panic.

About 650 people burnt or suffocated, nearly all natives.

The fire destroyed more than a hundred houses.

Opened July 4, 1868. Burnt at 6.15 AM. Cause of fire unknown.

The theatre was completely destroyed, and the block in which it

was situated damaged.

A wooden building. Burnt at 7.30 P.M, before the performance.

Probably due to carelessness in lighting the gas.

Burnt at 1 A.M, after the performance.

Burnt at 4 AM, after a grand concert. The adjoining buildings

damaged.

Burnt during the performance. The gas set fire to upper part of scenery.

None of the audience were injured. The water apparatus was out

of order.

A wooden building. Burnt at midnight, an hour after the close of the

performance. Nothing saved.

Burnt at 2 p.m. Fire broke out before the building was completed.

Cause unknown.

Fire destroyed a whole block

Burnt at 3 aw, after a “performance.

of houses.
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OF FIRES.

DATE OF FIRE

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS.

18838 —Sept. 13 .

1888—Sept. 14 .

1888—Sept. 14 .

1888—Sept. 14 .

1888—Oct. 6

1888—0Oct. 21

1888—O0ct. 23

1888—Nov. 10 .

1888—Dec. 12

1888—Dec. 25

1888—Dec. 30

1889—]Jan. 3

1889—Jan. 21

1889—Jan. 28

1889—Feb. 8

1889—Feb. 15

1889—Feb. 22

1889—Feb. 26

1889—Feb. 28 .

1889—Mar. 5

1889—Mar. 7

1889—Mar. 22

1889—April 2

1889— April 8

1889—April 18 .

1889— April 22 .

1889— April 30 .

1889—May 3

1889—May 6

1889—May 16

1889— June 6

1889— June 6

1889— June 29

1889— June 30

1889— June

1889—July 4 .

1IL.—4 D

LoNDON .

W ASHBURN

(u.s.A.)

Kiev

DeTroOIT

(u.s.A.)

DUNDEE

CHARLEROI

WILMINGTON

(usa)

SMOLENSK

NEUMUNSTER

NisaNi-NovGo-

ROD

KirxcaLpy .

NEWARK (U.S.A)

«1 S71. Pagr {U:s.A)

Duruta (U.s.A.)

ALDERSHOT .

CAPE VINCENT

(u.s.A.)

SOLAROLO

MANCHESTER

LEICESTER

ALTOONA

(U.s.A.)

NEw ORLEANS .

Dover (U.s.A.) .

St. JosEpH

(U.s.A.)

PRINCETON

(u.s.A.)

TARENTUM

(U.S.A)

MELBOURNE .

Cmicaco .

HazLETON (U.S.A.)

Tucaer (Ger-

many)

WORCESTER

(u.s.A.)

BURNLEY .

SEATTLE (U.S.A.)

BRADFORD

CLEVELAND

(v.s.A.)

WETELBACK .

ELLENSBURG

(v.s.A.)

OLymric THEATRE

Tar Orzra House .

THEATRE in Bojarski Park

GranD OriErA House

Taearre Rovar .

THEATRE CASTI

ProcTtoR AND SOULIER’S

AcapEmy or Music

WINTER THEATRE

Tue Taearre .

MunicipAL THEATRE

GRAND THEATRE

Union Parr Harr .

GraND OpeErA House

Gran Opera House

Turatre Roval

Tue OrerA House .

MunicirAL THEATRE.

Circus RovaL.

Paul's THEATRE OF VARIETIES

Srack’s Mountain City

THEATRE

FARANTAS THEATRE .

City Opera House .

GranND OrEra House

Tur Orera House .

Tae Op Orera House .

Bijou THEATRE

- WINDSOR THEATRE

Tue Opera House (1) .

Fivers THEATRE.

Tue THEATRE

Tur TreaTRE

Frye's OrERA HoUSE

THEATRE OF VARIETIES

AcapeEmy or Music .

STATE THEATRE

Nasa Opera House

Fire broke out shortly after conclusion of performance. Caused by

lamp being overturned. Theatre firemen not on the spot. Back

of theatre destroyed.

Burnt at 2.30 A.M. - Thirty other houses. destroyed. ' People rescued

with great difficulty.

Burnt after the close of the performance. Fire broke out on the

stage. = Three people killed.

Burnt in the evening, with a block of houses. Fire first seen from

outside.

Built seventy-eight years previously. Burnt at 1.30 A.M.

for the reopening of the theatre had been in progress.

An old building.

performance.

Preparations

Fire broke out on the stage ar 2 aM. after the

Workmen sleeping on the premises were saved.

Burnt at 3.30 r.& Cause unknown.

Fire broke out below the stage.

No performance.

Burnt at 5 A.M. . Noticed first from the outside. Nothing saved.

Opened 1878. Burnt at 6.30 p.m, with an adjoining factory.

Fire broke out during the performance; caused by defect in gas pipe.

A great panic ensued. Several people were suffocated, others

“injured. No further details are known.

Burnt at 2.30 A.M. First noticed from outside. Workmen had been

making preparations for the New Year's performance.

Burnt during the night whilst the building was empty. Fire broke

out on the stage. Cause unknown.

Burnt at 7 A.m., with several houses. Nothing saved.

Burnt at 2 A.M, with the adjoining houses. Fire broke out below

the stage. One man killed by the falling of a wall

Burnt at 7.15 p.M., immediately before the performance. Caused through

carelessness in lighting a gas batten. The audience, already in the

building, as well as the artistes, were saved. An adjoining house burnt.

Burnt at 3 A.M. with several blocks of houses. Nothing saved.

Cause of fire unknown.

The audience had

A small building. Burnt at 10 A.M.

A wooden building. Burnt after the performance.

already left. Some of the horses burnt.

Burnt at 7 aM. Fire first noticed from outside. Nothing saved.

Burnt during the night. Cause of fire unknown.

Built 1833. Burnt at 5 a.m, after the performance, Fire broke out on

the stage. Fourteen adjacent buildings were burnt.

Built 1867. Burnt with the City Hall and many other buildings at

2.30 A.M. Four firemen injured.

Burnt in the night, after the performance.

Burnt with a number of adjoining houses.

Fire broke out below the stage at 3 A.M.

burnt. Cause of fire unknown.

Built 1876. Burnt in the early morning. Adjoining buildings damaged.

Two firemen killed and thirteen injured by the falling of a wall.

Several adjacent ‘buildings

Burnt shortly after the performance. Fire broke out on the stage.

Burnt in the night, with several adjoining houses.

Burnt, with the hotel, at 1 A.M. Cause of fire unknown.

Built 1863. © Burnt at 3 aM, dfter a performance. . Fire broke out. at

the back of the stage. Two firemen injured.

Burnt in the night.

Burnt at 4.30 P.M, with a large part of the town.

built of wood. More than thirty people killed.

Houses nearly all

Built in 1887, almost entirely of wood. Burnt at 5 p.m. Cause of fire

unknown.

Built 1853. Fire broke out on the stage at 4 A.M.

Building entirely destroyed.

Burnt at 11 p.M., with ten blocks of houses.



MODERN

OPERA HOUSES

AND THEATRES.

DATE OF FIRE,

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS.

1889—-July 9

1889— August

1889—Aug. 4

1889—Aug. 11

1889—Sept. 1

- 1889—Sept. 18 .

1889—Sept. 22 .

1889—Sept. 25 .

1889—Sept. 25 .

1889—-September

1889—September

1889—Oct. 5 .

1889—Oct. 24

1889—Oct. 31

1889—Nov. 138

1889g—Nov. 19 .

1889—Dec. 3

1889—Dec. 6

1889—Dec. 20

1889-—Dec. 22

1889-—Dec. 29

1889 —December

1890—]Jan. 1

189g0—]Jan. 2

1890 —Jan. 7

1890—]an. 7

1890--Jan. 13

18go—Feb. 19

18go—Feb. 20

189o—Mar. 2

18go—Mar. 16

18go—Mar. 23

18go—Mar. 24

1890—Mar. 25

WITEBSK .

CATANIA

SPOKANE FaLLs

(U.s.A.)

LIVINGSTONE

(Montana)

MiLAN

RusnaVILLE

(U.S.A)

REeGG10 (Emilia)

JOHANNESBURG

(Transvaal)

ManTUA

NANTES

Borogxa

PALERMO .

V ANTICOTE

(U.S.A)

STALYBRIDGE

BARCELONA

Tovs ..

SneLL LAKE

(u.s.A.)

PARIS .

Bupa-PestH

SALAMANCA .

FLORENCE

Bania .

Boston

MADRID

Paris .

ZURICH

RHONDDA

VALLEY

HAVRE

BRUSSELS

MONTAUBAN .

Brack River

{U.5.A.)

AMSTERDAM .

OsukosH

(u.s.A.)

STETTIN

FAIRFIELD (U.5.A.)

BromeerG (Ger-

many)

BisMARK (U.s.A.)

MunNicipAL THEATRE

SAN CARLINO THEATRE

FaLrs City Opera House

Park Opera House

TEATRO Monte TABOR.

Tre Orera House

TraTro CorrEGGIO .

Grose THEATRE .

THe THEATRE

Priam1r Circus

PoLiTEAMA SPARADI .

3 Tarrio

SMmouLTER'S OPERA HOUSE

RovaL Victoria THEATRE

SraNisH THEATRE

THEATRE FRANCAIS .

Tae Opera House .

TurATRE DUPREZ .

GERMAN THEATRE

TeaTrRO LICEO.

TEATRO UMBERTO

TeEAaTRO Roma

GLoBE THEATRE (11)

THE THEATRE.

Evrporapo Music HALL.

Tar TuraTre .

Tue Turarer .

THEATRE DE L’ALCAZAR

Tuatiree DE 1A Bourse

THEATRE SEBASTIEN .

Poo’s Opera House

MunicipAL THEATRE

Turner OrErAa Housk.

SUMMER THEATRE

Tur Ora House .

Municipal. THEATRE

Tae Op Opera House .

A large building. Burnt in the afternoon. A flash of lightning set

fire. to the stage.

Building entirely destroyed. Date of fire uncertain,

Constructed almost entirely of wood. Burnt in the evening, with thirty

blocks of houses and many public buildings.

Burnt with several adjacent buildings. Attributed to arson.

A wooden summer theatre. Burnt at 11.45 P.M. after a performance.

Nothing saved.

Burnt in the night. The building was closed at the time. The fire

spread over several blocks of houses.

Burnt at 1 A.M. Believed to be an act of arson.

given on the previous evening.

No play had been

A small wooden building. Burnt during the night.

Two workmen suffocated. No further particulars.

Date uncertain.

Date uncertain.

Fire broke out at 8.30 A.M. Caused by defective gasfitting. Several

adjoining houses burnt.

Two adjoining houses burnt.

Built 1861.

1.30 A.M.

Building destroyed. Fire commenced on the stage at

First observed from outside.

Fire broke out about midnight. Building burnt down. Supposed

cause, carelessness with the gas.

Built of wood.

destroyed.

Fire broke out at 3 A.M. Building and contents

Fire broke out at night in adjoining house. Burnt down with two

adjoining hotels and several blocks of houses.

Fire broke out at 4 p.M. No performance. Originated from gas stove,

through carelessness of concierge.

Built 1868. Building burnt down. Fire broke out in the stalls at 3 r.m,,

immediately after rehearsal. Probably due to incendiarism. Iron

curtain used with great effect, keeping fire from the stage for

some time.

Building destroyed. Several people injured.

Opened 1870. Fire broke out on the stage at 6 o'clock in the

evening. Building entirely destroyed. Caused by carelessness with

the gas.

Building burnt down.

Building entirely destroyed.

Building destroyed. Eight persons injured.

Built 1834. Building completely gutted. Fire broke out during

performance. Iron curtain used. Through the presence of mind

of an actor, panic prevented.

Fire broke out immediately after performance. Building completely

destroyed. Origin unknown.

Building entirely destroyed. Fire began at 2 aM. Nothing saved.

Fire began

Building totally destroyed.

Watchman

Opened December 31, 1885.

Cause unknown.

on the stage between 2 and 3 A.M.

not at his post.

Built 1880.

after the performance.

Building destroyed. Fire broke out in the early morning,

Origin unknown.

Theatre destroyed with post-office buildings and several houses.

Opened 1874. Fire broke out at 5 A.M, after a special performance

on the King’s birthday. Interior entirely destroyed. Fireworks

had been used.

Fire broke out at 4 A.M. after a performance. Cause unknown.

Fire broke out in a dressing room under the stage at 3 p.M. Nothing

saved.

Building burnt down with adjoining block of houses.

Built 1840, mostly of wood. Fire broke out at 2 p.m, after a rehearsal.

Building completely destroyed.

Fire broke out at 2 A.M. Attributed to arson.

with two other blocks of houses.

Building destroyed



RECORD. .-OF: FIRES.

DATE OF FIRE.

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS.

18go—March

18g0—April 16 .

1890—Awpril 22 .

1890—Awpril 22 .

1890—April 27 .

1890— April 30 .

1890— June 9

1890— June 10

1890— June 30

18g0—July 1

1890—]July 3

1890— July 12

18go—July 24

189g0— July 27

18go— July 30

18g0—Aug. 1

1890—Aug. 3

18go—Aug. 17

189g0—Aug. 26

1890—Aug. 26 .

1890—Sept. 1

1890—Sept. 2

1890—Sept. 4

18g0—Sept. 17 .

1890—Sept. 30 .

1890—Oct. 27

189g0—Nov. 2

18go—Nov. 13

18go—Nov. 14 .

1890—Nov. 23

1890-—Nov. 24 .

1890 —Dec. 9

18go— Dec. 25

1890—Dec. 25

189go—Dec. 28

189go—Dec. 30

Lyons ,

BIRKENHEAD .

HARRODSBURG

(u.s.a.)

KIEL

SaNnpy CREEK

(u.s.A)

Kansas City

CONSTANTINOPLE

BrookLYN

Troy (U.s.A.)

ALABAMA

Sarr Laxe City

(u.s.A.)

St. PETERSBURG .

EARLVILLE (U.S.A.)

WALLACE (U.S.A.)

SENECA (U.S.A) .

Farina (U.s.A)) .

WaAT CHEER

(Uu.s.A.)

MANCHESTER

Cuicaco .

Tokay

gary)

AARHAUS .

(Hun-

BREMEN

CATANIA

LourcHEs

(France)

BorDEAUX

West MIDDLESEX

(u.s.A.)

BRUSSELS .

IrkUTSK (Siberia)

LusLin (Poland)

MADRID

STRASBURG

CLERMONT-

FERRAND

PorTsmMouTH .

BALTIMORE

MINNEAPOLIS .

AvuGusTA (U.s.A.)

THEATRE BELLECOUR

THEATRE Rovar (1) .

Tae Orera House

WRIEDT'S THEATRE AND

ConceErT House

BuckirLey Opera House

FouNTAIN THEATRE .

FRENCH SUMMER THEATRE

VARIETY THEATRE

Tre Orera House ..

TrAY’'s OPERA HoUSE

GraND Opera House

GRAND THEATRE .

Tae Opera House .

THE CLuB THEATRE

DanierL’s Opera House

Switzer's OrErA House

Tue Opera House .

QuEeEN’s THEATRE (11) .

MacVickER's THEATRE (11)

Tue Turarre.

OLD VENNELYST THEATRE.

Lour’s TivorLl: THEATRE

THEATRE ARENE CALYPSO .

ANNUAL FAR THEATRE

GranD HirPODROME .

BarNETT'S OPERA HOUSE .

GALLERY THEATRE

MunicipAL THEATRE.

SUMMER THEATRE

CoMEDY THEATRE

BruckMANN’s VARIETY THEATRE

VARIETY THEATRE

RovAL AMPHITHEATRE .

THEATRE in Masonic Hall

Bijou THEATRE

GRANITE HALL

A small building. Damage (£320.

Built 1866.

Fire broke out in the evening. No performance,

destroyed, with a number of adjoining houses.

Fire broke out at 3.10 P.M., doing considerable damage.

Building entirely

Fire broke out at 11.30 p.M. Stage and auditorium entirely destroyed.

Theatre, with adjoining blocks, including hotel, shops and post office,

destroyed.

Fire broke out early in the morning.

Building completely destroyed. Fire began during the forenoon; attri-

buted to arson. No performance had been held.

Building completely destroyed.

ance. Cause unknown.

Fire broke out just after the perform-

Building totally destroyed. Fire broke out in the afternoon. Telegraph

bureau, shops and several other buildings burnt.

Building burnt to the ground.

Fire broke out at 10 P.M. after the performance.

part of stage.

Originated in upper

Adjoining buildings badly damaged.

Interior materially damaged. Carcass saved.

Built 1881; mostly of wood. Fire broke out early in morning at back

of theatre. Building destroyed with several adjoining houses.

Building principally of wood. Fire broke out in the afternoon. The

theatre, with many adjoining buildings, destroyed.

Fire broke out at 2 a.m. The building destroyed with many adjoining

houses. Several persons injured. Cause of fire unknown.

Fire broke out at night. The building and many adjoining houses

destroyed. Cause of fire unknown.

Many adjoining houses and a church burnt down. Attributed to arson.

Fire began at 4.20 p.M. Building and contents practically destroyed ;

only the stage saved. Fire originated in an outhouse.

Built 1872. Fire broke out under the stage at 3 A.M. Building destroyed.

Several firemen injured. Attributed to arson.

Building totally destroyed.

Fire broke out at night, some hours after the performance.

and contents burnt. Origin unknown.

Built 1845. Fire broke out at 11 p.m, half-an-hour after close of

performance. Caused by fireworks used on stage. Building

destroyed. Adjoining houses damaged. One fireman killed.

Building

Fire broke out early in the morning. Building destroyed.

Spread of

fire prevented with considerable difficulty.

A wood building. Fire caused by a large petroleum lamp falling into

area during children’s performance. Eight children killed, twenty-

seven seriously injured through a panic. Nothing saved.

Fire broke out in early morning, after a perform-

Opened April 1890.

Building completely destroyed, and all

ance. Cause unknown.

properties.

Fire broke out on the stage. An adjoining block of houses burnt down,

and many others damaged.

Fire broke out on the stage shortly after performance. Carcass saved;

contents burnt.

Building destroyed. Fire occurred in the afternoon.

Building destroyed. No performance had been held.

Further particulars unreliable.

Fire broke out in the gallery at 4.30 A.M. Stage and auditorium

destroyed; dressing rooms saved. Fire attributed to carelessness

of a smoker.

Building destroyed. Fire broke out in the upper gallery about 3 a.m.

A fireman was seriously injured.

Built 1878.

Building burnt to the ground. Fire occurred in the evening

between two performances.

Cause unknown. No lives were lost.

Five broke out on the stage at 11 P.M. an hour and a half after per-

formance. Nothing saved. Several adjoining houses damaged.

Built 1887. Fire broke out on stage at 7 A.M. Building destroyed

and nothing saved. Several adjoining houses damaged. No fatali-

ties or accidents.

Building completely destroyed. Cause of fire unknown.
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MODERN

OPERA HOUSES AND THEATRES,

DATE OF FIRE.

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS,

1891—Jan. 2 ,

1891—Jan. 20

1891-—Feb.

1891—Feb.

1891—Mar.

1891—DMar.

18g1—Mar.

1891-—Mar.

1891-—April

1891—April

1891—April

18g1—May

18g1—May

1891—May

18g1—June

12

24

16

17

18 os

24

3

157,

30

12

21

31

10

18g1—July 5

1891 — July

1891— July

1891—Sept.

1891—Sept.

1891—Sept.

1891—Sept.

1891—Sept.

1891—Oct.

1891—Oct.

1891—Oct.

1891—Oct.

189g1—Nov.

1891—Nov.

1891— Nov.

1891—Nov.

1891—Nov.

10

17

2

1c .

23.5

24-25

26

New York .

WINONA (U.S.A)

REMSCHEID

(Germany)

EVANSVILLE

(U.s.A.)

FOWLERVILLE

(U.s.A.)

SHERBURNE

(U.5.4.)

Jovrer (v.s.a)

Ystap (Sweden)

LEssINES

CHicaco

SCHWEDT

(Germany)

Piavo {u.5.5.)

STAFFORD SPRINGS

(u.s.a)

NASHVILLE

(u.s.A.)

BALTIMORE

St. Pave.

LINGRAS

(Philippines)

WYOMING .

Buenos AYRES .

RocHEFORT .

MEewmrHIS (U.S.A)

LuBEck

Liverpool.

GranD Forks

(u.s.A.)

LANCASTER

(C.8.a.)

LACROSSA .

BAYONNE (U.s.A.)

CHARKOW .

SYRACUSE (U.S.A.)

BALTIMORE

OLDENBURG .

St. ABERNS .

FirrH AVENUE THEATRE

Tue Orera House .

GeErMANIA HALL .

PeopLE’s OPERA HoUsE

Taz Orvera House .

Tue Opera House .

Tue Opera HOUSE .

MunicipAL THEATRE.

..1 Tue THEATRE .

HAYMARKET THEATRE

SuMMER THEATRE (1)

Tue Orzra House .

EatoN’s Opera House .

BuckINGHAM THEATRE .

ConNcorbpiA OPERA House .

Park THEATRE (formerly the

HARRIS THEATRE)

Tue THEATRE.

Tae: Orvera House .

TEATRO SAN MARTINO .

Tur THEATRE.

Tre Tueaman.

VARIETY THEATRE

GAIETY THEATRE (now EMPIRE)

Tue Opera Housk .

Tue Orera House .

GERMANIA THEATRE .

Newark WINTER Crus House

SuMMER Tivort THEATRE .

STANDARD THEATRE .

Music Haris

Court TuraATrE .

WavugH's OPERA HouSE

Opened December 1873. Fire broke out under stage at 11.45 P.M,

directly after performance. First seen by watchman going his

rounds. Nothing saved. The adjoining hotel much damaged as

well as Hermann’s Theatre. No one killed ; several firemen injured.

Burnt down at the close of the evening performance.

Nothing saved.

Cause unknown.

Fire broke out in the early morning. Nothing saved. Cause of fire un-

known. An actor and two actresses, living on the premises, burnt.

Fire began on the stage at 6 aM. Caused by defective electric

installation. Nothing saved. Several adjoining houses burnt.

Burnt down together with post office, express office and several blocks

of houses.

Fire broke out late at night. Nothing saved. Adjoining factory

destroyed.

Fire broke out in the early morning; a number of adjoining buildings

destroyed.

Built 1886, Fire broke out on the stage after the evening performance.

Many houses were damaged, together with the post office. The

caretaker and family narrowly escaped.

Fire commenced during the performance.

A great panic ensued ; several

killed and many injured.

Building destroyed.

Building entirely destroyed.

Building burnt as well as several adjoining houses.

Building burnt with several adjoining houses.

Fire broke out at night. Nothing saved.

Theatre closed for the summer. Cause of fire unknown.

Built 1872. Fire broke out at 2 a.m, after performance.

Nothing saved. No one killed or injured.

Cause unknown.

The building was of wood. Fire broke out during the evening perform-

ance. Caused by an accident with a petroleum lamp. Nothing

saved. Forty-six killed; many injured.

Fire broke out at daybreak. The building burnt, with a complete block

of houses and post office. Cause of fire unknown.

Fire commenced on the stage at 7.30 P.M, just after entrance of public.

Caused by a gas explosion which partly shattered the iron curtain.

No fatalities, but six of the audience and sixteen artistes injured.

Fire began after the performance. The building was destroyed with

the Hotel Rochelle and several other houses. Two people were

injured.

Fire broke out early in the morning after a performance.

Building

completely destroyed.

Fire broke out during the performance.

Nothing saved. A great panic

ensued, but only few were injured.

Opened about 1860. Fire commenced at 8 AM. in upper part of

stage. Gallery entirely destroyed and other parts of the building

seriously damaged.

Fire broke out on stage at 8 A.M. Flames first seen coming through the

roof. Practically nothing saved. Five adjoining houses destroyed.

No lives lost.

Cause of fire unknown. Several houses burnt.

Building destroyed.

Built 1888. Fire broke out just before performance, after some of the

public had been admitted. The act-drop caught fire. Nothing

saved. Several houses also burnt. No one injured.

No performances being given.

Building and contents destroyed. No

lives lost.

Fire broke out during the night. Several adjoining houses burnt.

Building struck by lightning. Several people killed.

Opened December 8, 1881. Fire broke out at midnight, two hours after

performance. A burning fortress had been represented on the

stage. Origin of fire not known. Nothing saved. No lives lost.

Fire broke out at 12.30 P.M.

other buildings.

saved.

The theatre was destroyed, with several

Fire originated in adjoining premises. Nothing



RECORD “OF FIRES.

DATE OF FIRE.

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS.

1891—Dec. 9

18g1—Dec. 28

Datos

1892—]Jan. 11

1892—]Jan. 16

1892—]Jan. 22

1892 —Jan. 24

1892—]Jan. 25

1892—Jan. 25

1892— January

1892—-January

1892—Feb. 13

1892—Feb. 17

1892—Feb. 20

1892—Feb. 22

1892—February .

1892—LF ebruary

1892 —Mar. 1

1892—Mar. 3

1892—Mar. 10

1892—March

1892— April 11

1892—April 27 .

1892— April 28 .

1892— April 30 .

1892— April 30 .

1892— April

1892—May 1

1892—May 14

189g2—May 17

1892—May 13

1892—May 20

1892—May 28 .

1892 —May 23

1892—May 31

11.—4 E

BREMEN

GATESHEAD

CLEVELAND

(u.s.a.)

GEORGETOWN

(u.s.A.)

WaNsaw (U.S.A)

LEIrzic

KONIGSBERG

CoLuMBUS

MoNTLUCON

(France)

BincHI

BRUSSELS .

NEw ORLEANS .

Jest (Italy) .

WILLEM (U.S.A.).

CAPETOWN

Brepa (Holland)

Tue Hacur.

LEerrzic

LEYDEN

OXFORD

TRIESTE

Toxo

PHILADELPHIA

VIENNA

Troves (France)

LEADVILLE

STOCKTON

WINNIPEG

HAZLETON (U.s.A.)

LEerrzic

Brix .

LLANSFORD (U.S.A.)

WELLINGTON

(U.S.A)

L1vErPOOL

STRALSUND

Music Harn

RovAaL THEATRE (now QUEEN'S)

Jaco THEATRE .

McCreLLoN Opera Housk

Tue Opera House .

Mosic Hat. ©. 0 2»

Louis SUMMER THEATRE

METROPOLITAN OPERA HOUSE

THueaTrRE at the Annual Fair

Municipal, THEATRE

ALHAMBRA THEATRE.

WENGER'S Music Harr

TeAaTRO LEONE

Tur Orera House .

Turarre Rovai .

Tue THEATRE .

Tre TuEATRE .

SUMMER THEATRE

Tune THEATRE.

NEw THEATRE

TEATRO PoOLITEAMA .

Tne THEATRE.

GRAND CENTRAL THEATRE (11)

THEATRE in the Praterstrasse

Circus

Lrep's Variery THEATRE .

Tur Tuearre.

Princess’ OrEra House

Granp Opera House (11)

Diorama in. Crystal Palace

STROHSCHNEIDER'S AMPHI-

THEATRE

Tue Orera House .

Tae Orera House .

Orymria (Circus) .

Crus THEATRE

Fire broke out at 1 p.M. Some bazaar stalls had been erected, lighted

by petroleum, one of which caught fire. No one injured.

Built about 1882. Slight fire, caused by smoking, in the gallery.

Thirteen people were killed through panic.

Building destroyed.

Fire broke out at 10 AM.

hotel, were destroyed.

The theatre, with several houses and an

Fire broke out early in the day, when there was no performance.

Caused by fault in the heating apparatus. A whole block of houses

destroyed.

Fire broke out before noon, when no performance was being given.

A wooden building. Fire broke out in the early morning, and quickly

spread over the whole building. Probably caused by some defect

in the heating apparatus.

Burnt during the morning; no performance had been held. An adjoin-

ing block of houses destroyed. The fire did not originate in the

theatre. Several people injured.

Cause not known.

No one killed, but many injured.

Fire broke out on the stage during the performance.

Believed to be a case of arson.

Building destroyed. Eighteen people killed.

Fire due to an explosion during the performance. Eighteen injured.

Fire began during the evening, and destroyed a large number of

business premises as well as the theatre.

Fire broke out during performance, causing a great panic. The fire was

confined to the theatre, and the adjoining houses were but slightly

damaged.

Fire. occurred ‘at night.

Fire began during the evening performance. Practically everything

destroyed. The flames spread to adjoining Freemasons’ lodge and

the Registrar's office. No loss of life.

Fire broke out during the performance. One life lost.

Fire occurred after the performance; one machinist injured.

Fire broke out at midnight. Attributed to arson.

No previous per-

formance.

A panic caused during the performance. Three of the chorus and

several of the audience injured.

No

Fire broke out soon after midnight, doing considerable damage.

lives lost.

Fire caused by gas explosion during performance ; two persons burnt.

No

Fire broke out in a private house, destroying a part of the town.

performance at the time.

Built 1883. Fire began on the stage shortly before the rise of curtain,

causing a great panic. There were few people in the auditorium,

but a large number on the stage. Several adjoining houses and

an hotel were burnt. The old adjoining Walnut Street Theatre

damaged. Fourteen killed, seventy men and boys injured.

Fire broke out in the roof about 1 A.M. Building destroyed. Cause of

fire unknown; probably a case of arson. Six actors killed and

many of the public; seventy badly injured, fifty slightly.

Fired by anarchists at night, after a meeting held by them on the eve

of May 1. An adjoining house also burnt.

Fire broke out under the stage. The theatre and a block of houses

destroyed. One woman and one child burnt.

Building burnt down.

Fire began under the stage at 2 A.M. Building destroyed; none of the

contents were saved. A block of eighteen houses also burnt.

Fire broke out in a dressing room early in the morning. No perform-

ances were being given. Nothing saved, and several adjoining

houses were destroyed.

Fire broke out during the evening.

Wooden building. Burnt in the afternoon when no performance was

being given. Believed to be due to arson. Nothing saved.

Fire commenced at noon. Building destroyed, and several adjoining

houses and a school burnt.

Building damaged in a storm which set fire to it. Number of killed

unknown.

Opened 1891. Burnt down at 11.30 p.m, after performance.

constructed principally of pitch-pine. No lives lost.

Building

. | Fire broke out in the evening, doing considerable damage.
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MODERN

OPERA

HOUSES: AND: THEATRES,

DATE OF FIRE.

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS,

1892—May

1892— June 1

1892—June 25

1892—]July 5

1892— July 9

1892—]July 17

1892— July 19

1892—Aug. 19

1892—Aug. 26

1892—Sept. 2

1892—Sept. 12 .

1892—Sept. 22

1392—Sept. 26 .

13092—Nov. 3

1892— Nov. 7

1892—Nov. 25

18g2— Dec. 21

1892—December

1892—December

1893—Jan. 18

1893—Mar. 9

1893—Mar. 30

1893— April 2

1893—April 17 .

1893— April .

1893—May 30

1893— June 3

1893—]June 6

1893— July 13

1893—Sept. 4

1893—Sept. 19 .

1893—Sept. 21

1893—Nov. 24 .

1894—Jan. 2

1894—]Jan. 27

1894— Feb. 5

1894—March

1894—April 9

ANTWERP

CASTELLAMARE .

BIRKENHEAD

SAN Jost (u.s.A.)

ST. JoHN’S

(Canada)

SYDNEY

Corpova (Spain)

Bierra (Italy) .

NEw York .

Buenos AYRES

Paris

Hamsurac

CONSTANTINOPLE

LUXEMBURG .

KIEL

Lizcoww .

GOTHENBURG

ANTWERP

BERLIN

AMSTERDAM .

Savona (Italy) .

ANDERSON (U.S.A.)

LisBoN

F REDERIKSHAVEN

Kamer (China)

SHEFFIELD

SCHWEDT .

Nimes (France).

Oviepo (Spain)

OSTEND

CANTON (U.S.A.)

EASTBOURNE

CoLuMBUS (U.S.A.)

Boston (u.s.A.) .

RocHDALE

HomeL (Russia)

WARSAW .

MILWAUKEE

(U.s.A.)

Circus

TEATRO VITTORIO EMMANUELE

TueatrRE Rovar (1m).

CALIFORNIAN THEATRE .

ATHENZUM THEATRE

TaEaTrE Rovar .

Tue THEATRE

TEATRO SOCIALE. .

MEeTROPOLITAN OPERA HOUSE

TEATRO SAN MARTINO .

Treiree Cruny ..

THEATRE in Arsenal Place

Frenca THEATRE.

MunNiciPAL THEATRE

Municipal. THEATRE

Trearre Bova .

Tae THEATRE.

Tar Taare .

CroxnstaADT Diorama

Circus THEATRE .

TeaTRO COLOMBO .

Doxey THEATRE (11)

THEATRE Bijou

Casino Turarre .

Tae TaeaTRE .

STACEY'S THEATRE

SuMMER THEATRE (11)

ScaLA THEATRE

THE THEATRE .

EDEN THEATRE

Tae Orera House .

THEATRE RovaL (1) .

Tre THEATRE .

GLOBE THEATRE (111)

TuEATRE Rovar -.

Municipal THEATRE.

SMaLL IMPERIAL THEATRE.

Tre THEATRE .

Date uncertain.

Built of wood. Fire occurred at night, after the performance.

and contents completely destroyed. No lives lost.

Built 1866. Fire broke out at midnight on the stage. Scenery and

roof damaged to the extent of £150, and building to extent of

4200. A watchman on the premises night and day.

Burnt, together with a large hotel and several private houses.

Building

Building destroyed with a large part of the town.

Fire broke out in early morning. Body of house quite destroyed.

Stage saved. : |

Fire broke out immediately after the performance.

A number of the

audience were burnt.

Fire occurred after the performance. No lives lost.

Opened October 1883. Fire commenced at 9.30 A.M., under the stage.

Facade of building and offices saved. The fire-proof curtain was

not lowered. Several artistes injured.

Fire occurred at 7.30 p.m, during the performance, just after the cur-

tain had risen. Not many people present. Sixteen injured.

A fire broke out just before the rise of curtain for afternoon performance.

No lives lost. Fire caused by gas explosion igniting the scenery.

Panic prevented through the presence of mind of the manager.

Fire began at 7 aM. Cause unknown.

Built 1883. Fire broke out above the stage at 10 A.M.

Facade, foyer

and offices saved. No one killed.

Fire occurred during the performance. Over fifty persons were injured.

Fire broke out about 9 p.M., during the performance, which was continued

after the fire was extinguished.

Fire discovered at 8.15 A.m., but must have been burning for hours.

Nothing saved. Cause unknown.

Built 1816.

injured.

Building burnt down. Nothing saved. No one killed or

During the performance a steam pipe exploded. Many persons injured.

Building destroyed.

An explosion occurred in the heating apparatus, and damaged small

part of theatre... No fire.

Fire incurring considerable loss.

Rebuilt 1885. Fire broke out on stage at 6.40 p.m.

destroyed with contents.

ing room.

Particulars unreliable.

Theatre proper

Caused by a lighted cigar left in dress-

Fire broke out at 2 A.M, after performance.

ness with matches. Nothing saved.

Caused through careless-

Large fire, causing considerable damage.

Over 2000 people are reported to have been burnt.

Built about 1881.

unknown.

Fire broke out at 3.35 A.M., after performance. Cause

Everything destroyed.

Building destroyed.

Fire incurring extensive damage.

Building burnt down.

Building destroyed.

Fire broke out during the performance.

the stage.

down.

Caused by fireworks used on

The Park Theatre adjoining and an hotel were burnt

Ten persons killed and twenty injured in the panic.

Fire occurred during the performance from an explosion in producing

lightning. A small portion of scenery was destroyed. Three

persons injured.

. | No particulars obtainable.

Built in 1867. Fire broke out at 1.15 A.M., two hours after perform-

ance. Probably caused through electric wire in basement. Very

little saved. Two firemen injured.

Fire broke out at 6.16 AM. Pit, gallery and circles burning when

discovered. Only carcass saved.

Fire broke out during the performance. Panic prevented by energy of

police officers, who threatened to shoot down the first person who

did not leave quietly.

Operatic stage. No further particulars available.

The building burnt, together with the Davidson Hotel. Sixteen killed.
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DATE OF FIRE.

NAME OF TOWN.

NAME OF THEATRE.

PARTICULARS.

1894—]June 10

1894— June

1894—July 11

1894— July 14

1894—Aug. 18

1894—Aug. 25

1894—Sept. 6

1894—Sept. 7

1894—Sept. 28 .

1894—O0ct. 29

1894—Nov. 18

1894—Dec. 28

1894— Dec. 30

1895—]Jan. 10

1895—]Jan. 16

1895—]Jan. 16

1895—LFeb. 9

1895—Feb. 25

1895—Feb. 25

1895—Mar. 1

1895—Mar. 24

1895—May 3

1895—May 4

1895—May 14

1895—May 29

1895—June 6

1895—]June 16

1895—July 24

1895—Aug. 1

1895—August

1895—Sept. 1

1895—Sept. 9

1895—Oct. 6

1895—O0ct. 9

1895—0ct. 9

CASTELLAMARE

LirucaMAjOR

(Spain)

BrusskLs

R10 DE JANEIRO

MESSINA .

READING .

Rupa-GozEWSKA

(Poland)

REeapinG .

LoNGTON .

St. Louis (u.s.A.)

Kurais (Cauca-

sus)

WORKINGTON

ANNEcy (France)

SOUTHEND

MARION (U.S.A.) .

MILWAUKEE .

Bern

Paris .

LEGNAGO

(Ireland)

GLASGOW .

NEw YORK .

Tura (Russia) .

DEWSBURY

RoME .

BEVERLY (U.s.A.)

New YORrRk .

New York .

Bonn (Germany)

FENNIMORE

(u.s.A.)

Dijon

BurraLo .

West BroMwicH

Monte VIDEO

Kansas City

Evr1zABETH (U.S.A.)

|

Tae THEATRE .

Tur TreATRE .

Paras p’Ere Music Hay

THEATRE PoLITEAMA

TEATRO ARENA BELORO

Rovar, County THEATRE .

Tur Turarere.

CAMBRIAN THEATRE .

QueeN’s THEATRE

LuNDBERG’S VARIETY THEATRE

MunicipAL THEATRE.

Taz Pusiic Hay

THE THEATRE .

ALEXANDRA THEATRE

SweeTER'S OPERA Housk .

MunicipAL THEATRE.

THE THEATRE .

CasINO DE Paris .

Tue TreaTrE .

TueaTRE RovaL (v).

UNITED STATES THEATRE .

KREMLIN GARDEN THEATRE

THEATRE Rovar .

PorLitEAMA ADRIANO

Leravour Opera House

Proctor’s THEATRE .

Jacow’s THIRD AVENUE THEATRE

ReicHsHALLEN THEATRE.

Taz Orera House .

Casino THEATRE .

AcapEMy or Music .

Tuearre Bovar

TzaTtro PouaTEAMA

TaEATRE COMIQUE

Drak Opera House

Fire attributed to arson.

Building destroyed. Date uncertain.

Fire broke out at 3.40 a.m. after a performance.

Building destroyed,

and nearly all the adjoining houses damaged.

Fire broke out in the wings between 9 and 10 P.M. during the per-

formance, through the scenery being too near the gas. Nothing

saved. Several adjoining houses burnt. A few people injured.

No particulars available.

Built of wood. = Fire occurred at 3.45 am. The theaire was struck

by lightning, and only the vestibule and bars were saved. Adjoining

stables considerably damaged. One fireman injured.

Fire attributed to arson.

Fire occurred at 2 p.m. Building of wood. Totally destroyed, only

small portion of costumes saved.

Built 1387. Fire occurred at

wardrobe, etc., only, saved.

Rebuilt March 1894. Time of fire, 4 A.M. Building totally destroyed,

and adjoining boarding-house burnt down, where one person was

killed and three were injured.

Built 1888.

74M. Building gutted. . Portions of

Building burnt down.

Fire started between 4 and 5 a.m, and destroyed the whole building.

Adjoining house and shops also burnt.

Fire caused through a defect in the heating apparatus. Auditorium

destroyed. No one killed or injured.

Time of fire 2 A.M.

and box office.

Building completely destroyed, except entrance

Caused by smoking in gallery.

Fire broke out during the performance. Caused by fall of curtain

breaking a gas pipe. Building totally destroyed.

Fire broke out at 11.25 P.M, and completely gutted the building.

Caused by light from temporary chandelier erected in centre of

stage igniting the scenery.

No particulars forthcoming.

Fire broke out at 11.30 P.M. Two performers were injured.

Fire occurred subsequent to a carnival ball,

Building destroyed.

Built 1880. Fire broke out at 6.30 p.M., before the performance, and

destroyed the auditorium, roof and stage. Adjoining stables also

damaged.

and spread rapidly.

Fire broke out in the evening. The building was totally destroyed.

Believed to be the work of an incendiary.

Costumes destroyed. Small fire.

Fire originated in one of the dressing rooms at 6.30 p.m. through

sparks igniting baskets of wool. Stage, scenery and dressing rooms

destroyed.

Fire started at 5 aM. The theatre, built of wood, was entirely

destroyed, with four large adjoining buildings.

Fire commenced in the early morning. The theatre was totally destroyed,

and adjoining shops damaged.

Fire broke out at 11.15 P.M. in woodwork of roof. The latter was

destroyed.

Built 1877. Fire broke out at midnight, when the theatre was closed.

Originated on the stage. The building completely destroyed, like-

wise several adjoining houses.

Fire caused by lamp. Many injured in a panic.

Caused by carelessness with matches. Adjoining premises damaged.

Fire broke out under the stage about 2 A.m., after perform-

Built 1852.

Building utterly destroyed. Three houses badly damaged.

ance.

Fire started in manager's bed-room about 12.40 A.M., after performance.

Building gutted. One fireman injured.

Fire commenced in flies during performance about 10.30 P.M. The

building, which was of wood, completely destroyed, and a printing

house adjoining burnt. Several persons injured in panic.

Fire broke out at 2.45 A.M., after performance, when building was com-

pletely destroyed, and one house badly damaged. One man killed.

Fire caused by rockets during performance. Several women slightly

burnt.
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DATE OF FIRE.

MODERN

NAME OF TOWN.

OPERA

NAME OF THEATRE.

HOUSES AND THEATRES.

PARTICULARS.

1895—Oct. 13

1895—Nov. 5

1895—Dec. 4

1895—Dec. 9

1895— Dec. 27

1895—Dec. 27

1896—Jan. 20

1896— Jan. 26

1896— Jan. 28

189g6—Feb. 8

1896—F eb.

1896—Feb. 15

1896—Feb.

189g6—Mar. 4

1896—Mar. 23

1896— Mar. 27

1896-—April 3

1896—April 25 .

1896—- April

1896—May 21

1896—May 27

1896—May

1896— July 20

1896— July 21

1896— July 21

1896— Aug. 2

1896—Aug. 7

1396—Sept. 3

1896—Sept. 5

1896—Sept. 9.

1896—Sept. 28 .

1896—Sept. 30 .

1896— Oct. 25

189g6— Nov. 3

DuLutH (U.s.A.)

DECATUR (U.s.A.)

BUCHAREST

PARKERSBURG

(0.8.4)

BELFAST

BALTIMORE

EKATERINOSLAV

Sr. JOHNSBURY

(U.5.4.)

LoNDoON

McK EESPORT

(u.s.A.)

MuNicH

Kiev

TorLEDO (U.S.A.)

Paris .

Buenos AYRES .

SPRINGFIELD

(u.s.A.)

SARATOGA (U.S.A.)

CriprLE CREEK

{U.5.4)

MAco~ (France)

AMSTERDAM

(U.s.A.)

Newport (Mon.)

CorbpoOVA .

HENDERSON

{v.s.4)

Terre HAvuTE

(u.s.A.)

Boston

SPRINGFIELD

(U.s.A.)

Niagara FaLLs

SYRACUSE

{0.5.4.)

BenTON HARBOUR

(U.s.A.)

MonTEREY (Mex.)

Tunis .

ABERDEEN

MILFORD

(u.s.A.)

Sr. Lous

{u.s.a.)

TempLE OPERA HOUSE .

Power’s GRaND OPERA HOUSE

THEATRE LYRIQUE

AcapEmy oF Music .

EMPIRE THEATRE .

FRONT STREET THEATRE

KorvrLorr Circus

Howe Opera House

CaMmBRrIDGE Music HaLL

ALTMEYER THEATRE .

GERMAN THEATRE

NATIONAL THEATRE .

CoLringwoop Music HALL.

AwmBicu CoMmIQUE (11) .

CERVANTES THEATRE

GraND Orera House

Purnam Music HALL

Hovraxp Tuearne .

CONCERT THEATRE.

NEerr OPERA HOUSE.

VicToriA THEATRE

Tur TrEATRE .

Park THEATRE

NayvrLor’s Opera Housk

PavLace THEATRE

Music HaLL

Pare THEATRE

WiETING OPERA HOUSE.

Yoxe's OpERA HousE

ProcrESSO THEATRE .

PorLitEaMA TuNiIsINO

PeoPLE’s PALACE OF VARIETIES

Lycium THEATRE

Gi1.oBe THEATRE .

Built 1890. Fire, caused by explosion, started at midnight after per-

formance, burning everything except front wall, which was fireproof.

Several small adjoining buildings burnt.

Fire broke out at 9 p.M. No performance. The theatre and whole

block totally destroyed, together with seven houses. The work

of an incendiary.

Fire started at 1.30 A.M. after performance. Building totally destroyed.

Particulars unreliable.

Fire commenced about 5.15 A.M., caused by spark from electric light

apparatus. Dressing room wing and engine house destroyed.

Auditorium not damaged.

Panic caused by flare of gas in auditorium, during performance.

Damage slight, but twenty-two killed, forty-five injured.

Building entirely destroyed by fire, which broke out in a dressing room

during afternoon performance through an explosion in heating

apparatus. Forty-nine killed in panic.

Totally destroyed by fire. Began in the Avenue House Hotel ad-

joining, which, with a block next to the Opera House, was also

burnt.

Building totally destroyed through fire originating in bar on top balcony

at 9 AM. A performance had been given the previous night.

Artistes’ clothes and musical instruments, etc., saved.

Destructive fire; broke out at 4 A.M. Said to be caused by defective

electric wire. One person killed.

In course of construction. Considerable damage done.

Building totally destroyed by fire, commencing in dressing room shortly

after performance.

Fire broke out in early morning, causing serious damage.

Fire started as audience was leaving. Building totally destroyed.

Built 1884. Building totally destroyed by fire, originating at 11.30 P.M,

after performance.

Fire broke out under the stage between 3 and 4 AM. A building

adjoining, paint store, a printing office and several stores in the

block damaged.

Built 1804. Fire broke out at 1 P.M. Cafised by overturning a stove

in adjoining building. Nothing saved. Twenty-five blocks damaged.

Built 1882. Totally destroyed by fire commencing in flies. Adjoining

hotel damaged.

Very destructive fire ; broke out at 1.30 A.M.

and offices damaged.

Five neighbouring houses

Particulars not available.

Built 1893. Fire broke out at 2 A.M. in adjoining building. Theatre,

with Barrett Hotel, destroyed.

Built 1870. Fire commenced at 9 p.m. Building totally destroyed.

New hotel, three stores and two saloons adjoining burnt.

Fire broke out in wardrobe room on fourth floor, due to electric wires.

Two firemen injured. Damage not considerable.

Built about 1830. Fire broke out at 3.30 p.m

Building and contents destroyed.

Theatre not in use.

Fire broke out at 1 aM. Building totally destroyed.

restaurant and hotel damaged.

burnt down a year before.

A bazaar,

Theatre just rebuilt, having been

Built 1881. Fire began at 2.15 AM. Building completely gutted.

Cause unknown.

Fire broke out at midnight.

neighbouring stores, etc., burnt.

walls.

Building completely destroyed. Six

Eleven firemen killed by falling

Building totally destroyed. Cause of fire unknown.

Building totally destroyed. Theatre built entirely of wood.

Built 1885-6. Fire commenced in the flies at 7.30 p.m, after admis-

sion of the public. Building totally destroyed. Five killed and

thirty injured in the panic.

Fire broke out at 3 am. Building totally destroyed. Milford Reading

Room damaged.

Garnier

Manager sustained

Fire broke out about 3.a.M. Commenced at back of stage.

Hotel, in rear, suffered considerable damage.

fatal injuries.
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DATE OF FIRE,

NAME OF TOWN,

NAME OF THEATRE.

PARTICULARS,

189g6—Nov. 10

189g6— Dec. 13

1306—Dec. 17.

1896—Dec. 21

1896—Dec. 24

1896— Dec. 26

1897—]Jan. 7 .

1897—]Jan. 17

1897—Feb. 27 .

1897—February .

1897—Mar. 7.

1897—DMar. 8

1897—May 3

1897—May 4

I.—4 F

Rome

Rostorr (Russia)

Pirrssurg

(U.S.A.)

NEw Brunswick

ANDERSON

PuTNAM (U.S.A)

PrrTsBURG

WINNIPEG

Jackson (u.s.A.) .

(QUANTON (China)

INDIANAPOLIS

~ BETHLEHEM

(v.s.A.)

Prrissorc

Paris

Arnaviees Tupamee. 0 0

THEATRE in Park Gardens

Sumwer: TaeaTee oc

Arven Toearse 0.0,

Doxev Orena House.

Campeerr’s Orera House.

Epex Muskie (Variety Theatre)

GranD Opera House . .

Hisgarp Opera House |. .

PERFORMANCE IN A TEMPLE

Pace Tuparne 0 vn

Bijou. ‘Lunesree. . ..- .

DuqQuesNE THEATRE

TemPorRARY THEATRE, in the

Rue Jean Goujon (known as

the Charity Bazaar)

Fire began in the night. Building totally destroyed. Cause unknown.

Building totally destroyed, with contents.

Fire started at 2.15 A.M. Caused by explosion of American cylinder in

ice-skating plant. Building totally destroyed. Schenley Park Bridge

damaged. Several persons slightly injured.

Built 1872. Tire commenced in vear of stage at 12.20 AM. Total

destruction of building and contents. A two-story house next to

the theatre and other buildings in same block damaged.

Building destroyed. Several small stores damaged.

Fire broke out at 1 A.M,

Built 1896. Fire commenced at 2 a.m. Building and contents totally

destroyed. Hotel adjoining theatre flooded.

Built 1333.

after performance.

Building totaily destroyed. Fire broke out at 7.15 p.m,

Originated from furnace.

Fire broke out during the performance. 320 men, women and children

killed. Date of fire doubtful.

Fire began about 7 o'clock in box office. Caused by fusion of electric

wire. Building and contents destroyed. One woman injured.

Fire broke out in one of the dressing-rooms at 9 p.M. Building burnt

to the ground. Nothing saved. A case of incendiarism.

Destroyed, with a number of adjoining buildings.

Built some weeks previously, of wood. Fire commenced during after-

noon, whilst hall was being used for a charity bazaar. Outbreak

caused by working cinematographe in annexe. Great panic;

124 killed and many injured. Building entirely destroyed.

TEMPORARY THEATRE, PARIS (KNOWN AS CHARITY BAZAAR).

GENERAL VIEW AFTER FIRE.

Fic. 2.

Destroyed MAY 4, 1897.



OPERA HOUSES AND THEATRES,

120 MODERN

LIST OF FIRES

ARRANGED

ACCORDING TO LOCALITY.

AARHUUS Old Vennelyst Theatre, Sept. 1, 1800. BERLIN. Court Theatre, July 29, 1817— Circus Richter,

ABERDEEN People’s Palace of Varieties, Sept. 30, 1396. 1826—Circus De¢jean, 1836—Royal Opera

ABO Municipal Theatre, March §, 1881. House, Ang. 18, 1843—Kroll's Theatre,

AHMEDNUGGUR The Theatre, May 171, 1873 Feb. 1, 1851—Circus Renz, Nov. 28, 1853

ALABAMA Trays Opera House, July 1, 1800. —Circus Herzog-Schumann, Sept. 22, 1875

ALBANY Academy of Music, Jan. 29, 1868—Martin’s Hall, —Urania Theatre, June 20, 1879—National

March 11, 1872—Tweddle Hall Theatre, Theatre, April 4, 1883—Cronstadt Diorama,

Jan. 16, 1883 — Opera House, March 8, Dec. 180s.

1885. Bern Circus Ulrich, ‘April 13, 1875—The Theatre,

ALDERSHOT . Theatre Royal, Feb. 8, 1330 Feb. 9, 130s.

ALESSANDRIA Teatro Gra, Nov: 16, 1870. Berwick (U.s.A.) . The Opera- House, April 2, 1337.

ALGIERS Théatre de Ia. Perle, Nov. 21, 1870—Thédire BETHLEHEM . Hildenberg's Opera, Feb. 10, 1374— Bijou

ALTOONA (U.S.A) .

AMESBURY

AMSTERDAM .

AMSTERDAM (U.S.A)

ANDERSON

ANGERS g

Annecy (France) .

ANTWERP

ARAD

ARCHANGEL .

ATHENS

ATLANTA

AUGSBURG

Augusta

AVIGNON

Bama .

BALTIMORE

BARCELONA

BARMEN

Batu

Bay City

BAYONNE (U.s.A.)

BEDARIEUX

BELFAST

BerieviLiE

Benton HARBOUR

(u.s.A.)

BERDITSCHEW

BeriNGER CITY

National, March 20, 1332.

Slack’s Mountain City Theatre, March 5, 1880.

Merrimac Opera House, Oct. 2, 15836.

Municipal Theatre, Feb. 20, 1890 — Circus

Theatre, Jan. 13, 1803.

Neff Opera House, May 21, 1306.

Dozxey's Theatre, Nov. 5, 1834; March 30, 1393

—Doxey Opera House, Dec. 24, 1896.

Municipal Theatre, 1855—Dec. 4, 1865.

The Theaire, ‘Dec. 30, 1804.

Eden Theatre, Oct. 26, 1885—The Alhambra

Theatre, Jan. 1, 1388—The Circus, May

1302—The Theatre, Dec. 1802,

The Theatre, Feb. 13, 1383,

Municipal Theatre, June 1331.

Phalera Theatre, April 7, 1881—Small Court

Theatre, Aug. 5, 1334

Davis Theatre, May 28, 1369.

Sartor's Theatre, Oct. 13, 1303.

Opera. House, Nov. 30, 1831; Apnl 1, 1833;

Feb, 12, 1887 — Granite Hall, Dec. 30,

1890.

The Theatre, January 23, 1846; Oct. 12, 1875.

Teatro Boma, Dec. 1330.

Front Street Theaire, Jan. 3, 1838; Dec. 27,

1895—Cook’s Circus, Feb. 3, 1838—Holli-

day's Street Theatre, Sept. 10, 1373

American Opéra. Comique, Dee. 12, 1373

—Opera House, Oct. 13, 1874—Adelphi

Theatre, June 22, 1876—Arlington’s Variety

Theatre, Nov. 3, 1882; Theatre in Masonic

Hall, Dec. 25, 1890 — Concordia Opera

House, June 10, 1891—Music Hall, Nov.

23, 1391,

Lyceum Theatre, April 9, 1861—Teatro Ristori,

May 7, 1863—Teatro Coliseo, May 7, 1863

— Circus, May 7, 1863 — Teatro Massini,

Oct. 31, 13832—Spanish Theaire, Nov, 18,

1880.

Municipal Theatre, Nov. 25, 1375.

The Theatre, April 13, 1362.

The Opera House, Jan. 17, 1836.

Newark Winter Club House, Oct. 28, 1891.

The Thenive,- July 2, 1843.

Theatre Royal, June 8, 1881—Empire Theatre,

Dec. 24, 1393.

The Opera House, April 27, 1380.

Yoxe's Opera House, Sept, 3s, 1396.

Circus Castali, Jan. 13, 1833.

The Opera House, Sept. 23, 1377.

BEVERLEY (U.S.A.)

Bierra (Italy)

BincHi .

BIRKENHEAD .

BIRMINGHAM .

Bismark (U.S.A)

BLACKBURN . .

Brack RIVER (U.s.A.)

Pivra .

Bocuum

Borocna

BovrTon

Bonn

BorDEAUX

Boston

BouLocNE

Bources

Bowring GREEN

(U.S.A)

BRADFORD

BRADFORD (U.S.A.) .

Braiva .

BRANDENBURG .

Brepa (Holland) .

BREMEN

BRrESLAU

Brus .

BREWSTERS

BRIDGEPORT (N.A.)

BricurTon

BroMBERG

Theatre, March 8, 139.

Lefavour Opera House, May 29, 1895.

Teatro Sociale, Aug. ig, 1592.

Municipal Theatre, Jan. 1892.

Theatre Royal, - April 16, 1390;

1892.

The Theatre, lam. 7, 1326,

Old Opera House, March 23, 1890.

Star Theatre, Sept. 29, 1573.

Poo’s Opera House, Fel. 19, 1800,

The Theaire, Feb. 13, 1353.

The Old Theatre, May 135, 1336.

Politeama Sparadi, Sept. 1889.

Temple Opera House (afterwards Theatre Royal),

April 15, 18382; Jan. 4, 1383.

Reichshallen Theatre, July 24, 1895.

Galeté Theatre, March 12, 1802; Dec. 16,

1819—Lyceum Theatre, Feb. 10, 1803—

Variety Theatre, Dec. 2, 1855 — Bouffes

Bordelaises, July 3, 1888—Grand Hippo-

drome, Sept. 30, 1390.

Federal Street Theatre, Feb. 2, 1798-—Bowen’s

Theatre, Jan. 15, 1803; Jan. 135, 180y—

- Howard's Athenaeum, Feb. 23, 1846—O0Ild

Tremont Theatre, March 31, 1852—Grand

National Theatre, April 22, 1852; March

23, 1863—Adelphi, Feb. 5, 1871—Buckley’s

Minstrel Hall, Nov. 9, 1872—]Jourdain’s

Museum, May 30, 1873—Globe Theatre,

May 30, 1873; Dec. 1389; Jan. 3, 1S94—

Gray's Opera House, June 16, 1883—Palace

Theatre, July 21, 1896.

Municipal Theaire, Sept. 24, 1354.

Municipal Theatre, March 12, 1856; June 5, 1867.

The Opera House, Aug. 3, 1383,

June 23,

Prince’s Theatre, July 16, 18378-—Theatre of

Varieties, June 29, 1330.

Théitre Comique, Nov. 14, 1878—Academy of

Music, April 2, 1880.

The Theatre, Sept. 4, 13350.

Municipal Theatre, March 24, 1824.

The Theatre, Feb. 1392.

Luhr's Tivoli Theatre, Sept. .2, 1360; Music

Hall, Dec.. 0, 1801.

Municipal Theaire, July 19, 1863; June 13,

1371.

Municipal Theatre, March 11, 1866.

Municipal Theatre, Feb. 23, 1330.

Barnum Circus, Nov. 1887.

Mellison’s Theatre, Oct. 8, 1882.

Municipal Theatre, March 24, 1890.
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BROOKLYN (U.s.A.) .

BrooxkTon

Brinn

BRrusseLs

Brix

BUCHAREST

BupaA-PEsT

Buenos AYRES

Burrairo

BURLINGTON .

BURNLEY

Butte (U.S.A)

CACERES

Capiz

CAGLIARI

Caras.

CanaL Dover

(u.s.A.)

CANTON

CANTON (U.S.A.)

CAPETOWN

CAPE VINCENT

CARDIFF

CARLSRUHE

CARRY .

CARTHAGE

CASSEL .

CASTELLAMARE

CATANIA

CELAYA

CHAMBERY

CHARKOW

CHARLEROI

CHARLESTON .

CHATHAM

CHELTENHAM

CHEYENNE

CHICAGO

Cuirrewa Faris .

CHRISTIANIA .

CINCINNATI

Old Amphitheatre, 1848—Hooley’s Opera House,

May 12, 1865—Mrs. Conway’s Theatre, Dec.

5, 1876—King’s New Opera House, Aug. 10,

1887—Variety Theatre, June 10, 1890.

The Opera House, Dec.- 2, 1836.

Municipal Theaire,” June 23, 18370.

Thédwre Royal de la Monnaie, Jan. 21, 13353;

1866— Novelty Theatre, May 12, 1861—

New Theatre, Nov. 30, 1879—Théatre du

Prado, Feb. 7, 1881—Théatre de la Bourse,

Jan. 7, 189o——Gallery Theatre, Nov. 2, 1890

—Alhambra Theatre, Jan. 1892 — Palais

d’ Eté. Theatre, July 11, 1304.

Strohschneider’s Amphitheatre, May 18, 1892.

Theatre, Feb. 19, 1826; 1847—Circus Kremser,

Jan. 19, 1882—~Circus Sidoli, April 21, 1884 ;

Jan. 16, 1387—Théaire Lyrique, Dec. 4,

1895.

German Theaire, Feb. 2, 1347 ; Dec. 20, 1880—

Annual Fair Theatre, May 13, 1849—Hippo-

drome, June 9, 1874—Circus Herzog, Oct.

30, 1833 —Circus Franklofi, Aug. 7, 1836.

Teatro San Martino, Sept. 2, 1892—Cervantes

Theatre, March 23, 1806.

St. James's Hall Theatre, 1861; March 18, 1887

'—Music Hall, March 25, 1885—Academy

of Music, Sept. 1, 1305s,

Palmer's Opera House, June 19, 1873.

The Theatre, June 6, 1330.

McGuire's Opera House, July 23, 1888.

Variety Theatre, July 4, 1887.

Amphitheatre, July 24, 1825—Grand Theatre,

Aug. 5, 1837,

Teatro Carboni, Aug. 7, 1879.

Variety Theatre, Sept. 14, 1837.

Sells Brothers’ Circus, Sept. 2, 13873.

Chinese Theatre, May 45, 1384s.

The Opera House, Sept. 19, 1303.

Theatre Royal, July 9, 1833; Feb. 22, 1302.

The Opera House, Feb. 15, 13380.

The Theatre, December 11, 1877

Court Thenire, Feb, 23, 1347.

Gleason Opera House, Nov. 5, 1884.

New Opera House, Oct, 21,. 183,,

Circus Carré, May 7, 137s.

Teatro Vittorio Emmanuele, June 1, 1892—The

Theatre, June 10, 1304.

Teatro San Carlino, Aug. 1889—Théatre Aréne

Calypso, Sept. 4, 1890.

The Arena, April 1, 1338,

Municipal Theatre, Feb, 13, .1364.

Summer Tivoli Theatre, Nov., 10, 1391.

Théitre Casti, Oct. 21, 15383.

New Theatre, April 28, 1838.

Barnard’s Music Hall, May 12, 188s.

The Theatre, May 1, 1830.

McDaniel’s Theatre, June 27, 187s.

Rice’s Theatre, 1851—Crosby’s Opera House,

Feb.. 18370; Oct 8, 1371 — McViear's

Theatve, Oct. 8, 1571; Aug. 26, 1300

Hooley’s Theatre, Oct. 8, 1871—Dearborn’s

Theatre, Oct. 8, 1871—King’s Opera House,

Oct. 8, 1871— Olympic Theatre, Oct. 8,

1871—German Theatre, Oct. 8, 1871—Globe

Theatre, April 27, 1874—Adelphi Theatre,

July 14, 1874—Wood’s Theatre, Oct. 23,

1877; Academy of Music, Feb. 5, 1378—

Emmett’s Academy of Music, Oct. 12, 1880

—Park « Theaire,: Feb. 3, 1331—DBarnum’s

Circus, June 6, 1883— Lyceum Theatre,

Oct. 13, 1883—Windsor Theatre, April 30,

1880—Haymarket Theatre, April 13, 1501.

The Opera House, Dec. 14, 1534.

Municipal Theatre, Nov. 6, 1835.

Lippincott’s Amphitheatre, 1830 — Caldwell’s

Theage, Oct. 22, 1836 — Old American

Theatre, Sept. 22, 1842—Shire’s Garden

Theatre, Jan. 8, 1845—Wood’s Museum,

July 15, 1851—Rockwell’s American Theatre,

CINCINNATI (cont)

CLERMONT-FERRAND

CLEVELAND

COLOGNE

CoLuMBUS

CONSTANTINE

(Algiers)

CONSTANTINOPLE

COPENHAGEN . °

Corpova

CoRrRMING

CORUNNA

CREMONA .

CrirpLE CREEK

(U.s.A.)

CRISFIELD

CRONSTADT

DANBURY

DaNziG

DARLINGTON .

DARMSTADT .

Dayton

Drapwoobp

DEecATUR

DECKERTOWN

DEFIANCE

DENVER

DERBY .

Dxrvio

DEssAvu

Drrrorr

DEWSBURY

Dijon . i

DONAUESCHINGEN .

DovER (U.s.A.)

DRESDEN

DusLIN

Duruts (U.8.4.)

DUNDEE

DuraAM

EARLSVILLE (U.s A.)

EASTBOURNE .

EDINBURGH .

EGGENBURG .

EXATERINOSLAV

ELDRED (U.S.A)

ErciN (u.s.A.)

EL1ZABETH (U.S.A.)

ELLENSBURGH

EPiriES

1836 Picke’'s Opera House, March’ 22,

1866 — Academy of Music, July 12, 1866

—Robinson’s Opera House, Feb. 5, 1876.

Variety Theatre, Dec. 9, 18¢0.

Park « Theatre, Jan. 5, 1883—Opera House,

April 21, 1884—Academy of Music, June

30, 1839—Jacobi’'s Theatre, Dec. 1391.

Vaudeville Theatre, March 13, 1849—Municipal

Theatre,’ July 22, 1830 ;- Feb, ‘16, 1860

Flora Theatvte, May o, 186g — Tivoli

Theatre, June 22, 1874—Gertrudenhof Club

Theatre, Aug. 25, 1373.

The Opera House, March 2, 1883—Grand Opera

House, Feb. 20, 1887—Metropolitan Opera

House, Jan. 25, 1892—The Theatre, Now.

24, 13093,

The Theawre, Dec. ‘9, 1373.

Italian Theatre in Pera, Jan. 27, 1847; June 5,

1370—Imperial Theatre, Aug. 22, 1366

Summer Theatre, June 9, 18go—French

Theatre, Sep. 26, 1892.

Norrebroe’s Theatre, May 15. 1333 — Circus,

May 3, 1873 — Small Court Theatre,

Oet.. 3, 1534.

The Theatre, July 19, 1302.

Barry's Opera House, Dec. 14, 1884.

‘The Theatre, Jan. 4, 1364.

The Opera House, Jan. 4, 1824.

Holland Theatre, April 25, 1506.

Blizzard's Opera House, Oct. 16, 1884.

Russian Municipal Theatre, Jan. 12, 1872; Jan.

9, 13381.

The Opera House, March 20, 1334.

Apollo Circus, Sept. 5, 1845—Variety Theatre,

July 1, 1870.

Theatre Royal, Nov. 17, 1883.

Court Thenire, Oct. 24, 1871.

The Opera House, May 16, 1360.

Bella. Union Theatre, Sept. 26,

Theatre, Sept, 26, 1370.

Power's Grand Opera House, Nov. 3, 1303.

Hornbeck’s Opera House, Oct. 29, 1884.

The Opera House, Jan. 27, 1833.

Academy of Music, July 6, 1886.

Keith's Circus, March 25, 1879—Grand Theatre,

May 6, 1336,

Marionette Theatre, June 24, 1883.

Court Theatre, March 7, 13833.

Olympic Theatre, Jan. 23, 1869— Grand Theatre,

Jan. 1, 1886—Grand Opera House, Sept.

14, 13583.

Theatre Royal, May 4, 189s.

Casino Theatre, Aug. 19, 1303.

Court Theatre, April 23, 1330.

City Opera House, March 22, 1380.

Zwinger Theatre, May 6, 1849—Court Theatre,

Sept. 21, 1360.

Theatre Royal, Feb. 9, 1380.

Grand Opera House, Jan. 28, 1889; Temple

Opera House, ‘Oct. 13, 31303.

Theatre’ Royal, Oct. 6, 1338.

Theatre Royal, March 11, 1860.

1879— Gem

The Opera House, July 24, 1890.

Theatre Royal, Sept. 21, 1893.

Adelphi Theatre, May 24, 1853—Theatre Royal,

Jan. 13, 1365; Feb. 6, 1873; June 30, 1884

—Scuthminster Theatre, March 14, 1875;

(now Queen's) April 4, 1877 — Newsome’s

Cirens, Sept. 12, 1337,

The Colosseum, Dec. 27, 1886.

.- Kopyloff. Circus, Jan. zo, 1306.

Jackson’s Opera House, Sept. 30, 1881.

Du Bois’ Opera House, Sept. 14, 1886.

Clark's Opera. House, Jan. 21, 1879 — Drake

Opera House, Oct. 9, 18953.

Nash Opera House, July 4, 1880.

The Theatre, May 6, 1887.
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ERIE The Opera House, Avg. 13, 1332. Jassy German Theatre, June 1828—Municipal Theatre,

Este The "Theatre, Sept. 30, 1324. Aug. 9, 1844—Circus Richter, Oct. 6, 1886

Eureka The Opera House, April 19, 1879; Aug. 17, 1580. — National Theatre, Feb. 29, 1888.

EVANSVILLE . People’s Opera House, . Feb. «24, 1301; JEKATERINODAR Municipal Summer Theatre, July 31, 1883.

EXETER The Theatre, 1806; Feb. 7, 1385—New Theatre JERSEY . Thenire Royal, June, 13643.

Royal, Sept. 3, 1837. JEsI Teatro Leone, Feb. 1%, 1302.

JOHANNESBURG Globe Theatre, Sept. 25, 1330.

FAIRFIELD The Opera House, March 23, 1300. Jorer (Usa) The Opera House, March 18, 139:1.

Farina (u.s.A.) Swiizer’s Opera House, Aug. 1, 1390. JorLIN . The Opera House, Nov. s, 1331.

FENNIMORE The Opera House, Aug. 1, 1505.

FLORENCE Teatro Politeama, June 1863— Teatro Principe KAISERSLAUTERN The Theatre, Oct, 21, 1867,

Fort WAYNE

Fostoria (usa).

FOWLERVILLE

FRANKFORT (U.S.A.)

FRANKFORT-ON-M AIN

FRrankLIN

F REDERIKSHAVEN

(Jutland).

Fu-Crow

GALVESTON

GATESHEAD .

GEFLE .

GENEVA

GEORGETOWN

GHENT .

GLASGOW

GLEN FaLLs

GOTHENBURG

GOTTINGEN

GrAND FORKS

GraAND RAPIDS

GRANTHAM

Graz

GREENVILLE .

GREENWICH .

GRIMSBY

HaAGeN.

Hague (THF)

HamBURG

HARRODSBURG

Harts Fall,

HasTINGS (U.S.A) .

Havana

HAVRE .

HazieTON (U.S.A.)

HELENA (U.S.A)

HELSINGFORS

HENDERSON .

HERMANNSTADT

HoMmBURG

Homer (Warsaw)

HUDDERSFIELD

Holo

HURLEY (U S.A.)

INDIANAPOLIS

INSTERBURG .

IrkUTSK

IRONWOOD

Jackson

Umberto, Dec. 29, 1380.

Bijou Theatre, Feb. 4, -1351.

l.eonard’s Opera House, March 6, 1377.

The Opera House, March 16, 189:1.

Major Opera House, Nov. 12, 1832,

Adelphi Theatre, Nov. 19, 1379.

The Opera House, April 24, 1332; Jan. 23, 15586.

Casino Theatre, April 17, 1503.

Chinese Theatre, Aug. 24, 1354.

Neitch’s Theatre,. Dec. 3, 1360.

Theatre Royal (now. Queen's), Dec. 28, 1509:1.

Municipal Theatre, July 11, 1560.

Circus Olympia, July 9, 1838.

McClellon Opera. House, Jan, 11, 1892,

Circus Herzog, March 28, 1887.

Theawre Royal, Jan. :10; 1829; Jan. 31, 1863;

Yeb, 2, 1370: March 1, 1395 — Baily's

Circus, Feb. 8, 1839-—Cook’s Circus, ‘June

27, 1842; Dec. 2, 1845—Adelphi Theatre,

March 1844; Nov. 15, 1848—City Theatre,

Nov. 19, 1845 — Prince of Wales Theatre,

Jan. 14, 1869—Alexandra Theatre, March

24, 1870.

The Opera House, April 28, 1334,

The Theatre, Dec. 21, 1392,

Municipal Theatre, Jan. 11. 1387.

The Opera House, Oct. 13, 1301.

Squire’s Opera House, May §, 1352.

Theaice Royal, April 22, 1333

The Theatre, Dec. 25, 1323.

The Opera House, Aug. 17, 1834.

The. Theatre, Jan! 17, 133).

Theaire Royal, Jan. 22. 183%.

The Theatre, April 21, 1383,

The Theatre, Feb. 13092.

Odeon Theatre, Feb, 3, 1871—Central - Hall,

July 23, 1876--Circus Renz, Nov. 2, 1887

— Theatre’ in Arsenal Place, Sept. 23,

1892.

The Opera House, April 22, 1300.

Baker Opera House, Sept. 3, 13%0.

Newton's Opera House, Aug. 8, 1886.

The Opera House, Feb. 3, 1333.

Municipal Theatre, Jan. 23, 1810; April 20,

1343— Theatre Alcazar, Jan. v7, 1300.

The Opera House, May 3, 1389; May 14. 1802.

Variety Theatre, Nov. 7, 1869—Opera House,

March 21, 1336.

Municipal Theatre, May 24, 1363.

Park Theatre, July 20, 1306.

Municipal Theatre, Aug. 6, 1826.

Casino. Theatre, Oct. 20, 1360.

Municipal Theatre, Feb. 5, 1894.

Theaive Boyal, Feb, 135, 13%.

Theatre Royal, Oct. 13, 1359; Feb. 3, 1860,

Alcazar Variety Theatre, July o, 13887.

The Opera Hall, Jan. 17, 1870—Academy of

Music, Jan. 28, 1877—Park Theatre, March

7, 1897.

The There, May 21, 1366.

Municipal Theatre, Nov. 13, 13890.

Alhambra Theatre, Sept. 17, 13387.

Union Hall Theatre, Feb. 24, 1884—King’s

Opera House, March 17, 1884—Hibbard

Opera House, Feb, 27. 1307.

Kamer (China)

Kansas City

Kasan .

KATAMOTOMURO

Key Wesr

KIEL

Kiev

KjoExg (Corea)

Kercarpy

KI1SCHINEW

K GNIGSBERG .

KoroMEA

Kurais

LACROSSA

LAFAYETTE

Laisacu

LANSFORD :

LA PoIiNTE-A-PITRE

LEADVILLE

LEAVENWORTH

Leeps .

LLEGHORN

LegNAGO

LEICESTER

Lrirzic

LEMBERG

Lenina.

LESSINES

LEXINGTON

LEYDEN

Lima

LiMERICK

LixcoLN

Lixaras (Philippines)

LisBoN .

LIVERPOOL

LIVINGSTONE .

LockPORT

LoNDON

The. Theatre, April 1393.

Fountain Theatre, April . 30,

Comique, Oct. 0, 130s.

Municipal Theatre, June 1859; Dec. 16, 1874.

Japanese Theatre, Aug. 26, 1333.

St. Charles Theatre, 13096.

Wriedt's Theatre, April 22,

Theatre,” Nov. 7. 1392.

Circus, Oct. 23, 1863—Municipal Theatre, Jan.

28, 1869—Theatre in Bojarski Park, Sept.

14, 1883—National Theatre, Feb. 15, 1896.

National Theatre, April 1888.

Grand. Theatre, Dec. 30, 18883.

The Theatre, Dec. 22, 1875—Summer Theatre,

July. 2, 1833. .

Municipal Theatre, Oct. 27, 1797; July 1, 1308

~=Louwis Theatre, Jan. 24, 1302.

Theatre in the Casino, May 1365.

Municipal Theatre, Nov. 18, 18094.

1890 — Théatre

1890—Municipal

Germania Theatre, Oct. 26, 1301.

The Opera House, March 18, 1350; Dec. 24,

1860.

Provincial Theatre, Feb. 17, 1837.

The Opera House, May 20, 1892.

The Theatre, Dec. 25, 1332.

McDaniell’'s Theatre, March 29, 1881— Academy

of Music, May 19, 1882—Variety Theatre,

June 18, 1884 — Leeb’s Variety Theatre,

May 1, 13892

Union Theatre, July 14, 13383,

Theatre Royal, May 28, 1875— Amphitheatre,

March 2, 1876.

Teatro degli Acquidotti, June 7, 185%.

The Theatre, Feb. 25, 1505.

Paul's Theatre of Varieties, Feb. 28, 1330.

Club Theatre, Jan. 22, 1892—Summer Theatre,

March 1, 1892—Diorama, May 17, 1892.

Municipal Theatre, March 12, 1886.

The Theatre, Oct. 1876—Thenire In Campos

Eliseos, Feb. 12, 1886.

The Theatre, April 3, 1301.

The Opera House, Jan. 15, 1336.

The Theatre, March 3. 1802,

The Theatre, March 16, 1833.

The Theatre, Jan. 1819.

Theatre Royal, Nov. 25, 1393.

The Theatre, July 10, 1301.

Little Theatre, April 2, 1803.

Rotunda Theatre, July 9, 1877—Gaiety (now

Empire) Theatre, Sept. 25, 1891—Olympia,

May 28, 1892.

> Park Opera House, Aug. 11, 1830,

Hodge Opera House, Jan. 5, 1385.

Duke's Theatre, July 4, 1880 — Drury Lane

Theatre, Feb. 24, 1809p — Her Majesty's

Theatre, Dec. 6, 1867—Covent Garden,

Sept. 20, 1808; March 5, 1856—Astley’s

Amphitheatre, Sept. 1, 1803; 1830; June 8,

1841—Garrick Theatre, June 1802; Nov. 4,

1846 — Surrey (formerly Circus) Aug. 12,

1805 ; Jan. 31, 1865—Royalty Theatre, 1819

—Royal Theatre, April 11, 1826—English

Opera House (now Lyceum), Feb. 16, 1830

— Amphitheatre, 1830 — Olympic Theatre,

March 29, 1849; Sept. 13, 1888—Islington

Circus, July 27, 1853 — Pavilion Theatre,

Feb. 13, 1856-—Surrey Music Hall, June 11,

1561.3 Feb. 11,. 1368; Nov. 1, 18373 —

Standard Theatre, Oct. 22, 1866—Alexandra



LoNDoN (cont.)

LoNGTON

LOUISVILLE

LourcHESs

Louvain

LiBECK

LuBLIN :

LrucuMajor (Spain)

Lirtica (Lidge) .

LUXEMBOURG

Lyons .

MAconN .

MADRID

MALAGA

MALONE

MANCHESTER.

MANKATO

MANTUA

MARCARA

MARIENBURG .

MARION (U.S.A.)

MARLIN (U.S.A.)

MARSEILLES .

MARYSVILLE .

MAYENCE

McKEESPORT (U.S.A.)

MEADVILLE

MEDFORD

MELBOURNE .

MEMEL .

MEMPHIS

MESSINA

METROPOLIS .

Metz

METZINGEN .

MIDDLEPORT .

MiLAN . .

Mirrgs City.

MILFORD

MiLTON

MILWAUKEE .

MINNEAPOLIS

MINESOLA

MiskoLcz

MissouLA

MitAvU .

MOBILE

MODENA

1HIL.—4 G

RECORD (OF

Palace Theatre, June 10, 1873—Wilton’s

Music Hall, Aug. 30, 1877—Elephant and

Castle Theatre, March 26, 1878—Theatre

in the Polytechnic, March 8, 1879 — East

London Theatre, March 16, 1879 — Park

Theatre, Sept. 10, 1881 — Philharmonic

(afterwards Grand Theatre), Sept. 5, 1882—-

Alhambra Theatre, Dec. 7, 1882—Lusby’s

Music Hall, Jan. 20, 1884 — Exhibition

Theatre, May 2, 1885—Cambridge Music

Hall, Jan. 28, 1806.

Queen's Theatre, Sept. 28, 1594.

City Theatre, 1843 — Grand Theatre, June 4,

1886.

Annual Fair Theatre, Sept. 17, 1390.

Théatre Beriot, Sept. 11, 1382.

Variety Theatre, Sept. 21, 138091.

Summer Theatre, Nov. 14, 1890.

The Theatre, June 1804.

Théadtre Vauxhall, May o, 1380.

Municipal Theatre, Nov. 5, 1892.

Grand Theatre; Nov. 3, 1875 — Théitre des

Célestins, 1845 5 April 2, 1871; May 26,

1880— Eldorado Theatre, 1874.

Concert Theatre, April 1306.

Prince's Theatre, July 11, 1802—Théitre du Con-

servatoire, April 20, 1867—Teatro de Romea,

Feb. 3, 1876—Teatro del Circo, Nov. 13,

1876—Circus in Campos Eliseos, July 18,

1881— Teatro de los Recreos, July 6, 1882

— Variety Theatre, Jan. 28, 1838: The

Theatre, Dee. 13390 y Comedy Theatre, Nov.

1890.

Liberty Theatre, March 20, 1869.

The Opera House, Jan. 28, 1853.

Theatre Royal, May 7, 1844—Gaiety Theatre,

June 9, 1883—Royal Circus, Feb. 26, 1889

—Queen’s Theatre, Aug. 17, 1890.

The Opera House, Jan. 16, 1832.

Teatro Andriani, April 1883 — The Theatre,

Sept. 25, 1380,

The Theatre, March ‘20, 188s.

Summer Theatre, Dec. 26, 1370.

Sweeter’s Opera House, Jan. 16, 139s.

Stuart's Opera House, Jan. 25, 1881.

Théatre Alcazar, June 25, 1873—Circus Cortrelli,

Dec. 21, 1876 Crystal Palace Theatre,

March 17, 1832.

The Opera House, Nov. 17, .1864.

Circus DBaese, April 1, 1886,

Alimeyer: Theatre, Feb. 8, 1346,

The Opera House, Jan. o, 1834.

The Opera House, May 28, 133s.

Haymarket Theatre, Oct. 22, 1871 — Royal

Theatre, March 19, 1872—Bijou Theatre,

April 22, 1889,

Municipal Theatre, Oct. 4, 1334.

Greenlaw's Opera House,’ Oct. 8, 1383—The

Theatre, Sept. 15, 1801.

Teatro Arena Beloro, Aug. 18, 1894.

The Opera House, Nov. 30, 1382,

Walter Theatre, Sept. 26, 1876.

Cireus Lorch, Sept. 21, 188%.

Compton's Opera House, March 21, 1882.

Teatro Monte Tabor, Sept. 1, 1830.

Cosmopolitan Opera Theatre, July 23, 1883.

Lyceum Theatre, Oct. 25, 1806.

Academy of Music, May 14, 1880.

Gaiety Theatre, Nov. 15, 1860—The Theatre,

April 9, 1894—Municipal Theatre, Jan. 16,

1895.

Academy of Music, Dec. . 25,

Theatre, Dec. 28, 1390.

The Opera House, March 20, 1332.

Municipal Theatre, July 19, 1843.

Maguire's Opera House, April 6, 1887.

Schrickenhtifer's Thedtre, Jan. 22, 1383.

Emmanuel St. Theatre, Feb. 6, 1838—State St.

Theatre, Nov. 13, 1842; 1860.

Teatro Aliprandi, March 17, 1831.

1884 — Bijou

FIRES.

Mons

MONTAGUE

MoNT DE MARSAN

MONTAUBAN .

MONTELLO

MonNTEREY (Mex.)

MONTEVIDEO .

MoNTLUCON .

MONTPELLIER

Moscow

MOUNT STERLING .

MunNicu

Murcia .

M URFREESBOROUGH

NAMUR.

NANTES

NAPLES

NASHVILLE

NATCHEZ

NESCHIN

NEUMUNSTER

NEvADA

NEWARK (U.S.A)

New Brunswick

(U.s.A.)

New LisBoN

NEw ORLEANS

Newport (Mon.) .

New York

123

Municipal! Theatre, Feb. 28,. 1830.

The Opera House, Oct. 15, 1334.

The Amphitheatre, July 19, 1873

The Theatre, June 12, 1888—Theatre Sebastier,

Jan. 13, 1390.

The Opera Hall, Oct. 16, 1334.

Progresso Theatre, Sept. 9, 1896.

The Theatre, June: 1, 1882 — Teatro

teama, Oct. 6, 130¢.

Annual. Fair Theatre, Jan. 22, 13802.

Grand Theatre, April 6, 1881—Variety Theatre,

Nov. 5, 1877.

Peirowsky Opera ‘House, 1505; Sept. 16, 1312;

March 26, 1353 — Buffo. Theatre, Jan. 7%,

1883—Circus Salomonski, April 8, 1883—

German Theatre, Oct. 19, 1384; Dec. 5,

1885.

The Opera House, Feb. 6, 188s,

Isar Theatre, March 1811—Court Theatre, Jan.

14, 1823—German Theatre, Feb. 1896.

Teatro de: Romea, Feb, 3, 15377,

The Opera House, Oct. 26, 1356.

Poli-

Municipal Theatre, March 18, 1860; Sept. 23,

1562; Jan. 14, 1867.

Grand Theatre, March 1856 — Priami Circus,

Sept. 1830.

Teatro: San Carlo; Feb. 13 1816 -— New

Theatre, Feb. 20, 1861 — Teatro Bellini,

Apri! 17, 1860,

The Theatre, 1851—DBuckingham Theatre, May

31, 1801.

The Theatre, Sept. 3, 1322.

Circus Nikitin, May 24, 1884.

Covent Garden Theatre, Feb. 5, 1879— Theatre

in Imperial Hall, Dec. 12, 15838.

Moore's Opera House, May 7, 1382.

Union Park Hall, Jan. 3, 1350.

Allen Theatre, Dec. 21, 1306,

Managhan’s Opera House, Jan. 2, 1887.

New Theatre, Sept. 26, 1316—5t.' Charles

Theatre, March 13, 1842 — American

Theaire, July 20, 18342; May 6, 1825

Placide’s Variedies,. Nov. 21, 1834: Dec. 1,

1870—Grand Theatre, Dec. 17, 1866 —

Olympic Theatre, Dec. 23, 1868 — Circus,

March 18, 1883-—O0OIld German Theatre,

July 1, 18837—Farantas Theatre, March 7,

188g — Wenger's Concert Hall, Feb. 13,

1892.

Victoria Theatre, May 27, 1806.

Parl: Theatre, May 235, 1820; Dec. 16, 184%;

Oct. 30, 1882 — Bowery Theatre, Aug. 30,

1308; May 26, 1828; Sept. 22,:1536; Feb.

13, 1338; April 25.1845: Dec. 18, 1366;

— Lafayette Theatre, April 11, 1829—Rich-

mond Hill Theatre, July 4, 1831—National

Theatre; Sept. 23, 1333; May 29, 1841

Providence Theatre, Oct. 24, 1844—Niblo’s

Theatre, Sept. 18, 1346; May 6, 1372

Crystal Palace Theatre, Oct. 35, 18358 —

Odeon Theatre, Dec. 22, 1858 —Barnum’s

Theatre, July-13, 1865: March 3, 1368;

Dec. 24, 1872—DButler’'s American Theatre,

Feb. 15, 1866; April 8 1868—Academy

of Music, May 21, 1866 — Winter Garden

Theatre, March 23, 1867—Théatre Comique,

Dec. 4, 1868—Lina Theatre, Nov. 28, 1872

— Fifth Avenue Theatre, Jan. 1, 1873;

Jan. 2, 1891 — Alhambra Theatre, Nov. 1,

1882—Windsor Theatre, Nov. 30, 1883—

Standard Theatre, Dec. 14, 1333-—Hart's

Opéra Comique, Dec. 23, 1884—Gautzberg’s

Theatre, . Feb. 20, 18385 .— Union Square

Theatre, Feb. 28, 1388 — Tony Pastor's

Theatre, June 6, 1888—Metropolitan Opera

House, Aug. 26, 1802 — United States

Theatre, March 24, 1895—Proctor’s Theatre,

June 6, 1895 — Jacob's Theatre, June: 16,

1395.



124

MODERN

OPERA HOUSES AND THEATRES.

Ni1acArRA FALLS

NiMEs .

NisuNI-NOVGOROD

Nice

NORTHAMPTON

NORFOLK (U.S.A.) .

OAKLAND

ODESSA

Oy, Crry

OLDENBURG .

OLpHAM

OPORTO

OREBRO

OREL

ORLEANSVILLE

Osaza .

OSCARHAMN .

(OSHKOSH

OSKALOOSA

OSTEND

OESTERSUND .

OTTUuMwA (U.S.A).

OVIEDO

OWENSBURG .

OXFORD

PALERMO

Papa

Paris

. +. Park Theatre. Aug. 7, 1306.

Theitre Renaissance, April 21, Scala

Theatre, June 6, 1303.

The Theatre, Jan. 24, 1854; July .1878—Muni-

cipal Theatre, Dec. 23, 1333.

Municipal Theatre, March 23, 1881 — Theatre

in New Casino, April 4, 1883 — Summer

Theatre, June 6, 1338.

New Opera House, Feb. 12, 1387.

Avon Theatre, Feb. 14, 1850.

1885 ;

The Opera House, Oct. 13, 1536.

Municipal Theatre, Jan. 14, 1373.

The Opera House, March 2, 1834.

Court Theatre, Nov. 24, 1391.

Theatre Royal, April 6, 1378.

Trinidad Theatre, July 4, 1875; Thédtre Baquet,

March 20, 1383.

Municipal Theatre, Feb. 4,

1882.

The Theatre, 1834.

The Theatre, Feb, 27, 1556.

Five Theatres, 1878-18709.

The Theatre, Feb. 22, 133s.

Wagner's Opera House, Feb. 24, 1874—Harding’s

Opera House, April 28, 1875—Turner Opera

House, March 2, 1300.

The Opera House, Dee, 22, 1336.

Eden Theatre, Sept. 4. 1393.

New Theatre, April 20, 1886.

Lewis Opera House, Sept. 18, 1887.

The Theaire, July 13. 1593

The Opera House, Jan. 6, 1332.

New Theatre, March 10, 1892.

137% + Sept: 25,

Teatrino, Oct. 5, 1330.

Summer Theatre, Oct. 10, 1877.

Grand Opera, Oct. 29, 1873 — Théitre Nicolet

{later Galid), Feb. 231, 1833 — Théire

Lazary, May 31, 1798 — Circus Theatre,

Dec. 15, 1798—0déon Theatre, March 18,

1799 ; March 20, 1818 — Olympia Circus,

March 15, 1826— Ambigu Comique, July 14,

1827; March 4, 1896—Gymnase Enfantin,

1827; 1843—Folies Dramatiques, Dec. 12,

1836-—Italian Opera House, Jan. 15, 1838

— Vaudeville Theatre, July 17, 1838 —

Diorama, March 8, 1839; July 14, 1849—

Circus Barriere Etoile, July 27, 1846 —

Théatre Pré-Catelan, Jan. 29, 1859 —

Novelty Theatre, Dec. 3, 1866 — Théitre

Belleville, Dec. 11, 1867—Hippodrome, Sept.

20, 1869 : Thédtre Tuileries (Salle de Ma-

chines), May 24,1871—Théatre Lyrique, May

24, 1871—Théatre Porte St. Martin, May

25, 1871— Prado Music Hall, April 11, 1886

—Opéra Comique, May 25, 1887—Eldorado

Concert Hall, Dec. 1889—Théitre Duprez,

Dee. 6, 1389 — Thédure Cluny, Sept. 12,

1892 — Casino de Paris, Feb. 25, 1895—

Temporary Theatre, Rue Jean Goujon,

May 4, 1397.

PARKERSBURG (U.s.A.) Academy of Music, Dec. 9, 1895.

PENsA

PrnsacorLa

PrryaMBUCO.

PERNAU

PERPIGNAN

PetrOLEUM CITY .

PHILADELPHIA

Summer Theatre, April 26, 1833.

Tarragona Theatre, Dec. 22, 1831.

Teatro. Santa lzabel, Sept. 19. 1360.

Club. Theatre, April 17, 1332.

Variety Theatre, July 12, 1830,

The Opera House, April 10, 1380.

Ricketts Circus, Dec. 17, 1700 Vauxhall

Gardens, Sept. 8, 1819—Chestnut Street

Theatre, April 2, 1820 — South Street

Theatre, May 9, 1821—Opera House, April

2, 1826—The Theatre, Nov. 26, 1829—

Assembly Building, March 13, 1851—Bar-

num’s Theatre, Dec. 30, 1851—Sandford’s

Opera louse, Dec. o, 1323; Oct. 17, 1871;

March 20, 1872—National Circus, July s,

1854—Chinese Museum Theatre, July 5,

1854—Fox’s American Theatre, June 19,

1867 ; Feb. 25, 1877—City Museum Theatre,

PHILADELPHIA (cont.)

Piano (U.s.A.)

Puarav,

Pir&EUS

Nov. 25, 1868—Harmonia Hall, March 8,

1870 — Olympic Theatre, Jan. 29, 1874—

Temple Theatre, Dec. 27, 1356 — Central

Theatre, March 24, 1888; Grand Central

Theatre, April 27, 1302.

The Opera House, May 12, 1301.

Stark’s Theatre, July 23, 1379.

Tivoli Theatre, Feb. 20, 1886.

PrrHoLE City (U.s.A.) The Opera House, 1866.

Prrrssure

PLACERVILLE.

PLAINWELL

PrLymoutn

PorDENONE .

PorT-MOUTH.

PRAGUE

PRINCETON (U.S.A.)

PROVIDENCE .

PrzEMYSL

Putnam (U.s.A.)

Quanton (China) .

(QUEBEC

Quincy

Racine.

Ranway (U.s.A.)

RAMSGATE

RAVENNA

READING

Rep Oak

Reo Wve

REGENSBURG .

REcacio

Reco (EMiL1A) .

REICHENBERG

REICHENHALL

REMSCHEID

RENNES

RENO

Rov .

RuoNpDA VALLEY

(Wales)

RicuBura

RicaMOND (U.S.A)

Rica

R10 DE JANEIRO

Rw Twnro .

RocHDALE

ROCHEFORT .

ROCHESTER (U.S.A.)

Ronrrscu

Rome

RoNDpouT

Rostock

RosTtorr-oN-DoN

ROTTERDAM .

RouEN .

Rupa-GozEWSKA

(Poland).

Atheneum, 1865— Summer Theatre, Dec. 17%,

1896—Eden Variety Theatre, Jan. 7, 1397

— Duquesne Theatre, May 3, 1897.

American Theatre, Jan. 30, 1334.

The Opera House, June 4, 1333.

Theatre Royal,: Jan. 6, 1563; June 13, 1878.

Teatro della Stella, Feb. 1880.

Ginnett’s Circus, April 1, 1882—Prince’s Theatre,

April 25, 1882—Royal Amphitheatre, Dec.

24, 13500.

Czech National Theatre, Aug. 12, 1331.

The Opera House, April 8, 1889.

Museum Theatre, Oct. 27, 1853—Forbes Theatre,

Nov. 15, 1858—Elliott's Opera House, March

12, 1377—Théitre Comique, Feb. 18, 1838.

The Theatre, May 1364.

Campbell's Opera House, Dec. 26, 1306.

Theatrical Performance in Temple, Feb. 1897.

Royal Theatre, June 12, 1846.

Academy of Music, Sept. 7, 1879.

Blake Opera House, Dec. 28, 1534.

Gordon's Opera House, April 29, 1885; March

22, 1807.

The Theatre, Dec. 1, 1829—Vaudeville Theatre,

April 20, 1581.

Teatro Filodramatico, Oct. 17, 1386.

Royal County Theatre, Aug. 25, 1894—Cam-

brian Theatre, Sept. 7, 1304.

Bishop's Opera House, Aug. 29, 1882.

The Opera House, April g, 1832.

New Theatre, June 13, 1340.

The Theatre, April 21, 1851.

Teatro Correggio, Sept. 22, 1530.

Municipal Theatre, April 24, 1879.

Municipal Theatre, April 23, 1373.

Germania Concert Hall, Feb. 12, 1891.

Salle de Spectacle, Feb. 20, 1336.

Academy of Music, March 2, 1870.

Municipal Theatre, Nov. 3, 1855—Circus Cini-

selli, June 29, 1886.

Pori Theatre, Jan. 2, 1300.

Baum’s Opera House, March 8, 188-2.

The Theatre, Dec. 26, 1311—Circus Kloseberg,

April 17, 1885 — Green's Opera House,

Aug. 29, 1837 — New Opera House, Aug.

20, 1887.

German Theaire, June 26, 1832.

Teatro San José, March 25, 1824—Teatro San

Pedro, March 1824; 1330; Feb. 18326 —

Grand Theatre, Aug. 8, 1851 — Teatro

Politeama, July 14, 1804.

The Theatre, Feb. 6, 1888.

Theatre Royal, Jan. 27, 1804.

The Theatre, Sept. 12, 1301.

Metropolitan Theatre, Nov. 6, 18609.

Provincial Theatre, Aug. 19, 1376,

Teatro Alberti, 1815; Feb. 15, 1863 — Teatro

Pietro Cossa, Sept. 20, 1884 — Politeama

Adriano, May 14, 1895—Alhambra Theatre,

Nov. 10, 1396.

Sampson's Opera House, Jan. 29, 188s.

Municipal Theatre, Feb. 20, 1880.

Theatre in Park Gardens, Dec. 13, 1306.

Cosmopolitan Music Hall, June 26, 1887.

The Art Theatre, April 25, 1876—Lyric Theatre,

Jan. 13, 1878—L’Alcazar, April 19, 1879—

Thédtre Lafayette, June 28, 1885,

The Theatre, Sept. 6, 1394.
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RusnvILLE

RuTtLanp (u.s.A.)

SACRAMENTO.

St. ABERNS .

St. Cranizs.

ST. JEAN D' ANGELY

St. JOHN'S

ST. JOHNSBURG

St. Josern (u.s.a)

ST. Louis

St. Paul

St. PETERSBURG

SALAMANCA .

SALEM .

SALISBURY

Sart Lage City.

The Opera House, Sept. 18, 1330,

Ripley’s Opera, May 15, 1875.

Tehama Theatre, Aug. 13, 1851 — American

Theatre, Nov. 2, 18353 — Forest Theatre,

1861—The Theatre, 1876.

Waugh’s Opera House, Nov. 26, 1891.

Mittelberger’s Opera House, Jan. 1, 1881.

The Theatre, July 6, 1370.

Academy of Music, June 20, 1877 — Lyceum

Theatre, June 20, 1877 — Opera House,

Aug. 20, 1888—Athenzum, July 9, 1892.

Howe Opera House, Jan. 26, 1896.

Grand Opera House, April 2, 1880.

Bowery Theatre, Oct. 6, 1865—Théatre Comique,

1867 — Opera House, Feb. 28, 1869—

Opéra Comique, Dec. 9, 1880—Grand Opera

House, Nov. 23, 1884—Summer Theatre,

July 25, 1888—Lundberg’s Variety Theatre,

Oct. 29, 13094—Globe Theatre, Nov. 3,

1896.

Grand Opera House, Jan. 21, 1889 — Park

Theatre, July 5, 1301.

German Theatre, Sept. 1806—New Theatre,

Jan. 1, 1811 — Fontanka Theatre, March

14, 18325 — Lehmann’s Theatre, Feb. 14,

1836 — Circus Theatre, Feb. 7, 1859

Variety Theatre, July 16, 1381 — Winter

Theatre, Livadia, March 18, 1882— Arcadian

Theatre, July 4, 1882—Theatre Studenikow,

May 22, 1885—Theatre Malajero, May 22,

18385— Theatre Federow, May 22, 1835—

Grand Theatre, July 12, 1890.

Lyceum Theatre, Dec. 22, 1330.

Reed's. Opera House, Oct. 26, 1832 — Opera

House, Feb. 18, 1387,

The Opera House, Oct. 13, 1386,

Grand Opera House, July 3, 1890.

SamtscHANG (China) The Theatre, Nov. 30, 1893.

SANDY CREEK

Sanpy Hiro

SaN Francisco

SAN Josk

SANTIAGO DE CHILE

SARATOGA

SAVONA

SCHWEDT : 5

SCHWERIN

SEATTLE

SEBASTOPOL .

SEDALIA

SENECA.

SHANGHAI

SHEFFIELD

SHELL LAKE.

SHENANDOAH.

SHERBURNE (U.S.A.)

SHERMAN

S1BIBEL-ABBES

SiLVER CLIFF

Buckley Opera House, April 27, 1890.

The Opera House, Oct. 11, 1376.

Pheenix Theatre, May 4, 1850— National Theatre,

May 4, 1850— Washington Hall, May 4,

1850 — Italian Theatre, Sept. 17, 1850—

Vaudeville Theatre, 1850—Adelphi Theatre,

May 4, 1851; June 2, 1858—]enny Lind

Theatre, May 4, 1851—Robinson’s Museum

Theatre, May 4, 1851 — Olympic Circus,

May 4, 1851—New Jenny Lind Theatre,

June 22, 1851—Metropolitan Theatre, Aug.

15, 1357—Lycenm Theatre, 1859; Nov. 27,

1860 — Music Hall, Jan. 23, 1860—Pick-

wick Hall, Sept. 27, 1860 — Russ Garden

Theatre, Aug. 24, 1861 — Willows Garden

Theatre, Jan. 12, 1864—American Theatre,

Aug. 24, 1567; Peh. 26,. 13568 — Park

Pavilion Theatre, Nov. 19, 1872 — Winter

Garden Theatre, Aug. 4, 1883 — Chinese

Theatre, June 11, 1833.

The Opera House, July 5, 1881—Californian

Theatre, July 5, 18092.

Teatro San Lucia, Dec. 3, 1350.

Putnam Music Hall, April 2, 1506.

Teatro Chiabrera, April 22, 1883 — Teatro

Colombo, March 9, 1893.

Summer Theatre, April 30, 1801; June 3, 1303.

Court Theatre, April 23, 1831; April 16, 1332.

Fry's Opera House, June 6, 18809.

Circus Taurec, Feb. 2, 1382.

The Opera House, July 15 1572,

Daniel's Opera House, July 30, 1890.

Chinese Theatre, June 1371.

Theatre Royal, March 25, 1865 — Stacey's

Theatre, May 30, 15093.

The Opera House, Dec. 3, 1880,

Academy of Music, Nov. 12, 1883—Opera

House, Nov. 12, 1833.

The Opera House, March 17, 1391.

The Opera House, Dec, 30, 1370.

The Theatre, May 13, 1332

Silk’s Theatre, Feb. 20, 1331.

SINIGAGLIA

SMOLENSK

SMYRNA

SOCORRO

Soria

SOLAROLO

SOUTHAMPTON

SouTtH BETHLEHEM

SOUTHEND

SOUTH SHIELDS

SPALATO

SrokKANE FaLrLs

SPRINGFIELD .

STAFFORD SPRINGS

STALYBRIDGE.

STANISLAU

StarAJA Russa

STEUBENVILLE

STETTIN

STOCKHOLM .

STOCKPORT

STOCKTON-ON-TEES

Storp .

STRALSUND

STRASBURG

STUTTGART

SUNDERLAND .

SYDNEY

SYRACUSE (U.5.4.) .

SZEGEDIN

TAMBOV

TAMEKA

T ARASCON ;

TARENTUM (U.S.A)

T ARNOPOL .

TAUNTON (U.S.A) .

TEMESVAR

Terre HAauTE

(U.S.A)

TETSCHEN

THISTED

TI1ENTSIN

TivLis

TINNEVELLY .

TrrTusviLLE :

Tokay (Hungary).

Toxio - :

TorLEpo (U.S.A.)

Tomsk .

TONOWANDA .

TopPEKA

ToRroNTO

TouLOUSE

TOURNAY

Tours .

TRrEVISO

TRIESTE

Municipal Theatre, Aug. 3, 1338.

Winter Theatre, Nov. 10. 1388S.

Greelr Theatre Buterpe, Nov. 16, 1334.

The Old Operas House, Aug. 22, 1887.

Theatre in the Narodna Sobranje, - Jan. «31,

1882.

Municipal Theatre, Feb. 22, 1380.

Gaiety Theatre, Nov. 19, 1884—OIld Theatre,

Nov. 19, 1884—Manor House Theatre,

April 5, 1837.

Grand Opera House, Oct. 7, 1334.

Alexandra Theatre, Jan. 10, 1893.

Alhambra Amphitheatre, April 27, 1878—West

End Theatre, Nov. 23, 1532,

Teatro Bajamonti, May 14, 1881.

Falls City Opera House, Aug. 4, 1330.

Music Hall, 1860; Aug. 2, 1896—Opera House,

March 17, 1876 — Grand Opera House,

March 27, 1306.

Eaton's Opera House, May 21, 1391.

Royal Victoria ‘Theatre, Oct. 21, 15850.

The: Theatre, Sept. 25, 1563,

The “Theatre, Sept. 1, 1333.

Cain's Winter Garden Theatre, Jan.’ 16, 1333.

Thalia Theatre, Nov. 23, 1884 — Summer

Theatre, March 16, 1500.

Little Theatre, Nov. 24. 1825 — Zoological

Garden Theatre, May 19, 1365.

People’s Opera Touse, Aug. 26, 1337.

Sitar. Theatre, April 2, 1383— The Theatre,

April 1302.

Municipal Theatre, April 20, 1881.

Club Theatre, May 31, 1302.

Grand Theatre, Sept. 9, 1870—Rappo’s Theatre,

Dec. 8, 1872—Bruckmann’s Variety Theatre,

Nov: 24, 13090,

The Theatre, Nov. 1802 — Herzog Circus,

Dec. 0, 1870:

The Theatre, 1856-—1 ycenum Theatre, Aug. 19,

1880—Star Theatre, Aug. 11, 1883.

Prince of Wales Theatre, Oct. 3, 1360; Nov.

1870—Victoria Theatre, July 22, 1880—

Theatre Royal, July 17, 1302.

Wieting’s Opera House, July 19, 1381 Sept. 3,

1896—Lynch and Moore's Opera House,

Sept. 13, 1888—Standard Theatre, Nov. 21,

1391.

New Theatre, April 22, 188s.

The Theatre, Sept 13, 1332.

Japanese Theatre, May 9, 1888.

The Theatre, April 12, 1334.

Old Opera House, Apnl 18, 1330.

The Theatre, 1374.

Athenzam, May 7, 1873.

Pranz-Josef. Theaire, April 30, 1330.

Naylor's Opera House, July 21, 1896.

Municipal Theatre, Jan. 15, 1345.

The Theatre, March 17, 13350.

Chinese Theatre, May 1372.

Russian Theatre, Oct. 23, 1374.

Indian Theatre, July 26, 1836.

The Opera Houge, April 14, 1332.

The Theatre, Aug. 26, 1390,

Theatre Shidzanoka, Jan. 1884—The Theatre,

April 11, 1302.

Music Hall, Dec. 15, 1882—Collingwood Music

Hall, Feb, 1396.

Summer Theatre, Aug. 7, 1834.

Mozart's Variety Theatre, June 10, 1386.

Crawford's. Opera House, Dec. 2, 1380.

Royal Lyceum Theatre, Jan. 30, 1874=-Grand

Opera House, Nov. 29, 1879; Feb. 8, 1333.

Capitol ‘Theatre, July 8," 1833 — Pré-Catelan

Theaire, Aug. 3, 1837.

Municipal Theatre, Dec. 1852.

The: Theawre, Aug. 13, 1333

The Theatre, 1368; Oct. 1375.

The Old Theatre, May 27, 1876 — Theaire

Politeama, March 1892.
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Troy (u.s.A.)

TROYES

TSCHNERNIGOW

T UCHEL

Tura

Tunis

Turin

TYRONE (U.S.A.

UNNA

VALETTA

VALPARAISO .

VANTICOTE (U.S.A)

VENICE

VENLOE

VERDEN

VERONA

VIENNA

VINCENNES (U.S.A.).

VirgINIA CITY

WaAL .

Wace .

WAKEFIELD (U.S.A.)

WALLACE

W ANDSBECK .

Wansaw (U.S.A) .

WARSAW

MODERN OPERA HOUSES AND THEATRES.

Opera House, Apnl 8, 1871; June 30, 1390

Grand Central Theatre, Dec. 1881; March

21, 1887,

Circus, April 30, 1302.

The Theatre, Dec, 24, 1332.

Theatre in Hétel Eilers, May 6, 1330.

Municipal Theatre, July 11, 1834—Kremlin

Theatre, May 3, 130s.

Théatre Francais, Nov. 19, 1889 — Politeama

Tunisino, Sept. 23, 1396.

Teatro Alfieri, Jan. 5, 1858—Teatro Nota, July

12, 13683.

The Opera House, July 3, 1830.

The Theatre, Oct. 1367.

Municipal Theatre, May 235, 1873.

Victoria Theatre, 1348.

Smoulter's Opera House, Oct. 24, 1339.

Teatro della Fenice, Dec. 14, 1336.

Municipal Theatre, July 10, 1887.

The Theatre, April 13, 1379.

The Theatre, 1815 — Teatro Diurno Mondini,

June 1865.

Circus Bach, Feb. 20, 1851—Treumann Theatre,

June 8, 1863 — Franz-Josef Theatre, 1863

— Theatre in the Universum, August 26,

1866 — Orphean Theatre, June 15, 1868

—Ring Theatre, Dec. 8, 1881—Municipal

Theatre, May 16, 1884 — Panorama Theatre

in the Praierstrasse, April 28, 1392.

Green's Opera House, May 35, 1333.

The Opera House, Oct. 26, 1875; March 13,

1883.

The Theatre, Feb. 14, 183s.

The Opera House, Feb. 22,

Theatre, Jan. 10, 1350.

Vaudeville Theatre, Dec. 26, 1337.

Club Theatre, July 27, 1590.

Reisner’s Tivoli Theatre, Jan. 22, 1378,

The Opera House, Jan. 16, 1802.

Circus Hinné, Jan. 8, 18359—Imperial Variety

1877 — Miller's

Warsaw (cont)

WASHBURN

WASHINGTON

WATESKA

WEIMAR

WELLINGTON

(U.s.A.)

WERSCHITZ .

WEST BROMWICH .

WEsT MIDDLESEX

(v.s.A.)

WETELBACK .

WEXIO . . .

Waampoa (China)

WauaT CHEER

(U.s.A.)

WHITEHALL (T.S.A.)

WIENER-NEUSTADT

WiGaN. i

WILKESBARRE

WILLEM (U.S.A.)

WILMINGTON

WILNA .

WINNIPEG

WiNoNa (U.s.A.)

WITEBSK

WITTENBERG

WLozZLAW

WORCESTER .

WORCESTER (U.S.A.)

WORKINGTON

WYOMING

YSTAD

ZOLKIEW

Ziricu

CINEMATOGRAPH
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VESTIBULE LOBE

Fic, 3.

TEMPORARY THEATRE, PARIS (KNOWN As CHARITY BAZAAR).

as yop ma

50 30 Feel

PLAN AT STREET LEVEL.

Theatre, June 11, 1883—Small Imperial

Theatre, March 11, 18094.

The Opera House, Sept. 14, 1338.

Carusi’s Theatre, 1820—National Theatre, 1820;

March 5, 1845; Feb. 6, 1857; Jan. 28,

1873; Feb. 27, 1885 — Canterbury Hall,

July 23, 1869—Wall's Opera House, Dec. 6,

1871—Herzog’s Opera House, Dec. 5, 1886.

The Opera House, Oct. 15. 1383.

Court Theatre, Mar. 22, 13825,

The Opera House, May 283, 1802.

The Theatre, Oct. 18, 1874.

Thentre Royal, Sept. 9, 1803.

Barnett's Opera House, Oct. 27, 1390.

State Theatre, June 1530.

The Theatre, Feb. 10, 1333.

The Theatre, 1333.

The Opera House, Aug. 3, 1390.

Hall's Theatre, March 1, 1336.

The Theaire, 1334.

Queen's Theatre, Feb. 4, 1373.

The Opera House, Jan. 2, 1874.

The: Opera -House, Feb. 20, 1392.

Academy of Music, Oct. 23, 1888.

Circus Fervoni, May 22, 1336.

Princess Opera House, May 1, 1892 — Grand

Opera House, Jon. .17, 1897.

The Opera House, Jan, 70, 1501.

Municipal Theatre, July 9, 18809.

Central Hall, May 1, 13483.

The Theatre, Nov. 16, 1882.

Theaive Royal, Nov. 24, 1875.

The Theaire, May 16, 1330.

Public Hall, Dec. 28, 1304.

The Opera House, July 17, 1801.

Municipal Theatre, March 24, 1891.

Theatre in Royal Castle, Jan. 22, 1324.

The Theatre, Jan. 1, 1800.

STORE USED

A8 CLOAK ROOM

ro

Destroyed MAY 4, 1897.
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ANALYSIS OF FIRES

THE following analysis deals with some 1115 fires, which have occurred between January 1, 1797, and May 4, 1897. From

the beginning of 1797 to the end of 1896 my list shows 1108 fires, which I have chosen to term in round numbers eleven

hundred. I have omitted from these pages all mention of fires where I was unable to verify, to some extent, the reports

that have reached me. Had the whole of the records that are in my possession been included, the number would have

risen to nearly fourteen hundred. It should also be remembered that these eleven hundred fires during the last century

are almost solely cases where the building has been entirely destroyed or very materially damaged, while the innumerable

smaller fires which occur nightly in every city, and of which we hear little or nothing, on account of the great secrecy with

which these dangers are concealed from the general public, have been omitted. To repeat, I have to consider, as far as my

analysis is concerned, 1115 fires resulting in the entire destruction of or material damage to places of public entertainment,

and this number dates back to 1797.

It has, of course, been impossible, even in the case of the fires under consideration, to obtain full particulars in

every instance. This desired completeness has, moreover, been prevented by the fact that a number of my correspondents

have, on the one hand, regarded certain specific points of importance whilst framing their reports, and, on the other hand,

have disregarded features of which I should have desired some information. I might almost say that each correspondent

has laid stress on some different characteristic, and that in nearly every instance some important facts have been omitted.

Hence, my averages for any particular extract have often had to be based solely on those cases regarding which the

specific details were available.

Perhaps one of the most important results of the analysis is the fact that, out of the three hundred and forty-three

fires of which 1 have been able to obtain the necessary dates of erection of the buildings involved, no less than

one hundred and seventy-two of the conflagrations took place within ten years of the opening of the establishment. In

fact, in one hundred and five instances out of thc three hundred and forty-six under consideration, the structure was

destroyed within five years of inauguration. The data referring to these three hundred and forty-six fires are as follows :—

148LE. SHOWING LIFE OF BUILDINGS.

Of 346 buildings destroyed by fire— |

32 were burnt in the 1st year after they were opened;

#3 were burnt between the 2nd and sth years of their existence;

67 ) " 6th. 1oth a

"3 7 ith ., zoth | .

36 5 . gist, oth z

11 3 ’ 31st, 40th %

26 . 5 41st .: soth i

16 ir y | 51st . 160th i

Y ’ 0 61st ,, 8Soth “

6 i Bist ,, 100th

If the figures are worked out, it will be observed that zie average life of a Theatre, Music Hall, Assembly Room, or

similar building, as based upon these three hundred and forty-six instances, is about eighteen years; but even this

calculation must be regarded as optimistic, for there are but few of these buildings which have been employed consecutively

for public entertainments, and if we wish to arrive at the life of a structure continuously devoted to such uses, I am afraid

we could only give a much lower figure as representing the life of the building, say, twelve years. By far the greater

number of places of public entertainment are used only for about half the year, and there are others only occupied for a

short season of a few weeks, as, for instance, our Covent Garden Opera House. Those interested in the financial aspect of

the life of a structure should certainly consider whether it is used consecutively, as is the case with our big Variety

Theatres, the * Empire’ and ‘ Alhambra,’ open night after night on every week-day, and the Music Hall of the Continent,

which is also used on Sunday evenings; or whether it be the fashionable Court Playhouse which has only a short season, a

111.—4 H
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Circus building engaged from time to time by travelling companies, or an Assembly Room, where the building is perhaps

only used on fifty nights in the year. It would be well to point out, however, that the averages are here taken from

buildings which were actually destroyed, whilst, of course, there are a number of structures in which no serious fires have

occurred, and it would only be by obtaining the age of all existing theatres, as well as of those burnt down, that a true

average of life could be arrived at.

Perhaps the figure next in importance is that of the cause of fire, and here I would say that of the 1115 instances

of outbreaks only forty-five can be attributed to premeditation, i.e, to incendiarism, while the remaining 1070 must be

regarded as accidental. This should dispel the common belief that so many of this class of fire are due to the ill-will of

employees—a reason too frequently put forward, particularly in the United States.

Out of the 1070 accidental outbreaks it would be well to say that in six hundred and sixty-nine the place of origin

has not been detailed; that is to say, it has been impossible to arrive at the exact position of the outbreak. In the

remaining four hundred and one cases, however, I have been able to obtain the necessary information, and the following

table should be of interest: —

TABLE SHOWING LOCATION OF ACCIDENTAL OUIBREAKLS OF FIRE.

Of the 1070 accidental cases the position of outbreak in 401 instances is given as follows :—

(0 In the auditorium of the Theatre, or the principal hall of

other places of entertainment . : ; : ; co. 20

(11) On the stage in Theatres, or on stages temporarily erected

in Assembly Rooms, Public Halls, et. ; : ; 167

(in). In other parts of the building involved . : 0 141

(tv) From outside .: -; : ; : : ! : ju oa

The lesson deducible from this table certainly appears to be that the greatest liability to danger is found on the

stage, for, as it will be noticed, no less than one hundred and sixty-seven cases out of the four hundred and one

occurred actually on or above the stage floor. If I further add that of the one hundred and forty-one cases where the

outbreak commenced in other parts of the house forty are known to have started at the back, near the stage, or in stores,

workshops, etc., abutting on to it, it will be seen that the stage proper, with its direct accessories, is the seat of the

greatest risk.

As regards the actual cause of outbreaks, reliable particulars are very few, for, as a rule, the progress of a fire in a

place of public entertainment is so rapid that it leaves but little evidence of origin. Hence, I have not attempted any

extensive analysis on this point, and have limited my extract to a record of cases where the accident can be distinctly

traced to either the lighting, the heating of the ‘back of the house,’ or to such attempts at special stage effects as are necessary

for the representation of shooting, explosions, etc. The following table classifies one hundred and ninety-three cases of this

description ; the figures themselves will tell their own tale: —

TABLE SHOWING CAUSES OF EIRES.

Of 193 fires commencing at the ‘tack of the house,’ the outbreak was due to: —

Open lights . : : : ; : 27. | Fireworks . : : ; : : 31

Lamps . Bre ; : 18 Guns. . ; : : : : : 7

Defects in the gas installation . ; 44 Explosions =. : : ; 17

Defects in. the electric installation 7 Defects in heating apparatus : : 32

I next come to the question of the time of outbreak. Here I have been fortunate in obtaining full particulars in no

less than 769 cases. The following table shows the hours at which these fires have been known to have commenced :—

TABLE SHOWING TIME OF OLUIBREAKL OF FIRE.

Of. 769 cases in which the time of outbreak is reported :—

183 fred, or 23°83 per. cent, began during the daytime (7 AM. 10.7 PM),

25 . 32 ” 3 an hour before entrance of audience.

103 ; 13°38 ’r . during presence of audience for the performance.

133 7 17° 2 " 1 within two hours after the performance.

25 er 4273 7 during the night (before 7 Am.)

It is a very serious reflection that more than a seventh of the fires of which the particulars are available

have occurred during the presence of the audience at the performance; further, that 458 outbreaks commenced at night,

after the usual hours of performance and before seven o'clock in the morning, and no less than 133 within two hours
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of the close of the entertainment, practically proving how considerable is the risk incurred by the performance. Perhaps I

should add that the 103 instances of fires during the presence of an audience quoted above, refer to actual conflagrations,

and that I have not included those cases where the fatalities have been principally due to panic, and where the fire, if any,

has been of little or no consequence. As regards the time of outbreak during a public dramatic performance, 1 would

add that in very many instances I notice that fires have commenced either just before the beginning of the play, ie,

about five minutes prior to the rise of the curtain, or directly after the few opening words have been given. In such

instances there is little doubt that the outbreak is due to the lighting up of the stage, which is generally left until the

last moment.

The distribution of fires by months or in seasons may not at first sight appear to be of much importance, but a

glance at the following table will show that places of amusement are subject to fire to a greater extent in the Winter and

Spring than in the Summer and Autumn, and this should be worthy of notice; firstly, because it is during the former

period that: the majority of Theatres, Music Halls and Assembly Rooms are more regularly in use and may almost be

regarded as open on consecutive nights; secondly, because the Winter is the time for the most dangerous of all theatrical

productions—i.e., the pantomime, with its transformation scenes, while the so-called carnival with its many fétes, also takes

place in the first months of the year. I have been enabled to tabulate no less than 1069 cases according to the months in

which the outbreaks have occurred. Of these it will be seen that almost ten per cent. happened in January, February and

March respectively, and. about nine per cent. in April, May and December. Only about five per cent. of the fires are

reported as having occurred in the month of August.

TABLE SHOWING FIRES ACCORDING TO MONTHS

Of 1078 fires, of which the dates are recorded :—

108 occurred in January, equal ‘to 10:0 per cent. 83 occurred in July equal to 7° 7 percent.

100 “ February V 98 ’ 53 ig August 5 54 .

107 March 5s 9°90 88 5 September 80 5

100 5 April , 02 n 79 .; October 7, 72 -

99 ’ May - 9:1 0 ii y November 1

73 | 3 June By 67 100 December % 9:3 ’

Thus 620 occurred between the months of December and May, and 458 between the months of June and November.

It is, of course, a matter of common knowledge that the number of Theatres, Music Halls, Assembly Rooms, etc,

erected throughout the world is constantly increasing, yet it should also be remembered that the possibilities of better

construction have proceeded contemporaneously, and there is no doubt that a far greater number of these buildings will be

found to be much more suitable for their respective purposes and more capable of resisting fire than, say, those built in

1837. 1 would, however, call attention to the rapid increase in the number of conflagrations during the last thirty years

shown so markedly in the table appended, and I would ask if this increase is not extremely anomalous in view of the

greater protective facilities we have at our disposal at the present time.

7 ABLE SHOWING FIRES IN. EACH DECADE FROM 1797-1396.

Of the 1115 instances presented in the records, 1107 occurred between: Janwary 1st; 17707; and December 31st, 1395,

Of these 1107 hres

18 are recorded between 1797-1806 70 are recorded between 1847-1856

14 . ’ 1807-1816 79 5 ;s 1857-1866

30 % i 1817-1826 154 ; : 1867-1876

28 e 1827-1836 309 2 1877-1886

47 7 " 1837-1846 | 360 a 5 1887-1896

Of the 1107 fires recorded for the exact century (1797-1896) no less than eight hundred and twenty-three fall within the

last thirty years; and six hundred and sixty-nine, which is considerably more than half, within the last two decades.

Nearly one-third of the total, or three hundred and sixty, have happened since 1887, and this figure should be most

seriously borne in mind. The average number of fires during the last ten years has been thirty-six per annum, during

the last twenty years, thirty-three, and during the last thirty years, twenty-seven per annum.

In regard to the distribution of fires and the lives lost in various countries, I now append a table dealing with

European countries. It is curious to observe that Great Britain heads the list of fires in Europe, though we have to

congratulate ourselves on a considerable immunity from loss of life compared with most other European countries. It will

be seen that Germany stands next on the list of fires, France following.
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Years 17971806 1807-16 1817-26 1829-36 1837-48 1847-56 1857-66 1867-76 1877-86 1887-96
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TABLE SHOWING THE DISTRIBUTION. OF FIRES AND LIVES LOSI IN EUROPE.

No, of No. of

fires. lives lost.

Great Britain . i : : : ; : 139 2109

Germany . ; ; : : : : : : : : 101 08

France ; : : : ; ; ; 93 475

Russia ; : : : : : : : ; 66 1200

Italy . : : ; : , : : ; : 47 46

Austria-Hungary : : : : : : : ; : 36 458

Spain and Portugal . ; : ; : : ; : ; 33 170

Netherlands : ; ; : : : : ; : : 28 2g

Other European Countries : : : : : : 41 364

Of course, the number of fires of either Great Britain, Germany or France is small compared with that of the

United States, which amounts to four hundred and sixty-two. It should, however, be remembered that in the United States

we find a number of structures of a temporary nature, and, comparatively speaking, a far larger number of buildings devoted

to public entertainment than is the case in Europe. The United States, however, only shows a death-roll of eight hundred

and forty-five to four hundred and sixty-two fires. This is not a very different ratio from that which has characterised the

conflagrations in Great Britain.

Altogether, 3055 deaths have been authenticated for Fwope, and 845 for the United States, and it should be

remembered that these are solely due to actual outbreaks, as distinct from the numerous fatalities in panics caused by false

alarms. In addition to these I have records of 79 fires in South America, and 371 in British Possessions. The disastrous

fires in China, I would observe, must be considered due to the light construction and materials of the buildings utilised,

and the same remark is applicable to the great loss of life reported from Russia, more particularly in connection with circus

performances. As regards the total number of deaths, which amounts to 9335, I would only emphasise the fact that it

must be regarded as the minimum, for, besides the official number, there are the fatalities which have not been exactly

defined by the authorities, and those which I have been unable to verify. Further, I must again remark that, even

including these, thus making an aggregate of nearly ten thousand, I am only giving data of which I have personal know-

ledge. What, may 1 ask, must have been the number of deaths at the fires of which I hold no record? It will be seen

from the lists that quite three-fourths of the fatalities have occurred in the last thirty years. The number of establishments

devoted to our entertainment has no doubt materially advanced in that period, but, nevertheless, why should we not be

practically free from any risk in pursuing our amusements when we have it in our power to minimise the danger, and

prevent the recurrence of these distressing disasters ?

In connection with the distribution of fires in European countries, it may be of value to show the relative increase

in each decade during the last half century, in which a total of 970 conflagrations have been recorded.

FIRES ACCORDING 70 DECADES IN DIFFERENT EUROPEAN COUNTRIES.

Of these 970 fires of the last fifty years, the distribution is as follows :—

1847-56 1857-66 1867-76" 1877-86 1887-96

In "Great Britain : : ; : 8 ; 10 12 44 44

France 6 / 15 ” 29

Germany . 3 5 20 20 30

Austria-Hungary 3 = | 5 9 6

Russia 5 4 7 30 14

Italy I 6 5 5 16

Other European Countries 5 8 I'l 29 46

As to the United States, we find the interesting gradational increase of 31, 30, 71, 133 and 147 fires for the five

decennial periods under consideration.

In connection with the distribution of fires according to countries, it may be of interest to observe to what extent

the more important capital cities of Europe are represented in my tables, and here it will be of value to distinguish

between the actual number of conflagrations recorded and the number of places of amusement which have been the scenes

of such destructive outbreaks. The following extract shows the respective figures, which I have supplemented by some

dealing with important cities in the United States.

nL.—4 1
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TABLE OF FIRES IN {IMPORTANT CITIES IN EUROPE AND AMERICA.

EUROPE. AMERICA.

London . ; : 35 fires at 27 buildings. New York ; : 41 fires at 27 buildings.

Paris : : 37 . 283 5 San Francisco . 23 o 20 -

St. Petersburg ] 12 5 II 5 Philadelphia = . : 21 i 18 be

Berlin ; : 10 s 10 Chicago : : 19 i 18

Madrid : ; 0 i 9 : Boston. ; 15 = I1 We

Vienna 7 0 3 i New Orleans. : 12 3 10 i

Rome : , 5 5 4 Baltimore . : ‘ IY " 10 ’

Constantinople . 5 = 4 ay Washington . : 9 3 5 ”

Berne 2 5 2 he Cincinnati, : ; 9 os 9 :

One of the most notable features ‘of the above extracts, to my mind, is the fact that London heads the list of

capital cities in Europe with thirty-five fires, but it is also very interesting to observe that these conflagrations are

distributed among only twenty-seven places of entertainment. After having seen the far greater number of fires attributed

to the United States as compared with those of Continental countries, the figures associated with the names of leading

American towns are not surprising. If anything calls for remark it is the fact that forty-one fires occurring in New York

are also distributed over only twenty-seven establishments. Reference to the records will, however, show that the Bowery

Theatre at New York appears no less than seven times as the scene of important outbreaks. Similarly, the National

Theatre at Washington is mentioned five times in the records.

THE THEATRE, EXETER, Destroyed SEPTEMBER 5, 1887.

Fi1G. 7. VIEW OF AUDITORIUM AFTER FIRE.
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CONCLUSION,

It will be remembered that throughout this analysis I have been speaking of all such places of public entertainment

as Theatres, Music Halls, Circus Buildings and Assembly Rooms, and that I have made no difference whatever between

the various classes of structure. In a volume dealing with theatre construction it may, however, be of interest to tabulate

separately some of the notable theatre fires, with the loss of life incurred, in such a manner that they can be seen at a

glance. 1 have, therefore, prepared the following list :—

PROMINENT THEATRE FIRES OF THIS CENIURY.

Date. Name of Theatre. No. killed. Date. Name of Theatre, No. killed.

1308. Sept. 20 Covent Garden Theatre, London 22 1338 Mar. 31 The Theatre, Oporto, Portugal 170

1811: Dec. 26 The Theatre, Richmond, U.S. A 70 April 18. The Avena, Celaya, Mexico 30

1826 Feb. 14 Lehman Theatre, St. Petersburg 300 April National Theatre, Kyoeng in Corea 650

1845 May 25 The Theatre, Canton, China 1670 1389 . June 6 Fryers Opera House, Seattle, U1.5.A. 30

1846 June 12 Royal Theatre, Quebec 200 1301 July 10 The Theatre, Lingras 46

1847 Feb. 28 Grand Ducal Theatre, Carlsruhe 64 Dec. 28 Royal Theatre, Gateshead : 13

1853 x The Opera House, Moscow 11 1892 April 27 Grand Central Theatre, Philadelphia 14

18357 - June 7. Teatro degli Acquidotti, Leghom 45 April 28 The Panorama, Vienna 6

1867 June 19 Theatre Fox, Philadelphia 13 1893 April The Theatre, Kamli 2000

1872 May The Theatre, Tientsin:. O00 Sept. 19: Opera House, Canton, N.A. 10

1876 Dec. 3 Conway's Theatre, Brooklyn, 1J.5.A. = 283 1304 April 9 The Theatre, Milwaukee 16

Dec. 10 The Theatre, San Sacramento 110 1805 . Dec. 27 Front Street Theatre, Baltimore 22

1878 May 11 The Theatre, Ahmednuggur 40 1896 Jan. 20 Kopyloff Circus, Ekaterinoslav 49

1851 Mar. 23 Municipal Theatre, Nicex, 200 Sept. 5 Yoxe's Opera House, Benton Harbour 11

Dec. 3 Ring Theatre, Vienna 450 Sept. 30 . Palace of Varieties, Aberdeen 7

1383 - Jan. 13 Circus Ferroni, Beiditschew 325 1307 + Feh; Performance in temple, Quanton,China 230

1887 May 25 Opera Comique Theatre, Paris 170 May 4 Temporary Theatre, Paris (known

Sept: 5 The Theatre, Exeter 160 as the Charity Bazaar) 124

as they are, are highly instructive to those interested in the construction of playhouses.

It is not my purpose here to give particulars of each of these fires, though no doubt many of the details, appalling

Nevertheless, perhaps one or two

examples should be described, so as to give some idea of the features common to catastrophes of this description; and in

going over the lists in the preceding pages with the view of selecting instances, I have chosen the three which I believe are

most familiar to our minds. These are, the conflagrations that occurred at the ‘Ring’ Theatre, Vienna, the Opera Comique,

Paris, and the Theatre Royal, Exeter, which have, respectively, a loss of life of four hundred and fifty, one hundred and

seventy, and one hundred and sixty. No doubt the catastrophe at Nice with its two hundred fatalities, and a few months

previous to that of Vienna the one at Oporto in Portugal, with its loss of one hundred and seventy lives, take a prominent

place in the roll of recent calamities so far as Europe is concerned; yet they cannot be said to be as familiar as the

The Brooklyn Theatre five of 1876, with two

hundred and eighty-three lives lost, and the one at San Sacramento in the same year, with one hundred and ten lives, are

three I have just mentioned, nor do I hold them to be equally instructive.

also notable instances from the United States, but it would almost appear as if they had been quite forgotten by the public

generally. Again, from countries more distant, having a different form of civilisation, and holding their entertainments

on entirely different lines to those to which we are accustomed, we find that China lost as many as two thousand lives

in 1893, and quite recently that country had an outbreak of fire at a theatrical performance in a temple, where the death

roll reached a total of two hundred and thirty. But these latter will be considered as offering no lessons when we are

dealing essentially with modern theatre construction, as is the case in this volume. Curiously enough, I might at once

observe, and no doubt it wid have been noticed, that the most extensive fires have occurred in batches of twos and threes
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within short periods of one another. Thus, within the twelve months from Spring 1887 to Spring 1888, we have the Paris,

Exeter and Oporto fires. The Vienna ‘ Hing’ Theatre five was. in the same year as the Nice fire, 1881; the two American

fires mentioned were also within a week of one another, and though these coincidences are of no practical value, they may

be considered interesting; and perhaps I should add that there are some experts who attribute much of the loss of life in

any second or third fire of such sequences to the particular nervousness of an audience when danger is imminent shortly

after some catastrophe has occurred. What is far stranger, however,

than any coincidence in the date of the fires is that such sequences

do not seem to make much impression on the public, and that after

such a series of fires as occurred, say, from 1837 to 1838, no more

encrgelic steps were taken to prevent a recurrence of this kind of

conflagration.

Reverting, however, to the three fires of which I wish to give. par-

ticulars—those of the Vienna ‘ Ring’ Theatre, the Paris Opera Comique,

and the Exeter Theatre Royal—I would commence by referring to the

plan, the two sections and the elevation which I present of the first-

named example. 1t will be seen from the plan that the ‘Ring’ Theatre

stood on a site open on three sides, ie..on the front, the back, and the

right-hand side, as taken when facing the auditorium. On each of these

sides the thoroughfares are of a fair width. Next it will be observed

that the planning is by no means complicated as compared with that

to which we are accustomed in our own metropolis, that the first row

of stalls is nearly 11 feet above the 'sticet level, and the highest

‘RING’ THEATRE, VIENNA. Destroyed DECEMBER 8, 1SSI. scat 75 feet above the pavement, these dimensions being small, com-

rE pared with those, say, of many of the theatres of Paris, where, taking

for instance the ‘Théitre de la Renaissance,’ the first row of stalls is 25 feet above the thoroughfare. The doors .and

gangways are not so unsatisfactory as might have been expected. Then it should be remembered that when the fire

occurred the building was not quite filled, for the outbreak commenced from ten to fifteen minutes before the raising of

the curtain. This, however, is one of the most dangerous moments, for it is the time when there is a great deal of

lighting-up going on on the stage and in the various offices, and where gas is used this means even to-day the frequent

employment of spirit lamps and the use of matches. It was in using an ordinary lighter on a long pole for some of the

battens that one of the gauze curtains at the back

of the stage caught fire, and it was therefore only

natural, owing to the usual dryness of the canvas and

woodwork in the upper part of the stage, that the

flames spread with great rapidity. © Then it should

be noted that the employee of the Austrian stage

is ‘by no ‘means very encrgetic in an emergency,

and, as a matler. of fact, none of the carpenters: or

stage hands made the slightest attempt to extinguish

the fire. or to lower the ‘cloths’ There was a

general stampede of the whole of the staff, and in

this confusion it was even forgotten to lower the iron

curtain which was intended to separate the stage from

the auditorium under such circumstances. The excite-

ment was so intense that no one thought of telling

the audience of what had happened, nor of com-

municating with the fire brigade. The curtain being

down, the audience was entirely unaware of what Si ye ee 0. Pap

: 2 blll oll : is | .

was going on on the stage, and though some noise a a - NET.

was heard owing to the fall of scenery, no notice was ‘RING’ THEATRE, VIENNA. Destroyed DECEMBER 8, 1881.

FIG. 9. LONGITUDINAL SECTION.

taken of it... Tt- was only when the flames had

obtained a firm hold of the stage that a draught slightly moved the act-drop, with the result that the flames immediately

rushed into the auditorium in full strength accompanied by heavy clouds of smoke. The effect of this gigantic fire suddenly

facing the audience was indescribable, and it is not surprising that a panic of the worst description followed. This

panic was aggravated by the fact that the whole of the gas in the front of the house was turned out with the view of

preventing explosions, which was of course an unnecessary step, and also by the fact that the so-called emergency lamps
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had not been lighted, and that all the passages and siaircases were thus in ‘total: darkness. The effect of this,’ move

particularly on the staircases, which had no windows into the open, was most disastrous.

I shall not here go into all the details of what happened to the various sections of the audience: or speak of the

manner in which the smoke entered the passages and staircases through the doors opening from the auditorium, or how

the gases which developed on the stage, and which are more to be feared,

perhaps, than any other danger, caused many deaths; nor is it here the

place to describe how the badly equipped fire brigade of 1881 showed

itself quite incapable of dealing with a disaster of this description. As

I have said, the total loss of life at this Vienna fire of December 8th

was four hundred and fifty, and as the auditorium of the ‘Ring’ Theatre

provided accommodation for eighteen hundred people, and only about twelve

hundred had entered the building at the time of the outbreak, practically

one-third of those present succumbed to the fire. Surely this terrible

record speaks for itself.

Referring now to the fire at the old Opéra Comique, Paris, which

broke out on the night of May 25th, 1887, we find that the block stands

on a site which, in many respects, is very suitable for a building of its

description. It has a clear frontage opening on a public space, as well as

two thoroughfares on either side; only the back wall abuts on adjoining

| | } | Hi
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property. | The first row of stalls is only three feet above the street level, we kb BB wm svweer

and the highest seat in the gallery is but some forty-five feet above the yr] > fe

roadway. The plan, though showing a great dearth of staircase accommo- ‘RING’ THEATRE, VIENNA. Destroyed DECEMBER 8, 18SI.

Fic. 10. FRONT ELEVATION.

dation for modern requirements, is not as unsatisfactory as we are wont

to find in many of our older theatres. The principal staircases show a fairly practical arrangement. It should of course be

remembered that in this instance we have a building which was erected about the year 1840.

Fortunately, here too, the auditorium was not well filled at the time of the outbreak, for, as is common in Paris, many

of the playgoers who attended this theatre did not usually put in an appearance until about ten o'clock, especially those

who had booked seats in the better parts of the house. Further, nearly the whole of the personne! were present on the

stage at the time the fire commenced, which was a matter of some importance, as the bad dressing-room accommodation in

the building would otherwise have been responsible for a yet greater loss of

life. The fire was frst noticed on the stage about ten minutes to nine, and

seems to have occurred in connection with a ‘batten’ at the back of the stage.

The accident in this case happened in full view of the audience, who were

thus aware of the danger before the fire had taken a firm hold of the scenery.

Here again, however, the unnecessary step was taken of turning off the gas

in the front of the house, and likewise the curtain between the stage and the

auditorium was not lowered—the reason for this here being, I understand, that

its gear was not in working order. The same scenes of indescribable panic

took place as in the case of the ‘Ring’ Theatre fire, though the actual extent

of the crush was perhaps not quite so disastrous, owing to the audience not

having suddenly to face such an extensive fire as was the case at Vienna.

But here also the gases developed by the burning canvas were the greatest

enemy to human life, and the smoke quickly found its way into the passages

and staircases, causing death by suffocation. As in the former instance, I do

not intend to enter into sensational details of the experiences through which

the audience passed, and I would only say that the loss of life is stated to

have been 170, though the figure taken for statistical purposes is somewhat

lower, i.e. 117. Unfortunately, however, I must add that, as at Vienna, the

fire brigade did not do anything very creditabie.

Cll Bi lL Coming nearer home for the third example, we have the Exeter

= or CM 7 0 25 S077) 5 ; ’ e

Lov f tL bt "Theatre fire, which broke out on the night of September 5th, 1887. Strange

TRING AMEATRE: VIENNA Jose DeonNpos 8 at to say, the plan here again shows that this building, at any rate as far as

FiG. 11. AREA PLAN,

the site was concerned, was by no means so unsatisfactorily placed as many

of our London playhouses. At the same time, however, it will be noticed that nearly the whole of one side which abuts

on a public thoroughfare was occupied by so-called ‘lock-up’ shops, which, while no doubt affording additional income to

the landlord, made it practically impossible to provide the necessary staircase accommodation. And here a few words with

1IL.—4 K
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regard to owners of theatre property and their architects. There is not the slightest doubt that the reputation of the late

C. J. Phipps suffered considerably owing to the calamity which occurred at this theatre, and yet I cannot but think he was

very little to blame for anything relating to the catastrophe. May I ask whether the architect who does not follow implicitly

and minutely the instructions of his client—though acting perhaps contrary to his own reason—will not otherwise risk losing

his commission? Is it not possible that it was not the architect who was here responsible for any unsatisfactory points

in planning, though he may have taken the responsibility upon himself? I have on a former occasion stated that there

are architects who are ever ready to oppose existing regulations at any cost,

even when their client has called upon them to fulfil the existing requirements;

but do we not also know the client who insists upon what may be termed

‘ dangerous’ planning, even going so far as to inform his architect that if he

will not comply with his wishes he may have to seek other skilled advice? It

woilld be very interesting to obtain the real facts in regard to the Exeter Theatre

now that the architect is no longer among us. Personally, to repeat, I am very

strongly of opinion that the blame in connection with the disaster did not rest

with him; and that if there was any failing on his part, it was that he followed

too implicitly his instructions, thus appearing to take upon himself the moral

responsibility for the defects in the building. For my own part, I consider that

the loss of life at Exeter was mainly due to the commercial considerations of the

JH — venture. At the slight cost of having one ‘lock-up’ shop less, the extra staircase

rn 5 % 's METRES which was not forthcoming for the emergency could certainly have been arranged.

OPERA COMIQUE, PARIS. Destroyed MAY 25, 1887. ; :

Pre tel Tr Bianiak. But, returning to the history of the outbreak of September the 5th, 1887,

which, it will be remembered, resulted in the loss of one hundred and sixty lives,

I would point out that here we have an instance of a fire occurring in the middle of a performance, when the house was

comparatively well filled and the late comers had already arrived. To summarise, it may simply be stated that the fire

broke out among the ‘cloths’ hanging from the ‘gridiron’ and approximately over the centre of the stage. The ordinary

‘act drop’ was immediately lowered, but, on the smoke first passing round the sides of this curtain, and, owing to the

curtain being blown out, eventually entering the auditorium in large quantities, a panic arose which was particularly severe

in ‘the upper pat of the house. As before, we again: had all the circumstances so

|

common to a theatre fire where no precautions have been taken either to separate effi-

ciently the auditorium and the stage, or to have the necessary appliances available which

would allow the smoke and fumes to escape through the roof. In other words, a fire

breaking out on the stage develops smoke and gases, the expansion of air blows out any |

curtain that may have been lowered, and the auditorium is rapidly filled with a poison-

ous or suffocating atmosphere. The draught into the passages and staircases draws the |

smoke and gases to the very exits at road level; and thus, quite irrespective of the loss of

life and injuries caused by the terrible rush and fight common to every panic, numerous |

lives are lost solely from suffocation and poisoning. In this instance, a certain door

at the back of the stage, which was opened, and created a particularly strong draught

from the stage into the auditorium, in all probability facilitated the rapid spread of fire

and smoke. It is not my purpose to go into detail, yet I cannot but point out, hard

as it may sound, that this catastrophe was a mere repetition of previous disasters, and

might well have been guarded against in a playhouse opened as recently as 1886.

As vegards the plan of the Exeter Theatre,’ 1 would take the opportunity of

mentioning that, as with the site, its general lines were by no means as unsatisfactory

|

|

|

as those of the majority of similar places of entertainment in the United Kingdom. >»

But there were, of course, grave errors both in design and construction, and this is said

quite apart from any question of responsibility. Some of these facts are concisely Er ZR

expressed in a report on the fire to the Home Secretary, penned by the late Chief gree b LL

OPERA COMIQUE, PARIS. Destroyed MAY 25, 1887.

F1G. 13. PLANS OF AREA AND FIRST TIER.

Officer of the Metropolitan Fire Brigade, Sir Eyre Massey Shaw, and 1 cannot do

better than quote the opinions of so able an authority on questions of theatre safety.

This report, for instance, says that the faults of the building were the following :—*“ 1st. The structure was all in one ‘risk.’

2nd. The highest point of the dome or ceiling over the auditorium, which should have been at least ten feet above the

highest seat or passage of the gallery, was five feet below this point. 3rd. The roof over the stage, which should have been

at least twenty feet above the centre of the dome, was only seven feet above that point. 4th. There was not sufficient outlet

for smoke over the stage. 5th. There was not sufficient outlet for smoke over the auditorium. 6th. The gallery, which

should have been provided with two staircases, one at each side, had only one staircase, which was obstructed in several
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places, had an upper door of communication on the upper-circle level, another open door on the dress-circle level, and

joined an exit on the ground level which was common to five other parts of the house. 7th. The gas for the sunlight or

large chandelier in the centre of the auditorium was on the same meter as the gas for the stage, and when the latter was

shut off the whole of the auditorium was instantly plunged in darkness.” It would lead too far to quote this valuable

report at length. The above sentences explain enough in themselves; but one more quotation I might perhaps make to

strengthen what I said above as to the disaster being a mere repetition of former catastrophes. Sir Eyre Massey Shaw, in

closing his report, says: ‘The saddest part of this matter is

that no lesson of any kind has been taught by the event, as

everyone who has studied the subject either theoretically or

practically knew beyond any possibility of doubt what the

whole action of the fire and smoke would be under such

circumstances; and, moreover, the lessons and warnings of

recent years had prepared all concerned for the terrible cata-

strophe precisely as it occurred.” These concluding words

should become historical in the annals of theatre architecture,

and those interested to-day in theatre enterprise should not

forget that these words were said in 1887, i.e. some ten years

back. I have little doubt that they can be repeated, word

for word, when we hear of ‘our next great theatre con-
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flagration. | asi
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In connection with this Exeter Theatre fire there is Shih METRES.

one interesting aspect that might be considered, with respect OPERA -SOMIOUR, PARIS. Danger Mix on bly:

F1G. 14. LONGITUDINAL SECTION.

to the responsibility for the safety of places of public enter-

tainment. At the official investigation of the fire, and according to the unanimous vote of the jurymen—though giving a

verdict of “accidental death ”—the responsibility for the catastrophe was practically put on to the shoulders of the architect.

According to the views of the general public at the time the fault lay with the employers of the architect, i.e. the owners

of the property. According to Sir Eyre Massey Shaw, in his report to the Home Office, the responsibility is attributed to

the local authority, for he distinctly says that, notwithstanding the words of the jury, the licensing authority on a certain

date assumed the whole responsibility for the safety of life at the Exeter Theatre, and by that act relieved the owners and

those who were employed by the owners. Now, since then, as recently as March 1898, we

have the finding of an Edinburgh Court, which, though not applicable to England, may throw

a cleaver light on what the responsibilities of a public entertainer really are, or should be. In

a case against the owners of the Aberdeen Palace of Varieties, which was the scene of a fire in

1896, this Court awarded damages to certain members of the audience who had been injured

in the panic, and the owners of the property were ordered to pay the sums in question. In

summing up, the judge clearly stated that he considered that the responsibility for the life of

any member of the audience lay with the entertainer who invited him to the house, and this

apparently «quite irrespective of any. control exercised by the local authorities. To my mind,

this is sound reasoning, and all regulations for the construction of a theatre should only be

considered either in the light of an official hint, or as the minimum of precautionary measures

considered essential by the public authorities. 1 do not hold that a public authority can, or

should take upon itself the absolute responsibility of a building in respect to which it may

perhaps pass the plans or express its satisfaction that certain regulations had been observed.

Questions of watching are of equal importance with those of plan and construction as far as

the safety of life is concerned. The mere survey on the completion of a building is entirely

inadequate if a public authority is to take any responsibility, and, similarly, the mere inspection

D8 we BB ow wr at intervals in order to see-that the building has not been altered. 1t is only in countries

IPR : 2 where the theatre is practically under the constant control of the public authorities, i.e. where

THE THEATRE, EXETER. there is a constant attendance of public officials, either firemen, watchmen, or inspectors, as the

Destroyed SEPTEMBER 5, 1887. J ; : :

Fic. 15. PLAN, FIRsT TIER, case may be, and where the authorities are armed with specific powers as to maintenance, that

they can be accorded the responsibility for the safety of the public. But such powers must be

far-reaching. If the public authority take the responsibility, it must be able to close the theatre, if necessary, even for such

a seemingly trivial defect as an unguarded light. Such powers exist in several Continental cities. Of course, if the public

authority takes the whole question of the safety of the public out of the owner's hands, i.e. as regards both the structure and

the management of the premises, the license must relieve the owner of all responsibility whatever. And yet, no matter how

efficient the public authority may be, and how well organised, it is difficult to say in what manner this responsibility can be
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enforced so as to make officials or a committee know against whom the verdict of manslaughter will be given if any death

from fire or panic occurs in the playhouse under their control. But unless full powers are given to a public authority,

with constant control in whatever manner it may desire, and unless the authority voluntarily takes upon itself the entire

responsibility, there is no reason whatsoever why the owner of the premises should not be held responsible, and should not

simply take those requirements which are in force during erection as the minimum of what is considered sufficient for the

structure. The tenor of the Edinburgh verdict should make the manager more chary of the safety of his audience. Why,

if considered in the most prosaic light, there is not the slightest difference between the

caterer who supplies dangerous food and a caterer who affords dangerous accommodation.

It is of course a recognised fact that the whole question of theatre safety calls for

the most serious attention, not only from the representatives of public authorities, but also

from the architect and his employee. No argument can carry more weight than the mere

tabulation of fires already presented, but the effect of an outbreak in a playhouse cannot

be more clearly demonstrated than by the illustration of some modern theatre as it appears

after a fire, since such a view only too plainly shows the havoc that is wrought on a

building the moment that a fire takes a good hold of its contents. As an instance, I am

showing some views of a recent fire at the Glasgow Theatre Royal, which was opened in

1880, and from which the effect of the flames on the auditorium can be clearly seen, as

also their effect on the so-called fire-resisting construction. There is no doubt that the

heat at a theatre fire is always most intense, and, as far as the structure is concerned, the

choice of material and methods requires the greatest attention from the fireman’s point of

view. It should always be remembered that for practical purposes it is impossible to make

the contents of a playhouse entirely non-inflammable, and, what is more, that the contents

THEATRE ‘ROYAL,’ GLASGOW. in every way facilitate the rapid development of heat.

Destroyed MARCH 1, 1895.

F1G6. 16. VIEW OF AUDITORIUM AFTER FIRE,

As 1 have already indicated, this Supplement, and more particularly the analysis,

treats primarily of actual fires at places of public entertainment, but it cannot be too strongly

emphasised that loss of life can just as well occur through panic, without there having been an outbreak or even the

slightest reason for anticipating danger. To give some idea of the many panics of which we regularly hear, and which at

times involve the loss of many lives, and at other times fortunately of few, I will here give a list of which information

has reached me during one year—for instance, during 1889. Only recently in 1892, here in England, not many miles from

the Metropolis, a number of people were killed and injured in a theatre where there was no reason whatever for a panic.

The current year has also been particularly notorious for minor panics. The following list of panics in 1889 surely speaks

for itself of the danger of an audience who become terrified without the slightest reason

for so doing, and this list, 1 would point out, is of course incomplete, as I only received

information of comparatively few panics as compared with actual fires. January 1oth,

The Theatre, Louvain; March 16th, FPolies Dramatiques, Paris: March 29th, Grand lyric

Theatre, Racine, 11.5.A.; April 23rd, Guadalajara Circus, Mexico; May 10th, The Theatre,

Clermont-Ferrand: June “4th, Thédtre Francais, Paris: June 8th, Thédtre des Gobelins,

Paris; ‘June 16th, Commenda Theatre, Milan; September 18th, Klatt Theatre, 1ourches;

November gid, Municipal: Theatre, Nimes; December 231d, German Theatre, Vienna.

But, speaking of panic, I cannot refrain from giving some particulars of the most

vecent ‘and terrible’ example, for which, however, there was some reason. 1 vefer to the

panic at the temporary theatre in the Rue Jean Goujon at Paris, better known as the

Charity Bazaar, at which no less than one hundred and twenty-five lives were lost, and

many persons were injured. Though not actually used as a theatre on the occasion of

the outbreak, the building having been provisionally transformed for bazaar purposes, the

catastrophe certainly calls for classification among those at the places of entertainment here

under consideration, and the features of this disaster are not less important to the architect

than the controlling authority. They have, in fact, special bearing on the too frequent My

adaptation of the auditorium and stage of a playhouse for the purposes of a ball or similar Fw. 17. View or Auprrorivs ArreR FIRE.

féte, the temporary decorations being almost of an identical character. The number of

fires on the occasion of such fétes will be seen from my record. Now, in regard to the Paris fire, the scene of the cata-

strophe was, as I have indicated, a temporary structure. When first erected, the purpose which the building had to fulfil

was that of a theatre for religious plays, and it had been equipped with a stage and raking floor giving the necessary

seating accommodation. Both the stage and seats had recently been removed to enable the structure to be adapted for the

organisation of the Charity Bazaar. The site of the building was in a most frequented part of the city, and had a frontage

of over ninety metres, or more than three hundred feet, to a depth averaging forty-five metres, or about one hundred and
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fifty feet. Nearly eighty metres of the frontage were taken up by the building, the average depth of which was thirteen

metres, and there were several small additions to the back, namely, a refreshment room, a large store, used at the time of

the catastrophe as a cloak-room, and a cinematographe room. The last named annexe, which will be seen from the

ground plan, Fig. 3, was not, as far as the drawing shows, in direct communication with the main building for entry

and exit, the approach being from the outside, and visitors passing through door marked No. 3. The main building

covered about a third of the superficial area of the site. while two-thirds, having an average depth of thirty-two metres,

had not been built on. The site was enclosed on the back and two sides by walls of various heights, from fifteen feet

upwards, and by the party-walls of some adjoining houses. One of these blocks, the Hotel du Palais, had windows over-

looking the ground.

The .plan .of the building, Fig. 3, shows a long gallery, constructed of a series

of framed trusses, the whole of the work being in timber. All the walls were match-

lined on both sides. The roof was partly covered with tarred felt and partly with

glass. The principal entry was through two doors placed centrally, No. 1 and No. 2,

and the visitors passed through a small vestibule and inner lobby in each case. There

were four additional exits at the back, i.e. Nos. 3, 4, 5 and 6, of which No. 3 above

mentioned alone seems to have been well known, owing to its forming the approach to

the cinematographe annexe. . There was. another exit, No. 7, used for service pur-

poses, with which only the management and stall-holders were acquainted, and there

was also a small door from the refreshment annexe, No. 8, into the open. In the front

of the building there were several windows to the office, the ladies’ room, etc.

On both sides of the gallery there were rows of bazaar stalls, and the construc-

tion of these, together with the section of the building, is shown in Fig. 18. The [ina = - - ry
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frontages of these stalls were faced with scenery, whilst the top of the hall was closed |! «

TEMPORARY THEATRE, TARIS (KNOWN as

¢ CHARITY BAZAAR’). Destroyed MAY 4, 1897.

inflammable, while the articles for sale on the stalls were, of course, of a similarly Fi6, 18.

SECTION SHOWING ROOF, VELUM AND STALLS.

by a velum of canvas. The decorations were elaborate, and, I must add, particularly

dangerous character. Perhaps I should also mention that the decorations to the stalls

were old, worn, and very dry. The floors were of wood resting on timber sleepers. On the exterior the only attempt at

decoration had been in the central feature, of which I also give a view, Fig. 19, as it affords a good idea of the general

character of the structure.

There is no doubt that the fire originated in the cinematographe annexe, owing to the carelessness of those working

the apparatus employed. It appears that the flames at once broke through the partition into the gallery, and were drawn

immediately across the hall to entrance No. 1, and it will be seen from the drawings that the glass at the top of the

building must have been broken almost immediately, through the enormous velum becoming a sheet of fire. Further, it is

evident that the velum must have broken away from the points at which it was hung, falling on those beneath it. The

tar on the roof also dropped in a molten or burning state. The plan

will explain how those farthest away from the centré, on the cinema-

tographe side of the building, must have been cut off directly the fire

\ crossed from door No. 3 to No. 1. It was, further, natural that there

CRAND BRZAR should be a stampede towards entrance No. 2, and to that part of the

OE LA

CHARITE

hall farthest from the cinematographe. : The extra doors, No. 5 and

No. 6, were apparently either so little known or so blocked that they

were not used, and it appears that many of the visitors were caught

at the entrance to the store annexe, which, as I have already stated,

was then serving as a cloak room, and hence well known to many

of the ladies, who in the excitement of the moment must have asso-

ciated it with an exit.

TEMPORARY THEATRE, PARIS (KNOWN As ‘CHARITY BAZAAR’).

Destroyed MAY 4, 1897. It is not my purpose to discuss the plan in detail, but there

me is one thing certain, and that is, that at first sight the number of

exits, eight in all, would appear sufficient for a substantially built structure which has its floor on ground level. Looking

at the plan of the building, its construction and contents, and considering well all the defects that the structure contained,

such as the tortuous lobbies, I would yet point out that the extent of this calamity was due, in a great measure, to the

fact that the majority of those present were ladies, whose clothes must have undoubtedly caught fire immediately the

lengths of canvas, velum and burning tar fell.

To those technically interested in the subject, the following recapitulation of the main features of this catastrophe

should summarise the disaster. The building had its floor practically on pavement level, and stood on its own ground

with its front on a broad public thoroughfare. There was vacant land at the back, a broad passage on the one side and

IIL.—4 L
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a narrow one on the other. There were eight exits leading direct into the open, with an aggregate width of some forty

feet. The visitors were mostly ladies, dressed in Spring attire; the spread of the flames was exceedingly rapid, and their

garments became ignited almost immediately. The general aspect of the fire was particularly frightening. There is no

doubt that many of the visitors practically died where they stood at the time of the outbreak, being enveloped almost

immediately in the burning canvas which fell from above. Of the others who succumbed, many were entrapped, either by

being cut off from the exits, by finding these blocked when they reached them, or by not knowing their exact position.

Of those who escaped by the principal exits, a large number were injured by the crush at the doors. Though the police

and fire brigade were within easy call, even the instantaneous arrival of a large force on the spot could scarcely have

lessened the death roll, owing to the appalling rapidity of the fire and the extent of the panic. 1 have not heard of any

watchman or fireman having been stationed in the building; but had this been the case, it is not in the least likely that

his efforts would have had any appreciable effect. The great heat from the fire appears to have prevented those who

reached the land at the back from utilising this space as a refuge, and as the broad passage opening into the Rue Jean

Goujon was apparently overlooked, a window of the Hotel du Palais was usel by many escaping to the rear of the building.

A number, however, were also either killed or badly injured in the crush to reach the improvised means of escape.

Now, it will be remembered, in connection with the Exeter fire I pointed out that it was a mere repetition of

previous disasters, and might well have been guarded against in a playhouse opened so recently as 1886. What, may I

ask, is the reason that the most elementary precautions should not have been taken in a building such as the one in Paris

in 1897, opened but a few weeks previous to the disaster? And, to emphasise my question, let me call attention to the

fact that Thomas Blashill, the superintending architect to the London County Council, not unlike another authority quoted,

took the occasion of this fire to point out that to a really practical man, conversant with the subject of fire protection, the

Paris calamity ‘conveyed no new lesson whatever.”

No truer words could have been spoken as to the absence of any new lesson from the Paris Charity Bazaar fire,

and yet there are many members of the technical professions, not to speak of theatre managers and the general public,

on whom nothing less than such terrible examples as this fire will produce sufficient impression to bring about any general

improvement in the safety of playhouses. It is the highest time, however, that the importance of the question of theatre

protection shall no longer be underestimated, for with theatres of every description growing up in all parts of the world to

an extent quite unknown before, and with that increased desire on the part of the general public of every country for

theatrical performances, it is most essential that the hazard common to this particular class of structure should be

minimised. And it is this essential limitation of risk that has, as I have indicated in the Introduction to this Supplement,

led me to show at such considerable length that what I have said with regard to the danger of playhouses from fire is not

without reason. The inclusion of this Supplement with its voluminous record of fires in a work dealing with the design

of the modern playhouse is intended to serve as a warning to those who are only too apt to neglect the responsibilities

involved in the construction and maintenance of such institutions as are here under consideration. It is to be hoped that

the experiences recorded will not pass unheeded.

TEMPORARY THEATRE, PARIS (KNOWN AS ‘CHARITY BAZAAR).

Destroyed MAY 4, 1897.

Fic. 20. VIEW OF INTERIOR.
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PROTECTIVE LEGISLATION.

INTRODUCTION.

No matter to what extent those responsible for the erection of a playhouse may appreciate the risks to which this special

class of building is prone, no matter if the funds be ample or if there be a scarcity of money, and further, no matter

whether the architect looks upon his commission with the most ideal views or whether he takes up the reverse position, it

will always be necessary for public authorities to take considerable precautions against fire and panic. These precau-

tions may take the form of specific regulations defined in detail, and drafted and enforced regardless of the business and

technical requirements of a playhouse, or they may simply take the form of some schedule of * principles” which has been

drawn up to serve for the guidance of those interested in theatrical enterprise. © There aie, of course, innumerable

stages between these two extremes of the autocrat’s law and what I would term the official hint; but for the purposes of

those interested in theatre construction and maintenance generally, the various degrees are of equal importance, inasmuch

as they show what ideas of safety are individual to different localities.

Now, for the protection which should be afforded to those who are either employed in the playhouse or who visit

it as an audience, theatre regulations’ in some form or other have already been in force for several decades, and ever

since the great catastrophes of 1881 many of these regulations have taken the form of most elaborate codes going into the

very minutest of details. But, curious to say, there has been little or no uniformity even in the main principles of theatre

safety advocated after 1881; for whilst in one country every effort is made to ensure for the audience clear routes of

exit, straightforward planning and other facilities for rapidly reaching the open, elsewhere no stress whatever may be put

on the question of direct exit, and attention may alone be directed to the construction of the building, or the materials

employed and its equipment. We find playhouses erected in accordance with recent regulations, which veritably have a

very high standard of resistance as far as materials and construction go, and yet a panic in any one of these buildings

could not result otherwise than in considerable loss of life, owing to the tortuous nature of the passages and the difficulties

which have to be encountered in reaching the open. On the other hand, we find a playhouse planned in every way to

meet the requirements of such an emergency as a sudden rush of the audience, and yet this same theatre shows the

flimsiest forms of construction and an utter disregard of safe methods of lighting and similar installations. As I have before

said, any selection from recent regulations must give expression to that curious difference of opinion as to whether the

means of exit or the methods of construction should be given preference; and though there are no doubt numerous institu-

tions which show a certain compromise between these conflicting policies, any such compromise must generally be attributed

to other circumstances than the requirements of the public authority. It seems scarcely credible that where a number of

highly civilised countries have for years been alternately framing regulations for the erection and maintenance of their play-

houses there should yet be this difference of principle. Surely the main lines of legislation should be identical? The

character of the playhouse is not so very different in different countries, nor is the character of the risk. And here perhaps
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1 should say a word as to the great advantage of clearly defining the main lines of the official requirements as to

theatre construction with due explanation of reasons, while leaving questions of detail to the discretion of officials who are

responsible for the execution of the regulations. It is impossible to lay down a set of regulations which shall meet all

the varying circumstances of theatre consiruction, from the small Variety Theatre to the Grand Opera House. Given

“certain principles as to the requirements of exit and construction, surely it should remain at the discretion of the official

entrusted with the supervision of the playhouse to decide to what extent the minor safeguards are to be applied. The

almost common error in modern regulations with respect to fire protection in theatres is the over-elaboration of detail with-

out due regard to the main principles to be aimed at. This is not as it should be after the experience gained at the

many fires already referred to.

In the following pages I now propose to show examples of various regulations in force in different parts of

Europe, and I would at once say that whatever may be the similarity or dissimilarity on paper, we must always remember

that there can be a great difference in the effect of almost identical legislation, owing to the different manner in which laws

are enforced or construed in various countries. The same regulation, too, which is stringently enforced in a particular

country, say, shortly after a great theatre catastrophe, is read very differently some years afterwards when the death-roll has

been practically forgotten. Time, circumstances, principles of government, and the personnel in whose hands their execution

may lie, all tend to change the tenor of identical words.

In selecting examples of regulations, I have taken the principal countries or cities of Europe in which I considered

that precautionary measures have been given considerable attention, and where at some time or other a serious effort has been

made to reduce the risk of catastrophes in the class of building under consideration. These regulations have, how-

ever, only been presented as far as they concern the scope of these volumes, and in respect to some of them a considerable

part has been omitted, more especially where reference is made to the financial control of theatre enterprise as practised,

for instance, in Paris. As a whole, however, these examples should give a fair idea of the official requirements in respect

to the general protection of theatres in Europe, and any one interested in the subject will be able not only to find for

himself that happy mean which should meet all reasonable precautions, but at the same time will be able to compre-

hend that while different localities must necessarily have somewhat different requirements so far as questions of detail are

concerned, the general principles, as I have said, might well be identical. Local circumstances must, of course, be con-

sidered, yet these need not involve any great variety in the main idea of any two codes.

In presenting these examples of regulations I think I should point out that, in cases where translations have had to

be made from codes issued in foreign languages, the tenor of the requirement is given as nearly as possible, regardless of

the actual wording or the legal phraseology, which in many instances would only confuse the English meaning. For

purposes of convenience, dimensions given in metres are also shown in feet and vice wversd, whilst other foreign scales are

rendered in feet as well as metres.
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EXAMPLES OF OFFICIAL REQUIREMENTS,

HE following are examples of the requirements defined by the public authorities of the principal countries in Europe

with a view to afford protection from fire and panic in the theatre.

These examples are taken from laws and local

regulations of a most varied character, but only such examples of the requirements are presented as have special bearing

upon the general arrangement, construction, installation or maintenance of the modern playhouse.

AUSTRIA. LOWER AUSTRIA.

From the Regulations in force in Lower Austria relating to the Erection and Maintenance

of Theatres, Music Halls and similar places of Public Entertainment.

IL.—GENERAL.

1. New theatres must be erected perfectly isolated, and not less

than 49 feet (15 metres) distant from any boundary of the land on

which they stand. (See Regulation 101.)

2. All walls must be built of solid materials.

3. The stage, including the space beneath it, dressing, property

and tailoring rooms, rehearsal and ballet practising rooms, &c., must be

divided from the auditorium generally, by a wall nowhere less than

2 feet (0'60 metre) thick, and reaching 1 foot 6 inches (0°45 metre)

above the roof. In this wall only one door is permissible, namely, one

leading to the vaulted area corridor (sec Regulation 10), this opening to

have a self-closing iron door.

4. The stage proper, including the space below it, must be

divided from the dressing and other rooms by walls reaching above

the roof, ‘fireproof’ passages of as many stories as may be necessary

being arranged between the stage and the various rooms.

5. The stage, as well as the auditorium, must, in all essential con-

structive parts, be built of ‘fireproof’ materials.

6. The space above the stage must be of sufficient height to allow

all drop scenes to be raised without rolling up.

7. On the outer sides of the auditorium the following conveniences

only are allowed : corridors, staircases, loggias, foyers, and buffets, in

fact, only such offices as are necessary for communication and for shelter

in case of fire.

8. Rooms for the police, offices for manager, housekeeper’s rooms,

wardrobes, &c., are permitted ; dwellings, store-rooms, painters’ rooms,

workshops, and dining or supper rooms are prohibited.

9. Property rooms, if forming part of the building, must be divided

from the rest of the theatre by massive walls and corridors, and lighted

by windows in the outer walls.

10. Every division of the auditorium must be provided with a ‘fire-

proof’ vaulted corridor, not less than 8 feet 2 inches (2° 50 metres) wide,

and this must communicate direct with the staircases leading to the

open air. Outside arcades must also be vaulted, and at least as wide

as the staircases. (See Regulation 13.)

11. The auditorium must not contain more than four tiers besides

pit and stalls.

12. The highest part of the area must not be higher than 6 feet

6 inches (2 metres) above the level of the street, and inclined planes

(no steps) must lead from one level to the other in the area.

13. The auditorium, as well as the rooms surrounding the stage,

must be provided with a sufficient number of straight staircases

(without winders) ; these staircases must be “fireproof,” and must lead

direct into the street. Each tier or gallery must have at least two

staircases, and no staircase may communicate with another. The steps

of the stairs to be at least 4 feet 10 inches (1°50 metre) wide, fireproof,’

bedded on arches, without winders, of equal rise and tread, and pro-

tected by a balustrade of solid masonry. The staircases in the

auditorium are to be so planned as to ensure a speedy exit; they

1L.—4 M

should be so placed as to be easily found, and should be close to the

tiers or galleries. Landings to have the same width as the steps of

the stairs.

14. All staircases to be provided with hand-rails on both sides, as

also all landings and passages. These hand-rails to be continuous

where possible, and fastened strongly to the walls.

15. There must be so many exits generally as to allow of the

theatre being emptied in four minutes. All doors must open outwards.

Sham doors are prohibited. Doors of boxes alone may open inwards.

Doors leading from the area and the tiers or galleries must be at least

4 feet 10 inches (1°50 metres) wide, and 9 feet 8 inches (2° 10 metres)

high. :

16. Separate exits must be provided for the orchestra, prompter,

and lamplighter; the first of these must not pass through the area or

under the stage.

17. All iron doors must be so hung as to close of their own accord.

Hooks, or other arrangements for keeping them open temporarily,

are not allowed.

18. All the parts of the house mentioned in Regulations 3, 7, 8, 9,

10, and 13, must be well and sufficiently lighted by windows.

19. No windows whatever may be protected by iron bars or open

trellis work.

20. The decorations of the proscenium must not be of wood or any

other inflammable material. Wall papers must have a solid backing of

wood or other material.

21. Royal boxes are to be provided with an ante-room, separate

staircase, vestibule, and covered approach.

22. The approaches to the cellars and roofs shall be ¢ fireproof,” and

provided with iron doors.

23. All ceilings must be “fireproof,” and the constructicn of the ceiling

over the auditorium such as to be perfectly independent of the roof.

24. The roof to be of iron, covered with ‘fireproof’ material.

25. Properly fixed lightning conductors to be provided and kept in

good condition.

26. A sufficient number of closets and urinals, provided with water

and well ventilated, to be arranged in all parts of the house.

27. The theatre must have a covered approach or porch for the

general public.

11.--FITTINGS AND F1XTURES.

28. The gangways at the sides of the stage are to be protected by

hand-rails, as also the ‘service bridges’ between the ‘flies.’

29. The fire curtain shall be of ‘fireproof’ material, and always in

good order ; the lifting gear of metal only. Openings of any kind in

this curtain are prohibited.

30. The mechanism for raising the curtain shall be on stage floor

level. Non-metallic parts in this machinery are inadmissible. A ‘fire-

proof’ exit must be provided for the person charged with the working

of the mechanism.
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31. The machinery and fittings of the stage shall, as far as pos-

sible, be of ‘fireproof’ material.

32. All combustible parts of the machinery and fittings to be im-

pregnated with fire-resisting solutions. ‘Cloths,’ ‘ borders,” wings, set

scenes, and other objects (except furniture and portable properties)

must be constructed of materials previously subjected to impreg-

nation.

33. Wax and oil colours ,are excluded from all painters’ “work,

except. on the ‘fireproof’ proscenium curtain, and even here the oil

colours must be laid upon some uninflammable material.

34. The chandelier in the auditorium shall be fixed to iron brackets,

and hung with counter weights and wire ropes, any one of which alone

must be capable of bearing the entire strain.

35. The stall seats are to be hinged, having a depth of at least

1 foot 9} inches (0°55 metre), a width of 2 feet 3} inches (0-70 metre),

and ia clear space in front of 1 foot 34 inches (0'40 metre). The

minimum for numbered seats is 1 foot 74 inches (0-50 metre) by 2 feet

1} inch (o’635 metre).

36. When the seats in the area and tiers or galleries can be

approached from either side, the space between the rows shall be

4 feet 1 inch (1°25 metres); if only from one side, then the rows may

be 3 feet 3 inches (1°00 metre) apart. Cross gangways must divide

every six seats, and the exit doors should line with them ; where this is

impossible, a clear space of at least 5 feet (1-50 metres) must be left all

round between the last row and the wall.

37. The approaches to the seats must always be kept clear, and

must not be used as standing room. Drop, or movable seats are not

allowed in the gangways.

38. Standing room is only permitted in the pit and gallery, and

there only in spaces specially set apart for the purpose. These spaces

may be filled with four persons for every square yard.

39. The space set apart for the orchestra shall not be used by the

spectators,

40. The corridors of the auditorium must not be used as cloak

rooms. Special rooms are to be provided for this purpose, so as to

leave the passages unencumbered. The passages should be warmed,

and free from draughts.

41. All exits (see Regulation 15) must be marked as such.

42. Every theatre shall have two separate and distinct gas services ;

the one for the auditorium, including the chandelier, fronts of tiers, &c.,

the other for the stage and its adjuncts. The junctions of these two

services with the main in the street must be at least 20 yards distant

from each other. All the regulations for gas services, &c., must be

most strictly observed.

43. Both services must have stop-cocks fixed below the level of the

street.

44. The gas pipes shall be of iron, and only where this is impossible

may protected tubing be used. Common gutta-percha tubing is pro-

hibited.

45. Each main service is to be provided with two gas meters con-

nected with each other. Those for the service of the stage must not

be near the others, but must be fixed in another apartment. Floats in

the meters should be avoided.

46. Jointed gas brackets are not allowed.

47. Where the lighting of the house is effected by means of

~ electricity, the service of the stage must be perfectly distinct from

that of the auditorium, with separate circuits of wires, and separate

dynamo machines. The wires must be strong enough to prevent their

getting heated, they must be laid in chases in the walls, and protected

from being touched by the public. Where the arc light is used it must

be protected by glass shades, which should be so constructed as to

receive the falling carbon particles. There should be a reserve engine

and dynamo for each system or service, and if the engines are worked

by ordinary fuel they should not be in the building.

48. The gas lights over, under, and upon the stage, must be pro-

tected with wire guards sufficiently large to prevent the heating of the

wire. The lights in the wings should not be less than 5 feet 6 inches

(1°50 metres) from the floor. All lights must be at least 3 feet 3 inches

(1:00 metre) distant from any ceiling (unless a vaulted one) or wood-

work. For shorter distances a good sized ‘fireproof’ guard must be

fixed between the flame and the ceiling or woodwork, at a minimum

distance of 6 inches (0* 15 metre) from the former, woodwork at a less

distance than 1 foot (nearly o* 30 metre) from a gas flame, must be pro-

tected by sheet iron, with free circulation of air between it and the

wood.

49. Inflammable objects in the auditorium, crush-rooms, passages,

and staircases, must be similarly protected ; but glass shades may here

be used instead of wire guards. The jets of the chandelier and brackets

to fronts of tiers to have shades of ground glass. All this glass to

be covered with fine wire netting, to prevent injury by the fall of

splinters.

50. All gas, oll, or electric lights, at a less distance than 7 feet

6 inches (2°30 metres) from the floor are to be let into recesses or

niches in the wall, and to be further protected by wire guards or

baskets, so as to prevent injury to passers-by.

51. The footlights shall have a suitable arrangement for the pro-

tection of the actors.

52. The lights in the ‘flies’ must be so fixed that the guards cannot

get heated. *Tlies’ to be fixed with wire rope only.

53. Movable lights or rows of lights should be so arranged that

the gas can be turned off on the stage.

54. The lighting of gas battens must be effected by first lowering

the battens. All jets upon and over and under the stage are to be

lighted by portable electric lighters, except the jets in the battens,

where a “central lighter” may be used. The lighting of the burners

in the dressing rooms and in the auditorium must be effected with

protected lighters.

55. No open lights of any kind are allowed in the property rooms.

56. The use of lucifer matches and naked wax taper for lighting

purposes is most strictly prohibited. Where matches must be used,

they should ignite only by friction upon a specially prepared surface.

57. Inflammable liquids, such as petroleum or other mineral oils,

&c., must not be used in any part of the house.

58. All parts of the auditorium, and the dressing and other rooms

off the stage, if lighted either by gas or electricity, must be provided

with oil lamps, those next all exits to be protected with red-coloured

glass. All oil lamps to be fed with fresh air from outside, and pro-

vided with pipes to take off the products of combustion.

59. Theatres open in winter to be warmed by two central heating

apparatus, one for the stage, the other for the part devoted to the

public.

60. Ordinary open iron stoves cannot be permitted in any part of

the house. Such. apartments as are not warmed by the central

apparatus may have stoves of earthenware ; these, if stoked from the

room, must have their doors further protected by a sheet-iron guard

with turned-up edges; if stoked from outside, ordinary iron doors

will suffice.

61. Where the system of warming. is by means of hot air, the

openings must be protected by wire netting of close mesh, and no

inflammable materials will be allowed near these openings. Such

openings, if upon the stage, to be at least 1 foot (nearly 030 metre)

from the floor.

62. Property rooms must not be warmed.

63. The ventilation should be in proportion to the size of the

auditorium. There should be at least 30 cubic metres of fresh air

per hour provided for every spectator. The stage and dressing rooms

should also be suitably ventilated. The air ducts must be constructed

of some ‘fireproof’ material.

64. The roof of the stage shall have one or two iron ventilators

together equal in area to one-fortieth part of the area of the stage, in

order to carry off the products of combustion in case of fire. The

flaps of these ventilators to be so arranged as to drop by their own

weight, when released, and be worked by wire rope from the floor

of the stage, and close to the machinery for raising and lowering the

metal curtain. (Sec Regulation 30.) A ‘fireproof’ exit to be provided

for the person in charge of these ropes.

65. The building must be in telegraphic communication with the .

offices of the fire brigade, and call-points are to be affixed on the

stage, in the manager's office, and in the porter’s lodge.

66. Fire hose in sufficient lengths is to be provided upon, over

and under the stage, and a ‘fireproof’ retreat is to be arranged for the

persons in charge of the same.

67. Similar provision must be made in different parts of the audi-

torium. In the several tiers or galleries especially, there should be

on each side a proper length of hose stowed away in a recess or niche

in the wall, and accommodation afforded for a fireman in charge.

68. There must be sufficient hose in the loft over the ceiling of

the auditorium, or near the door leading into the same.

69. All hose must be in direct communication with a high-pressure

water main, or, where such does not exist, with iron tanks placed at a -
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suitable height. The filling of these tanks to be by means of powerful

pumps, but if steam is used for pumping, then the engine must not

be in the building.

70. Any cupboards for the lengths of hose must have glass

doors.

71. Tanks filled with water must be provided upon the stage,

each tank to have near it at least four fire-buckets, also wet swabs

and sponges affixed to poles, and at least one long fire-hook on each

side of the stage and at the back of the stage; further, a sufficient

number of knives are to be kept in special places. . In addition, at

least two extincteurs are to be kept in perfect working order.

72. An apartment to be provided for the inspectors. In case of

accidents or sudden illness this room can be used by the patient; it

should therefore be provided with the first-aid necessary appliances

for this purpose. |

I11..--GENERAL MANAGEMENT.

73. All parts of the house set apart for the public must be lighted

before the doors are opened. Neither the ordinary lights nor the oil

lamps are to be extinguished until after the public and the persons

employed in the theatre have left the building.

74. The metal curtain to be kept down, except during the acts

and general rehearsals, and to be lowered between the acts.

75. Gauze curtains and drop scenes of light material to have cords

for working them on both sides of the stage.

76. The stage proper to be kept as clear as possible, and not to

contain more than the decorations and properties necessary for three

representations at one time. None but those engaged to be allowed

access to the stage. The stowage of properties over or under the

stage is prohibited.

77. All exits, such as corridors, passages, staircases and doors, to

be kept free of obstacles. The hanging up or piling up of articles

of clething in the corridors is not allowed. The exit doors (Regula-

tions 15, 41) must be kept unlocked from the opening to the closing

of the theatre, and just before the closing of the performance all

doors must be opened wide.

78. The storage of fireworks, gunpowder, or other explosive mate-

rials within the building is prohibited. =~ When such are to be used,

they must not be brought in until just before the commencement of

the play, and must then be placed in charge of the firemen.

79. For shots, the wads to be of cowhair.

3o. All decorations and illuminations prepared for any new piece

must, either before or during the general rehearsal, be submitted to

the inspection of a representative of the fire police. When straw,

hay, or other easily inflammable properties are necessary, such mate-

rials are to be taken out of the house after each rehearsal or repre-

sentation.

81. The articles impregnated (Regulation 32) are to be subjected

to examination and test before they can be used; in addition to

which all impregnated materials are to be tested at least twice a year.

If the trial is unsatisfactory, the articles must not be used at all, as a

mere coat of solution is not sufficient. This examination to be made

by the authority cited above.

82. It is not permitted to carry about either naked lights or burning

coals, except for special scenic purposes.

83. All portable lanterns or lamps must be protected by glass or

wire netting. At least one safety lamp is to be kept in constant

readiness, so that an apartment may be entered with safety in case it

is filled with explosive gas. Rooms not provided with permanent

means of lighting must be entered only with safety or other lanterns.

Safety lamps only may be used in rooms where the gas meters are

fixed.

84. The lighting, or smoking of cigars or pipes in any part of the

house is prohibited.

8s.°All' "doors are to he protected from draught. Portiéres or

curtains to doors are not allowed. Where necessary, cloth-lined,

two-leaved swing doors, with gutta-percha edging, may be used. For

outer doors, windguards, or lobbies with swing doors, are to be pro-

vided. The windguard must however be so constructed as to open

outwards.

86. On days of representation, the air, both on the stage and in

the auditorium, must be thoroughly changed, and in case of afternoon

. various positions and situations of staircases, doors, &c.

and evening performances on the same day, there must be an interval

of at least two and a half hours between the two, in order that the

air may be absolutely changed.

87. Shavings and rubbish of all kinds in the workrooms or other

dependencies are to be carefully swept up and taken outside the

building before the performance begins. Cleanliness generally in all

parts of the house to be a special duty.

88. The licensed number of seats, whether in the boxes, stalls,

numbered and unnumbered seats, or the spaces for standing, may

not be increased on any pretence. The authority mentioned above

(Regulation 80) are hereby charged to see to this.

89. The persons whose business it is to manage the lighting must

be thoroughly acquainted with their duty, and their names are to be

registered in the books of the fire police.

go. All alterations in the building or fittings can only be carried

out with consent of the authorities, and the plans (sec Regulation 93

below) shall show that such consent has been duly obtained.

gr. The firemen and persons in charge of the fire-hose are to be

thoroughly instructed and acquainted with their duties. These men

are to wear special uniforms and numbers. The number of firemen for

each theatre is to be determined by the authorities above referred to.

92. All arrangements, the working of which is of particular import-

ance in an emergency, are to be placed under the care of specially

appointed persons. This refers particularly to the iron curtain, the

fire-alarm, and the ventilators (Regulations 30, 64, 65), all of which

posts should be near each other.

93. The firemen when on duty are not to be employed in any

other capacity.

94. The instructions to the firemen as to the position and relief

of their posts, their patrols and duties generally, to be clearly laid

down, and to have the sanction of the fire police.

95. The management is further bound to provide for permanent

and efficient watchmen during the time that the theatre is closed,

as also for a due control over these watchmen by means of tell-tale

clocks or other devices. All parts of the house to be thoroughly

examined before each representation, and after the same, namely,

after the lights have been extinguished.

96. The telegraphic fire alarms to be tested at noon every day, so

that any disturbance of the currents may be rectified in good time.

97. Every theatre is to be provided with a specially drawn-up set

of rules and regulations as to the daily examination of the house

before and after each performance, the carrying about of naked fire

or lights, and as to what is to be done in case of fire. These rules to

be sanctioned by the proper authority cited above, to be distributed

among the actors and all persons employed on the premises, and

to be hung up in conspicuous places at the several entrances of the

house.

‘98. The manager's office must contain an accurate set of plans,

showing the pipes or wires laid down for lighting. |

99. Similarly there must be a set of plans showing the disposition

of all seats and gangways, and these plans must be also kept in

readiness in the manager's office. So also a plan of each tier or

gallery must be hung conspicuously in that tier, with a copy of the

rules, so as to afford the public an opportunity of understanding the

Pamphlets

with plans to a reduced scale and a copy of the rules to lie for sale

at the ticket offices.

100. The management is responsible for the due, exact, and con-

scientious performance of all the regulations here enacted, the conti-

nuance of the license to be dependent upon such due performance.

The management is also responsible for giving the alarm of fire to

the public at the right moment.

IV.—-MODIFIED RULES FOR SMALLER

THEATRES,

101. Theatres of less capacity than 600 spectators may have the

wall at the back of the stage abutting on other houses. This wall

must be at least 1 foot 54 inches (0°45 metre) in thickness, and

1 foot 3} inches (0°45 metre) higher than the roofs on either side

thereof. If the wall abuts on a neighbouring area for light and air, it

must be of the same thickness and height, and no openings of any

kind may be made therein. The other three sides are to stand free,

as laid down in Regulation 1.
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BELGIUM. BRUSSELS.

From the Theatre Regulations in force at Brussels, which govern all applications jor permission

to erect or convert any building for the purposes of theatvical performances.

GENERAL.

1. Every building intended to be used as a theatre should be

separated from the adjoining premises by an open space of sufficient

width, or by brick walls (murs pleins) not less than 1 foot 104 inches

{0° 57 metre) thick.

2. When the open space is less than 10 feet 6 inches (6 metres)

wide, there must be no windows overlooking it belonging to adjoining

premises.

3. The walls separating a theatre from adjoining buildings must

be carried up at least 5 feet (1°50 metre) above such adjoining

buildings.

4. The stage should be enclosed with walls not less than 1 foot

104 inches (0°57 metre) thick. The proscenium wall should be ex-

tended to the external walls, and should be carried up to a height

of 5 feet (1°30 metres) above the roof.

5. These walls may have formed in them such doorways as may

be strictly necessary, such doorways being provided with iron doors

hung to close automatically.

6. The proscenium opening should be fitted with a metallic wire

curtain or other apparatus sufficient to intercept the passage of smoke

in case of fire, and to prevent fire being communicated from the stage

to the auditorium.

7. The raising and lowering of this curtain, or any other apparatus

to be approved by the Council, should be effected from at least two

different places, one on the stage, and the other outside of the

theatre.

8. The armchairs (fauteuils), chairs and seats in every theatre

should be so arranged as to leave a clear space between them of at

least 1 foot 8 inches (0°50 metre) when unoccupied.

9. The chairs and seats, with the exception of those in the private

boxes, should be fixed to the floor.

10. There should be at least two lateral gangways to the rows of

seats; the width of these gangways shall be determined in the pro-

portion fixed by paragraph 12, but shall not be less than 2 feet

4 inches (o'70 metre). A central gangway may be required.

11. No tip-up seat (sérapontin) may be placed in any gangway

without the consent of the local authority. Such seats should be of

a pattern to be approved, and should tip up in such a manner as not

to interfere with the passage-way.

12. Every division of the theatre should have at least two exits,

the width of these exits should not be less than 3 feet 3 inches

(1 metre) for every 100 seats.

13. The width of the several corridors should be not less than the

exits to which they lead.

14. The cloak rooms should not encroach upon the width of the

corridors, i.e. they should be set back or recessed.

15. The aggregate width of the several exits next the street should

not be less than 3 feet 3 inches (i metre) for every 100 spectators.

The exits for the dressing rooms shall be independent of the stage

exits, and their widths shall be calculated in a similar manner to the

exits of the other parts of the theaire,

16. The movable barriers at the entrance to a theatre should be

so arranged that they may be easily removed in the case of a panic,

without being overturned or pushed towards the doorways.

17. All doors should be made to open outwards, and should not

obstruct the passages. The inside doors should not be fastened

during a performance, and they should have fastenings of a simple

character. The external doors only may have locks, which should

all open with one pass key. Every emergency door should have

a key, placed in a glazed box, within reach of the public.

18. Every floor or tier shall have, at least, two staircases. The

width of the staircases should be proportionate to the corridors leading

to them.

19. The staircases should be constructed of incombustible materials,

and have solid steps. ~The stairs should be in short straight flights

of a uniform rise, with proper landings.

20. The staircases should have stout handrails or balustrades on

both sides.

21. The roof of the theatre should be covered externally with

incombustible materials.

22. The roof over the stage should be provided with movable

louvres (vantaux basculants ou glissants), the area of the openings in

which will be determined by the local authority.

23. The roof over the auditorium should have openings of an equal

area, at least, to that of the opening over the sunburner (lunctte du

lustre).

24. The louvres (vanfaux) on the stage and to the auditorium

should be made to open and shut from points to be arranged by the

local authority.

25. The opening in the centre of the ceiling of the auditorium shall

be closed in such a manner as to permit it being readily opened by

means of some simple mechanism, placed in some accessible portion

of the building.

26. In the case of there being no opening for a sunburner, a suffi-

cient number of openings should be provided in the ceiling to carry

off any smoke which may penetrate into the auditorium in the event

of a fire occurring upon the stage.

27. Every theatre should be provided with such means of warning

and escape as may be approved by the local authority.

28. The whole of the fixed and movable woodwork, the scenes,

&c., of every theatre shall be treated with or steeped in some

material to render them uninflammable.

29. The property rooms, wardrobes and workshops should be dis-

tinct from the theatre or separated from it by walls and ceilings of

incombustible materials with iron doors.

30. No portion of the theatre shall be used either temporarily or

permanently as a store unless specially approved for that purpose.

31. A convenient room in the proximity of, and as nearly as possible

on the level of the stage, shall be reserved for the fire brigade.

32. Every theatre should have a caretaker’s office (loge de concierge)

on the ground floor, abutting upon the street, and communicating with

the auditorium. No other portion of a theatre shall be used as a

dwelling.

33. The method of warming should be approved by the local

authority.

34. The boilers for the heating apparatus should be non-explosive,

and should be placed in vaults separated from the rest of the building

by double dcors.

35. The warming apparatus and air chambers should be constructed

in such a manner as to allow of them being easily examined.

36. The pipes for heating should be of sheet iron, stoneware (g7¢s),

earthenware (lerre réfractaire), or other materials to be approved.

The pipes should be enclosed with brickwork. If constructed of

sheet iron, they shall be enclosed in a second pipe, separated from

the first by a distance of at least 1} inch (o'3 metre) at every part,

and surrounded by some incombustible, non-conducting material.

The sheet iron shall be galvanised or protected in some manner from

oxidisation.

37. No flue, or stove-pipe, in direct communication with any

fireplace is permitted on the stage. Every flue should be enclosed

with brickwork at least g inches thick.

38. The warm air openings should be so arranged as to prevent

the warm air coming in contact with the adjacent woodwork. They

should be capable of being easily examined and cleaned.

39. Every theatre should be provided with such water mains both

on the inside and on the outside as may be considered necessary, the

number and position of which will be determined by the local authority.

The mains should be provided with the necessary hydranes and lengths

of hose.

40. The upper part of the stage should be provided with an

apparatus for saturating it with water, regulated by a fire-cock fixed

on the outside of the theatre.
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41. The fire-plugs should be placed as near as possible to the kerb

of the pavement.

42. The lighting of the theatres should be so arranced that in the

case of an accident the lighting of the auditorium, corridors, staircases,

and public exits would remain intact, although the gas were cut

off from the stage. The gas-plate on the stage should only extinguish

the gas on the stage, in the dressing rooms, and property rooms, and

a portion of the auditorium. For this purpose there shall be provided

such separate gas services as may be required, with a sufficient number

of by-passes from the main.

43. The gas in the corridors and exits should be extinguishable

only by a cock with a special key placed on the outside of the

building.

44. The gas pipes shall be of iron or copper. Lead pipes are

not allowed, nor any rubber pipes or connections which are not

indispensable.

45. The footlights should be reversed or be protected by regulators

and a guard of metal trellis.

46. The ‘battens’ (%erses) should be movable and suspended by at

least four ropes. The guards should be of metal.

47. No other method of lighting shall be used without the consent

of the local authority, with the exception of hand lamps lit by

electricity.

48. All lights in the ‘wings’ (becs des portants) should have glass

chimneys furnished with smoke consumers, and arranged in such a

manner that the breaking of a chimney extinguishes the jet.

49. The flexible tubes of the ‘battens’ or other lights should be

covered with leather, and the pieces for forming joints should be of

metal.

50. All gas jets with chimneys should be fitted with cocks, smoke

consumers and fixed wire guards of an improved pattern.

51. All gas jets without chimneys should be placed in fixed

lanterns of an approved pattern.

52. The gas cocks should be arranged so as to avoid as much as

possible their being opened by an accidental blow.

53. No gas jet, even when enclosed in a fixed lantern, shall be

placed at a less distance than 8 inches from any ceiling, unless the

ceiling is protected by sheet-iron. The wood supports to which the

lanterns are affixed shall also be lined with sheet iron to a height of

8 inches above the lanterns.

54. The gas meters shall be placed in strongly-vaulted chambers,

properly ventilated and separated from the stage. These chambers

should be lighted by a safety lamp, or by other means to be approved.

The meters should be dry meters.

55. The lanterns used by the persons employed in the theatre

should be of thick glass in metal frames.

56. No apparatus for electric lighting may be fixed without the

permission of the local authority.

DENMARK —~COPENHAGEN.

From the Regulations for the erection and maintenance of Theatres, Assembly Rooms and

similar places of Public Entertainment at Copenhagen.

IL.—GENERAL.

1. All theatres shall be provided with ‘constant water supply,’

and shall have ample water tanks and such fire extinguishing apparatus

as the fire brigade authorities may determine. These shall be-easy of

access, ready for immediate use, and always kept in good order. The

‘fire-watch,” deputed by the fire brigade, shall keep the extinguishing

apparatus in proper working condition. Should they require assistance

the same shall be provided by the stage hands, who must also be

thoroughly acquainted with the methods of handling the gear.

2. The theatre shall be in telegraphic communication with the

nearest fire station. The fire brigade authorities shall determine the

number of call-points in the theatre in proportion to its size and im-

portance.

3. The manager of the theatre shall see that before and after

every performance a careful examination of all parts of the theatre be

made by specially appointed members of his staff.

4. Smoking, as well as the lighting of cigars and pipes in the

theatre, is prohibited, except in those parts which are used as tene-

ments, or for which the authorities have granted a special permit.

5. Petroleum, benzine, or other similar highly inflammable liquids,

are not to be used or kept in the theatre.

6. The ‘fire-watch’ shall be informed immediately of even the

most insignificant fire in the theatre.

7. No windows shall have bars.

8. The chief officer of the fire brigade and his officers shall at all

times have free access to every part of the building, and shall always

have seats reserved for them at the end of one of the first rows of the

stalls in the auditorium.

I1.—LIGHTING AND HEATING.

1. No movable lights shall be allowed in the building, i.e. no light

shall be allowed which can be turned horizontally.

2. Above all lights which are less than 3 feet distant from a non-

‘fireproof’ ceiling a metal shade shall be hung at least 6 inches distant

from the ceiling, and on no account shall a light which is thus protected

be nearer than 18 inches to the aforesaid ceiling.

Woodwork which is nearer than 12 inches to the light hori-

zontally shall be protected by sheet iron, so fixed that the air can freely

pass between it and the wood it protects.

L==4 N

All gas lights on the stage, in the store-rooms, dressing rooms

and workshops, shall be protected by a wire netting.

3. The lowest light fixed in the ‘wings’ shall be at least 4 feet

above the floor of the stage.

4. The lights in the gas battens’ shall be protected from above by

metal shades, and from below and at either side by wire netting.

These guards are to be so fixed that there is no fear of them becoming

so heated as to cause the ignition of any combustible material resting

on or against them.

5. All passages and staircases for the use of the audience, the staff

of the theatre, or the *fire-watch,’ shall have, besides the usual gas

lights, ‘emergency’ oil lamps placed in such a number that there is

sufficient illumination even if the gas is extinguished. These lamps

shall be kept alight from the time of the opening of the theatre

until the audience and staff have left the building.

6. The use of matches, as well as the carrying of open lights, is

forbidden. Gas lights on the stage shall only be lit with ‘safety

lighters” The gas ‘battens’ shall be lowered to at least 5 feet from

the top scenery before they are lit.

7. All gas jets in the auditorium, passages, or staircases, shall have

a direct supply service quite independent of that of any other part of

the building.

The gas service shall have no leakage, and shall be examined at

least every three months to ascertain what amount of gas is lost per

hour when all jets are shut off, but the mains are open.

8. In front of all fireplaces a metal ash-receiver shall be provided.

The store-rooms shall have no heating apparatus.

II1.—THE STAGE.

1. The stage shall be divided from the other parts of the building

by a solid wall.

2. The proscenium opening in this wall shall be provided with a

metal curtain, which shall only be raised during the performances or

rehearsals. The curtain shall move easily and quickly, and it must be

possible to work it from some sheltered point not on the stage, as well

as from the stage itself.

3. All other openings in the divisional wall shall have well-fitting

iron doors with locks.

Doors in frequent use shall be self-closing.
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4. There shall not be more scenery on the stage than is requisite

for two performances; and on no account shall scenery, properties,

or other such articles, be stored on the stage, above or below it,

or in the auditorium.

5. Care shall be taken in hanging the counterweights of ‘cloths’

or other scenery, and that in case of their breaking loose and falling

there must be no possibility of risk to life.

6. Rockets and other fireworks may only be used with the special

permission of the Fire Brigade authorities, and then only if all the

scenery on the stage at the time shall have been made ‘fire resisting’

by impregnation, or by some other means.

Great care should be taken in using fire-arms. The wads must

be of a non-combustible material.

7. ‘Back-cloths '—of gauze or other flimsy material —shall be so

hung that there is no danger of their coming too near to the gas jets

through a draught, or through the manipulation of the gas-battens or

other lighting apparatus. Curtains and wall coverings made of jute

or similar highly inflammable material shall not be used.

8. If hay, straw, and such like, must be employed, they shall be

removed directly after the rehearsal or performance at which they are

required to a special ‘fire-proof’ store-room.

9. All rubbish, especially the wood shavings of the workshops, &c.,

shall be removed from the building daily, before the admission of the

public.

IV.—THE FRONT OF THE HOUSE.

1. During a performance, and until the audience have vacated the

theatre, all exits (including the “emergency” exits) shall be kept

clear.

2. All gangways, passages, stairs, doors, or other means of exit

which are used by the audience, shall be kept clear and free from

all obstructions. Tickets shall only be issued for seats which are

fixtures.

3. The stairs shall have hand-rails on both sides. Staircases having

a width of g feet or over shall also be provided with a fixed hand-rail

with balusters down the centre.

4. All doors shall open outwards.

5. The ‘emergency’ exits shall be clearly indicated.

During the performance the ‘emergency’ exit doors shall be

kept closed with one movable bolt only, fixed to the inside at a proper

height from the floor, and easily opened.

6. Pegs for the hanging up of the hats and coats of the audience

may only be fixed in those receptacles specially set aside for this pur-.

pose, so that they in no way hinder the free passage to the exits.

ENGLAND. —L.ONDON,

From the Regulations made by the London County Council with respect to the requivements

of Protection from Fire of Theatres, Houses, Rooms, and other places of Public Resort

within the Administrative County of London.

PART 1.—STRUCTURAIL.

APPLICATIONS AND DRAWINGS

1. Every person who for the first time after the making of these

regulations shall be desirous of obtaining authority to open any such

premises within the said County, shall first make an application in

writing to the Clerk of the Council for a certificate under the above

Act.

Such application shall contain a statement as to the nature and

extent of the interest of such person in such premises, and the

character of the entertainment for which such premises are proposed

to be used, and be accompanied by complete plans, elevations and

sections, drawn on tracing linen, to a scale of }th of an inch to a foot;

and by a block plan showing the position of such premises in relation

to any adjacent premises, and to the public thoroughfares upon which

the site of such premises abuts, drawn to a scale of not less than 3th

of an inch to a foot.

Such drawings shall be coloured to distinguish the materials

employed in the construction of the building; the width of all stair-

cases, corridors, gangways, and doorways, together with the heights of

the tiers, and other parts of the building.

The thicknesses of the walls and scantlings, of the various

materials shall be clearly shown by figured dimensions; and the

cardinal points shall be marked upon each plan.

Such drawings shall be accompanied by a specification of the

works to be executed, describing the materials to be employed and the

mode of construction to be adopted, together with such other particu-

lars as may be necessary to enable the Council to judge whether the

requirements of these regulations will, when such premises have been

completed, have been complied with.

Such drawings shall also show the respective numbers of

persons to be accommodated in the various parts of such premises, and

the area to be assigned to each person, which shall not be less than

1 foot 8 inches (050 metre) by 1 foot 6 inches (0°45 metre) in the

gallery, and not less than 2 feet 4 inches (o'70 metre) by 1 foft

8 inches (0°50 metre) in other parts of such premises.

Such drawings and specification to be deposited with the

Council. A duplicate copy of approved drawings and specification

shall be signed by the Chairman of the Committee and returned to the

applicants.

SITE.

2. One-half at least of the total length of the boundaries of the

site of any such premises which consist of an entire building, and in

case of a room or other such premises not consisting of an entire

building, one-half at least of the total length of the boundaries of the

site of the building of which such room or other such premises form

part, shall abut upon public thoroughfares, of which one thoroughfare

at least shall not be less than go feet (12°20 metres) wide, and of the

remainder none shall be less than 30 feet (9°15 metres) wide if a

carriageway, or 20 feet (6°09 metres) wide if a footway.

If, in compliance with Regulation No. 10, an additional passage

or way should be necessary, it may be provided by means of a private

passage or way. Such passage or way shall not be less than 10 feet

in width, and under the complete control of the owner of such pre-

mises, and no doors, windows or other openings of the adjoining

premises shall communicate therewith, or overlook any portion of such

passage or way.

3. No such premises shall be erected upon a site within 20 feet of

any windows or other openings belonging to any other premises over-

looking the site.

WALLS.

4. All such premises shall be enclosed with proper external or

party walls of brick or stone.

The thickness of such walls shall not be less than the thickness

prescribed by the Metropolitan Building Act, for walls of similar

height and length in buildings of the warehouse class.

DRESSING-ROOMS.

5. Dressing-rooms shall be arranged in a separate block of

buildings, or divided from the place of public resort by party walls,

with only such means of communication therewith as may be approved

by the Council.
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All such dressing-rooms shall be constructed of fire-resisting

materials, and connected with an independent exit leading directly

into a thoroughfare or way,

All such dressing-rooms shall be ventilated to the outer air by

windows in the external walls.

: The walls of all such dressing-rooms shall be hung, for decora-

tive purposes, only with materials completely adhering to the surface

of such walls.

No such dressing-rooms shall be situated more than one story

below the street level.

Sufficient and separate w.c. and urinal accommodation, properly

ventilated to the outer air, shall be provided for the use of the male

and female artistes.

AUDITORIUM.

6. No theatre shall be constructed underneath, or on the top of,

any part of any other building.

7. No such premises shall have more than three tiers or

horizontal divisions including the gallery, above the level of the pit.

Where the front seats of the gallery are separated from the

gallery by a partition, such seats shall not count as a separate tier.

8. Where the first tier or balcony extends over the pit, stalls, or

area, the height between the floor of the pit and the first tier shall not

be at any part less than 10 feet (3°04 metre), and the height between

the floor of the highest part of the gallery and the lowest part of the

ceiling over the same shall not be less than 12 feet (3°65 metres).

9. In all such premises the floor of the highest part of the pit, or

of the stalls where there is no pit, shall not be more than 6 inches

(0-15 metre) above the level of the street adjoining the principal

entrance to the pit, and the lowest part of the floor of the pit or stalls

shall not be more than 15 feet (4°57 metres) below such level.

ENTRANCES AND EXITS.

10. Two separate exits, not leading into the same thoroughfare or

way, shall be provided to every tier or floor of such premises.

If any tier or floor shall be divided into two parts, two separate

exits, not leading into the same thoroughfare or way, shall be provided

to each of such parts.

Such exits shall be arranged so as to afford a ready means of

egress from both sides of each tier or floor, and shall lead directly into

a thoroughfare or way.

VESTIBULES.

11. Where vestibules are provided, not more than three tiers or

floors (or where such tiers or floors are divided into two or more parts,

such parts of tiers or floors) shall communicate with one vestibule.

The width of each vestibule shall be at least one-third greater

than the united width of all the doorways or passages that lead

thereto.

The united widths of all the doorways or passages that lead

from a vestibule towards a thoroughfare or way, shall be at least

of the same width as such vestibule.

Not more than one exit from each separate part of a tier

or floor shall be used as an entrance.

PROSCENIUM.

12. In all such premises where a stage with a proscenium shall

be erected, such stage shall be separated from the auditorium by a

brick proscenium wall not less than 13 inches (0°30 metre) in thickness,

and such wall shall be carried up the full thickness to a height of at

least 3 feet (0°91 metre) above the roof, such height being measured

at right angles to the slope of the roof, and shall be carried down

below the stage to a solid foundation.

Not more than three openings shall be formed in the proscenium

wall, exclusive of the proscenium opening.

No such opening shall exceed 3 feet (091 metre) in width

and 6 feet 6 inches (2 metres) in height, and each of such openings

shall be closed by a wrought-iron door of not less than lth of an

inch in thickness in the panel, hung in a wrought-iron frame so as

to close of itself without a spring.

No openings formed in the proscenium wall shall, at the lowest

part, be at a higher level than the floor of the stage.

All the decorations around the proscenium shall be constructed

of fire-resisting materials.

13. The proscenium opening shall be provided with a fire-resisting

screen to be used as a drop curtain, of such pattern, construction and

gearing, and with such arrangements for pouring water upon the

surface of the screen which is towards the stage as may be approved

by the Council.

STAGE ROOF.

14. The height of the wall plate carrying the rafters of the roof

over the stage shall not be less than twice the height of the proscenium

opening, such height being measured from the level of the stage at

the curtain line. |

An opening shall be formed in the roof near the back of the

stage, of a superficial area at the base of at least {5th of the superficial

area of the stage. Such opening shall be covered with a lantern light,

glazed on the top and sides, and be fitted with suitable exhaust

cowls.

CORRIDORS, STAIRCASES AND GANGWAYS.

15. Every staircase, landing, lobby, corridor or passage intended

for the use of not more than 400 persons of the audience, shall be

formed of fire-resisting materials, and shall not be less than 4 feet

6 inches (1°35 metres) wide, but, if communicating with any portion

of the house intended for the accommodation of a larger number of

the audience than 400 persons, it shall be increased in width by

6 inches (0° 15 metre) for every additional 100 persons until a maximum

widih of 'g feet (2°74 metres) be obtained.

16. Every staircase for the use of the audience shall have solid

square (as distinguished from spandril) steps of York or other stone or

fire-resisting materials, to be approved by the Council, with treads not

less than 11 inches (0°27 metre) wide and with risers not more than

6 inches (0 15 metre) high, without winders, in flights of not more than

12 or less than 3 steps each,

The treads of each flight of steps shall be of uniform width, and

be pinned into brick walls at both ends.

The several flights of such steps shall be supported and

enclosed upon all sides by brick walls not less than 9 inches thick,

to be carried down to the level of the footways.

No staircase shall have more than 2 flights of 12 steps each

without a turn.

All land ngs shall be 6 inches (0°15 metre) thick, be square

upon plan, and have brick arches g inches (0-22 metre) deep turned

under them in the middle of such landings.

Every staircase shall have a roof of fire-resisting materials to be

approved by the Council.

A continuous handrail shall be fixed on both sides of all steps

and landings, supported by strong metal brackets built into the wall.

Such handrails shall be chased into the walls. where the thick-

ness of the walls will permit, but in all cases where the flights of steps

re-turn, the newel wall shall be chased so as to allow the handrail

to turn without projecting on the landing.

17. A clear passage or gangway not less than 3 feet (091 metre)

wide shall be formed at the sides and in the rear of the seating in every

part of such premises. :

Such passages or gangways shall at all times be kept entirely

free from chairs, flap seats, or other obstructions, whether permanent

or temporary.

IRONWORK.

18. All constructional ironwork in such premises shall be embedded

in fire-resisting materials in a manner to be approved by the Council.

WORKSHOPS, ETC.

19. All workshops, store-rooms, wardrobe or painting rooms, in

connection with such premises shall be separated from such premises

by brick walls not less than 9 inches (0-22 metre) thick.

All openings in such walls shall be closed with self-closing

wrought-iron doors hung in a wrought-iron frame.

All such doors, if consisting of a single fold, shall be made to

overlap, when closed, the door frame at least 3 inches (0°07 metre):

and, if made in two folds, such folds shall overlap each other, when

closed, at least 3 inches (0°07 metre) on each side.

All floors and ceilings of such rooms shall be formed of fire-

resisting materials.

All such rooms shall be ventilated by windows in the outer

walls.
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LIMELIGHT TANKS, ETC.

20. All limelight tanks, boilers with engines, and dynamos with

engines, shall be each placed in a ventilated chamber or building of

‘fire-proof’ construction,

Such chambers or buildings shall be separated from such

premises, and from each other, by brick walls and ‘fire-proof’ floors

without openings, and shall be enclosed upon one or more sides by

external walls.

SCENE DOCK.

21. All scene docks or stores and property rooms in connection with

such premises shall be enclosed by brick walls not less than 9 inches

thick, and shall have floors and ceilings of fire-resisting materials.

All openings from such docks, stores, or rooms to such premises

shall be closed by self-closing wrought-iron doors, hung in wrought-iron

frames.

All such doors, if consisting of a single fold, shall be made to

overlap, when closed, the door frame at least 3 inches (0'07 metre);

and, if made in two folds, such folds shall overlap each other, when

closed, at least 3 inches {(0'07 metre) on each side.

ENCLOSURES.

22. No enclosure shall be allowed in any such premises where the

public can assemble for any other purpose than to view the per-

formance, except so far as the Council shall consider necessary for the

provision of refreshment bars, or, in the case of a theatre, for the

provision of a foyer.

SKYLIGHTS.

23. All skylights, and the sloping sides of lantern lights, shall be

protected by galvanised iron wire guards, securely fixed on, the outside

of such skylights or lantern lights.

GAS.

24. All such premises when lighted by gas shall have separate

and distinct gas services and meters as follows—(2) To the stage;

(6) To the auditorium; (¢) To the staircases, corridors and exits.

Such meters shall be placed in properly ventilated chambers of

‘fire-proof’ construction.

All gas brackets shall be fixed without joints ; and all burners

within reach of the audience shall be fitted with secret taps, and be

efficiently’ protected by glass or wire globes.

All gas burners within 3 feet (0°91 metre) of the ceiling shall

have hanging shades of uninflammable material to distribute the heat.

All gas pipes shall be made of iron or brass.

Where there is a stage or ‘wings’ with scenery, the footlights or

floats shall be protected by fixed iron-wire guards, and the burners

shall be provided with glass chimneys.

The rows and lines, and gas burners in the ‘wings’ (which must

commence 4 feet (1°21 metres) at least {rom the level of the stage) shall

be protected by fixed iron-wire guards.

All ‘battens’ shall be hung by at least three wire ropes, and be

protected at the back by a solid metal guard and wire fixed to a stiff

iron frame at such a distance from the gas jets that no part of the

scenery or decoration can become heated.

All movable lights shall be fitted with flexible tubes, and the

gas in every case shall be turned off by the tap on the stage as well

as by that on the flexible tube.

All flexible tubes shall be of sufficient strength to resist pressure

from without.

An indicating gas plate shall be. provided at a convenient place

at the side of the stage.

DOORS AND FASTENINGS.

25. All doorways used by the public shall be at least 4 feet 6 inches

(1°97 metres) wide in the clear, with doors hung in two folds made to

open outwards towards the thoroughfare or way.

All internal doors shall be so hung as not to obstruct, when

open, any gangway, passage, staircase, or landing.

No door shall open immediately upon a flight of steps, but a

square landing at least the width of the doorway shall be provided

between such steps and such doorway.

All exit doors having fastenings shall be fastened by automatic

bolts only, of a pattern to be approved by the Council ; but where

such doors are also to be used by the public for entrances, they shall

be fastened with espagnolette or lever bolts only, of a pattern to be

approved in each case by the Council, and fitted with lever handles

at a height of 3 feet 6 inches (1°07 metres) from the floor.

All doors used for entrances, and all gates, shall be made to

open both ways, and shall, when opened inwards, be locked back

against the wall in such a manner as to require a key to release

them.

All barriers and internal doors shall be made to open outwards,

with no other fastenings than automatic bolts.

No locks, monkey-tail, flush or barrel bolts, or locking bars,

or other obstructions to exit, shall be used on any doors, gates

or barriers.

VENTILATION.

26. All parts of such premises shall be properly and sufficiently

ventilated in a manner to be approved by the Council.

All openings for ventilation shall be shown on the plans, and

described in the specification, which shall be submitted to the Council

for its approval.

WARMING.

27. No fire-place shall be formed in any portion of the auditorium

or stage of such premises.

All open fire-places or stoves in any other part of such premises

shall be protected by strong fixed iron-wire guards and fenders, part

of which may be made to open for all necessary purposes.

All heating apparatus shall be placed in a position to be ap-

proved by the Council, and enclosed upon all sides by brick walls

not less than g inches thick, and shall be properly ventilated.

All hot-water pipes or coils shall, where necessary, be recessed

in the walls, or otherwise arranged so as not to diminish the clear

width of the gangways.

Where such premises are heated by artificial means, the high

pressure hot-water system with sealed pipes will be inadmissible, and

either hot-air or the low pressure hot-water circulation system shall

be adopted, having an open cold-water supply cistern, and the pipes

throughout the system shall be of galvanised wrought iron, with the

exception of those in immediate contact with the boiler, which may

be either of galvanised wrought iron or copper. :

The boiler shall be made of wrought iron, copper, or mild steel,

and shall be provided with a dead weight or other approved safety

valve, which must be attached to the boiler by an independent gal-

vanised wrought-iron or copper pipe, and must not under any circum-

stances be fixed to the circulating pipes, and must be placed in such

a position as will ensure protection from soot and dirt.

The term “low pre-sure” shall be understood to mean the pres-

sure due to the vertical head of water between the boiler and the

supply cistern.

WATER SUPPLY,

28. All such premises containing a superficial area for the accom-

modation of the public of 1000 feet (92°88 metres) and upwards shall be

provided with a sufficient number of hydrants, each of a diameter of

not less than 2} inches (0°06 metre), to be connected by a 3-inch (0°07

metre) main with a water company’s high pressure street main.

Each of such hydrants shall be provided with at least a 30-feet

(9°14 metres) length of hose, with fittings of the Metropolitan Fire

Brigade pattern.

In all such premises where there is no constant supply of water,

there shall be provided on the top of the proscenium wall, or at some

other place to be approved by the Council, two cisterns, to be kept

always filled with water.

Such cisterns shall be each capable of containing at least 250

gallons of water for every 100 persons of the audience to be accom-

modated in the building.

Such cisterns shall be properly protected from all danger

from frost.

Fire mains shall be connected with such cisterns to hydrants

to be fixed in such places and manner as may be approved by the

Council,
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ADDITION OR ALTERATION TO PREMISES.

29. Notice shall be given to the Clerk of the Council of any in-

tended structural addition to, or alteration of, any such premises, in

respect of which the Council may have granted a certificate under

the said Act of 1848, to the effect that such premises were, on their

original completion, in accordance with the Council's regulations.

Such notice shall be accompanied by plans, elevations and

sections, block plan, and specification of the works to be executed

similar to those required in the case of premises to be certified for

the first time by the Council, and showing such intended addition or

alteration.

The Council will, if necessary, cause a fresh survey of such

premises to be made.

No doors, bolts or other fastenings, obstructions to the means

of egress, flap seats or other means of diminishing or stopping up

the gangways, shall be put, nor shall any alterations of a like nature

be made to such premises without the previous consent of the Council

being obtained thereto.

PART 11.-GENERAL.

30. Additional means of lighting, for use in the event of the gas

or the electric light being extinguished, shall be provided for the

auditorium, corridors, passages, exits and staircases, by a sufficient

number of oil or candle lamps, of a pattern to be approved by the

Council, properly secured to an uninflammable base out of the reach

of the public.

Such lamps shall be kept alight during the whole time the

public are in such premises.

No mineral oils shall be permitted to be used in such lamps.

31. Every theatre, and, where considered necessary by the Council,

all other premises licensed by the Council, shall be connected with

the nearest Fire Brigade Station by telephone.

32. All exit and other doors used by the public shall be indicated

by painted notices in 3-inch white block letters upon a black

ground.

Such notices shall be painted on the doors and walls at least

6 feet 9 inches above the floor.

The words “no exit” shall be painted at least 6 feet g inches

above the floor, in 3-inch white block letters upon a black ground,

upon all doors, in sight of the audience, which do not lead to exits.

33. Wet blankets or rugs, and buckets filled with water shall be

always kept on the stage or in the flies, scene-docks, or wings, and

attention shall be directed to them by placards legibly printed or

painted, and fixed immediately above them.

Some person shall be held responsible by the management for

keeping the wet blankets or rugs, and buckets ready for imme-

diate use.

Hatchets, hooks and other appliances, for taking down hanging

scenery in case of fire, shall be always kept in readiness for im-

mediate use.

The regulations as to fire shall be always posted in some con-

spicuous place in such premises, so that all persons connected with

such premises may be acquainted with such regulations.

PART UH1.-BLECTRIC LIGHTING,

34. Where the electric light is permitted in such premises, it shall

be on condition that a competent electrical engineer do certify in

writing to the satisfaction of the Council once in six months that the

system is in proper working order.

(i) All such premises when lighted by electric light shall have at

least three separate and distinct circuits (@) for the stage,

(4) and (¢) for the auditorium, corridors and exits.

The circuits referred to in (¢) and (¢) shall be so arranged

that half the lights in each division of the auditorium and

11.—4 O

(iii)

half those in each corridor and exit shall be on (4) and the

other half on (¢) circuit.

When the current is supplied by a public lighting company

these circuits shall be taken separately from the street

mains.

Under all circumstances complete metallic circuits must be

employed.

Gas and water pipes shall never form part of any circuit.

The number of lamps shall be so sub-divided that no sub-

circuit shall carry more than 65 amperes; and each sub-

circuit shall start from a distributing board.

All conductors used within buildings shall be of copper, having

a conductivity equal to not less than 98 per cent. of that of

pure copper, and shall be so proportioned to the work they

have to do that, if double the normal current be transmitted,

their temperature shall not rise to above 150 degrees Fahr.

The conductors shall be insulated with pure and vulcanised

india rubber.

The insulation resistance shall be not less than 300 megohms

per statute mile, at 60 degrees FFahr., after one minute's

electrification, when tested with at least 400 volts, and

after 48 hours’ immersion in water.

The insulated conductors shall be protected on the outside

by stout tape or braiding impregnated with preservative

compound.

If it is desired to use any other means of insulation than that

above specified, special permission shall be obtained from

the Council, and no material shall be used which is not

waterproof, or which will soften at a temperature below

170 degrees. Fahr.

In all cases conductors conveying currents of high electro-

motive force inside buildings, shall be specially and excep-

tionally insulated, and cased in, and the casing made

fireproof.

The positive and negative terminals connected to such con-

ductors shall not be nearer to each other than 12 inches

(0 30 metre), and shall be efficiently protected from risk of

contact.

Flexible conductors in connection with movable lights shall

be insulated with vulcanised india rubber, and protected on

the outside by a stout braiding ; should any of these flexible

conductors be damaged, it shall be at once replaced.

No circuit of this nature shall carry more than 10 amperes,

and each circuit shall be protected by a double pole fuse.

All conductors shall be efficiently protected from mechanical

injury.

Where conductors pass through walls, fire-proof’ floors, or

ceilings, they shall be protected by iron pipes or by glazed

stoneware or porcelain tubes, and precautions shall be

taken to prevent the possibility of fire or water passing

along the course of the conductors.

In special cases, or where necessary for protection from the

depredation of rats, mice, or other vermin, armoured cables

may be used. These need receive no further mechanical

protection.

LLead covered cables shall not be used unless protected by

external armour of iron or steel.

Metal fastenings for fixing conductors shall be avoided ; but

when unavoidable some additional covering shall be used

to protect the conductor, unless armoured, from mechanical

injury at the points of support.

If casing be used, it shall be of hard wood, and each conductor

shall be laid in a separate groove ; the cover shall be se-

cured with screws.

Casings shall, as far as possible, be placed in sight, and the

conductors shall always be accessible.

Joints in conductors shall be avoided, but when unavoidable,

they shall be electrically and mechanically perfect. Solder-

ing fluids shall not be used in making such joints.

«
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(iv) All external conductors shall be specially insulated and laid in

iron pipes, properly jointed, and of ample size.

Such iron pipes shall be protected where necessary, and se-

curely fixed and supported when not underground.

(v) All exposed metal work, such as fittings, switch and fuse

covers, &c., shall be efficiently insulated from the circuits.

All switches, cut-outs, ceiling roses, wall and floor sockets and

lampholders shall have uninflammable bases.

All switches shall be of ample size to carry the currents for

which they are intended without heating, and shall be so

constructed that it will be impossible for them to remain in

any position intermediate between the “on” and the “oft”

positions, or to permit of a permanent arc.

All circuits shall be efficiently protected by cut-outs, placed in

positions easily accessible to the staff, but inaccessible to

the public.

The main cut-outs shall be of such pattern and be fixed in such

a position as to admit of quick replacement.

All circuits carrying a current of 20 amperes or more shall be

provided with a cut-out on each conductor, and the two

cut-outs shall not come in the same compartment.

All cut-outs shall be so constructed that fused metal in falling

cannot cause a short circuit or an ignition.

All cut-outs shall be so marked as to show what circuit or

lamps they control.

All wall or floor sockets shall be provided with fuses in their

fixed portions.

The sockets for the stage shall be of hard wood with metal

guards, care being taken to avoid risk of ignition, and they

shall be of specially substantial construction.

(vi) Resistances for regulating the power of the lights shall be

mounted on incombustible bases, and shall be so protected

and placed at such a distance from any combustible material

that no part of the resistance, If broken, can fall on such

material.

Principal resistances shall be placed in a ‘fire-proof’ room re-

served for the purpose.

(vii) Arc lamps shall not be used inside buildings without special

permission from the Council.

When they are used special precautions shall be taken to

guard against danger from falling glass or incandescent

particles of carbon.

All parts of the lamps, lanterns and fittings which are liable to

be handled (except by the person employed to trim them)

shall be insulated.

(viii) Where there is a stage, special care shall be taken that all

works in connection with the lighting of the stage are

carried out in as substantial a manner as possible.

No metal work in connection with the circuits shall be exposed

or so fixed or constructed as to be liable to cause a short

circuit.

Lamps on ‘battens,’ footlights, &c., shall be protected by stiff

wire guards, so arranged that no scenery or other inflam-

mable material can come in contact with the lamps.

No readily combustible material shall be used in connection

with any lamps on the stage in such a manner that it might

come in contact with ‘the lamps.

No soft or readily inflammable wood shall be used in connec-

tion with the lamps on the stage, and all wood shall be

protected by uninflammable material from the possibility of

ignition by an arc between any two parts of the two con-

ductors, or by heated particles from any conductor or part

of a conductor which may connect together the two main

conductors.

Where a number of lights, as in the footlights, battens,” &c.,

are supplied under control of one switch, and protected by

one single or double pole cut-out, as the case may be, the

conductors shall be maintained throughout of such a section

that they will be effectually protected by the cut-outs against

heating.

The leads to the ‘battens’ shall be specially guarded, particu-

larly at the points where they join on to the ‘battens,’ and

a sufficient length shall be allowed to prevent the leads

receiving any injury through any movement of the

‘battens.’

The ‘battens’ shall be suspended by at least three wire ropes

attached to insulators on the battens.

On no account shall the same ‘battens’ be adapted for both

gas and electric light.

(ix) A switchboard, containing all the necessary switches, cut-outs,

and other fittings for the control and regulation of the

stage lighting shall be fixed in some convenient position

overlooking the stage.

This board shall be inaccessible to all but the persons employed

at such premises to work it.

(x) Boilers, steam engiles, gas engines and dynamos, when used

for the supply of electricity to such premises, shall be

placed in such positions as shall be sanctioned by the

Council.

Gas engines shall be placed in rooms so adequately and con-

tinuously ventilated that no explosive mixture of gas can

accumulate by any leakage through the engine in the event

of any of the gas cocks being left turned on.

A hood, connected with a pipe carried into the external air,

shall be fixed over the ignition tube when this is

used.

(xi) Primary or secondary batteries shall be placed in rooms so

adequately ventilated that no fan shall be necessary.

The batteries shall be well insulated.

(xii) Transformers used to transform either direct or alternating

currents, together with the switches and cut-outs connected

therewith, shall be placed in a fire and moisture proof

structure.

Where the primary current is of high potential, such structure

should be preferably outside the building.

No part of such apparatus shall be accessible except to the

person in charge of its maintenance.

No transformer which, under normal conditions of load, heats

above 130 degrees Fahr., shall be used.

Transformer circuits shall be so arranged that under no cir-

cumstances shall a contact between the primary and the

secondary coils lead an electro-motive force of high pres-

sure into the building. The term “high pressure” means

in all cases pressure above 200 volts. |

(xiii) The insulation resistance of a system of distribution shall be

such that the greatest leakage from any conductor to earth,

when all branches are switched on, the lamps and motors

being removed, shall not exceed one fifteen thousandth

part of the total current intended for the supply of the

said lamps and motors ; the test being made at the usual

working electro-motive force. Provided that this rule

shall not be held to justify a lower insulation resistance

than 5000 ohms, nor to require one higher than 5 meg-

ohms.

(xiv) The generating plant and switching gear shall be in the hands

of thoroughly competent manipulators, and the engine

room (if any) shall be inaccessible to the general public,

and shall where possible have an independent entrance.

(xv) A plan of the wiring shall be always kept in a. prominent

position in the office of the manager of such premises.
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FRANCE PARIS.

From the Regulations relating to the Control, the Erection and Maintenance of Theatres,

Music Halls, ana other Places of Public Amusement in force in the Departments of the

Seine and Seine-and-0ise.

I.—- THEATRES.

A. PRELIMINARY FORMALITIES.

1. Every person desiring to build or carry on a theatre must

make application to the Ministry of Public Instruction and Fine

Arts, as well as to the Prefecture of Police.

This application must be accompanied by detailed plans in

triplicate, with sections and elevations to the scale of 0'02 metre to

the metre or one-fiftieth full size (very nearly one-quarter of an inch

to the foot), together with a description of the proposed premises.

2. Before the commencement of the works the administration

shall cause to be notified to the applicant, whether or not any modi-

fications are required in the carrying out of the deposited plans.

3. After the approval of a theatre no alteration shall be permitted

in its construction or arrangement without complying with the neces-

sary formalities.

B. CONSTRUCTION AND GENERAL MANAGEMENT.

4. A theatre comprises—ist. The auditorium and its approaches

(vestibules, staircases, lobbies, refreshment rooms, Xe): 20d. The

stage, with the cellar and the ‘flies’; 3rd. The portion of the building

in which the dressing rooms and administrative offices are situated.

GENERAL CONSTRUCTION.

5. The theatre may be either detached or attached. In cases of

its being detached, there shall be left on all sides, with the exception

of those adjoining the public way, a clear space or passage-way not

less than 9 feet 10 inches (3 metres) wide, provided the neighbouring

houses have no openings upon the said passage. If such is not the

case, the width shall be increased in proportion to the size and general

arrangement of the building.

Where any portion of a theatre adjoins another building, an

independent brick wall, at least 10 inches {0°25 metre) thick, shall

be constructed to protect the party walls.

6. No doorway shall be formed between the passage-way and

the adjoining premises in case the theatre is detached, nor any com-

munication formed between any portion whatever of the theatre and

the adjoining premises in case the theatre is attached.

7. The three divisions of the theatre shall be separated by solid

walls of brickwork, and be entirely enclosed and divided by incom-

bustible materials.

; The auditorium and the administrative section of the building

should have separate exits leading into the street.

‘8. The roofs and the ceiling of the auditorium shall be con-

structed of iron and cement concrete.

No erection, such as telephone wire standards, shall be placed

on the roofs without permission.

AUDITORIUM.

9. No openings shall be allowed in the proscenium wall with the

‘exception of :—1st. The proscenium opening, which shall be closed

by a movable curtain of iron wire gauze with a mesh, of not more

than 1} inch (0°03 metre). This, curtain must be hung with incom-

bustible cords. Counterweights, suspended by metallic ropes, should

be provided to check the rapidity of its descent; 2nd. The position

of the necessary openings for the firemen shall be determined by the

theatre commission, and shall be closed by iron doors, one key of

which shall be deposited with the commissary of police in attendance,

and another with the fire brigade. A third key shall be kept at

the side of the stage, near the doors, in a box glazed in front, with

an explanatory inscription.

10. The fixed curtain in the upper part of the proscenium

opening must be of an incombustible material, as well as any inner

framing to the opening.

11. All decorative plastic work should be particularly well fixed,

especially any on the central part of the ceiling of the auditorium.

The space above the ceiling should be left entirely free without

any obstruction, with the exception of the necessary machinery for

the lowering and raising of the chandelier.

CHANDELIER.

12. The chandelier must be supported by an iron girder, and

raised and lowered by means of a winch. The movement of the

chandelier should be regulated by counterweights, and it must be

suspended by two metal ropes, each having a breaking weight equal

to the total weight of the fitting.

A wire gauze must be provided to protect the spectators in

the case of the fall of any glass globes or prisms.

THE STAGE.

13. The wall at the back of the stage and the side walls shall

have a level surface without breaks or sets-off. No openings shall

be formed in this wall, with the exception of those necessary for the

persons employed in the theatre. These openings shall be provided

with iron doors, hung folding, and in such a manner as to always

remain closed. Where these walls abut on a surrounding passage

there shall be erected at the height of each ‘fly gallery’ an external

gangway with a hand-rail, and a fixed iron ladder for the use of the

firemen.

In other cases the roofs of contiguous buildings belonging to

the theatre shall be arranged in such a way that an escape may

be constructed in a similar manner.

The openings to the escapes shall be provided with iron doors,

fastened only by a latch, and opening outwards.

14 The prompter's and musicians’ lobby shall be inclosed with

incombustible walls, and shall be ceiled, paved with tiles, flagged or

cemented.

15. No dressing-room shall be erected on the stage without the

consent of the Theatre Commission.

16. The whole of the scenery shall be rendered uninflammable by

means of a special preparation. Before being used, its uninflamma-

bility shall be tested by the Theatre Commission or by one of its

members delegated for that purpose. These tests shall be repeated

every six months, at least, and shall be certified on each occasion by

the affixing of a seal at different points.

DRESSING-ROOMS AND ADMINISTRATION BUILDINGS.

17. The doors of the dressing-rooms, lobbies, foyers, crush-rooms,

green-rooms, as well as those of the administrative offices, shall be

provided with a peep-hole placed in such a position as to facilitate

inspection by the firemen during the regulation patrol.

If these rooms be parqueted, the slips of parquet must be

fastened upon the flooring.

18. The walls may be hung with wall paper, or with cloth hang-

ings completely adhering to their surface. All coat-pegs, curtains,

and door hangings shall be fixed at least 2 feet 3% inches (o* 70 metre)

from the vertical plane in which jets of gas are fixed.

WORKSHOPS AND STORE-ROOMS.

19. No workshop or store-room whatsoever may be formed in the

parts of the theatre constituting the auditorium, the stage, and their

dependencies. They may not be formed in other parts without

special authority from the administration.
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20. Any scene docks or property rooms must be placed outside the

walls of the theatre. Only the scenery and properties necessary for

any one performance shall be allowed to be kept inside the theatre.

All store-rooms (/zew de depot) must be separated from the rest of

the buildings by brick walls with iron doors.

21. No workshop, firework store (magasin d'artifice), or store for

any explosive substance whatever, shall be permitted in a theatre.

STAIRCASES AND. EXITS.

22. The staircases generally, including those leading to the dress-

ing-rooms and the administrative offices, and those used by the

public, unless built entirely of stone, shall be constructed in such

a manner that the steps shall be formed of solid concrete held

together by an iron framework. The treads of the stairs may be

of wood. The staircases to be used by the public shall always be

in straight flights.

23. Every stajrcase for the use of the public, and the landings

thereof, shall be at least 4 feet 10 inches (130 metres) wide. Com-

mencing at the highest story, this width should be increased at each

flight in proportion to the number of persons using it, unless the

builder prefers to make the staircase throughout its entire height

the same width as the flight from the first to the ground floor.

24. The landings of the stairs devoted to the public shall not be

provided with doors, except by express authority from the adminis-

tration.

25. Every theatre shall have at least two staircases entirely de-

voted to the use of the audience, and independent of each other.

These staircases shall communicate with each story, and lead out

into the street.

26. The width of the exit corridors and doors, as well as the

passages from the auditorium to the vestibule and from the vestibule

to the outside shall be in proportion to the size of the theatre.

27. The total width of the openings communicating from the

passage to the vestibule shall not be ‘less than 19 feet 7 inches

(6 metres) for theatres containing 1000 or fewer seats. The opening

from the vestibule to the outside shall fulfil the like condition. If it

be divided by several doors separated by piers, they shall not be

less than three in number, and each shall have a minimum width of

3 feet 2 inches (2°50 metres).

Doors leading from the vestibule to cafés, passages or out-

houses having an exit to the outside are not to be reckoned.

28. When the auditorium contains more than 1000 seats, these

openings shall have their regulation width increased by 1 foot 11%

inches (0°60 metre) for every .100 seats.

29. The auditorium shall have a passage way all round on each

floor of the uniform width of not less than 8 feet 2 inches (2°30

metres).

30. The doors opening from the auditorium into this passage shall

be hung in such a manner that they shall open outwards, and fold

back: against the external face. of the box partitions. The internal

doors on the ground floor shall open from the auditorium into the

vestibule.

31. The external doors of the theatre must remain open during the

whole time of the performance. These doors must be provided with

entrance lobbies.

32. These entrance lobbies shall have their side openings made to

open both ways, and their width shall equal the width of the opening

screened by the entrance lobby. The front of these entrance lobbies

shall have an opening with two folding doors which must not be

locked, of the same total width.

33. All the seats upon the ground floor of the auditorium and those

of the galleries shall be provided with two side gangways having a

minimum width of 3 feet 31 inches (1 metre), unless they have a single

passage in the middle 4 feet 3} inches wide (1-30 metre) leading to

the exit passage.

The collective width of the doorways leading from the ground

floor to the corridor circumscribing the auditorium shall not be less

than 19 feet 7 inches (6 metres). These doors shall be situated as

near as possible to the exit vestibule.

34. The depth of every row of chairs, stalls, or benches, shall be

1 foot 8 inches (0°50 metre), measured from the front of the seat to

the back of the seat in front. The same distance shall be maintained

between the fixed seats. The seats of the chairs or stalls shall be

constructed so as to fold against the backs.

C. HEATING, VENTILATION AND LIGHTING.

HEATING.

35. No part of the theatre may be warmed except by hot air, the

furnaces being placed in the basement. The hot-air conduits shall be

constructed of earthenware, the material of which, including the coat-

ing (enduit), shall be 21 inches thick (0°06 metre).

36. The hot-air openings (bouches) situated on the stage shall be

raised 1 foot (0°30 metre) above the floor, and shall be covered by a

wire netting (g77//age) placed at a distance of 1 foot (0° 30 metre) from

their outside surface. The openings for warming, situated in the other

parts of the theatre, shall be at a distance of 6 inches (o'16 metre)

from all woodwork, such as floorings, skirtings, wainscotings, &c. :

VENTILATION.

37. The auditorium must be properly ventilated by means of ar-

rangements which must be submitted for the approval of the Theatre

Commission. :

LIGHTING.

38. If gas be employed for lighting a meter shall be provided for

each portion of the theatre.

Pipes of a larger diameter than } inch (o'or metre) shall be

of iron. :

39. If the theatre be lighted by the electric light, and steam

engines be employed, these machines must be placed outside the

theatre, except with the special approval of the Theatre Commission.

The wires shall be insulated by a coating of gutta percha, and laid

throughout their entire length in incombustible tubing.

The lighting apparatus shall be arranged in such a manner as

to prevent the fall of incandescent carbons.

40. The 'use of portable gas, mineral oils and hydrocarbons is

expressly forbidden.

41. Oil lamps furnished with glass globes and kept lighted from

the time of the admission until the departure of the public, shall be

placed in a sufficient number in all parts open to the public to prevent

complete darkness in case of the sudden extinction of the gas or

electric light.

The instruments, cloths, &c., used in the trimming of these

lamps shall be kept in a metal box.

LIGHTING OF THE STAGE.

42. The ‘floats’ (herses) shall be encased by wire netting at a suffi-

cient distance to prevent contact with any moving object.

43. The gas connections and the ‘floats’ shall be fixed in the same

vertical plane, in order to prevent accident to the supply pipe (boyax

d’alimentation).

44. The ‘floats’ shall be hung with at least three metallic wires.

The supply pipe to the ‘battens’ and ‘floats’ shall always be

fixed in a suitable manner, at an elevation higher than that of the

wings (chassis).

45. The ‘floats’ shall always be worked vertically ; they must not

be lighted except in the presence of a fireman, who shall determine

the height at which the light may be turned on without danger.

Torches shall be protected by a cover of wire netting, and

mounted on a rigid rod.

46. The footlights shall be constructed with reversed jets.

The ‘ground lines’ (les lumilres des rampes de terrain) shall be

furnished with a basket-like covering formed of wire of close mesh.

47. The lights in the ‘wings’ shall be protected to the height of

6 (1°82 metres) feet by a net-work of close mesh, and they shall be

equipped with suitable smoke consumers.

LIGHTING OF DRESSING-ROOMS.

48. The dressing-rooms and green-rooms lighted with gas shall

have fixed jets without elbow joints; the jets shall be enclosed by a

glass globe or by wire gauze. Portable standards are not allowed

in this part of the theatre.

49. The passages and staircases shall be lighted by fittings having

suitable glass globes with wire guards.
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D. FIRE: APPLIANCES.

WATER SUPPLY.

50. Every theatre shall have a supply of water, with sufficient pres-

sure to protect the upper parts as well as the lower parts of the house.

This water supply shall be taken from two of the city mains, indepen-

dent of each other, and of sufficient pressure and volume. The

diameter of these pipes and the nature of the metal employed shall

be determined by the Theatre Commission. These pipes shall be

furnished with stop cocks in sufficient number to obviate any danger

which might result from their breaking.

WATER CISTERNS.

51. In addition, there shall be placed in one of the highest parts of

the proscenium wall, or of the wall at the back of the stage, and under

the roof, one or more water cisterns, with a constant supply. The

capacity of these cisterns shall be determined by the size of the

theatre.

BYDRANTS.

52. Finally, with such exception as the Theatre Commission shall

approve, one or more hydrants shall be placed on the ground floor,

or in the cellar in a recess separated from the adjoining parts of the

premises by brick walls, and having a direct communication with the

outside. These hydrants shall be furnished with a special supply of

water.

53. There shall be complete separation between the water service

for protection against fire, and that for the general purposes of the

theatre.

54. A fire-plug of 4 inches diameter (0*10 metre) shall be fixed

outside of the theatre, in front of each of the entrances, in a position

to be determined by the Theatre Commission.

FIXED LADDERS.

55. If the building be separated from adjacent premises, or if it

has internal areas suitable for escape in case of fire, the side eleva-

tions of the building and the area walls shall be furnished with fixed

iron ladders running near the windows, or such openings as are to

serve as an approach to these ladders. Similar ladders shall be

fixed on the main facade unless otherwise determined by the Theatre

Commission.

TELEGRAPHIC COMMUNICATION.

56. Telegraphic communication shall be established between every

theatre and the nearest fire-brigade station.

E. SPECIAL OFFICES.

57. Every theatre shall contain :—1i1st. An office for the police;

20d. A room for the doctor in attendance ;: 3rd. A guard room for

the police in attendance; 4th. Watch-room for the firemen, in imme-

diate proximity to the stage. These offices should be properly

fitted up,

58. The cloak-rooms shall be so situated as not to interfere with

the circulation of the public.

50. When a smoking-room is planned, its position and arrangement

shall be approved by the Theatre Commission.

60. Water-closets and urinals shall be planned in such number, and

under such conditions of propriety and sanitary arrangement, as shall

be approved by the Commission.

61. No shop under the same roof as the theatre shall be let for

any business or trade which may cause danger from fire. The flues

of such shops or warehouses and stores shall not pass through any

part of the theatre, or of its dependencies, except by special authority,

and with the approval of the Theatre Commission.

62. No person shall be permitted to reside in any part of the

theatre, with the exception of the caretaker (concierge) and the

treasurer.

GERMANY.— PRUSSIA.

From the Regulations in force in Prussia concerning the general Construction, Equipment and

Maintenance of Theatres, Circus Buildings, and all similar Places of Public Assembiy.

1. LARGE THEATRES,

SITUATION, APPROACHES.

3. The principal front of a theatre with its main entrances and

exits shall either stand on or behind the frontage line of a public

thoroughfare. If, however, the position be behind the frontage line,

it shall not be so far back as to permit of the erection of a building

between the theatre and the thoroughfare. The distance between

the front of the theatre and the opposite frontage line of the

thoroughfare shall, as a rule, be 65 feet 7 inches (20 metres). This

distance may be reduced to 49 feet 2 inches (15 metres) if a theatre

stands free on all sides or is situated on a corner site. And, further,

if a theatre, built in on three sides, has an approach from another

thoroughfare besides the one it faces, this approach must be in the

form of a passage 9 feet 10 inches (3 metres) in width and, if

covered, 11 feet 6 inches (3°50 metres) in height. |

Where a theatre is erected between the party walls of con-

tiguous buildings, an open area of at least 19 feet 9 inches (6 metres)

in width must be planned on either side of its auditorium. These areas

shall be of, at least, the same depth as the auditorium and extending

from the back of any lobby or vestibule to the line of the proscenium ;

and, further, they shall be connected with a public thoroughfare by

means of passages of at least 9 feet 10 inches (3 metres) in width

and 11 feet 6 inches (3'5 metres) in height.

Openings for windows or doors in the walls enclosing the

stage shall only be made where they will be at least 29 feet 6 inches

(9 metres) from an adjoining site. This dimension holds good for

the distance of these openings from any other building on the same

site, excepting in the case of small one story out-houses, where it

can be reduced to 19 feet 8 inches (6 metres).

Openings in the walls of the auditorium shall only be made

where they will be at least 19 feet 8 inches (6 metres) from any

adjoining site or buildings on the same site.

I.—4 P

CONSTRUCTION.

4. The external walls of a theatre, its proscenium walls, and the

containing walls of its staircases, shall be of brick or stone; the other

inner walls, with the exception of the partitions between the boxes,

shall be of the same or of some other °fire-proof’ material.

The trusses and supports of the roof shall be iron. The outer

covering of the roof shall be of some material which affords protection

against a spread of fire from the outside.

All wood used in the roof shall either be protected by plaster,

or smoothly planed and prepared in some other way to prevent

rapid ignition.

Both the supports and the flooring of the ‘gridiron’ shall be

of ‘fire-proof’ materials.

Ventilation shafts and skylights shall have ‘fire-proof’ casings,

which must project 1 foot 7 inches (0°50 metre) above the roof.

The containing walls of all covered areas shall likewise project

1 foot 7 inches (0° 50 metre) above the roof, and also be of ‘fire-proof’

material. The frames of windows looking over such areas shall also

be of ‘fire-proof’ material.

The floors of the vestibules, lobbies and passages shall be of

‘fire-proof’ material. Wood flooring shall only be permitted if it lie

on ‘fire-proof’ material.

The ceilings of the vestibules, lobbies, passages and staircases

shall be of ‘fire-proof’ material. All cellars shall be vaulted, with

the exception of those underneath the stage. If used for storage

purposes, the cellars shall have no direct communication with the

corridors or staircases. All corridors -or staircases. shall receive

direct light from the outside, and the former shall have no skylights.

5. Winding staircases are prohibited. Staircases with straight
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flights shall not have any winders. The landings shall not be

narrower than the flights. No tread shall be smaller than 10 inches

(0° 26 metre), and no rise shall be higher than 7 inches (018 metre).

Where winders: are permitted, the least width of the tread at its

narrowest point. shall be g ‘inches (0-23 metre). Stairs shall be

provided on both sides with continuous hand-rails. Enclosures under

stairs shall not be permitted. Wooden staircases, where permitted

(Pars. 6, 15, 21 and 22), shall have plaster soffits. In ascertaining

whether a staircase has the prescribed width, all measurements shall

Le taken between the hand-rails.

6. No tenement shall be situated in the back of the house at a

higher level than the ground floor. These tenements shall be divided

from any other part of the building by means of solid walls without

openings, and ‘ fire-proof * ceilings. Access to these tenements shall be

from the outside only.

No tenement situated in the front of the house shall have its

floor more than 32 feet 9 inches (10 metres) ahove the sireet level.

Such tenements shall have their own °*fire-proof’ staircase in direct

communication with the street, and in no way connected with the

cellars.

No shops, offices, public restaurants, &c., shall be allowed in

a theatre at a higher level than the ground floor. Such premises

shall be separated from any other part of the building by means of

solid walls without openings, and with ‘fire-proof’ floors or ceilings.

Access to these premises shall be from the outside only.

No restaurant of larger area than 164 feet (50 square metres),

not having a direct exit into the open air, shall be placed at a higher

level than the ground floor.

This provision does not apply to rooms with buffets for the

supply of light refreshments during the performance.

No store-rooms shall be allowed in the front of the house.

No part of the stage, not even the ‘gridiron’ or * cellar,’ ‘shall be

used for storage purposes.

In cases where store-rooms are provided at the back of the

house they must not be in direct communication with the stairs and

passages in use in that part of the house.

». There shall be at least two means of access to the loft under

the roof. The doors shall be ‘fire and smoke proof’ and self-closing,

but without locks.

If such entrances require special lobbies these shall be of *fire-

proof’ construction.

8. All theatres shall be provided with lightning conductors.

Fixed iron cat-ladders shall be attached to the front and side

elevations of all theatres, in accordance with the special requirements

of the local Police authority. These ladders shall be for fire-brigade

purposes, and shall commence 9g feet 10 inches (3 metres) or 13 feet

1 inch (4 metres) above the street level.

0.. There shall not be more than four tiers above the pit and the

stalls.

The ceiling of the top. tier must be at least 8 feet (2°35 metres)

above the highest level of its floor.

All seats on the floor of the auditorium, or in the tiers, shall be

fixed seats. Benches and automatic tip-up chairs shall be the only

kind of seats allowed.

10. The number of the audience shall be specially regulated by the

police authorities according to the following data :—

The width of individual seats shall be at least 1 foot 7 inches

(0 50 metres), and the space between the rows shall be at least 2 feet

5 inches (0° 80 metres).

Movable seats shall only be permissible in boxes, and to the

extent of ten in each’ box.

On the floor of the auditorium, and on the first tier, the number

of seats in a row, without an approach from a gangway, shall not

exceed fourteen. On the other tiers the number shall not exceed

twelve.

In the space set aside for standing room not more than three

persons shall be allowed to 10 square feet.

Seats shall be divided fiom each’ other by arms.

11. The width of the gangways in the auditorium, as well as the

number and the width of the doors leading to passages, shall be in

the ratio of 3 feet 3 inches (a metre) for every 70 persons. The

minimum width for a gangway or door shall be 2 feet 11 inches

(0°90 metre). :

12. No tip-up seats or chairs shall be allowed in the gangways.

No steps shall be allowed in the gangways on the floor of the

auditorium,

13. The floor of the auditorium and each tier shall have a passage

which, as a rule, shall be carried around the whole length of the

containing walls.

Steps in the corridors shall only be allowed in exceptional

cases.

The width of a passage shall be in the ratio of 3 feet 3 inches

(1 metre) to every 8o persons using it. In no case, however, shall a

passage be narrower than 9 feet 10 inches (3 metres).

14. Each tier shall have two separate staircases; one used as an

entrance to the tier in question, and one as an exit direct into the

open.

No flights of outside steps are allowed to exceed in height 6 feet

6 inches (2 metres) as measured from street level.

The number of staircases shall be regulated as follows fi

(1) For the floor of the auditorium. at least two staircases

of 4 feet 10 inches (1-50 metre) in width for each

300 persons, this width to be increased 3 feet 3 inches

(1 metre) for every additional 100 persons.

(2) For the tiers: two staircases of 4 feet 10 inches (1°50

metre) width for each 270 persons, this width to be

increased 1 metre for every additional go persons.

If the stalls and first tier have joint staircases, then

the widths shall be taken for the total number of

persons as if all belonged to the tier.

15. When a theatre is built between party-walls, outside iron

balconies shall be provided in addition to the regulation staircases.

These balconies shall be placed in the areas as described in Par. 3;

their width shall be at least 5 feet (1°25 metre), and at least two

doors shall connect the balconies with the passages of the respective

tiers. Iron staircases shall lead from these balconies to the ground.

16. All exits shall be conspicuously indicated, and at all times

. be free to the public.

The nearest way to the exits must be indicated by directing

arrows.

The doors and staircases shall be so situated that the greater

part of the audience must turn its back to the stage to reach the

exits. :

Lobbies, landings and passages shall be kept clear of all fixed

projections. Side tables and shelves are only allowed in recesses in

the walls. Any seats for the box attendants must be of the ‘tip-up’

character.

17. All doors shall open outwards, and in such a manner that

when open, they do not project into the corridors or staircases. In

exceptional cases the doors may, however, be so constructed that

their leaves can swing to 180° in which case self-acting springs

must be provided to fix them back against the walls. In such

cases, however, the regulation minimum width of the corridors

(Par. 13) shall be enlarged to the extent of the width of the whole

door.

Sliding doors are prohibited.

The fastenings shall be such that they can be easily opened

from the inside by a single handle or knob, situated 3 feet 11 inches

(1°20 metre) above the floor level.

Curtains shall only be used on the doors of the vestibules

and in passages, subject to special control. These curtains shall

be hung on movable rings only.

18. All windows shall open easily from the inside. No railings

shall be fixed in front of the windows. |

19. The cloak-room accommodation for the audience must be in

specially provided rooms, with ample space in front of the counters.

If, however, any part of a passage is used for cloak-room purposes,

its regulation width (see Par. 13) must be proportionally enlarged

along the whole length of the ‘hat and coat’ counters.
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THE STAGE.

20. The ‘gridiron’ must be at least 9 feet 10 inches (3 metres)

above the level of the auditorium ceiling.

(1) The stage shall be separated from the other parts of

the building by solid walls projecting 1 foot 7 inches

(o*50 metre) above the roofs.

(2) There shall be no doors in these walls, excepting on

the ground and basement floors.

(3) The doors shall be ‘fire and smoke proof, and shall

open outwards and be self-closing.

The proscenium opening shall be provided with a ‘fire and

smoke-proof’ curtain.

The material of this curtain shall have at least the same

strength as a sheet of corrugated iron of 1 millimetre gauge. The

curtain must be so constructed as to bear a pressure of 198 lbs.

(90 kilogrammes) cn 1 square metre superficial without bending.

It shall be possible to work the curtain from at least two

separate points, one of which shall be quite independent of the stage.

Only one movement shall be necessary for working the curtain.

The curtain may have a small self-closing door in it.

21. All rooms at the back of the house shall be in direct con-

nection with passages of at least 6 feet 6 inches (2 metres) width.

Two staircases of at least 4 feet 4 inches (1°30 metre) width shall

lead from the passages direct into the open.

If, however, the stage (exclusive of a back stage) has a larger

area than 300 square metres, the minimum width of the passages

shall be increased by 4 inches (0°10 metre) for every extra 50 square

metres area. The width of the staircases shall likewise be increased

for every 50 square metres area. The passages and staircases shall

have solid containing walls. The ceilings and the stairs shall be of

‘ fire-proof’ materials.

Doors of at least 4 feet 10 inches (1°50 metre) shall be pro-

vided on either side of the stage. These doors shall lead direct into

a passage or into the open.

22. There shall be at least two staircases of ‘fire-proof’ material for

the stage carpenters, and these staircases shall have at least a width

of 2 feet 11 inches (0°90 metre), and be provided with hand-rails.

These staircases shall be contained in walls of fire-resisting

materials, and shall lead from the stage ‘cellar’ to the roof. At the

street level there shall be an exit direct into the open. : Direct

lighting shall not be essential for these stairs.

23. The stage fittings and internal arrangements of the back of

the house shall be of ‘fire-proof ' materials. All wood used on or in

the stage shall be planed or protected by some other means against

rapid ignition.

‘ Cloths,” ‘wings,’ ‘borders’ ‘set pieces’ and other decorative

accessories shall, if possible, be ¢ fire-proof,” or, at least, of not easily

inflammable material.

All scenery shall, as far as possible, be worked by wire cables.

Proper precautionary measures must be taken to prevent all

possible accident through persons getting in the way of counter-

weights, lifts, &e.

24. The landings, floors and corridors shall be kept free from every

obstruction.

In case of danger there shall be means of warning the entire

staff by a pre-arranged signal.

LIGHTING, WARMING AND VENTILATION.

25. The use of gas and oil for lighting purposes of any sort is

prohibited.

All parts of the building, even including those parts that may

be sub-let, and therefore do not actually belong to the theatre proper,

shall be provided with electric light.

The lighting of the building shall be so arranged that if any

part of the supply or service be out of working order, complete

darkness does not ensue.

26. A service of ‘emergency’ lighting shall be provided to meet

the special requirements of the local authorities. This service shall

be chiefly for the staircases and lobbies. The service shall consist of

candles or oil-lamps properly protected against draughts and smoke.

Where specially ordered, these lights must show a red colour.

The ‘emergency’ lights shall be so placed that the exits can

be easily found if the ordinary service happens to completely break

down.

27. The auditorium and the stage, with its adjoining rooms, shall

be heated from one central system only, the heating chambers for

which shall have solid walls and ‘fire-proof’ ceilings.

These chambers shall be completely isolated from all parts of

the building, and shall only have their approaches from the outside.

All ducts or conduits for hot air, or the chases for steam

pipes, coils, &c., shall be of ‘fire-proof’ material, and so constructed

that they can be easily cleaned.

Openings to ducts for hot air heated to more than 50° Celsius,

and further, all hot-water and steam pipes, shall be at least 10 inches

(0°25 metre) distant in every direction from any inflammable material.

All openings to heating or ventilation ducts or conduits must

be provided with flaps of a ‘fire-proof’ material to prevent the transit

of smoke in case of fire. In a few exceptional cases rooms distant

from the stage may be heated by tiled stoves if adequate precautions

be taken in their construction and in the position of the flues and

receptacle for ashes.

No heating apparatus is allowed in the store-rooms.

28. In arranging ventilating ducts, special care shall be taken that

their position is not likely to increase a possible spread of fire.

Ventilators shall be provided in the roof of the stage, and

must be situated as near to the ridge as possible. These venti-

lators shall be so constructed that they can be opened by a single

movement. The handles regulating the same shall be in such a

position that the person working them shall be sheltered from possible

danger. The total area of the openings of these ventilators shall be

at least 5 per cent. of the superficial area of the stage.

The ceiling of the auditorium shall have an exhaust ventilator,

the inlet to which shall be at least 3 feet 3 inches (1 metre) above the

level of the ceiling of thie highest tier. The area of the opening of

this ventilator shall be at least 3 per cent. of the superficial area of the

auditorium. It shall be so constructed that it can be opened by a

single movement from a similar protected point as in the previous

case.

All staircases and passages shall be adequately ventilated.

FIRE-EXTINGUISHING APPARATUS.

29. Where there is a constant water supply, a service shall be laid

on from it.

Where this is not available, there shall be a water-service with

sufficient pressure from tanks specially provided for this purpose.

Hydrants shall be provided throughout the building, and

‘sprinklers’ fitted over the stage.

The local police authorities shall determine the number and

position of the hydrants necessary for the building, and the quantity

of water and pressure to be available. The local authorities shall

further determine the number and kind of minor appliances to be

kept on the premises, and they shall have power to frame regulations

bearing on the manner in which all fire-extinguishing apparatus in the

building is to be kept.

In no case shall the aforesaid fire-extinguishing apparatus be

used for any other purpose than that for which it is provided.

An adequate number of fire alarms shall be provided in the

building, by the ringing of which the immediate attendance of the

local Fire Brigade is insured.

30. On no account, whatsoever, shall the storing of any scenery,

properties, &c., be permitted in the front of the house, nor shall it be

allowed in any of the cellars adjoining the stage or ‘mezzanine.

Such scenery, &c., only shall be kept on the stage and ‘gridiron’ as

is destined for immediate use.

Carpenters’ or painters’ workshops shall only be allowed in the

basement in the front of the house, provided that they are isolated from

the rest of the building, and have their approaches from the out-

side only. Workshops at the back of the house shall have no direct
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communication with the stage, the ‘mezzanine, or the dressing rooms.

All workshops opening on to passages shall have fire- and smoke-

proof doors.

31. Smoking is prohibited, but may be allowed in the refreshment

rooms and in those parts of the building which are used as tenements

or business premises.

32. The use of open lights, movable lamps, &c., for stage-effects,

shall be limited to the absolute requirements of the performance, and

shall in every case be subject to special permission of the local authority.

A special permit of this kind need, however, only be obtained once for

every individual play. The use of fireworks is prohibited. If shoot-

ing is necessary, the wads used must be made of a not easily inflam-

mable material, such as hair or asbestos.

The building must be thoroughly cleaned at least once a year,

due notice being given to the local authorities as to the date of its

commencement. All parts of the building, as well as its contents,

must always be kept free from dust.

34. There shall be a free passage between the scenery in use and

the containing walls of the stage. This passage must have a width of

at least 3 feet 3 inches (1 metre), and must not even be blocked during

a change of scene. The space between the first and second wings on

either side of the stage shall be kept free for the use of firemen on

duty. |

35. The working of the safety curtain or sliding doors, as the case

may be, shall be tried daily during the ‘season’ at least once in the

presence of a member of the fire brigade.

The safety curtain shall be lowered after every performance,

and the proscenium opening shall be kept closed during the night.

36. The emergency lamps must be alight from the time of the

opening of the doors for any performance until the auditorium and

stage have been entirely vacated.

37. Plans of the building drawn to a large scale shall be hung up

at the box office, in the vestibule, and in prominent positions in

every passage, both in the front and the back of the house. These

plans shall show the seating accommodation, and the amount of

space allotted for ‘standing room,” as well as all staircases, exits,

and “hydrants. All wires or pipes, &c., for the lighting of. the

building shall be shown on these plans, and the disconnecting switches

or cocks must be clearly indicated. Copies of these plans shall be

at the disposal of the authorities.

38. The local authorities shall be responsible for the attendance of

an efficient ‘fire-watch’ at every performance, and these authorities

shall have the control of these firemen. The ‘fire-watch’ shall be

on duty at least an hour before the commencement of the perform-

ance, and shall remain on the premises until at least half-an-hour

after its close.

No fireman shall have any other duty than that for which

he is present.

Besides having this official ‘ fire-watch’ for the performance, the

management must provide an efficient service of watchmen for the

rest of the day, and proper arrangements shall be made to control

this service.

39. Due notice shall be given to the local police authorities of

the dress rehearsal of any new play, so that special precautionary

measures may be taken if necessary.

11. SMALL. THEATRES,

40. In small theatres the requirements of Pars. 3 to 39 shall

apply, with the following easements:—In Par. 3 read, “ The distance

between the front of a theatre and the opposite frontage line of the

thoroughfare on which it stands shall, as a rule, be at least 49 feet

(15 metres).”

Under exceptional conditions this distance may even be further

reduced, but a special petition must then be handed in to the local

authority. The requirement that the building must stand on a public

thoroughfare may also be modified if a special petition be made.

The ceilings over the staircases must be of a fire-resisting

material. The floors over the lobbies and passages need, however,

only be constructed of wood if their lower surface (ie. the ceiling

proper) be of plaster, the joists well pugged, and floor boards well

fitted.

41. The use of gas shall be allowed for lighting purposes in small

theatres, subject to the following conditions :—

The gas services for the auditorium and the other parts of

the front of the house, and further, for the stage and the other parts

of the ‘back of the house,’ shall be kept separate, and their dis-

connecting cocks shall be so placed that they cannot be handled by

others than the gas men.

Lead piping shall not be used. The pipes shall be protected

against damage, but shall be easily accessible for repair. No gas

bracket. shall be movable, not even in the dressing-rooms.

The distance between gas jets and combustible materials shall

be at least 3 feet 3 inches (1 metre) when measured from above,

and 1 foot 11 inches (060 metre) when measured from the side.

If these dimensions be reduced, protecting metal shades or screens

shall always be fixed and attached to a ‘fire-proof’ substance. Chan-

deliers shall be hung from double cables or chains.

No part of any light or fitting in the auditoriuni, in the passages,

or on the stairs, shall be at a lesser distance from the floor than

6 feet 6 inches (2 metres).

The gas-jets in the auditorium, with the exception of those on

the chandelier, shali be provided with globes.

All gas-jets at the back of the house shall be protected by

wire guards or some similar fitting. :

The gas ‘battens’ shall be provided with metal protectors

besides a wire netting, and shall be easily movable, so that they

can be let down and lit from the stage.

Only electric gas lighters shall be used for lighting jets.

No ordinary india-rubber tubing shall be used for gas, not even

in short lengths. Only properly armoured and air-tight flexible tubes

with screw unions shall be used.

The gas-meter room ‘shall have solid containing walls and a

‘fire-proof ’ ceiling, and shall have direct air and light from the outside.

The use of gas for large scenic effects shall be subject to

special permission.

The gas services shall be carefully examined at least once a

quarter, both as regards leakage and the condition of cocks and

burners.

42. Where gas-lighting is provided, the following additions will

have to be made to Pars. 9-14: —

In Par. 9g read, “ There shall not be more than two tiers above

the pit and stalls.”

In Par. 10 read, “On the floor of the auditorium the number

of seats in a row without an approach from the gangway shall not

exceed 12, and in the tiers this number shall not exceed 10.”

In Par. 11 read, “The width of the gangways of the audi-

torium, as well as the number and the width of the doors leading to

passages, shall have their dimensions at least proportional to the

ratio of a metre for every 60 persons. The minimum width for a

gangway or door shall be 2 feet 11 inches (0*9o metre).”

In Par. 13 read, “The width of a passage shall be at least

proportional to the ratio of 3 feet 3 inches (1 metre) to every

70 persons using it. In no case shall a passage be narrower than

9 feet g inches (3 metres).

In Par. 14 read, “There must be provided—

“ For the area, two staircases of 4 feet 10 inches width (1°50

metres), should the audience in that part of the theatre

not exceed 270. Where the audience in the area ex-

ceeds 270, the width is to be calculated in the ratio of

3 feet 3 inches (1 metre) to 90 persons.

“For the tiers, two staircases of 4 feet 10 inches width

(1°50 metres) if the audience in the tier does not exceed

240. Where the audience exceeds 240, the width is

to be calculated in the ratio of 3 feet 3 inches (1 metre)

for 80 persons.”
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HOLLAND AMSTERDAM.

From the Regulations in force at Amsterdam for the Prevention of Five in Theatres and similar Places

of Public Entertainment.

1. Dramatic performances shall not be given in theatres where pay-

ment is not taken from the audience, unless sanction be given by

the authorities (Gemeenteraad) according to the Regulations of 3-4

following.

2. In those theatres where there is a gas supply there shall be

gas meters provided in number and position according to the require-

ments of the authorities.

3. From the time when the theatre is open to the public until it

is vacated, the bolts on the doors shall be so arranged that they yield

on the slightest pressure.

4. Theatres shall be provided with the necessary hydrants and

other fire-extinguishing apparatus according to the requirements of

the local authorities. =~ The stage must be in telegraphic communi-

cation with a fire-brigade station.

5. On the stage, in the stage ‘cellars,’ ¢ gridiron’ or dressing-rooms,

store-rooms and workshops there shall not be—

(2) Any open lights which are not in accordance with the

requirements of the authorities.

(6) Any light placed below woodwork or other combustible

material at a less distance than 2 feet 35 inches

(0°75 metre) unless a metal screen be provided for

protection, according to the requirements of the local

authorities.

Smoking is prohibited behind the curtain, neither shall any fires be

allowed (see par. 10); nor shall any illuminant, with the exception of

gas and electric light, be used otherwise than in a closed lantern.

6. To separate the stage from the auditorium, one or more ‘fire-

proof’ curtains shall be provided, according to the special require-

ments of the local authorities. An efficient staff shall be provided

for the working of these curtains, which shall always be kept closed

except for the performances and rchearsals.

7. All doors must be kept clear of any obstruction. In the

passages and corridors, on the staircases, and in the gangways of

the auditorium there shall be no ‘standing room’ and no loose

seats. ‘There shall be no crowding on the benches, the seating

capacity of which is to be determined by the local authorities.

3. From the time of the opéning of the theatre 0 the Gime

when the audience has vacated the building a sufficient number of

‘emergency’ lamps shall be burning in the auditorium, in the refresh-

ment rooms, on the stairs, in the passages and corridors. The

position and maintenance of these lamps shall be controlled by

the local authorities. The nearest way to the exits shall be clearly

indicated in large letters on the walls close to these lamps.

0. Explosives, &c., which require special protection from fire, shall

not be used unless such measures have been taken in regard to

them as will meet the requirements of the authorities.

10. Stoves are not to be used either on the stage, in the dressing-

rooms, store-rooms or workshops, unless by special permission of the

local authorities.

11. During the theatre season, no scenery or other combustible

materials which are not absolutely necessary for the performance shall

be stored on the stage, in the dressing-rooms, store-rooms, or work-

shops, unless by a special permission of the local authorities.

12. No petroleum may be used in the building, and no open

. grates shall be fixed in any part of the building. .

13. These Rules shall be conspicuously posted up by order of

the local authorities, as directed by them, in corridors, passages and

*foyers.

14. Smoking shall be prohibited in the auditorium and corridors

as the case may be, unless the local authorities grant a special per-

mission to the owner or lessee for any particular part of the premises.

15. The holding of public meetings where payment is not taken

from the audience is forbidden, unless the local authorities deem

the building suitable for such purposes.

16. The rules which have been laid down in clauses 1-15 above

shall in no way be deviated from.

17. The due execution of these Rules shall be controlled by the

Fire Brigade authorities, the police authorities and the general adminis-

trative authorities, who, "at all times, have the right to enter and

inspect the various classes of buildings referred to herein.

RUSSIA ST. PETERSBURG.

Irom the Regulations in Jorce at St. Petersburg concerning the Construction and Main-

tenance of Theatres, Circus Buildings, Assembly Rooms, and similar Places of Public

Resort.

PART '1

Tue arrangement of performances in Theatres, Circus-buildings, and

Music-halls in St. Petersburg and its suburbs is only permissible if the

general rules for building, and the following theatre-regulations are

duly observed.

The plans of theatres, circus-buildings and halls used for public

assembly must be presented to the board for ratification, and

they must also show the arrangement of the heating apparatus,

as well as of the water and gas-pipes, and the electrical

installation.

In these regulations large theatres are those which contain, besides

the pit and the boxes near it, more than one row of boxes or

galleries, or which can accommodate more than 700 VISItors ;

small theatres are those which contain, besides the pit and the

boxes near it, not more than one row of boxes or single gal-

lery, and which do not accommodate more than 700 visitors.

Halls for public meetings with theatrical stages, come under

the rules laid down for small theatres.

1L—4 OQ

Every theatre, circus or hall, on its completion must be examined

by a special Commission composed of persons authorised by the

Governor and Board appointed for the control of such buildings.

If the examination proves that all requirements of the Building Act,

and of the present regulations are observed, a certificate will be issued

by the Board for the opening of the theatre, circus or hall.

Theatres and circuses, not exceeding in height. 35 feet (10-66

metres) must face an open space or thoroughfare measuring not less

than 35 feet (10°66 metres) in width. If the building be higher than

this, the width of the open space must be not less than the height of

the building itself, but when the height of the theatre or circus exceeds

70 feet (21°33 metres) an allowance of 70 feet (21 * 33 metres) of open

space shall be considered sufficient.

SMALL THEATRES.

Small theatres in connection with’ private houses must not be of

more than two stories. Such theatres must have their own staircase,
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not connected with the dwelling-house, and must be separated from the

latter by solid fire-resisting walls, and from the basement by stone

vaulting.

Halls for public meetings must similarly have their own staircase

entirely separate from any dwelling, and be separated from the base-

ment by vaults, and from the upper stories, if the latter are used as a

residence, by a fire-resisting ceiling.

The regulation that small theatres in connection with private

houses shall not be of more than two stories, is not applicable to existing

theatres of this description, but the construction of separate staircases is

compulsory for existing establishments, and if not already erected these

staircases must be built in the course of the first building season after

the publication of this regulation. The construction, however, of

non-inflammable ceilings in theatres existing in private houses and in

halls for public meetings, as well as the separation of theatres and halls

by vaults from the story underneath them, must be carried out within

ten years from the publication of these regulations.

LARGE THEATRES.

In the building of large theatres no residence may be provided,

even for watchmen, but in the case of circuses, rooms for watchmen and

grooms are allowable. Commercial accommodation of any kind is pro-

hibited, whereas workshops are allowed, but must have stone walls,

fire-resisting floors, and windows looking into the street or yard. In

existing establishments any alterations necessitated by the above must

be carried out in the course of the first building season after the publi-

cation of these regulations.

LIGHTNING CONDUCTORS,

A theatre or circus (except where the former is situated in a private

house) must be provided with a lightning conductor.

CAPACITY.

The capacity of halls for public meetings is determined by eight

persons to every 7 square feet, including passages.

FLOORS, WALLS AND CEILINGS,

All walls, ceilings and floors to-corridors must be constructed of

non-inflammable materials.

DOORS AND WINDOWS,

~All doors must open in the direction of the main exits on both

sides, and the doors at the exits themselves must open outwards. The

windows must have no bars. The doors and windows must be pro-

vided with suitable fittings with handles not lower than 4 feet 8 inches

(1°42 metres) from the ground, and must not have any bars, bolts, &c.

STAGE AND CURTAIN,

The stage must be surrounded on all four sides by stone walls

projecting 4 feet 8 inches (1°42 metres) above the roof. In the wall

separating the stage from the auditorium, there must be no other open-

ing than that of the proscenium, and that for communication with the

prompter’s box. In the remaining three walls no less than four doors

must be provided to enable artists to reach the corridors. In the case

of small theatres two such exits are sufficient. From the ‘cellar’ or

‘mezzanine’ and from the ‘fly galleries’ there must be not less than

two doors leading to the staircases or corridors. ; |

One or more outlets must be constructed on the stage for the

escape of smoke in the case of fire; the total surface of which in small

theatres must be not less than 10} square feet (0°96 metre carré),

and in large ones not less than 21 square feet (1°94 metres carrés).

These outlets must not be more than 2 feet 8 inches (0°81 metres)

from the level of the stage floor.

DRESSING-ROOMS.

The dressing-rooms shall not be situated on the stage, nor shall

they open directly on to the stage. They must in all cases be separated

from the stage by a green room or a corridor.

All dressing-rooms must be provided with windows opening into

the street or into an open yard. The dimensions of the windows must

be sufficient to enable a man to get through.

The floors of the dressing-rooms and the corridors belonging to

them must be constructed of non-inflammable materials.

In the corridors near the dressing-rooms there must be hydrants,

with hose and branch attached.

THE BOXES,

In large theatres it is not permissible to construct more than four

tiers of boxes or galleries. In small theatres only one tier of boxes or

a gallery is permissible.

For every two tiers or two rows of boxes shall be constructed not

less than one suitable foyer with windows to the open. This is not

compulsory for existing theatres.

CORRIDORS, PASSAGES AND VESTIBULES.

The corridors round the upper tiers or boxes in large theatres

must be in communication with their respective foyers, separate stair-

cases to the foyers being constructed if necessary.

The rows of seats in the auditorium must have gangways leading

to the exits and be arranged so that no seat is further than 6 seats

from its nearest gangway, and there shall not be more than 12 seats in

any one row. The central passages must be not less than 4 feet

8 inches (1°42 metres) wide, and the passages near the boxes or the

sides of the auditorium not less than 2 feet 7 inches (0°78 metre)

wide.

For every row of seats, the depth of the seat together with its

passage must not be less than 2 feet 6 inches (0-76 metre).

The vestibules must be spacious, arched in stone, and have their

floors constructed of non-inflammable material. The erection of wooden

partitions in the vestibules is prohibited, but stone draught screens may

be used. The number and dimensions of the exits must be proportion-

ate to the number of persons which the theatre or hall is capable of

accommodating.

Proper cloak room accommodation must be provided at least for

the stalls, and in large theatres, if possible, for every section of the

auditorium.

STAIRCASES AND EXITS,

All staircases must be of fire-resisting materials, arched in stone

or brick, and equipped with hand rails on both sides. The widths of

the staircases and their landings shall not be less than 4 feet 8 inches

{142 metres.)

Every staircase 4 feet 8 inches (1 * 42 metres) wide may be regarded

as sufficient for the exit of 150 persons.

It is not permissible to have steps on the landings and corridors.

The inclination of the staircase shall not exceed 25 degrees.

The number of staircases must be not less than two for each tier

or for every 150 persons, and their width not less than 4 feet 8 inches

(1'42 metres) for every 150 persons.

It is indispensable that the staircases leading from the upper tiers

should have windows into the open ; the position of windows in stair-

cases from the remaining tiers must be according to circumstances.

From the corridors surrounding the area of a theatre, must be

arranged as many exits as possible into the vestibule or into the open,

while the minimum width of all exits must be not less than 4 feet

8 inches (1-42 metres), for every 150 persons.

The upper tiers of an auditorium must have exits into the sur-

rounding corridors of a width not less than 4 feet 8 inches for every

150 persons.

On both sides of the orchestra, exits must be provided for the

musicians as far as possible directly into the open.

On the doors of exit there must be a transparency with the inscrip-

tion Exit”

LIGHTING.

The lighting shall only be by electricity, gas, or oil. Should there

be any new invention in lighting, it may only be employed by special

permission.

Electric wires, or gas-pipes, and generally all lighting fittings must

be so arranged, that they shall not soon get out of order, and in case

of damage shall not become a source of danger; they must also be

casily accessible in the event of their getting out of working order.

Electric wires, however, which are dangerous to life by contact, must

be placed in strong tubes. In general it is required that all appliances



for illumination shall be the most modern, and those offering the least

danger in regard to fire.

The rooms or cellars where the gas meters are placed, must be

fitted with ventilators. These rooms or cellars must have windows

looking into the open.

The fittings for controlling the lighting of the stage and auditorium

may be placed on the stage, but those for controlling the corridors and

parts surrounding the auditorium and stage, must be fixed near an exit

and in a position well protected from fire.

In the dressing rooms, store rooms, painting rooms and workshops,

the gas brackets must be immovable.

Lights in the ‘ wings’ must not be placed lower than 4 feet 8 inches

(1°42 metres) from the stage floor.

All fixed lights on, above and below the stage, and in the dressing

rooms, must have wire globes with meshes not more than $% inch

square.

Moreover, these lights must be at a safe distance from easily

inflammable materials, and not less than 3 feet away from them. In

the case of other open lights they shall not be less than 2 feet from

inflammable material.

Pendent lights near the ceiling must be protected by shades.

HEATING.

In theatres it is permissible to adopt heating apparatus in which is

employed steam or water, or both, under low pressure, but no other

methods. In front of the radiator there must be a free space of not

less than 7 feet (2°13 metres), and on all other sides a space of not less

than 3 feet (0-91 metre). The chimneys must be of stone and i-olated,

and must rise not less than 7 feet (2°13 metres) above the roof of the

theatre. The boilers, in the case of a water apparatus, may be placed

in the cellars of the theatre, but must be surrounded by brick walls and

covered with brick vaults. The brick compartments for steam or

water-heating, must also fulfil the general conditions for safety.

PRECAUTIONS AGAINST FIRE.

All curtains, draperies, &c., surrounding the opening of the pro-

scenium, for a distance of 7 feet (2°13 metres), must be made of

non-inflammable materials.

The hydrants must be of such a number and so arranged that if

an outbreak of fire occurred, streams from at least two could be

brought to bear upon the flames. These hydrants must be of the

same type as those used by the local fire brigade. They must be fixed

in suitable conspicuous positions, and so placed that there is a safe

retreat for the firemen.

There shall be suitable fire-call points connecting the various parts

of the theatre with the watch-room, and in this watch-room there must

be telegraphic communication with the nearest station of the local fire

brigade. In cases where the city fire brigade is stationed in or near

the theatre, an ordinary alarm bell may be substituted for communica-

tion by telegraph or telephone. |

For the supply of the hydrants it is necessary to have a consider-

able supply of water under such pressure that the stream will be able

to reach the roof. The supply pipes shall be so laid that it is possible

to use a number of hydrants simultaneously, without materially affecting

the pressure. If the supply be from waterworks there must be several

connections to the mains. If, however, there be no waterworks, or if

they cannot deliver a sufficient supply of water under suitable pressure,

reservoirs must be specially constructed. Where possible, these reser-

voirs should be built on a high level, kept constantly filled with water,

and exclusively retained for fire purposes. The reservoirs should be

connected with one another, so that they form, as far as possible, a

single main reservoir. The combined capacity of the reservoirs of a

building should be from 300 to 1000 cubic feet, according to the size

of such building. If the pressure of water from the reservoir in the

building is not sufficient to be effective on the upper part of the roof,

the requisite pressure must be obtained by the installation of pumps or

otherwise.

Iron fire-ladders must be fixed to the outer walls of the back of the

house in such a manner that each floor and the roof can be easily

approached.
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PART 1L

CONDITIONS OF MANAGEMENT.

GENERAL REGULATIONS.

The curtain which is intended to separate the auditorium from an

outbreak of fire on the stage, must not be raised until immediately

before the performance, and must be lowered immediately at the con-

clusion of the performance.

In the event of an outbreak on the stage and immediately after

lowering the iron curtain, all obstructions must be removed from the

stage-entrances and passages.

Passages between the chairs and seats for visitors must, during the

performance, remain as free and as unobstructed as possible.

No exits must be locked, bolted, or otherwise blocked, during the

performance, and on each door of exit the inscription ‘ Exit’ must be

made perfectly visible at all times.

It is prohibited to block up the corridors with objects, such as

chairs, tables, &c., likely to hinder the free movement of the public.

EMERGENCY LIGHTS.

Independent of electric or gas lighting, all the corridors, stair-

cases and vestibules must be lighted up during the time of the perform-

ance by oil or by candles in lamps.

SCENERY.

The following parts of any scenery used on the stage must be

impregnated or coated with a composition capable of withstanding the

action of fire ; ‘back-cloths,” ‘ wings,” ‘sky borders,” ‘gauzes’ and ‘set

pieces.

All scenery, &c., not required for any performance in the course

of the current week, must be removed from the stage. The stage,

dressing-rooms, stores, and work-shops, must be kept free from dust,

shavings, paper, &c. The passages leading to the stage entrances

must not be blocked with scenery or other objects.

The lighting of fire-works and other explosives must not be en-

trusted to boys or inexperienced persons. During the use of Bengal

lights, a pail of water must be kept near at hand, and during any par-

ticular lighting effects on the stage special care inust be taken, and

firemen must always be in readiness for an emergency.

Smoking is strictly forbidden in all parts of the building except in

the rooms set apart and fitted up for it, bearing the inscription ‘ Smoking

Room.’

The hose must always be rolled up on the hydrant or hung up in

open boxes, and its easy withdrawal not prevented in any way. The

hose must be unrolled and prepared for immediate action, before the

commencement of every performance.

The principal hydrants must be arranged in groups, for each of

which groups a fireman must be posted during the time of the per-

formance there. The determination of the number of firemen for the

watch in every theatre must be left with the Commissioner whose

business it is to superintend the theatre. There must always be one

person in charge of the firemen. ;

The firemen must daily verify the good condition of the mains, fire

stop-cocks, &c., entrusted to them. Moreover, the stop-cocks and hose

must be tested, at least once a week during the theatrical season, by

those specially appointed to the duty.

The working of the fire hydrants must be understood by the stage

hands, and by all the members of the staff concerned with engineering

and stage appliances.

During the performance there must always be a person in the tele-

graph or telephone room ready to communicate with the local fire

brigade in the event of an outbreak.

All necessary tools and appliances likely to be required in the

event of a fire, must be in perfect readiness, that is, fire-buckets must

stand ready filled with water, and tanks with water must be placed

in different parts of the house ; axes, knives, &c., must also be at hand.

All such gear must be kept in the place appointed for it, and must on

no account be employed for other purposes than that for which it is

intended.
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For purposes of reference I would add to the above examples of official requirements, those which in the Metropolis

govern the general management of theatrical enterprise, not only in respect to the precautionary measures for the safety of

the audience, but also as regards the general conduct of the institution. This general control is vested in the Lord Cham-

berlain, whose jurisdiction, however, only extends to theatres within the Parliamentary boundaries of the City of London,

the City of Westminster, the Boroughs of Finsbury, Lambeth, Marylebone, Southwark and the Tower Hamlets.

ENGLAND—LONDON, ETC.

The Regulations of the Lovd Chamberlain in respect to Theatres within his Jurisdiction.

1. All doors and barriers to open outwards, or to be fixed back

during the time that the public are within the theatre.

2. All gangways, passages, and staircases, intended for the exit of

the audience, to be kept entirely free from chairs or any other obstruc-

tions, whether permanent or temporary.

3. An ample water supply, with hose and pipes, to be avail-

able to all parts of the house, where possible on the high-pressure

main.

4. All fixed and ordinary gas-burners to be furnished with efficient

guards. Movable and occasional lights to be, where possible, protected

in the same manner, or put under charge of persons responsible for

lighting, watching, and extinguishing them. A separate and indepen-

dent supply of light for the stage and auditory.

No white metal pipes to be used in the building.

5. The footlights or floats to be protected by a wire guard. The

first ground-line to be always without gas, and unconnected with gas,

whether at the wings or elsewhere. Sufficient space to be left between

each ground-line, so as to lessen risk from accident to all persons

standing or moving among such lines.

6. The rows or lines of gas-burners at wings to commence four

feel at least from the level of the stage.

7. Wet blankets or rugs, with filled buckets or water pots, to be

always kept in the wings; and attention to be directed to them by

placards legibly printed or painted, and fixed near them. As in Rule

4, some person to be responsible for keeping the blankets, buckets, &c.,

ready for immediate use.

8. Hatchets, hooks, or other means to cut down hanging scenery

in case of fire to be always in readiness.

9. The regulations as to fire to be always posted in some con-

spicuous place, so that all persons belonging to the theatre may be

acquainted with their contents. A report of any fire, or alarm of

fire, however slight, to be at once sent to the Lord Chamberlain's

office.

10. Counterweights, where possible, to be carried to the walls of

the building and cased in. The ropes attached to them to be con-

stantly tested.

11.. An annual Inspection is made of all theatres. It is ex-

pected that all alterations suggested for the safety and convenience

of the public will be carried out before the issue of the annual

license.

12. No structural alterations to be made in the theatre without the

sanction of the London County Council. Plans of such alterations

to be sent to the Lord Chamberlain’s office.

13. A copy of every new piece, or alterations of old pieces intended

to be produced, to be forwarded for license to the examiner of plays

seven clear days before such intended production. No alteration of

the text when licensed for representation to be permitted without

sanction.

14. Copies of all play bills to be sent to the Lord Chamberlain’s

office every Monday, and whenever a change of performance is an-

nounced.

15. Notice of the change of title of a piece to be given to the

examiner of plays.

16. The name and private address of the actual and responsible

manager to be printed in legible type at the head of each bill.

17. Admission to be given at all times to authorised officers of the

Lord Chamberlain's department, and of the police.

18. No profanity or impropriety of language to be permitted on

the stage.

19. No indecency of dress, dance, or gesture, to be permitted on

the stage.

20. No offensive personalities or representations of living persons

to be permitted on the stage, nor anything calculated to produce riot or

breach of the peace.

21. No exhibition of wild beasts or dangerous performances to be

permitted on the stage. No women or children to be hung from the

flies, nor fixed in a position from which they cannot release them-

selves.

22. No masquerade or public ball to be permitted in the theatre.

23. No encouragement to be given to improper characters to

assemble, or to ply their calling in the theatre.

24. Refreshments to be sold in the theatre only during the hours

of performance, only to the audience and company engaged in the

house, and only in positions which do not interfere with the convenience

and safety of the audience.

25. No smoking to be permitted in the auditorium.

26. Theatre licenses are granted for one year, from the 29th Sep-

tember. Licenses are granted also for shorter periods, but all licenses

cease on the day above mentioned.

27. No public entertainment to be given in the theatre on the

days excluded from the license.

28. Applications for licenses, with the names and addresses of the

actual and responsible manager and of his two proposed sureties, who

must be resident householders and ratepayers, must be forwarded to

the Lord Chamberlain's office seven clear days before the day for which

the license is required.

29. Theatre licenses are granted, after consultation with the

County Council so far as the structural condition of the theatres is

concerned, only for buildings in which the above regulations can be

carried out, and on the express condition that these and every other

reasonable and practicable precaution against fire or the dangers

arising therefrom are adopted.

30. The Manager is held solely and entirely responsible for the

carrying out of the above regulations, for the management of his theatre

before and behind the curtain, and for the safety of the public and the

members of his company.

31. All exits from the theatre must be plainly indicated by

placards, and kept always available for the use of the audience,

32. The service of light for the auditorium and entrance passages

must be separate from that of the stage.
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CONCLUSION,

IT will have been noticed that in the preceding chapter examples of theatre legislation have been presented only where they

refer primarily to the construction or maintenance of buildings used for the presentation of plays, for assembly, or

similar purposes. But, quite apart from any question of construction or maintenance, we should not forget that the safety

of a place of entertainment depends to a great extent on the permanent control of the premises and every section of the

equipment. What is known as the ‘fire-watch’ is one of the first essentials of theatre protection, and there are many who

even go so far as to say that if a theatre has an efficient ‘fire-watch,” this body will make up to a considerable extent for

any deficiencies in plan, construction, or equipment.

Now we all know that so far as the ‘fire-watch’ of a Metropolitan theatre is concerned, we have little or nothing

to speak of. The watching arrangements are in the hands, as a rule, of one or two private firemen, who often also fulfil the

more general purposes of the ‘odd man’ of the establishment. These men are expected to lend a hand in anything that

may be required of them. Being frequently underpaid, they are not averse to increasing their remuneration by acting as

cab-runners, and they may be found thus occupied whenever an audience disperses. Even just preceding the performance,

when the stage is being lit up, i.e. at a notoriously dangerous moment, they may be seen acting as porters for arriving

carriages. The members of such a *fire-watch’ are the servants of the manager, and he can use them for whatever purpose

he likes. There is no regulation in London indicating the necessity for a ‘fire-watch,” much less defining the character or

training of such a body. As far as the management is concerned, the fireman has become by custom only part and parcel

of the establishment, owing to his position as cleaner of the fire-extinguishing apparatus, which has to be kept in order to

meet the requirements of the public authority as to efficient appliances. There are, of course, no doubt exceptions; I know

of at least two theatres where every possible care is given to the ‘fire-watch,” and where any tendency of the fireman to

act as ‘odd man’ is strictly prohibited. But, taken as a whole, such instances will be rarely met with, and the whole

question of watching is in a very unsatisfactory state as far as London is concerned.

On the Continent of Europe, it is true, we also have the private ‘fire-watch,” if I may call it so, comprising men

engaged by the manager for the particular duties of watchmen and firemen. But the ‘fire-watch’ either has the serious

consideration of the employer of his own accord, or, owing to specific regulations in force, its efficiency is subject to

examination and its duties subject to the control of the public authority. In other words, the private ‘ fire-watch’ receives

due recognition. But even then, the private ‘fire-watch’ is the exception on the Continent; for we find the public ‘fire-

watch’ to be the rule, and the public ‘fire-watch’ is generally manned by efficient representatives of the local fire brigade,

i.e. by the employees of the public authority. Of course there are also combinations of the ‘fire-watch’ of official, muni-

cipal firemen with private watchmen in the employ of the management subject to the control of the former. Such com-

binations have, in fact, certain advantages.

It is not my purpose here to demonstrate the various arrangements made for watching a theatre on the Continent,

and yet I am anxious to show how, where the management of a play-house is not subject to any control whatever from the

local authorities, as for instance at the Court Opera House in Vienna, every possible effort is made on behalf of the theatre

administration to secure the careful observance of all of those points which are of importance where the protection of the

public is at stake.” The Court Opera House at Vienna has iis own ‘fire-watch,” of considerable strength—a private

‘fire-watch’ in the full meaning of the term, and in no way subject to outside control. Yet the organisation of this *fire-

watch’ is highly instructive, and I cannot do better than quote its rules in order to show what care has been accorded to

the definition of its duties. I do not wish to infer, by presenting this example, that this is a code that is in every

way model. In fact its elaboration does not accord with my view, that main principles alone should be defined in

writing and that matters of detail should be left to the executive officers. Similarly, it is no more my purpose to criticise

these regulations than to criticise those from which I have made extracts regarding the erection and maintenance of the play-

I only present this instructive example as an instance of the extent to which an institution which is regarded as

house.

a secondary consideration in England may voluntarily receive well-merited attention elsewhere.

III.—4 R
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Regulations for the ‘ Five-Watch’ of the Court Opera House, Vienna.

1. The Superintendent of the building acts as chief inspector

of the ‘fire-watch,’ and is known as the ‘fire-inspector.” The per-

manent clerk-of-works acts as his representative.

2. The ‘fire-watch’ comprises: Two foremen, sixteen firemen, one

mechanic for the iron curtain, one plumber and one chimney sweep.

3. The fire inspector has general control over the staff and over

all matters relating to the protection of the building from fire. Any

infringement of the rules shall be reported to him. Every fireman

shall be thoroughly acquainted with his duties, and shall report him-

self to the foreman before and after every performance. Substitutes

shall only be allowed by special permission. Every fireman to keep

strictly to his own duties.

4. The rules relating to smoking mmst be strictly adhered to

throughout the whole of the theatre.

5. The use of open hghts is strictly prohibited in the theatre,

except where the lighting of oil lamps, candles, torches, and fire-

works cannot conveniently be done otherwise than with a wax taper.

Only safety lamps shall be used in the cellars in which the gas

méters are kept.

6. The main gas supply shall only be turned off by the express

instructions of the fire inspector.

7. The firemen shall be thoroughly acquainted with all entrances,

exits and passages throughout the building, shall know exactly where

the hydrants are to be found, and have a thorough knowledge of all

extinguishing apparatus. Any defects in the same or in the lighting

apparatus, doors, locks, &c., shall be reported at once to the inspector.

The firemen shall see that only the requisite number of lamps

are burning, especially in the ‘gridiron’ or under the stage; and

that the doors which are intended to be closed or locked are securely

fastened. They shall also see that great care is used in, the mani-

pulation of articles of an inflammable nature, and that the rules

relating to smoking and open lights are strictly adhered to. Every

fireman shall keep all apparatus under his care clean and in good

working order, so that no delay shall be caused in the event of an

outbreak of fire. j

8. During the performance every fireman shall be fully equipped,

but before and afier the same he may be in ‘undress’ uniform,

having, however, his full equipment easily accessible.

9. The foreman shall generally supervise the men while on duty,

and also shall see that the apparatus, alarm signals and ventilators are

in good order. Before the performance both foremen shall examine

the back and front of house, and shall see that firemen are at their

posts one hour and a quarter before each performance. During the

performance one foreman shall be on the stage and the other on

the “flies.” . After the close of the performance the foreman on

the ‘flies’ shall inspect the auditorium; the foreman on the stage

shall remain there until the inspection of the front of the house is

reported. Before and after the performance one foreman at least

shall always remain in the house. During holidays, or the off season,

when strange workmen are in the building, the foreman shall daily,

after their departure, inspect the rooms in which they have been

working.

10. Service of firemen,

(@) On duty during the performance (i.e. one hour and a

quarter before the beginning of the performance,

until after the inspection of the house at the close

of the performance).

(6) On duty before and after that time,

During the performance the whole of the ‘fire-watch’ must be

on duty. At other times the daily watch shall be in the hands of

eight men, arranged as follows: Four men on duty from noon to

midnight ; the other four from midnight till noon. The eight firemen

on duty on one day shall be arranged in three sections; two men

each in Sections 1. and 111. and four men in Section II.

Section I. shall be on duty on the stage in the tailors’ depart-

ment, and in the offices below the stage, and in the basement.

Section II. shall be on duty in the ‘mezzanine,’ costume store,

‘flies,’ painters’ workshop, property room and on the stage.

Section III. shall be on duty in the auditorium, the ground

floor, first, third and fourth tiers. :

11. Before and afier the performance each of the four firemen on

duty shall individually make the round of the whole house once in

every hour, excepting only from 6 am. to 8 a.m.

The fireman of Section I. shall start his round at the hour, the

fireman of Section II. shall start at the first quarter, the other member

of Section 11. at the three-quarters, and the fireman of Section 111.

shall start at the second quarter of the hour. The first round shall

begin after the performance as soon as the house inspection is finished.

The last round shall commence at 4 p.m., before the performance.

When no performance takes place, an interval in the watch service

shall be allowed from 6 p.m. to 8 p.m. in addition to that from

6 am. to 8. am. Dunng this interval one man shall be on the

stage and. another in the ‘flies’ The fireman in Section 111.

shall open the doors at 6.30 a.m. and close them at the end of the

inspection. The same fireman shall also turn off certain gas lamps

as directed, and attend to the night bell.

12. If a fireman notices a smell of gas, or the presence of smoke,

or hears a crackling noise or the like, and cannot discover the cause

or overcome the danger alone, he shall immediately inform his foreman,

and shall then return to his post, and in case of actual danger do his

utmost to meet it. In urgent cases, however, especially on discovery of

fire which cannot be immediately extinguished, he shall at once sound

the house alarm; but, if the fire is in an out-of-the-way part of the

building, he shall give the alarm at the nearest telegraphic call-point,

and shall then, without any thought for his own personal safety,

hasten back to the fire and do his utmost to extinguish it. If the fire

cannot be extinguished immediately with the assistance of the theatre

*fire-watch’® alone, and a spread is to be feared, the City Fire

Brigade Head Quarters shall at once be warned of the outbreak,

by means of one of the special call-points in the building. If a fire

breaks out on the stage which cannot be extinguished immediately,

one of the firemen of the first or third sections shall, after the alarm

has been given for the house, open the ventilators over the ‘grid-

iron.

13. Firemen’s duties during the performance: In addition to the

four firemen on duty of an afternoon, as already mentioned, the other

twelve have to be on duty during the performance. Of these twelve,

the four who went off duty at mid-day shall present themselves two

hours before the commencement of the performance to relieve those

on afternoon duty for three-quarters of an hour.

The sixteen firemen shall be on duty one hour and a quarter

before the commencement of the performance, and in the following

positions : —

Four men on the siage.

Two men in the corridors at the side of the stage, and

near the doors leading on to the stage.

Four men in the ‘flies.

Two men in the adjacent passages.

Two men in the side passages of the third tier.

Two men in the side passages of the fourth tier.

The firemen in the passages of the auditorium shall fill their

fire-buckets before the performance, and empty them after it.

The four men on the stage and in the ‘flies’ shall see that

all the necessary apparatus is ready for instant use two hours before

the commencement of the performance, and see that their pails, towels,

sponges, &c., are at hand, and their hose laid out.

The men in the passages shall see that the hose is properly

attached to the hydrants.

At five minutes to six, the fireman of Section I. shall visit

the joiner’s workshop and see that the fires are extinguished. He

shall see that all the iron doors of the various basement stores are

shut, and inspect the various other workshops, and shall report the

result to the foreman.

One of the firemen of Section II. shall inspect the tailor’s

department and the chorus rehearsal room, as well as the Manager's

offices.

At the same time and in the same way one of the firemen

in the ‘flies’ (Post 1) shall inspect the gentlemen's costume store,

and the painting rooms, and the other fireman in the ‘flies’ (Post 1,

castle side) shall inspect the ladies’ costume store and the ballet

TOO.
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During every interval the firemen on both sides of the ‘flies’

(Post 2, beginning) shall make a general inspection. The firemen

on the stage shall leave it alternately—Section III. I., II. (1) and

II. (3)—to inspect the ‘under machinery.” The result of the in-

spection shall be reported to the foreman on each occasion.

14. At the close of the performance, the ‘fire-watch,’” assisted by

the lamp-man (whose duty it is also to extinguish the grease warmers

and curling-iron heaters) shall inspect the whole house as follows :—

One fireman of Section III. shall inspect everything below

stage-floor level. The ‘gridiron’ shall be inspected either by Post 1

or 2, Section II. The other two firemen of this section shall accom-

pany the foreman on his inspection of the auditorium. The inspection

is arranged as follows: The foreman shall visit the passages leading

to the boxes on the area level and first tier, also the Court boxes

and ante-rooms, and the whole of the ground floor. The firemen shall

take a side each of the galleries, the passages leading to the boxes of

the second and third tiers, and all the various offices, &c.

The dressing-rooms on one side of the house shall be visited

by a fireman of Section 1ll., those on the opposite side of the

house by Section I. The stoves and heating apparatus shall be in-

spected with particular care, and the fact that the fires are properly

extinguished ascertained.

The result of the inspection shall be reported by the foreman

on the stage to the fire-inspector.

The two firemen in the ‘flies’ shall remain there until the

dressing-rooms (which shall be the last visited) are inspected.

15. If a fire break out during the performance, the chief object

of the firemen shall be to extinguish the fire in an energetic and

quick manner, and if possible to prevent any further spread. Each

man shall work with energy, but carefully, and keep cool and col-

lected. If a fire break out on the stage during a performance and it

cannot be extinguished by means of the wet towels, buckets, &c., the

nearest fireman shall immediately inform the firemen posted in the

passages at the back of the house, and then, without waiting for further

assistance, use his utmost efforts to extinguish the flames. The fire-

men posted in the passages at the back of the house shall, as soon

as they are informed of the fire, turn on the hydrants and go to the

assistance of their comrades. Prior to giving this assistance they

shall, however, sound the alarm and see that notice is duly given to

the headquarters of the City Fire Brigade.

The chief duty of the firemen posted in the passages of the

galleries in the front of the house, in the event of an outbreak, shall

be to see to the safety of the audience. They shall, therefore, caution

the audience not to become excited, assisting them to the exits as

quickly as possible. After the audience has vacated the building,

they shall hurry to the scene of danger and give all assistance in

their power.

In case of the fire breaking out in the galleries, which cannot

be extinguished immediately, the firemen posted in the passages shall

at once give the alarm by means of a call-point, and without waiting

for further help, attempt to extinguish it.

As soon as the alarm is given from one of the passages in the

front of the house, the firemen in the passages round the stage and

those posted in the ‘flies,’ as well as their foreman, shall at once

attend to the call. If a fire breaks out in some isolated part of the

house, the fireman on the stage shall attend to whatever happens on

a lower level than the first tier, whilst firemen in the ‘flies’ shall

see to anything happening on a higher level. In both cases the

men posted in the passages in the front of the house, shall hurry to

the place of danger, as soon as they hear of the outbreak, and do

their utmost to extinguish the flames.

The firemen posted in the passages shall take some reserve

hose with them, and inform the men posted near of the outbreak

before leaving their posts.

Should further help be necessary, the firemen of Post 2,

Section 1I., on the stage and in the ‘flies,’ shall also hurry to the

place of danger.

The other firemen, i.e. those on the ‘flies’ or those on the

stage, shall only vacate their posts on receiving special instructions

from the fire inspector to do so.

16. The chimney sweep, who has charge of the chimneys and flues,

shall see that they are in good condition, and he must keep them

thoroughly clean. Any defect shall be reported to the fire-inspector

at once. He shall be on the stage at least one hour before the

commencement of the performance and remain there until the close.

In case of fire he shall assist the firemen,

17. The iron curtain shall always be kept lowered, excepting at per-

formances and important rehearsals. The mechanic appointed for the

working of the same during a performance, shall be at his post two

hours and a quarter before the commencement of the performance, and

shall not leave for a moment until the end of the same, without hav-

ing previously arranged with the fire-inspector for a substitute. He

shall raise the iron curtain half an hour before the commencement of

the performance and drop it again at the close.

It shall also be the duty of this mechanic to attend to the venti-

lator over the stage in accordance with any special instructions given

him by the inspector.

In case of an outbreak of fire on the stage the mechanic shall

open the ventilator at once, and if the fire is not forthwith extin-

guished, he shall let down the iron curtain. Instructions to do so

shall be given him either by the foreman or the fire-inspector.

If the necessity arises to open the ventilator during the day,

this can only be done by order of the fire-inspector or of the foreman,

excepting only in a case of danger.

In this case the opening of the ventilator shall be done by a

fireman of Section 1. or 11,

18. The plumber shall see that everything in connection with his

department is in good condition, that the reservoirs are filled every

day before the commencement of the performance, and that the

hydrants can be used at any moment. He shall also render assistance

to the mechanic at the iron curtain if such be required. He shall

be on the stage a quarter of an hour before the commencement of

the performance and shall remain there until the close of the same.

Should he be called away for any special duty during this time, he

shall inform the nearest fireman, so that his whereabouts may be

known. In case of emergency he shall take the place of a fireman,

but shall always be posted in the stage passage. In case of fire

he shall help to extinguish it.

19. The two automatic call-points to the City Fire Brigade head-

quarters shall, as a rule, only be used on instructions from the fire-

inspector. In case of immediate danger they shall be used without

his special instructions. The signal given daily at noon from the

Fire Brigade headquarters by way of a trial call to the theatre, shall

be responded to by a fireman on duty in Section I.

He shall respond alternately from the -call-points on the

right and on the left of the stage, and he shall be in attendance at

one of the call-points fully ten minutes before signalling time. If

no signal be noticed by 12.15 p.m., the fireman in question shall at

once report this fact to the inspector.

20. The regulations for the firemen in the event of very important

or dress rehearsals are the same as for a. performance, but the

number of firemen required for duty shall be specially arranged each

time.

21. Once a month the fire-inspector inspects the whole staff and

the whole of the fire-extinguishing plant. Besides this, the foremen

shall inspect some part of the plant once a week. Four off-duty

firemen shall accompany him on those rounds.

22. Any negligence in attending to any duty shall be punished

by a fine. A repetition of the same, drunkenness or vacating his

post without orders, shall be punished by dismissal.

I would now, however, point out that, while the above example embodies the regulations for a private ‘fire-watch,” a

public ‘ fire-watch’ must also have its specific rules defining its duties. The example in respect to the private watch was

one where the theatre is permanently in the hands of one and the same body. But my example of a public *fire-watch’

will be taken from one where the attendance is limited to the actual entertainment at which members of the general public

are present, whilst during the remainder of the time only private watchmen of the manager are engaged. This is an



166 MODERN OPERA HOUSES AND THEATRES.

instance of a very common combination of the private and public systems, and the arrangements are based on a policy

which infers that only when the general public is present is it necessary that the ‘fire-watch’ be composed of public

servants. It is perhaps interesting to observe what is required in this direction at Berlin, where public ‘fire-watches’

have been in existence at the theatres for a considerable time. These regulations at Berlin may be taken to serve as a basis

for what is generally in force throughout Prussia where public ‘fire-watches’ are stationed in accordance with the official

requirements. In reading these regulations it should not be forgotten that the public ‘fire-watch’ at a private theatre has

somewhat onerous task, as the representatives of a public authority are seldom popular with the private employer. At

Berlin, more particularly, it took many years before a workable arrangement was arrived at between the theatre managers

and the public authorities. Where, however, a public official observes the ordinary forms of courtesy in carrying out his

duties, and shows a little tact in overcoming the difficulties which must arise from time, to time, there is not the slightest

reason why his labours should not be satisfactory to all concerned. And the manager himself is, as a rule, greatly

relieved when he sees the responsibility of the ‘fire-watch’ taken off his hands; for with this organisation of public

control during the performance, the responsibility for the safety of the audience generally rests entirely with the authorities

and not with the management.

The following are the regulations for the firemen acting on ‘fire-watches’ in the theatres of Berlin, the men being

members of the Royal Police Fue Brigade of that city,

commenting on the examples here presented.

I would only again repeat that I purposely refrain from

Regulations for the ‘ Five-Watches' stationed in the Thealves, Circus Buildings, Music

Halls, efc., af Berlin.

1. The appointed number of firemen shall parade in full uniform

at the headquarters station of their district one hour before ihe

commencement of the performance.

The foremen shall muster their men, report their watches’

to the officer on duty, and then march them to the theatres at which

they are to be stationed.

2. On arrival at the theatre the firemen shall test the telegraphic

instruments and call points, they shall see that all the exits are clear,

that all the fire-extinguishing apparatus is in perfect order, and that

the small hand pumps are filled with clean water; further, that the

necessary water pressure be forthcoming, and that the ‘emergency’

lamps are alight.

If irregularities be noticed, the foreman shall at once inform

the manager of the theatre or his representative of the same, and

shall do all in his power to lessen or remove the danger.

Notice of such irregularities shall be immediately given at the

headquarters of the Fire Brigade if the defects are of importance, as,

for instance, in case of the fire-mains being out of order.

3. As soon as the ‘fire-watch’ has completed its round, and in any

case before the commencement of the performance, the foreman shall

station his men on or about the stage according to instructions, and

shall then take up his own assigned position, from which he shall not

absent himself, except to see that his men are at their posts and are

duly attending to their respective duties.

4. Both the foremen and the men shall make themselves tho-

roughly acquainted with the entire arrangements of the theatre, the

situation of the store-rooms, workshops, the position of the iron doors,

the passages, as well as the working of the extinguishing apparatus

under their charge.

No fireman shall on any account whatever turn off the gas in

the passages, &c., leading to the auditorium ; nor shall they extinguish

the gas elsewhere while those entrusted with this duty are about.

5. While the firemen are on duty in the theatre they shall always

be on the alert for any occurrence which might be the cause of an

outbreak of fire. Special attention shall also be given to all movable

lights, gauze curtains and such parts of the scenery as may happen

to project over, or near a light, and warning shall at once be given to

the theatre officials of any dangerous arrangements on the stage.

6. In case of fire breaking out, the firemen shall go about their

work quietly, and all shouting or loud talking is strictly forbidden.

Special care shall also be taken that as little damage as possible is

done by water, and that any sprinklers, if installed, are not brought

into play until it is absolutely necessary.

In case the fire is not extinguished at once, the foreman must

see that the iron curtain is lowered, and that the occurrence is com-

municated to the nearest fire station by telegraph as well as by special

messenger. [He shall also see that the iron doors are closed, and that

every possible step is taken to prevent the spread of the fire.

In the event of the fire originating on the stage, no fireman

shall leave that part until it becomes utterly impossible for him to

remain at his post. If this necessity arises he shall, on leaving the

stage, carefully close all doors through which he has to pass.

7. The foremen and their men shall behave in a respectable and

sober manner, and act courteously to every one with whom they come

in contact. Under exceptional circumstances, and if it is to prevent

an outbreak of fire, the firemen may assist the ‘stage hands’ at

their work. They shall always take special care not to disturb the

performance in any way.

8. If a member of the ‘fire-watch ’ notice any irregularity whatever

likely to be the means of causing an outbreak of fire, he must at once

inform those concerned of the fact, and at the close of the perform-

ance, shall report the same to his superior officer, together with any

important facts which may have happened in connection therewith.

The firemen shall remain on duty at their posts until the

audience has vacated the theatre.

The ‘watch’ shall then parade on the stage, and, unless there

is any sign of fire shall be marched out of the theatre by their foremen,

and dismissed.

As an example of a ‘fire-watch’ which is, however, in constant attendance, and is yet duly manned by members of

the local fire brigade, I would here add particulars of the body stationed at the Frankfort Municipal Opera House. These

particulars are in the form of extracts from the rules or instructions of the ‘fire-watch’ in question, and are so arranged as

to describe its method of working more concisely than would be possible by the mere literal quotation of the whole of the

various clauses. The example affords a valuable instance of public control exercised not only during the actual presence of

the audience on the premises, but at .all hours of the day, with a view to guarding against the risk of an outbreak from

some latent source not easily noticeable, or from some neglect which might be avoided by constant supervision.
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The ‘ Fire-Watch’ of the Municipal Opera House at Frankfort.

The number of public firemen in attendance varies proportion-

ately with the risk to human life on the premises.

The number of days or hours firemen have to be in attendance

at the Opera House at a stretch, varies with the functions they are

expected to fulfil.

According to these functions the staff of firemen in attendance

is divided into three groups, distinguished by the names :—

I. ‘House Watch’

11. ‘Pavol Watch.

III. ¢ Performance Watch.’

The ‘house watch’ consists of four firemen and a foreman.

The four men are stationed at the Opera House for a month at a time,

the change of ‘personnel’ taking place on the first day of each

month. The foreman, who has the rank of a senior non-commissioned

officer in the fire brigade, and at the same time holds the position of

a responsible caretaker to the managers of the establishment, is stationed

at the Opera House for several years in succession.

The patrol watch’ consists of two firemen, who are stationed

at the Opera House for twenty-four hours at a time.

The ‘performance watch’ consists of four firemen and a non-

commissioned officer. They are stationed at the Opera House for the

actual duration of the performance, the two hours prior to the com-

mencement, and an hour after the fall of the curtain.

The staff of firemen in attendance at the Opera House can

either be ‘on duty’ or ‘off duty’; and when ‘on duty,’ their instructions

require them either to be ‘on watch’ or ‘at ease.” The term ‘on duty,’

according to the instructions, simply implies an ‘attendance under

orders’ When ‘off duty,’ the men are not only permitted, but

required to leave the premises, and receive full freedom to employ

their time as they like, the only conditions being, that they are not

permitted to leave the precincts of the town, and, when called upon to

attend a fire, have to appear on the scene with the least possible delay.

The term ‘on watch’ infers actual duty, such as patrol inspection or

sentry duty, whilst ‘at ease’ is meant to imply the state of readiness

for duty, the guard-room at the disposal of the firemen being considered

their headquarters.

Of the four men of the ‘house watch’ two are constantly ‘on

duty ’ day and night, and a third ‘on duty’ for the time of the perform-

ance as well as the two hours prior to the commencement. The dis-

tribution of duty among the four firemen has been so arranged as to

give each man alternately the same functions every four days. Each

man commences his spell of four times twenty-four hours with a full

twenty-four hours ‘on duty,” he then has ten hours of daylight ‘off

duty,” then another twenty-nine hours ‘on duty,’ and he finishes

with a full thirty-three hours (or two nights and a day) ‘off duty.’

The commencement of the spells always being timed at seven

o'clock in the morning, the hours for each man’s four days run as

follows :—

“On duty,’ 7 A.M. of first day to 7 A.M. of second day.

“Off duty,’ 7 A.M. of second day to 5 p.m. of second day.

‘On duty,” 5 P.M. of second day to 10 p.M. of third day.

‘ Off duty,” 10 P.M. of third day to 7 aM. of fifth day.

Of the two men of the ‘house watch,” who are constantly ‘on

duty,” No. 1 and No. 2 are alternately ‘on watch’ and ‘at ease,” the

change taking place every two hours. The ordinary function of the

man ‘on watch’ is to patrol the house according to a certain ‘beat.

In event of the great divisional iron curtain, which is kept closed as a

rule, having to be raised either for a performance, rehearsal, or other

cause, this man breaks his beat,” and stands ‘sentry’ at the detaching

hook of the apparatus which moves it, this position (situated on the

left of the stage) being taken up either half or one-quarter of an hour

before the actual commencement of a performance or rehearsal as

the case may be. Ordinarily, when ‘at ease,’ the man has no special

function, his presence in the guard room being all that is required of

him. During the time of the performance, on the other hand, and half

an hour before and after the same, the instructions require the man ‘at

ease’ to go ‘on watch’ as sentry in the left gallery of the stage. The

third man in attendance and ‘ on duty’ at the Opera House during the

performance, and two hours before commencement, has some special

1i.—4 S

out-of-door functions to perform on his arrival ‘on duty,” and then

takes up his position ‘on watch’ in the right gallery of the stage until

the {all of the curtain,

The foreman of the ‘house watch’ is considered to be constantly

‘on duty’ throughout the year. He only leaves the premises with a

special permission, either on those days on which a public performance

is not given in the Opera House, or in consequence of a request for

extraordinary leave.

The foreman commences his ‘watch’ two hours before the com-

mencement of the performance, and is ‘at ease’ one hour after fall of

the curtain. His duties when ‘on watch’ consist of inspection and

control of the whole of the men ‘on duty, independent patrol at

irregular times also being made. Directly after fall of the curtain, he

makes a full round of the house. During the performance his usual

‘position, when not occupied with inspection or patrol, is on the left of

the stage, where he also has to fulfil the functions of a private con-

stable, responsible for the non-appearance on the stage of any super-

fluous members of the working-staff of the theatre, or strangers not

employed in the rendering of the play. When ‘at ease,’ the foreman

attends to his duties as house-inspector, controls the firemen ‘on duty,’

and examines the state of the fire-extinguishing and other appliances

for which he is responsible.

The ¢ patrol watch,” and the ¢ performance watch,” when in attend-

ance at the Opera House, are considered to be ‘on duty’ for the

whole of the time being.

Of the two men of the ¢ patrol watch,” No. 1 and No. 2 alternately

take four hours ‘on watch,’ and four hours ‘at ease” The man ‘on

watch’ has to make two rounds through the house in the four hours,

each ‘beat’ having two hours’ duration. The man ‘at ease’ always

has charge of the guard room.

The four men and the foreman of the ‘performance watch’ are

‘on watch’ for the whole of the time they are ‘on duty’ in the Opera

House. The four men, when commencing their ‘ watch,” immediately

take up positions as sentries on the stage and remain there until an

hour after the performance. Their foreman, a non-commissioned officer

(junior to the foreman of the ‘house watch’), makes a round through

the building prior to the rise of the curtain, and then takes up a position,

as sentry, on the right side of the stage during the performance. After

the fall of the curtain, he makes a second round or inspection of the

premises, this time accompanying his direct superior, the foreman of

the ‘house watch.’

For the purpose of increasing the efficiency of the staff of

firemen ‘cn duty’ at the Opera House, and at the same time keeping

the authorities informed as to the different functions being properly

performed, two systems of control have been adopted, the first con-

sisting of unexpected personal inspections, made daily at irregular times

by the officers of the municipal fire brigade, the second comprising

several methods of automatic notation.

The personal inspections of the officers of the brigade are not

subject to special regulations. The times at which they are made

must, however, be entered in the ‘occurrence-book’ in the guard-room

of the Opera House, and notified in the daily reports on the manage-

ment of the ‘fire-watch’ which are sent to the authorities by the senior

foreman in charge.

For automatic control, either an ordinary watchman’s watch or

the telegraph system of the house is made use of ; the latter method

having been adopted for the men on ‘patrol duty’ (who are obliged to

pass forty-two signal points on their two hours’ ‘beat’ through the

premises), and also for the fireman at the detaching-hook of the iron

curtain (who has to signal his watchfulness every ten minutes), whilst

the more simple means is made use of by the foreman when inspecting

the house before and after the performance.

In accordance with the arrangements above explained, one finds

that there are always ‘on duty’ (and under supervision of their

superiors) four firemen in the Opera House, a responsible foreman to

these men being generally on the premises and within call. During

the time of actual presence of the audience or part of the audience in

the house, the strength of the staff ‘on duty’ is raised to nine firemen,

headed by two foremen. Of these eleven men, eight have positions

within the precincts of the stage, one has charge of the guard-room,

one patrols through the house, and one has no fixed position ; so that
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if consideration be taken of their rank, and the watches to which

they belong, the following description of the ‘fire-watch’ during the

performance would be—

House Watch '..

varies position according

Senior foreman ;

to circumstances.

Junior foreman

No, 1.

Pertbumance Watch». 4 No. 2. have charge of the stage

No. 3. proper.

No. 4.

f N ! has charge of detaching-

H Watch | nt hook of curtain.

ouse Watch .. No. 2. pe charge of the fly

No. 3. galleries.

—

.

No. patrols the premises.

No. 2. ! has charge of the guard-

room.

Patrol Watch

These firemen, armed as they are with definite instructions per-

taining to their vigilance in tracing risks, and taking active measures

to obviate any danger that may arise in case of fire or risk of fire, have

but little time to attend to the safety of the public when in panic, since

the stage, with the number of human lives on it, or in closest proximity

to it, would fully occupy their attention.

For the purpose of having a staff of men in the ‘front of the house,’

whose ordinary duties tend to prepare them, firstly, for emergency work,

and, secondly, in the right treatment of excited crowds, the authorities

of the city supply the Opera House with a staff of constables and police

officers for the time of the audience’s presence in the building; these

men, distributed in the auditorium, the passages, lobbies and street

approaches, having instructions as to the steps to be taken by them

under various circumstances. |

Both firemen and constables having arduous duties in case of fire

or panic, the owners of the Opera House have thought it advisable

to organise auxiliary bodies, for the purpose of rendering assistance

in matters of detail. For the purpose of giving the firemen all

possible assistance in matters pertaining to the water supply, and the

stoppage of a spread of fire from one risk of the building to another,

a number of men employed on the premises as engineers and stokers,

headed by the chief engineer to the house, have been systematically

trained to fulfil certain functions, such as the setting in motion of the

steam pumps, attending to the water cisterns of the house, closing of all

heat-proof doors in main partition walls, stopping unnecessary currents

of air in the ventilation shafts, and the turning on of extra lights. On

the other hand, the constables in charge of the front of the house are

to receive assistance from the box openers and ticket collectors who

are employed in this part of the building, and who have been instructed

in regard to the opening of important doors and turning on of full

light in all passages and staircases.

Whatever may be the duties of the private or the public ‘fire-watch’ with respect to the protection of places of

entertainment, it should not be forgotten that in many cases the local police force takes over certain duties with regard to

the assemblage of the audience, not only within the walls of a playhouse, but also outside in respect to its approach. It

is only natural that in many countries the services of such members of the police as are on this special duty should also

Though

the police may not in some ‘instances be armed with powers to enforce the fulfilment of specific requirements, yet a hint

given by a constable on duty seldom fails to have its effect.

be requisitioned by the public authorities in order to insure every attention being given to questions of safety.

I will now present the general instructions as to theatre

safety which are in the hands of the constables of Berlin, and which were originally issued in the form of an ordinary

Again,’'1 do not Criticise, but simply quote this order, which will, 1 am sure, afford an

interesting example of what is done on ‘the Continent.

‘order’ to the whole force.

Instructions for the Police Officials atlending performances at Theatres, Public Halls, etc.

1. Every internal and external door must remain unlocked and

unobstructed ; each wing of a door shall be easily opened by means of

a single knob. To make sure of this, every door, as well as the wings

of double doors, which are usually fastened, is to be opened to its full

extent, and then shut again.

Only bolts which can be easily reached are allowed. Side bolts

are prohibited.

2. Every door shall. be marked ‘ Exit,’ eg. * Exit to the yard, .or

* Side ‘exit,’ and no tables, chairs, &c., shall obstruct the free passage.

The term “Emergency exit” is not explicit enough, and shall

not be used.

3. Passages, landings, stairs, &c., must be kept free from all

obstruction ; loose chairs, benches, tables, &c., must not be placed

there.

4. Keys must not remain in the doors, nor in the hands of the

subordinate staff. If keys be found in the doors, they shall be taken

out, and delivered to the owner, tenant, or his representative.

5. Any outside or courtyard gates which open inwards shall be

opened to’ their full extent, and then fixed so that they cannot

swing to again.

6. Curtains over doors and in passages shall be hung on movable

rings,

7. Besides the ordinary lighting in the saloons, passages, entrance

halls, and stairs, there shall be an ample installation of emergency

lights (other than petroleum lamps).

8. The owner or manager shall see that a printed notice is put up

at all the principal entrances indicating the number of persons admis-

sible. This fixed number shall not be exceeded. In the event of

any part of the building not being accessible to the public, notices

to this effect shall be. posted up.

9. In case of danger any official present shall do all in his power

to induce the audience to leave the building quietly. He shall also

immediately have all exits opened and communicate with the Fire

Brigade.

10. Transgression of the foregoing regulations shall be at once

reported. Any alteration in the structural arrangement of the building

shall also be similarly reported.

I would also take the opportunity to quote an example of the full instructions which are given tb the Berlin

constables on duty at any one specific play-house. I have taken as an instance the instructions for the ‘German’ Theatre

of that city.

Regulations jor the Police Patrol at the ‘ German’ Theatre, Berlin.

The police patrol shall be composed of a serjeant and four

constables, On Sundays and on féte days an extra constable shall

also be in attendance. The patrol shall be on duty a quarter of an

hour before the opening of the box office, and shall be posted as

follows : —

A. Before the Performance.

A constable shall stand in the lobby of box office, in order to

prevent any crowding. A constable in front of the entrance to said

lobby shall regulate the traffic. He shall only permit slow driving on

the asphalted approach.
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A constable, whose duty it shall be to see that the carriages

drive slowly through the gateway, shall be stationed in the Schumann-

strasse near the principal entrance, while another constable shall be

posted in the open place in front of the theatre to see that carriages

keep in line.

After the opening of the box office, the serjeant, accompanied

by a constable, shall see that ail doors are unlocked and free from

obstruction. For this purpose every door, besides the wing of the

double doors (usually closed), shall be opened to its full extent, and

then shut again.

Where doors lead directly into the open this inspection shall be

repeated immediately before the commencement of the performance.

Keys are not to be left in the doors; nor shall the attendants

or cloak room employees have any keys at their disposal.

When keys are found in the doors, they shall be taken out and

handed over to the representative of the owner.

The serjeant shall also see that 50 ‘emergency’ lamps are

lighted in the theatre as soon as the box office is opened, and are so

kept until every one has vacated the building. These lamps shall be

placed as follows :—

Vestibule . y + lamps | Stairs to 2nd tier (each 3) . 6 lamps

Ground-floor corridor LXE 2nd tier cloak-room .

Near stage box. : cing ss passage

Stalls and pit ” » gallery, boxes

Stairs to 1st tier ” Stairs to 2nd tier

Ist tier, passage ‘ . Passage to right

# behind the boxes . % Stairs to Royal box .

7 auditorium .

N =H H OND HH
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The gangways of the auditorium, excepting the standing room

in the area for 10 persons, and similar space for 100 persons in the

gallery, must be kept free and unobstructed. The same remark

applies to the staircases, landings, &c., and special attention shall be

paid that no loose chairs, tables, benches and such like are placed

here even temporarily.

Special attention should also be given to curtains to doors and

in the passages. They should hang on movable rings and no two

curtains must be tied together.

B. During the Performance.

The arrangements during the performance shall be as follows :

One constable, box office lobby ; one constable in the courtyard of the

theatre ; two constables in the gallery, one seated on the right, the

other on the left of the entrance. These places shall be labelled

* Police.”

The seat for the inspecting officer shall be situated in the

stalls to the left (No. 74), and the serjeant’s on the second tier

(No. 13), to the right,

During the performance the serjeant shall occasionally inspect

the doors leading to the open to see that the free passage has not been

obstructed.

Smoking is prohibited in all parts of the theatre.

Any infringements of the above regulations, or any alteration in

the structural arrangement of the building, noticed by the serjeant,

shall be mentioned in the ‘theatre’ report.

The constable in the courtyard shall regulate the arrangement

of carriages arriving to take up. :

He will receive assistance from one of the constables in the

gallery, who will leave his seat at the beginning of the last act.

The officials who are posted in the auditorium shall, in case of

danger, call upon the audience to leave the theatre quietly. The

constable posted in the vestibule shall immediately open all doors to

their full extent, and immediately inform the Fire Brigade by means

of the call-point in the vestibule.

C. After the Performance.

One constable in front of the entrance to the office vestibule

shall attend to the taking up of the carriages. One constable in the

Schumannstrasse between the theatre and the Luisenstrasse, shall

regulate the vehicular traffic. One constable in the Schumannstrasse

in front of the theatre shall see that all vehicles drive away in the

direction of the Albrechtstrasse. One constable at the crossing of

the Schumannstrasse and Albrechtstrasse shall see that no fast driving

occurs at this point, and shall prevent carriages from turning round in

the Schumannstrasse or from causing any obstruction in the traffic.

It may seem to go rather far afield to have here quoted instructions which govern not only the arrangements for the

safety of the audience within the theatre, but those arrangements also which the police have to make with the view of

affording the necessary traffic facilities for the public visiting an entertainment. Nevertheless, as both go hand in hand,

inasmuch as they have the attention of the identical officials on duty at any given performance in the theatre in question,

the separation of the individual paragraphs would have been impracticable, and an insight into the general duties of the

police can only be useful to those who have to take the traffic facilities into consideration when designing a play-house.

And here, speaking of traffic facilities in connection with the theatre, and the arrangements for the police, I cannot

but mention that, quite irrespective of the character or duties of the ‘fire-watch,” it is of considerable importance that the

local fire brigade should not only be thoroughly conversant with the fire geography and peculiarities of every play-house in

its district, but that such regulations or instructions should be framed as are necessary to define its action when called

upon to render assistance at an actual outbreak. Up to the present, I regret to say that it has been but a rare occurrence

for a local fire brigade to distinguish itself by the excellence of its tactics at a theatre catastrophe. The reverse has gene-

rally been the case. It is, no doubt, impracticable to organise a fire brigade in such a manner as to allow for the safety of

the theatres to be a first consideration, and yet the particular risk in this class of building should not be left entirely

unconsidered by those responsible for the selection of positions for fire-stations, determining the strength of the force, its

auxiliaries, or its equipment. But above all, it is not only possible, but essential, that every fire-brigade should have its

preconcerted plan how to deal with a theatre fire under various circumstances. Its arrangements for rapid and effective

concentration are of particular importance, as quick action and absence of confusion are indispensable in dealing with cases

where large numbers of lives are involved and the general excitement is unusual. The regulations or instructions referred

to must empower the local fire brigade not only with the right of entry and inspection in theatres at the reasonable

convenience of the occupiers, but also the right to drill in and around such premises. The instructions for the fire brigade

must also include particulars as to attendance, the positions and distribution of the force on its arrival, with due regard to

questions of manceuvring space and water supply. It should not be forgotten that the concentration of life-saving plant is

one of the first essentials in fire-brigade work at a theatre fire occurring during a performance, whilst in most fire depart-

ments all the arrangements as a rule point to the concentration only of fire-extinguishing apparatus. It is also exceptional

for fire brigades to have to handle at any one time extensive life-saving plant. Such plant generally requires not only an

unusually large personnel, but also very considerable room. Examples of the regulations, &c., might perhaps well be taken

from the fire departments of Berlin and Copenhagen, where particular care has. been given to the question here under
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consideration ; but it would lead too far to go here again into detail. At Berlin and Copenhagen, however, the arrangements

include certain attendance plans, of which 1 believe it is of value to present specimens. The plan of the Berlin Court

Theatre (Fig. 2), for instance, shows the positions the various detachments of the brigade are to take up on answering a

call of fire at this institution. The plan of the Court Opera House at Copenhagen (Fig. 1) shows the position to be taken

up by certain appliances, and the first lines of hose to be laid out in case of an outbreak originating on the stage when

there is no audience in the house. These plans can only be regarded as skeleton dispositions applicable to common cases,

and variations of course exist to meet other circumstances. But whatever their value may be in the individual instances here

given, they go far to show that the whole question of theatre safety has had the careful consideration of the authorities in the

cities in question. In our metropolis precautionary measures of this description are as non-existent as an efficient ‘ fire-watch.’

The unfortunate absence of preparation on the part of the Paris and Vienna fire brigades to meet the catastrophes of the

Opéra Comique and ‘Ring’ Theatre respectively has apparently not yet served as a lesson for London, as it has for Berlin

and Copenhagen. It is only to be hoped that the apathy on this subject may not some day be rudely awakened.

In concluding this Supplement on Protective Legislation, I cannot but repeat that, to my mind, the tendency towards

elaboration of detail in the specification of requirements or instructions should not be encouraged. Experience only too

plainly shows that an elementary code, if executed by capable officials, gives the best results, without incurring unnecessary

friction between the public authority and those interested in theatrical enterprise. A few simple principles, as regards the

construction and maintenance of a building, with the details left in the hands of competent officials, would often do more

for the safety of an audience than many of the detailed codes in force at present, and one of the reasons for this is that

the owner or manager of a play-house is more ready to recognise the value of a few clearly expressed general requirements,

especially if he can easily comprehend the reasons for their enactment, and, further, can better appreciate precautions in

matters of detail if he is sure that his case is being treated on its merits, and not merely dealt with according to some

common specification which does not apply particularly to the building he is interested in. Similarly, I must say that

whatever may be the requirements, as regards the construction of a building and its maintenance, the whole effect of good

planning, construction and equipment, may be annulled by the reckless disregard of what, in general terms, is called the

‘fire-watch,” but what, more clearly defined, may be termed such precautionary measures as tend to influence the general

management of a place of entertainment, with particular regard to the ever-present risk of fire. Without due supervision

of the actual working of a theatre, the mere control of the structural arrangement of the premises loses much of its value—

much more, in fact, than is often recognised by those conversant with questions of safety. Surely nothing more strongly

goes to prove the necessity of dealing seriously with the question of watching than the large number of fires prevented by

the ‘fire-watch’ of Continental countries, and by the alert stage-hand who so often acts as an amateur guardian of the

public in this country. It is no doubt very fortunate that our resourceful stage-hands should so often have done good

service, yet why should we wait for some great catastrophe in our midst to adopt such simple precautionary measures as

have been satisfactorily practised elsewhere ?

But, as a final word, let me again repeat that, as far as protective legislation is concerned, I advocate simplicity in

the codification of the precautionary requirements, combined with a competent executive, and, further, the constant supervision

of the play-house by an efficient ‘fire-watch,’ quite irrespective of the structural advantages or defects of the premises. I also

consider that every public department directly or indirectly concerned should always be well prepared to deal with the

emergency of 'a- theatre fire should one arise. The fire brigade in the first instance and the police in the second should,

above all, be ready to meet such cases, and have the necessary powers and instructions. To summarise, it cannot be denied

that, regreitable as it may be, the presentation of dramatic art is associated with certain risks. The theatre fire is an

unpleasant reality which has to be borne in mind in the construction and maintenance of the play-house. With so many

examples of catastrophes before us, we cannot afford to forget the advantages of Protective Legislation.
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Vienna, * Raimund’ Theatre, 11. pp. 27,28; IL pp.5%.53.

Vienna, ‘Ring’ Thenire, fife at, 111. S. p. 134, 138.

PP: 24, 25, 67 ;

Pp: 14, 21, 62, 70, 71,

Bars, |., see Brussels,“ Flemish’ Theatre ; 111. p. 56.

Basur, E., see Palermo, Municipal Theatre.

BasiLe, G., see Palermo, Municipal Theatre.

Bavreurn, “ Waener’' Opera House: Descriptive. text, 1. pp. 29,"

30; Block plan, L. p. 20; General view, 1..p. 29; Site plan, 1.

p. 30; View of auditorium, b p. 30; Front elevation, 1. Pl. so;

Longitudinal section, 1. Pl. 50; Plan, ground level, 1.. PL =:

Area, 1. Pl 52; Site, 111. p. 14: Plan and section of orchestra,

111. pp. 64.65; Sketch plan, 111. p. 120; Skeleton plan of audi-

torium, 111. Pl opp. p. 62 ; Skeleton section of auditorium, 111

PL. opp. p: 62; Cost and dimensions, 111. p. 16.

BECKER; A., see Frankfort, Municipal Opera House.

BeruiN, Pusric Heart Exmisition, 111. p. 56.

BErLIN, ‘ ConcORDIA’ VARIETY THEATRE: Descriptive text, 111. p. 57;

Transverse section; 111. p. 56 ; Longitudinal section, 111. p. 56;

Plans, area and ist tier, 111. p. 56; Diagram of box-front line,

11% p. 62; 111. pp. 68, 74.

Berry, Court Taare: Subsidy of, 111. p. 3; Stage: Descriptive

text, 111. S.pp. 62:63; Pw of stage floor, 111. 3. p. 62; Plans

of ‘gridiron’ and ‘cellar, 111. 'S. p. 63; Transverse section, 111

S. p64; Plan of stage floor and joists, 111. S.p. 64; Longitudinal

section, 111. S.p. 65; Plan of ‘under machinery,’ I11. S, p. 6s.

BrrriN, Court Orzra House! Subsidy of, 111. p. 3; Works pre-

sented at, 111. p. 7.

BrerLiN, ‘Lessing’ THEATRE: Descriptive text, 11. p. 34; Block

plan, 11. p. 34; General view; ll. p: 34: Front elevation, 11

PL. 70; Plan area. 11. PL 70: Plan, pst tier; 11. PL %1; Plan,

2nd tier, 11. Pl 71; Longitudinal section, 11. PL. 52; Site plan,

111. p. 13; Site, HI. p. 14; Sketch of ceiling support, 111. p. 74;

Skeleton plan of auditorium, 111. Pl opp: p. 62; Skeleton

section of auditorium, III. Pl opp. p. 62; Cost and dimensions,

1il. p. 16.

Berry, tLinpEn’ Varievy Tusaree: Descriptive text. 1. p27:

Block plan, 1. p. 27; View of central feature, 1. p. 27; View of

grand stajvcnse,'l. p. 28; Front elevation, 1. Pl 46: Plan area,

I. Pl. 47; Transverse section, grand staircase, 1. PL. 47, 48; Plan

1st tier, 1. PL 48; Plan 2nd tier, 1. Pl. 49: Longitudinal. section,

1. Pl 49; Plan and section of orchestra, Tl. p. 61; Diagram
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of box-front line, III. pp. 62, 63; Skeleton section of auditorium,

111. Pl opp.p. 62; Skeleton plan of auditorium, III. Pl opp.

p. 62: Elevation of proscenium frame, 111. Pl opp. p. 73; Cost

and dimensions, 111. p. 16: References, 111. pp. 66. 72,

Berris, ‘ New’ Tueatre: Descriptive text, I. p. 25; Block plan, L

p. 253 Site plan, 1. p. 26; View of comer, l. p. 25: View of

proscenium, 1. p. 26; View of lounge, I. p. 24; Side elevation,

1 Pl gn: Plag avea, L Pl gq; Plan 1st ter, L Plas; Plan

and tier, 1. Pl. 45; Longitudinal section, 1. Pl 44; site criticised,

111. p. 147: Plan area, U1. p.27; View of proscenium corner,

III. p. 69; Lounge, IIL p.87; Skeleton plan of auditorium,

111. PL opp. p. 62; Skeleton section of auditorium, III. PL opp.

P62 ; Stage: Longitudinal section, 111. S. p. 30; Plan of stage

four, 111. S.p. 30; Dates and dimensions, 111. p. 16,

BerLiN, Exmisrriony THEATRE : Descriptive text, 111. p. 49; Longi-

tudinal section, 111. p. 49; Plan area, 11L p. 49.

Berwigr, L., see Paris, National Opéra Comique, 11. p. 8; IIL p. 12.

Bieao, Mumicieal, Treatre: Descriptive text, 11. pp. 17, 13; Block

plan, ‘11 p. 17; General view, 11. p17 Front elevation, 11.

Pligg: Plan, oven, g11.. Pl-34; Plan 3rd der, 11. PL 35;

Longitudinal section, II. PL 35; Skeleton section of audi-

torium, 111. Pl. opp. p. 62; Skeleton plan of auditorium, III. PL

opp. p- 62; Cost and dimensions, III. p. 16; References, 111.

PP- 41, 43.

BrasHiLL, THoMmAs, see Paris, Temporary Theatre.

BLuuM, ALEXANDER, see Munich, Variety Theatre; Lil». 33,

Boerm, - XK. von, 111. p..108.

BorpEAUX, Municipal THEATRE: Grand staircase, II. p. xvii,

Branpy, Frrrz, 111. S. pp. 14 48, 62, 30, 82.

Branpr, Fritz, Stage: Detail of “bridge, 111. .S.p. 62; Plan of

“heidges,’ 111.5. p. 62.

BreTTSCHNEIDER, 111. S. pp. 42, 48, 60, 80, 82.

Bristor, ‘ EMPIRE’ VARIETY THEATRE: Descriptive text, I. p. 46;

Block plan, I. p. 46; Entrance to 1st tier, 1. p. 46; Principal

elevadon, 1. PL 65; Plan area, 1. PL 63; Plan 1st tier, 1. Pl

6S; Longitudinal section, I. Pl 68; Plan 1st tier, 111. p. 29;

View of proscenium, 111. p. 72; Skeleton section of auditorium,

111. PL opp. p. 62; Cost and dimensions, 111. p. 16; References,

111. pp. 30, 70.

BroMBERG, Municipal THEATRE; Descriptive text, II. p. 33; Block

plan, 11. p. 337 View of tawvet, 11. p. 33; Front elevation, 11

Pl. 6%: Plan area, 11. D1. 63; Plan: 1st der, 11. PL 63; Side

elevation, 11. Pl. 69; Longitudinal section, II. PL 69; Site plan,

11. pry; Sie, ILL p14} Plan area, 111 p. 27; General view,

HY p. 60; View of sunlight, - 111. p.80; Skeleton section of

auditorium, 111. PL opp. p. 62; Skeleton plan of auditorium, III.

Pl. opp. p. 62; Cost and dimensions, ILI. p. 16; References, 111.

pp- 69, 79

Brown, ‘Anprew, 111. S. pp.'75; 76.; Siage details, 111. S. p. 73; Plan

and section, 111. S. p. 76.

BrUECKWALD, O., see Bayreuth, ‘ Wagner’ Opera House.

Bruny, Municipal THEATRE: Skeleton plan of auditorium, III. PL

opp. p. 62.

Brussels, ‘Fremisa’ THEATRE: Descriptive text, 1. p. 49, 1lL

p- 69; Block plan, 1. p. 49; General view, 1. p40; Detail of

elevation, 1.. p. 503 Front elevadon, 1. PL 73. Plan ground

level, 1. PL »3;: Plan area, 1. Pl y3: Plan ast glen, 1. Plog;

Transverse section, 1. Pl. 74; Plan of ceiling: U1. pp. 74,79;

Skeleton plan of auditorium, 111. Pl. opp. p. 62; Skeleton section

of auditorium, 111. Pl. opp. p. 62; Dates and dimensions, 111.

16.

i A.. see Craig-y-nos, Patti Theatre.

BUCHAREST, NATIONAL THEATRE: Descriptive text, II. p. 50; Block

plan, II. p. 50; Front elevation, 11. Pl.os; Plan 1st ter, IL.

Plz; Plan area, 11. Pl o4; Side elevation, 11. Pl 95; Longl-

tudinal section, 11. PL g5; Lounge, 111. p. 37; Skeleton plan of

auditorium, 111. PL opp. p. 62; Skeleton section of auditorium,

111. Pl opp. p. 62; Cost and dimensions, 111. p. 16.

Bupa-Prern, -Narovaw Orera. House: Descriptive text, 1. p. 15;

Block plan, I. p. 15; General view, I. p. 15; Front elevation, I.

Ph 24 © Plan ground level, 1. Pl.24; Plan area, 1. Pl. 23; Plan

yet tier, 1. Pl 26; Longitudinal section, 1. PL 27; Front eleva-

tion, details, I. Pl. 28; Skeleton plan of auditorium, 111. Pl opp.

p. 61. Lounge, 111. p.37; Stage: Transverse scetion, 111. 8S

Pl. opp. p. 52; Cost and dimensions, 111. pp. 16, 21; References,

111. pp. 70, 86, 117. See Asphaleia stage.

Bupa-Pesth, Promr’'s Tureares: Descriptive text, 111. pp. 22, 23+

General view, 111. p. 20; Longitudinal section, 111. p.21; Plan

area, 111. p. 21; Skeleton .plan of ' auditorium, 111. Pl opp.

p. 62.

CaMmBRIDGE, ‘ NEW’ THEATRE : Descriptive text, II. pp. 45, 46; Block

plan, II. p. 45; View of proscenium, II. p. 45; View of grand

vestibule, 11. p. 46; View. of lobby, 11. p. 46; Plan area, 11.

Pl .837; Plan st tier, 11. PL 37; Plan 2nd. ter, -11.. Pl 37:

Longitudinal section, II. Pl 87: Skeleton plan of auditorium,

I11. Pl. opp. p. 62; Skeleton section of auditorium, III. Pl. opp.

p. 62; Cost and dimensions, 111. p. 16.

CasiNO THEATRE, MoNTE CARLO, se¢ MONTE CARLO.

CarLseap, Municipal. THEATRE: Descriptive text, 111. p. 25; Plan

area, 111. p. 24; Longitudinal section, 111. p 25; Skeleton plan

of auditoriom, 111. Pl opp. p. 62.

CarLsrUHE, Court THEATRE: Subsidy of, 111. p. 4; Works presented

at Hi pay

Cant, Arseny, 11. p. 93.

CasseL, Court THEATRE: Subsidy of, 111. p. 4.

Casti¥ Theatre, Tors: Descriptive text, IL p. 53; View of

auditorium, 111. p. 57.

CHADWICK, SPENCER, see London, Daly's Theatre.

*Cuaniry Bazaar’ Fuge, see Paris, Temporary theatre.

CuarrreNngam Trearre: Plan area, 111. p. 31; Plan 1st tier, 111. p. 31;

Longitudinal section, IIL. p.32; Skeleton plan of auditorium,

111. Pl. opp. p62.

Cuicaco, Tur Avorroriom: Descriptive text, 111. 5. p. 54; Stage,

section of ‘under machinery,” 111. S p. 24.

Crristiavia, Namionar, Tuearee: Descripuve text, lL. pp. 51, 52;

Block plan, 1. p. 51; General view, 1. p. 51; -Plan aren, plan

1st tier, plan 2nd der, 1. Pl 75, 76; Front elevation, side eleva-

tion, back elevation, longitudinal section, 1. PL 77, 78; Plan of

lounge, 111. p. 37; Stage: Descriptive text, 111. S. pp. 40, 41;

Plan of stage floor, III. S. p. 40; Details of ‘under machinery,’

HI. S. p. 40; Longitudinal section, 111. S.p. 41; Transverse

section, Ii. S. p. 41; Skeleton plan of auditorium, III. PL opp.

p. 62; Skeleton section of auditorium, 111. PL opp.p. 62; Cost

and dimensions, III. p. 16.

Carisroran:, 111 S. pp. 48, 33.

Crarge, Max, 115 pp. 116, 117.

Corrcury, T. B., see London, D'Oyly Care's Opera House, 'L

P35: 111. p. 53.

CoLiins, Anraus, 111. Sp. 32.

‘ CONCORDIA’ VARIETY THEATRE, see Berlin.

Conran, Ciement, TIL S.p. 3.

CoPENHAGEN, NATIONAL THEATRE: Plan of fire brigade arrangements

in event of an outbreak, III. S. p. 142; see Legislation.

Corson, G., see Leeds, ‘Grand’ Theatre,

CoveNT GARDEN THEATRE, see London.

CralG-v-Nos, Parti Tueatre : Descriptive text, 111. p. 58; View of

auditorium, 111, p. 37.

‘CRITERION’ THEATRE, see London.

‘CrowN’ THEATRE, see London.

CzecH National THEATRE, see Prague.

* DAL VErME®' THEATRE, S22 Milan.

DaLy’s THEATRE, L.oNDON, see London.

Daspo, Warrer, 111 5. pp. 20, 33.33

DARBYSHIRE, A., see Manchester, ‘Palace’ Variety Theatre; His

type of theatre, 111. pp. 28, 51, 52, 36.

DarmstapT, Court THEATRE: Subsidy of, 111. p. 4; Works pre-

sented at, WUE. poo

D’'Ovivy Carrre's Orera House, see London.

DrespEN, Court OreErA House: Old Opera House, sketch plan, I

p. 4; New Opera House, sketch plan, 1. p. 4; Descriptive text,

IL pp.1g 20; Block plan, 1. p19; General view, 1. p. 10;

Detail of loggia,'l. p.20; Detail of hon division, 1. p. 20;

View of grand siaircase, 1. p. 21; Front elevation, 1. Pl. 32, 33;

Plan avea, 1. Pl..34; Plan 1st tier, 1 PL 25; Plan 3rd tier, 1

Pl. 36; Transverse section; 1. PL 36; Plan 4th tier, 1. Pl. 37;

Longitudinal seciion, 1. Pl 37; Front elevation, central feature,

1. Pl.23; Auditorium, details, 1. PL 30; Auditorivm, ceiling, 1.

Pl. 40; Subsidy of, 111. p. 4; Plan and ‘section of orchestra,

111. p. 64; Plan of ceiling supports, 111. p. 74; Staircase plans

at entrance” and 1st tier level, 111. p. 34; Lounge, 111. 1.37;

Skeleton plan of auditorium, III. Pl opp. p. 62; Skeleton section

of auditorium, 111. Pl.opp.p. 62; References, 111. pp. 66, 73,

24, 30, 36.

DRESDEN, Court THEATRE: Subsidy of, III. p.4; Cost and dimen-

sions, 111. p. 17.

Ducros, see Paris, “ Eden’ Variety Theatre.

Drury LANE THEATRE, see London ; Fire-resisting curtain, III. p. 115;

Stage, view of hydraulic bridges in sloping position, 111. S. p. iv.



GENERAL INDEX, iii

EB, Gustav, see Berlin, ¢ Concordia’ Variety Theatre, 111. pp. 57, 69.

‘ EDEN’ VARIETY THEATRE, see Paris.

Epivpuren, ‘Lyceom’ Tueatre: Plan 1st tier, 111. p. 20.

EpmvsurcH, ‘Empire’ THEATRE: Plan area, 111. p. 34; Plan 1st

tier, 111. p. 34; Skeleton. plan of auditorium, 111. Pl opp. p. 62;

Diagram of box-front line, 111. p. 62.

Evecrric TurNtaBLE Stace: Descriptive text, 111. S. pp. 69-74;

View of stage, 111. S. p. 68; Plan of stage floor, 111. S.p. 69;

*Don Juan, act l.sc 1,2, 3 HL. S.p.70; “Don Jum,’ act i

se.q, HL S.p.71;*Don Juan, act il sc.9, 111. S.p. 71; Plan

of scenes from “Don Juan,” 3lL S.p. 73

EMDEN, W., see London, * Garrick’ and ‘Trafalgar’ Theatres.

‘EMPIRE’ Variety THEATRE, see London, Edinburgh, Bristol, Mid-

dlesbrough.

ENGLAND, see Great Britain.

Essen, Municipal. THEATRE: Descriptive text, II. p 31; Block

plan, II. p. 31; General view, II. p. 31; Front elevation, Il.

- PL63: Plan-area, 11. PL. 63: Plan sc tier, 11. Pl. 64; Plan

and ter, 11. PL. 64; Side elevation, 11. Pl 65; Longitudinal

section, 11. ‘PL. 6x; Plan area, 111, p. 27: Plan and ‘section of

orchestra, 111. p. 64; 111. p. 66; Staircase plans at entrance and

ist tier level, III. p. 84; Skeleton plan of auditorium, I11. PL

opp. p. 62; Stage: Descriptive text, 111. S. p. 79; Longitudinal

section, 111. 8. p. 81; Plan of siage floor, 111. 8S. p. 81; Cost

and capacity, III. p. 17.

EXETER THEATRE (NEW): Descriptive text, III. p. 28; Plan area,

111. p. 35; Plan 1st tier, 111. p. 33; Plan 2nd tier, 111. p. 35;

177. p21.

Exeren- Taratre (O1p), Fe ar: Descriptive text, 111. 8.

pp. 135-137; View of auditorium after fire, 111. S.p. 132; Plan

1st ‘tier, 111.8. p. 137.

ExnuieitrioN THEATRES, sce Vienna, Berlin.

Friixer, F., see Berlin, ‘Linden’ Theatre; Prague, ‘German’

Theatre; Carlsbad, Fiume, Salzburg, Ziirich, Pressburg and

Odessa, Municipal Theatres; Buda Pesth, People’s Theatre ;

Wiesbaden, Court Theatre; see Fellner and Helmer.

FELLNER AND HELMER: Their type of theatre, 111. pp. 22-26; IIL

PP- 49; 51, 58, 59, 68, 70, 71, 72, 73, 75, 110.

‘ FiLobraMMATICO’ THEATRE, see Milan.

Fire-rEsisTING CurtaIN: Plan, elevation, section and details, III.

p. 113; see also Amsterdam, ‘Rotterdam, London, ‘Lyric’

Theatre, Halle, Manchester, Pfaff.

Fires, THEATRE : Record of (1797-1897), 111. S. pp. 87-119; List of,

arranged according to locality, III. S. pp. 120-126; Analysis of,

111.5. pp. 127-132; Life of buildings, 111. S.p. 127 ; Location

of accidental outbreaks of fire, 111. S. p. 128; Causes of fires,

111. 8. p. 128; Time of ontbreak of fire, 111 S.p. 123; Fires

according to months, 111. S. p..1201 Fires in each decade, 111.

S. p. 129; Diagram of fires according to decades, 111. S.p. 130;

Diagram of number of lives lost from 1876-1897, 111. S. p. 130;

Diagram of age of building affected, III. S. p. 130; Distribution

of fires and lives losi in Europe, 111. S.p. 131 ; Fires according

to decades in European countries, 111. S.p. 131; Fires in im-

portant cities in Europe and America, 111. S. p. 132: Prominent

Theatre fires of this century, 111..8.p. 133

Frome, Mowiciear, Tuasarre: Descriptive text, 111. pp. 22, 23; Front

elevation, lll. p.23; Plan area, 111. p. 23; Skeleton plan of

auditorium, 111. Pl opp. p. 62.

‘ FLemisa ° THEATRE, BRruUsseLs, see Brussels.

FoeLscu, August. 111. S. p. 8s.

FRANCE :

Paris, ‘Eden’ Variety Theatre, 11. pp.9, 10; HL p. a2

Paris, National Opéra Comique, 11. p. 8; 111. pp. 4, 42.

Paris, National Opera House, 11. pp. 3-7; 111. pp. 4,40, 41, 62,

64,65. 66,67, 71.

Paris, Thédire Francais, 111. p. 4.

Paris, Odeon, 111. pp. 4, 41.

Paris, ‘ Renaissance’ Theatre, 111. pp. 40, 41.

Paris, Vaudeville’ Theatre, 111. p. 41.

Angers, Municipal Theatre, Skeleton plan of auditorium, III.

Pl. opp. p- 62; 111. pp. 43, 62.

Rheims, Municipal Theatre, 111. pp. 42, 43.

Montpellier, Municipal Theatre, ILI. p. 62.

FRANCE :

Paris, Opéra Comique, fwe at, 111. S.p. 13s.

Paris, Temporary Theatre (known as ‘ Charity Bazaar’), fire at,

111. 'S. pp. 130-140.

Frankfort, Municipal. Opera House: Subsidy of, 111. p. 4; De-

sériptive text, 11. p. 20; Block plan, IL p. 20; General view,

11. p. 29; Front elevation, 11. Pl 59: Transverse section, Il.

Fl. 56; ‘Plan area, 11. Pl. 60; Plan 1st tier, 11. ‘Pl 61; 1longi-

tudinal, section, 11. Pl 62; Works presented at. 111. p. 7;

Balance sheet, 111. p. 3; Site plan, 111. p. 14; Site, ILL. p. 14:

, Diagram of box-front line, 11L p. 63; Skeleton section of

auditorium, 111. PL opp. p. 62; Elevation of proscenium frame,

111. Pl. opp. p 73; Skeleton plan of auditorium, !11. Pl opp.

pP-62; Cost and dimensions, 111. p. 16; Relerences, 111. pp. 10,

20, 86, 94, 110,

Fravsrorr, Municipal, THEATRE: Subsidy of, 111. p. 4; Balance

sheet, 111. p. 8.

GARNIER, CHARLES, see Paris, National Opera House; Monte Carlo,

Casing Theatre; 111. pp. 40,417, 42,51,61, 71; 111. S. p. 23.

* GARRICK’ TueaTre, see London.

Gexeva, Muwiciess,. Taearee: 111. p. v4: Descriptive text, IL. pp.

51,52, Block plan, IL p. 31; General view, 11. p. 51; Front

elevation, 11. Pl. 96; Plan area, 11. Pl 96; Plan 2nd ter, ‘11,

P: 07; Side elevation, 11. :p.o7; Plan gvd tier, 11. Pl:oS:

Longitudinal section, 11. Pl. 95: Plan and section of ‘ceiling, 111,

Pp: 75; Skeleton plan of auditorium, 111. Pl. opp. p. 62; Cost and

dimensions, 111. p. 17.

‘ GERMAN’ THEATRE, see Prague, Vienna, Berlin.

GERMANY :

Bayreuth, ‘ Wagner’ Opera House, 1. p. 20-31; 111. pp. 14, 64:

Berlin, ‘Concordia’ Variety Theaire, 111. pp. 5, 583, 632, 68.

Berlin, Court Opera House, 111. pp. 3.7.

Berlin, Court Theaire, 111..p. 3

Berlin, Exhibition Theatre, 111. p, 40.

Berlin, ‘Lessing’ Theatre, 11. p. 24.

Bern, ‘Linden’ Variety Theatre, 1. pp. 27, 28; 111. pp. 62,63,

64, 66, 72.

Berlin, * New’ Theatre, 1. pp. 25,26; 111. pp. 27, 69.

Bromberg, Municipal Theatre, 11. p. 33; 111. pp. 27,69.

Carlsruhe, Court Theatre, 111. pp. 4. 7.

Cassel, Court Theatre, 111, p. 4.

Darmstade, Court Theatre, 111. pp. 4.7.

Dresden, Cowrt Opera. House, 1. pp.19-21; 111. pp. 4.7. 64

66,73.

Essen, Mupicipal Thedtre, 11. p. 31; 111. pp. 27, 64, 66.

Frankfort, Municipal Opera House, 11. p. 291. 111 pp 4. 7.5;

63, 70,

Franktort, Municipal Theatre, 111. pp. 4, 3.

Halle, Municipal Theatre, 1. pp. 22-24; 111. .p. 26; 111 Pp. 62.

Hanover, Court Theatre, 111: pp. 4, 7.

Munich, Court Playhouses, 111. .p. 7.

Munich, Variety ‘Theatre, 111. pp. 57, 33.

Rostock, Municipal Theatre, 11. p. 32; 111. p27.

Schwerin, Court Theatre, 111. pp. 62, 106, 1083.

Seuitgart, Court ‘Theatre, 111. p. 4.

Wiesbaden, Court Theatre, 111. pp. 14, 25,635, 67.

Worms, People’s Theatre, 1. pp. 32-34; 111. pp. 14, 64.

Grascow Tueatee: Plan 1st. tier, 111. p. 20.

Grascow, Tnrsree Royal: Fire at: Descriptive text, 111..5.p. 133;

View of passage, 111. S. p. 86; Views of auditorium after fire,

111. 8S. p. 133

GIESENBERG, see Frankfort, Municipal Opera House.

Goss, G. E., see Geneva, Municipal Theatre.

GosSET, ALPHONSE, se¢ Rheims, Municipal Theatre, 111. p. 42.

« GRAND’ THEATRE, see London, Leeds, Wolverhampton.

GREAT BRITAIN:

Bristol, “ Empire’ Variety Theaive, 1. p. 46; 111. pp. 20, 30,70.

Cambridge, ‘ New’ Theatre, 11. pp. 43, 46.

Cheléenham, Theatre, 111. pp. 31, 32.

Craig-y-nos, Patti Theatre, 111. pp. 57, 58.

Edinburgh, ‘ Empire’ Theatre, 111. pp. 34, 62.

Edinburgh, ‘Lyceum’ Theatre, 111. pp. 29, 30.

Exeter Theatre, 111. pp. 28, 34. 38. 51.

Glasgow, Theatre, 111. pp. 29, 30.

Hastings, Variety Theatre, 111. pp. 2, 36.

Hull, Theatre, 111. pp- 31, 33.

Leeds, ‘Grand’ Theatre, 11. p. 44.

London, Alhambra’ Variety Theatre, 1. p. 42, 43; 111. pp. 27,

20, 21,68, 60, 30.

London, Court’ Theatre, 111. p..115.

London, Covent Garden Theatre, 111. p. So.

London; * Criterion’ Theatre, 111. pp. 30, 69.
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GREAT BRITAIN— continued.

London, Daly's Theawre, 1. pp. 38, 30; 111. pp. 62,71, 72.

London, D'Oyly Carte’s Opera House, 1. pp. 33-37; 111.-pp. 58,

62, 63, 69, 71, 72, 74.

London, Drury Lane Theatre, 111. p. 115.

London, ‘ Empire’ Variety Theawre, 11. pp. 30. 40.

London, “Garrick Theatre, 11. p. 25; 111. pp. 13,17

London, * Grand’ Theatre, 1. p. 21; 116 'p. 17.

London, * Haymarket’ Theatre, 111. pp. 30,66.

London, “Her Majesty's”. Theatre, 11. pp.'35, 26; 111. pp. 13,

13, 20, 62,68, 70, 72, 94,70

London, * Lyric” Theatre, 11-:p, 37: LIL ‘pp. 62, 114

1 .ondon, * Metropole’ Theatre, Camberwell, 111. p. 39.

London, ‘Oxford’ Variety Theatre, 11. p 41; 111. pp. 20,62,

63, 67, 75.

Londen, * Paragon’ Theatre, 111. pp. 32, 33.

London, Peckham ‘ Crown’ Lheatre, 111. pp. 2, 37, 39.

London, * Prince of Wales'' Theatre, 111. pp. 28, 30, 215%.

London, * Shaftesbury’ Theatre, 111. pp. 29; 30.

London, Terry's: Theatre, 111. p. 113%,

London, : Tratelear’ Theatre, ‘1. p. 40; 111. pp. 64, 66.

Manchester, “ Palace’ Variety: Theatre, ‘1. p. 45: 111. pp. 34.

31,62.

Middlesbrough, Variety Theatre, 111. pp. 2, 37.

Norwich, Theatre, 111. p 2,

Nottingham, Theatre, 111. pp. 29,30

Paisley, Theatve, 111. pp 31,32.

St. Helen's, ‘Theatre, 111. pp. 31, 33.

Siratford-on-Avon, Shakespeare Memorial Theatre, 11. pp. 42,43;

111. p20

Wolverhampton, ‘ Grand’ Theatre, 1. p. 44.

GREAT BRITAIN:

Exeter Theatre, Fire at, 111. S. pp. 135-137.

Glasgow, Theatre Royal, Fire at, 111. S.p 133.

Gruece, Atuens, National Tararee, 11. p. 47; Skeleton plan of

anditorium, 111. Pl opp. p. 61. :

Gor: 1, 111. pi gy.

Harre, Municipal, Tueatre : Descriptive text,’ L. pp, 22, 23; Block

plan, 1. p. 22; Géneral view, 1. p. 22; View of proscenium, 1.

p.. 23; Front elevation, 1. ‘Pl 41: Plan ground level, 1. PL 41;

Plan area, 1. p. 42: Plan isc tier, 1. .p. 42; Longiudinal section,

Lop 43: Transverse section, |. p. 47; Plan aves, li1. p. 26-111

Pp. 79, Li7; View of sunlight, 111. p30; Fireresisting curtain,

plan. and elevation, 111. p. 114; Skeleton section of auditoriom,

111. Pl..opp. p. 62; Elevation of proscenium frame, 111. Pl opp.

p. 73; Skeleton plan of anditoriuny, 111. Pl opp. p. 62; Cost and

dimensions, 111..p. 17. See alse Asphalein stage.

Hanover, CoUurRT THEATRE: Subsidy of, III. p. 4; Works presented

at, 111: pg.

Harris, Sie Avevsvos, 1115: pp. 2, 77, 32.

Hasenavgr, Baron, see Vienna, Cowrt Theatre: 111. pp. 65, 74;

111.5. pp. 25, 26,

Hastings, Variety Theatre: General view, 111. Pl. opp. p. 6; De-

seriptive text’ 111. pp. 32, 33; Plan aren, M1. p. 36; "Plan vst

tier, 111. p. 36; Plan 2nd tier, 111, p. 36; Reference; 111. p. 2.

HavyMARKET THEATRE, see London.

Hrrmer, H., see Fellner and Helmer.

Hennecke, see Berlin, ¢ Lessing’ Theatre.

Herromer, Husert, 111. p. 63; Views on scenic anomalies, 111. S.

pp- 5.6; Contracting proscenium, clevation' and - section, 111.

S.p.7; On proscenium frames, 111. S.'p. 7: Sketches of stage

ighting.. 111. pp. 106, 107, 111. PL opp. p. 103.

‘HER MAajeEsTY’s’ THEATRE, see London.

* Horsurc® THEATRE, sez Vienna, Court Theatre;

HorLLaND AND BELGIUM:

Amsterdam, Municipal Theatre, 1. pp. 47. 43; 111. p. 63; Skele-

ton plan of auditorium, III. Pl. opp. p. 62.

Brussels, * Flemish’ Theatre, 1. pp. 49, 50; 11L p,. 60.

Rotterdam, Municipal Theatre, 11. p. 49; 111. p. 63.

Hovioway, 1. p. 23.

Hr4sky, J. V., see Laibach, Municipal Theatre.

Hropy, A., see Laibach, Municipal Theatre.

Hurl, Tuearre: Plan area, 111. p.31 Plan ast tier, 111. p 31;

Longhmdinal section, 111. p. 33.

Irgurse, Municipal THEATRE: Descriptive text, 111. p. 45; Longi-

tudinal section, LIL. .p. 46; Front elevation, -11L p. 46; Trans

verse. section, 111. p. 46; Plan area, 111. p. 46; Plan. 1st der,

111. p. 46; Skeleton plan of auditorium, 111. PL opp. p. 62.

IRON STAGES, see Amsterdam, Municipal Theatre; Christiania

National Theatre; *‘Asphaleia’ Stage; Chicago, The Audi-

torium ; Vienpa Court Theatre: Berlin, Court Theatre: Fritz

Brandt's Stage ; Wiesbaden, Court Theatre; Electric Turntable

Stage, 111. S. pp. 37-74. |

Ipvivg ‘ Savery’ Tararee: 111 p. 34; Descriptive text, 111. p. 51;

Longitudinal section, 111. p. 50; Plan area, 111. p. 50; Plan

1st tier, 111, p. 30.

Invivg, Sie. Henny, 111. .8.p. 92; 111. pp. 10, 38, 31.

ltary;

Milan, “Dal .Verme’ Theatre, 111. pp. 43. 44.

Milan, ‘Filodrammatico’ Theawre, 111. p. v3.

Milan, ‘Lirico’ Theatre, 11. p. 15; 111. pp. 18,40.

Milan, Manzoni’ Theatre; 11. pp. 43.44.

Turin, People’s Theatre, :11. p. 16; 111. pp. 19, 62,

Jennings, E. W., see Craig-y-nos, Patti Theatre.

Kumn, W., se Paris, ‘Eden’ Variety Theatre,

Latsach,- Mumicivar, Tuearre: Descriptive text, Il, p. 26; Block

plan, IL 'p. 26; General view, 11... p. 26; Front elevation, 11,

Pl.zs; Plan aves, IL. PL aq; Plan 1st tier, 11. Pl. g4; Plan

and tier, 11. Pl. 55; Side elevation, IL Pl 35: Longitudinal

section, 11. PL 55; Sketch plan, 111. p. 120; Skeleton. section

of auditorium, III. PL opp. p. 62; Skeleton plan of auditorium,

111. PL opp. p. 62; Elevation of proscenium frame, 111. Pl opp.

p73; Cost and dimensions, 111. p17.

LavLance, CHARLES DE, see Paris, ‘ Renaissance’ Theatre.

Lavrenscuravcer, Karr, 111. 8. pp. 34: 38.45.69, 31, 32 44

Leens, * GraNp’ Tuearre: Descriptive test, 11. p. 44; Block plan,

11. p44; View of auditorium, 11. p. 44; Front elevation, 11.

Pl. 3s; Plan area, 11. Pl 85: Plan 2nd tier, 11. PL. 36; 1.ongi-

tudinal section, 11. Pl. 86: Skeleton section of auditorium, . 111.

PL opp. p. 62; Skeleton plan of auditerium, 711. Pl opp. p. 62;

Cost and dimensions, 111. p. 17

Leawans, 111. S.p. 47

‘ LESSING THEATRE, see Berlin.

‘ LINDEN’ THEATRE, see Berlin.

*Larico’ TreaTeE, see Milan.

LEGISLATION, see Protective Legislation.

LincoLNy THEATRE : Skeleton plan of auditorium, III. Pl opp. p. 62.

Loxpon County Councii, see Protective Legislation.

Lonpon County Councit, 111. pp. 9, 8s.

Lorp CHAMBERLAIN, see Protective Legislation.

LonpoN, ALHAMBRA VARIETY THEATRE: Ill. p. 20; Descriptive text,

I. pp. 42:43, Block plan; Lp. 42; General view, 1. p. 42; View

of proscenium, 1. p. 43; View of promenade, 1. p. 43; Front

elevation, 1. 'Pli63: Transverse section, I. Pl. 63: Plan area, 1.

Pl 63; Plan vst tier, 1. Pl.-64; Longitudinal section, 1. Pl. 64;

Dates and dimensions, 111. p. 17; Skeleton section of auditorium,

111; PL. opp. p. 62 ; Elevation of proscenium frame, 111. Pl. opp.

p73; Cost and capacity, 111. p. 21; References, pp. 68, 69, So.

Lonpow, “Couwry’ Togaree, J11. p. 118,

LonpoN, Covent GARDEN THEATRE: Stage: View of stage from

auditoriom, 111. .S.p. vi; General view, 111. S.p. viii; View of

“cloths,” IIL. S. pg: View of ‘gridivon,’ 111. S.p. 5; ‘View of

‘upper machinery,’ 111. S.p. 5; Reference, 111. p. 30.

LoNpon, ‘ Criterion’ THEATRE :#Plan area, 111. p. 39; Plan 1st der,

11, p30; Plan 2nd ter, 1. p. 30; Skeleton plan of andi-

torium, 111. Plopp p.62; View of auditorium, 111. p. 61;

Reference, 111. 1p. 69.

LonpoN, ‘Crown’ THEATRE, PEcgmam: Descriptive text, 111. p. 33;

General view, 111. Pl. opp. p. 4 ; Plan area, 111. p. 37; Plan 1st tier,

111. p. 37; Plan 2nd ifer, 111. ip. 37; Refevences, 111. pp. 2, 10.

Lonnon, Dary's Turarter: Descriptive test, 1. pp. 33.39; Block

plan, 1..p.38; View of proscenium, 1. p. 38; General view, I.

p- 39; Frome elevation, 1: Pl. 39; Plan aren, 1. Pl so; Pw 1st

tier, L. Pl zo; Plan 2nd tier,.1. Pl. 60; Plan grd ter, 1. Pl. Go;

Longitudinal section, I. Pl. 60; Transverse section, I. PL 6o:

Diagram of box-front line, 111. p. 62; Vl. p. 71 ;° Lounge, 111.

p- 87; Elevation of proscenium frame, I11. PL opp. p. 73; Skeleton

section of auditorium, III. Pl opp. p. 62; Skeleton plan of audi-

torium, 111. Pl opp. p. 62; Cost and dimensions, 111. P17.

LorpoN, D’Oviy Carre's Opera House: Descriptive text, 1. pp.

35-37; Block plan,’ p-35; View of proscenium, L p. 33;

View of grand staircase, I. p. 36; View of a corner, L p. 36;

View of auditorium, 1. p. 37; General view, 1, Frontispiece ; Front
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elevation, '1..PlL 56: Plan. area, Pl 26; Plan st ter, I. Pl.

36; Plan and tier, 1. Plogy: Plan zed tier, LL. Pl gy; L.oagi

tudinal section, L.. PL 57;’ Front elevation, details; 1. Pl z8;

Site plan, 1H. p13; Sue. 11L pp. 15.28; Diagram of box-

front line, 111. pp. 62,63; Lounge, 111. p. 87; Auditorium con-

struction :. Plan of 1st, 2nd and 3rd ters; 111. p. 100; Details,

111. pp. 101,102; Plan and details of roof. 111. p. 104; Cant:

lever construction, descriptive text, III. pp. 100-104; Skeleton

plan of auditorium, Ill. PL opp. p. 62; Stage: Descriptive text,

111. S. pp. 30-33: Plans of stage floor and joists, 111.°S. p. 30+

Details of counterweights, 111. S.p. 30; Details of “pulleys,

‘battens’ and ‘tongues,’ Ill. S. p. 31; Longitudinal section, 111.

S.p. 32; Transverse section, lll. S.p. 32; Details of “under

machinery,’ 111. S. p. 33; Construcgon of roof, 111. p. 103; Cost

and ‘dimensions, 111. p. 17; References, 111. pp: 69,71, 72,74.

Lovoon, Deere. Lane Tagaree, 111. op 115; Stage: View of

hydraulic bridges in sloping position, III. S. p. iv.

LoNpoN, ‘ EMPIRE VARIETY THEATRE : Descriptive text, 11. pp. 39, 40;

Block plan, 11. p. 39; View of auditorium, IL. p. 39; View of

promenade, II. p. 40; View of vestibule, II. p. 40; Front eleva-

tion, 11. Pl. »8: Plan 2nd tier, 11. PL 78; Vestibule details, IL

Pl. 28: Plan area, 11. Pl 79: Longitudinal section, 11. Pl. 49:

Plan of lounge, III. p. 87; Skeleton section of auditorium, 111.

Pl. opp. p. 62; Skeleton plan of auditorium, 111. PL opp. p. 62;

Stage : Descriptive text, Ill. ‘S$. p. 31; Plan and details {or

*Faust’ ballet, 111. S.p. 82; Scene from ‘ Faust” ballet, 111.5;

p34; Dates and dimensions, 111. p. 17; References, 111

PpP- 20, 89.

Lonpon, -* GArrRICK” THEATRE; Descriptive ‘text, 11. p. 33; Block

plan, 11. p: 38; General view, 11. 'p. 38: Principal elevation,

11. Pl. 77; Plan area, 11. Pl 77; Plan 1st tier, 11. PL 77: Plan

and tier, 11. Pl 77: Longitudinal section, 1L Pl 77; Site plan,

111. p. 13; Site, 111. p. 15; Skeleton section of auditorium, 111.

Pl. opp. p. 62 ; Skeleton plan of auditorium, 111. PL opp.p:- 62;

Dates and dimensions, III. p. 17.

1.oNDON, ‘GRAND’ THEATRE, IsLiNcTON: Descriptive text, I. p. 41;

Block plan, 1. p. 41; Planarea, 1 PL 62: Plan 1st tier, |.

PL 62; Longitudinal section, I. PL 62; Skeleton section of audi-

torium, ‘111. Pl opp. p. 62; Cost and dimensions, 111. p. 17.

LonNpoN, ‘ HAYMARKET' THEATRE : Seating, 111. p. 30; Plan of 1st

"tier, IIL. p. 30; Skeleton plan of auditorium, III. Pl opp. p. 62.

Lo~zpon, ‘HER Majesty's’ THEATRE: Descriptive text, 11. pp. 35, 36;

Block plan, 11. p. 35; View of proscenium, ll. p. 35; Front

elevation of block, 11. p. 36; General view, Il. piviil; Front

elevation, 11. Pl. 71: Side elevation, Il. Pl. 75: Plan area, 11.

Pl 24: Plan 1st tier, 1}. Pl..74: Longitadinal section, 11, Pl. 24;

Site plan, 111. p. 13; Site, 111. pp. 15,30; Plan stider, 111.

p. 30; View of proscenium opening, III. p. 68; View of box

office, 111. p. 83; Skeleton plan of auditoriom, 111. PL opp.

p. 61; Skeleton section of auditorium, III. Pl. opp. p. 61 ; Stage :

General view, lll. S.p.iv; Cost and dimensions, Ill. p. 17;

References, 111. pp. 70,72, 74; 79.

LonNpoN, ‘Lyric’ THEATRE: Descriptive text, 11. p. 37; Block plan,

11. p. 37; General view, 11. p. 37; Front elevation, 11. Pl 7z

Plan ares, 11. PL 23: Plan ast tier, dL. Pk 75: Plan 2nd. tier,

15.. PL. #6; Plan ged tier, 11. Pl #6; Longitudinal section, II.

PL 76; lll. p.-30; Diagram of box-front line, 111. p62; Fire

resisting curtain, elevation and section, III. Pp. 114, 115,116;

Skeleton section of auditorium, I11. Pl. opp. p. 62; Skeleton plan

of auditorium, III. Pl opp. p. 62; Stage: Descriptive text, 111,

S.p. 77; Pian of ‘bridges’ 111. Sip. 77; Section of * bridges,’

111. 8. p..77 ; Cost and dimensions, 111, p. 18.

LoxpoN, ‘ METROPOLE® THEATRE, CAMBERWELL : IIL P30.

LoxpoN, ‘OxrorD’ VARIETY THEATRE : Descriptive text, 11. p. 41;

Block plan, II. p. 41; General view, II. p. 41; Front elevation,

IL. PL. 30; Plan area, 11. Pl. 80; Plan ‘1st tier, 11. ¥1 31; Plan

2nd tier, II. Pl 81; Longitudinal section, II. PL 81; Diagram

of box-front line, 111. p. 63; III. p.67; Skeleton plan of audi-

torium, III. PL opp. p. 62; Skeleton section of auditorium, III.

Pl. opp. p. 62; Elevation of proscenium frame, 111. PL opp. p. 73 ;

Dates and dimensions, III. p. 18.

LonpoN, ‘ Paracon’ THEATRE: Longitudinal section, 111. p. 35; Plan

area, 11L p. 35; Plan 1st ter, 111 p. 35; Reference, 111. p. 32.

LospoN, ‘PRINCE oF WaLes'® THEATRE: Plan 1stitier, 111. p. 28;

Skeleton plan of auditorium, III. Pl opp. p. 62; References, 111.

pp- 30, 115. i

LONDON, ‘ SHAFTESBURY ' THEATRE : Site, 111. p. 15; Plan 1st tier, 111.

p. 29; IIL p. 115; Skeleton plan of auditorium, I11. Pl. opp. p. 62.

I.onpoN, TERRY'S THEATRE, lll. p. 115.

LonpoN, ‘ TRAFALGAR’ ‘THEATRE: Descriptive text, I. p.40; Bleck

11.—4 X

plan, 1. p. 40; Front elevation, I. Pl. 61; Plan area, 1. PL 61:

Plan 1st tier; I. PL 6r; Plan 2nd ter, 1 Pl 61: Longitudinal

section; I. PL. 61; Plan and section of orchestra, Ill. p. 64;

Skeleton plan ‘of auditorium, 111. Pl, opp. p. 62; Skeleton sec-

tion of auditorium, III. Pl opp. p. 62 ; Cost and dimensions, 111.

p18; Reference, 111. 'p. 66,

Lowa, C., see London, ‘Oxford’ Variety Theatre; Bristol, ‘ Empire’

Variety Theatre.

Lucag, see Frankfort, Municipal Opera House.

‘Lvyckum’ THEATRE, see Edinburgh.

‘]1.vyric’ THEATRE, see London.

MAGNE, A., see Paris, ‘ Vaudeville’ Theatre and Angers, Municipal

Theatre.

MANCHESTER, « ‘PALACE’ Variety THEATRE ;: Descriptive text, 1.

45; Block ‘plan, 1. ip. 453 - Front elevation, 1. Pl. 66; Plan

strect level, 1. Pl.66; Plan 1st tier, 1.. PL 66: Plan area, 1.

p. 67; Longitudinal section, I. p. 67; Diagram of box-front line,

111" p. 562; Skeleton: plan of auditorium, 111. Pl opp. p. 67;

Skeleton section . of auditorium, 111. Pl opp. p. 62; Cost and

dimensions, 111: p. 13; References, 111. pp. 34. 51.

Maxcuester, Queen's’ THEATRE: Fire at, 111. pp. 23. 115.

MaNzoN1® THEATRE, see Milan.

Marcu, O., see Worms, People’s Theatre.

Marcuam. F., sez London, Grand’ Theatre, ‘Paragon’ Theatre:

Edinburgh, ‘ Empire’ Variety Theatre; Hull, Paisley, Chelten-

ham, and St; Helen's Theatres; 111. p. 28: His type of theatre,

111. pp..30. 32

‘MrTrROPOLE® THEATRE, see London.

MippLESBROUGH VARIETY THEATRE : General view, 111. Pl opp. p. 6;

Descriptive text, 111. pp. 32,33: Plan area, 111. 'p. 37; Plan 1st

tier, 11L. p37: Plan-2nd tier, 111. p. 37; Reference, 111. p. 2.

Miran: ‘ Lmgico’ Turearne, 111. p40; Descriptive text, 11. p15;

Block plan, Il. p. 15; General view, 11. "p. 15; Front elevation,

11. Pl 721; Longitudinal section,- 11. Pl a1 ; Transverse section,

H. Pl31;. Plan aren. 11: Pl ge; Plan 1st tier, HH Pl. 32;

Skeleton plan of auditorium, II1. PL opp. p. 62; Skeleton section

of aulitorium, III. Pl opp. p. 62; Date and dimensions, 111. p. 18.

Mian, Dal. Verwe' ThreATrE : Descriptive text, 111. p. 43; Front

elevation, 111. .p. 44 3 Plan 18¢ den 111. p. 44; Plan 2nd tier,

11. p: 44; Transverse section, 111. p. 44; Skeleton plan of

auditorium, 111. Pl opp. p. 62.

Miraw, ‘Frroprammatico’ THEATRE: View of proscenium, 111. p. 73;

Skeleton plan of auditorium, ILI. Pl opp. p. 62.

Mian, “Manzoni” Tueatre: 111..p. 43; Plan area, 111. p. 44; Plan

~~ sttier, IIL p. 44 ; Skeleton plan of auditorium, 111. Pl. opp. p. 62.

Monaco, see MoNTE CARLO, ‘ CASINO’ THEATRE.

Monte Carre, Casino’ TareaTRE:: Descriptive text, 11. pp. 11, 12;

Black plan, 11. p. 11; View of auditorium, 11. p. 11; View of

Casino: ‘entrance, ‘Il. p. 12+. ‘Fron elevation, 11. Pl.21; ‘Pian

area, Il. ‘Pl. 22: Longitudinal section, 11.. PL 22; Auditorium

details, 11. Pl. 23,24; Site, 111. pp. 13, 53; Stage: Descriptive

text, HLS. pp. 73.79; Plans and transverse ‘section, 111. S.

P- 73; Date and dimensions, 111." p. 183.

MONTPELLIER, MuNiciPAL THEATRE : Diagram of box-front line, III.

p. 62; Skeleton plan of auditorium, III. PL opp. p. 62.

Moscow, Czar's IMPERIAL THEATRE: Administration at, III pp. 6, 7.

Moyer, M.. J., 111. S.p. 3 :

Muiuoriann, J. B., 115 p. 30.

MunicH, Court THEATRE: Stage: Longitudinal and transverse sec-

tions, 111.8: Pl. opp. p. 69,

Munich, Proposed Opera House, sketch plan, I. p. s.

MunicH, Court PravHOUSES: Works presented at, lI. p. 7.

Musica, Variety THEATRE: Descriptive text, 111. pp. 57, 53; Plan

area, 111. p. 34; Plan 1st. tier, 111. p. 54; Plan street level,

111. -p. 55; Longitudinal section, 111."p, 33.

NECKELMANN, see Schmidt and Neckelmann.

« NEw’ THEATRE, se¢ Berlin and Cambridge.

NiyNi-Noveorop, MuniciPAL THEATRE: Descriptive text, 111. p. 45;

Front elevation, 111. p. 45; Plan area, 111. p. 45; Plan 1st tier,

111. p. 45; Skeleton plan of auditorium; 111. Pl opp. p. 62.

NORWAY AND SWEDEN:

Christiania, National Theatre, 1. pp. 51,52: 111. :p, 87.

Stockholm, Court Opera House, 1. pp. 53,54; 111. pp. 62, 36.

NorwicH, THEATRE : General view, 111. Pl. opp. p. 4; References, 111.

PP: 2, 33:

Noiringiam Taearre: Plan 71st der, 111. p, 20; 111. p. 30.
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OpEoN THEATRE, see Paris.

Opessa, Municipal, THEATRE : Sketch plan, original scheme, lL. pg:

Descriptive text, 1. pp. 55-37; View of lounge, "1. 'p. 54; 111.

p. 37; Block plan, 1. p.gg; General view, 1. p. 55; View of

upper part of grand staircase, 1. p. 56; View of lower part of

grand ‘staircase, 1. p. 36; View of auditorium, 1. p. 57; Plan

area, 1. ‘Pl 841 Front elevation, I.” Pl. 85: Plan ‘2nd. tier, 1.

Pl. 33; Plan 3rd der-1. Pl 86; Transverse section, 1. PL. 36;

111. p. 59; Plan 4th tier, I. PL. 87; Grand staircase, details, 1.

PL. 87; Longitudinal section, 1. Pl 83: Skeleton plan of audi-

torium, III. PL opp. p. 62; Skeleton section of auditorium, III.

Pl. opp. p. 62; Cost and dimensions; 111..p. 18; ‘References, 111,

PP- 70. 36; 80.

Orr:ra COMIQUE, see Paris.

‘ OXFORD’ VARIETY THEATRE, see London.

Pasiey, Truavee: Plan aves, »I11, p. 31; Plan ist tier, 111. p. 31;

Longitudinal section, III. p. 32; Skeleton plan of auditorium,

111. Pl..opp. p. 62.

Pavermo, Municipal THEATRE : Descriptive text, 11. pp. 13, 14; Block

plan, 11. p. 13; View of central feature, 11. p. 13; General view,

IL. p. 14; Front elevation, 11. Plog: Plan area, 11. Pls.26, 27:

Plan 1st tier, (11. Pls. 23, 20; Longitudinal ‘section, 11. Pl. ae;

Skeleton section of auditorium, III. Pl opp. p. 62; Skeleton

plan of auditorium, IIL." PL opp. p. 62; Cost and dimensions,

111..p. 18.

“ PaLace’ Variety Turatre, see London, D'Oyly Carte’s Opera

House, and Manchester. :

‘ PARAGON’ THEATRE, see london.

Paris, ComepiE Francaise: Subsidy of, 111. p. 4.

Paris, * Even’ Vamiery Turatee 0111p 42; Descriptive text, "Ll.

pp. 9,10; Block plan, 11. p. go: General view, 11. p.9; Detail

of elevation, II. p. x; Front elevation, 11. PL 17;; Longitudinal

section, 11. Pl.19; Plan aves; 11. Pl. 1%. Plan “15 ‘tier, 11.

Pl. 19; Auditorium, details, II. PL 19; Front elevation, central

feature, II. PL 20; Skeleton plan of auditorium, III. PL opp.

p62; Cost and: dimensions, 111. p.a%; sLeunge, TIL p. 87;

Reference, 1lL. p. So.

Paris, National Opera CoMiQUE: Descriptive text, II. p. 8; Block

plan, 11. p 8; General view, Hl: p36; Front elevation, 11.

PL 157 Plan ground level 11. PL 15; "Plan. ares,” 11. "PL 16;

Plan ist tier, 11. Pl 16; Longitudinal seciion, 11. PL 16; Sub-

sidy of 11l..p 4; Criticism of “site,111. pp..12, 41, 42; Stair

case: Plans at entrance and 1st tier level, IIL. p.84; Fire

at: Descriptive text, '111."'S.p. 133; Front elevation, 111. S.

p- 136; Plan ‘of ares and” ist tier, 111. S. p.i136; Longitudinal

section, 111. S. p.a3y7; Skeleton section of auditorium, 11L Pl.

opp. p- 62; Skeleton. plan’ of auditorium, 111. Pl.opp.p. 62;

Cost and dimensions, 111. p. 18; Beferences, 711. pp. 86, 93.

Paris, Nariovar Opeea House: Deseriptive text, 11. pp. 3-7;

Block plan, [I p. 3: General view, 11. p. 3. View of grand

staircase, 11. pl 43 Side view, 11. 'p. 5: Deuil of elevation, Il.

p 5: View ‘of lounge; 11. p. 6; View of lower part: of grand

staircase, 11. p. 7; Front ‘elevation, 11." Pl. 1:2: Plan aren 11.

PL, 4: Plan 3rd ter, 11° Pl 35,6 Longitudinal section, 11,

PL 7, 8; Front elevation, details, 11. Pl.o; Auditorium, details,

11. Pl 10; Auditorium, ceiling, 11. PL 11, 12; Lounge, details,

11. PL 13; Ballet-room, details, 11. PL 14; Subsidy of, 111..p. 4 ;

Site plan, IIL.:p. 13; Site, 111. p.- 14; Comparative size ‘of,

111. p. 20; Cost and capacity, 111. p. 21; Diagram of box-{ront

line, 111. p. 62 ; Plan and section of orchestra, 111. p. 64; Plan

of lounge, 111. p. 87; Outside service lift, plan and elevation,

I1I. p. 91; Dressing-room, sections, III. p.g2; Dressing-room,

plans, 111. p. 93 ; Wardrobe-room, plans and sections, I11. p. 92;

Skeleton section of auditorium, III. PL opp. p. 62; Skeleton plan

of auditorium, III. PL opp. p. 62; Elevation of proscenium frame,

111. PL. opp. p. 73; Stage : “Deseriptive text, 111. 8, pp. 23-46;

View of ‘under machinery,’ 111. S. p. 24; Transverse section,

111. 8. p. 2%; Plan’ of stage floor, 111. 8S. p. 25; View of *fly’

gallery, 111. 8. p. 26; View of “cellar,” 111. S. p. 26; Stage, details,

111. S. PL opp. p. 23 ; Cost and dimensions, 111. p. 18 ; References,

111. pp. 40, 41,61, 67, 71,74, 36,38, 04, 93, 119.

Paris, OpeoN THEATRE: Subsidy of, 111. p. 4; Reference, Ill.

46

- Paris, ‘ RENaissance’ THEATRE: Descriptive text, 111. p. 41; Longi-

tudinal ‘section, ‘111."p. 40; Plans; Sweet level, 111. p. 40;

Lounge level, 111. 'p..40; Area, 111. p. 40; 1st tier, 111. p. uo;

General view, 111. p. 41; Skeleton plan of auditorium, 111. PL

opp. p- 62. :

¥

Paris, Temporary THEATRE (known as ‘Charity Bazaar’): Fire at,

111. 'S. pp. 139, 140; General “view after fire, 111. 8. p. 119;

Plan’ of - street level, 111. S. p. 126; Section. showing roof,

velum and stalls; 111. S,. p. 130; Front elevation, -central

feature, 111.8. p. 139; View of interior, 111. 5. p. 140.

Paris, *Vavorvine' Tuearee: Plan area, 111. p.g1; Elevation,

111. p. 41.

Parry, J., see London, © Alhambra’ Variety Theatre.

Patti THEATRE, see Craig-y-nos.

Peckuaam, ‘Crown’ THEATRE, sez London.

ProprLE's THEATRE, see Vienna, ‘ German’ Theatre; see also Worms,

Turin.

Prarr,: Cart, Fire-resisting curtainof, 111. p. 115,

Puiers, C.J, sez London, * Her Majesty's, * Haymarket, *Shafies-

bury,” ‘Prince of Wales’ and ‘lyric’ Theatres; Edinburgh,

‘ Lyceum’ Theatre ; Glasgow, Bristol and Nottingham Theatres ;

Wolverhampton, ‘ Grand’ Theatre; Exeter Theatre; References,

11. pp. 3. 28,72; His type of theatre, ‘111. p. 30.

PirAEUS, SUMMER THEATRE: Sketch plan, 111. p. 121.

Pracug, Czeca National THEATRE: Descriptive text, 11. pp. 22-24;

Block plan, IL .p. 22; General view, 11. p. 22; View of audi-

torium, 11. p. 23; Detail of box division, 11. p. 23; Side view,

11. 'p. 24 ; Front elevation, 11. Pl. 47: Plan avd der, 11: Pl 47;

Plan area, 11. PL 43; Plan 1st wer, 11. Pl. 409; Longitudinal

section, 11. PL zo; Front elevation, details, 11. Pl. 51; Subsidy

of, 111. p. 4; Works presented ar, 111. p. 7; Plan and section

of orchesira, 111. p. 64; Plan of ceiling, -111. p. 76 ; Chandelier

at; ‘111. p. 79; View of vestibule, 111. p. 85; View of ante-

room to royal box, Ill. p.88; Elevation of proscenium frame,

111. Pl.opp. p. 73; Skeletoh section of auditorium, 111. PL opp.

p. 62; Skeleton plan of auditorium, 111. Pl. opp. p. 62; Cost

and dimensions, 111. p. 18; References, 111. pp. 66, 69, 74, 89, 94.

Pracur, ‘ GERMAN’ THEATRE: Descriptive text, I. pp. 17, 18; Block

plan, 1. p. 17; General view, 1.'p. 17; Detail of box division,

I. p13; Front elevation, I. Pl. 29; Longitudinal section, 1.

Pl 26; Transverse section, 1. Pl 2g: Auditorium, details, L

Pl 30; Plan aves, 1." Pl. 30; Plan ond tier, 1. Pl 31; Plan 3rd

tier, 1. PL 31; Subsidy of, 111. p.4; Staircase plan at entrance

level, 11. p. 34; Lounge, 111. p. 87; Skeleton section of ‘audi-

torium,. 111. Pl. opp..p: 62; Skeleton plan of auditorium, 111. PL

opp. p. 62; Cost and dimensions: 111. p. 18; References, 111.

Pp. 70; 36.

Prrssaurc, Muwwcipar. TreaTrE ; - Descriptive: text, 111. pp. 22, 23;

Front elevation, 111. 'p. 22; Plan area, IIL. p. 22; Skeleton

plan of auditorium, 111. Pl. opp. p. 62.

‘ PRincE OF WALES’ THEATRE, fee London.

Prorecrive Licistation, 111. p. 113

Examrries oF OrrFiciAL ReQuireMENTS, 111. S. pp. 143-170.

Austria, ‘Lower Austria, 111. S. pp. 143-145.

Austria, Vienna, Court Opera House: Fire watch, 111. S.

Pp. 164,165.

Belgium, Brussels, 111. 5. pp. 146, 147.

Denmark, Copenhagen, 111. S. pp. 147, 143.

England, London, 111. S. pp. 148-1352.

England, London, ete, 111. S. p. 162.

France, Paris, 111.8. pp. 153-135.

Germany, Prussia, 111. S. pp. 155-1583.

Germany, Berlin, ‘ Fire watch,’ 111. S. p. 166.

Germany, Frankfort, Municipal operations, fire watch, III.

S. pp. 167, 168.

Germany, Berlin, Police officials, 111. S. p. 163.

Germany, Berlin, * German’ Theatre, 111. S. p. 1683.

Holland, Amsterdam, IIL. S. p. 150.

Russia, St. Petersburg, 111. S.p. 159.

‘ QUEEN'S’ THEATRE, see Manchester.

‘ RAIMUND’ THEATRE, see Vienna.

Reen, F. H.. see London, ‘Alhambra’ Variety Theatre,

“ RENAISSANCE’ THEATRE, see Paris.

Rueims, Municipal, THEATRE: Descriptive text, 111.p. 42; Front

elevation, 111. p. 42; Plan area, 111. p. 42; Plan 1st tier, 111.

P- 42; Diagram of box-front line, 111. p. 62; Lounge, 111. p. 87.

Riccio, C., see Turin, ‘People's’ Theatre.

Ricurer, Hemwericy, 111. S. pp. 43, 490.

‘ RING’ THEATRE, VIENNa, Fire at, se¢ Vienna.

Rosroce, Muowiciear, Tuearer: Descriptive text, 11. p. 32; Block

plan, 11. p. 32; General view, ll. p. 32; Side elevation, 1.

Pl. 66; Longitudinal section, - 11. PL. 66; Plan area, 11. Pl. 67;

Plan st fier, 11. Pl 67; Plan area, 111. p. 2¥; Skeleton section

he
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of auditorium, III. PL opp. p. 62; Skeleton plan of auditorium,

111. Pl. opp. p. 62; Cost and dimensions, 111. p. 18.

Rosenrear, Avsert, 111 8. p27

Bora, F., se Vienna, Raimund’ Theatre; 111. .p. 51.

RotrERDAM, MuUNIcipAL THEATRE: Descriptive text, 11. p. 49; View

of lounge, 11. p. 48. Block plan, 11. p. 409; Front elevations 11.

Pl..oo; Longitudinal section, 11. Pl. go; Plan area, IL Pl g1;

Plan 1st tier, 11. "Pl. o1; Plan 2nd tier, '11.-Pl.g2; Transverse

section, 11. Pl oz; Disgram of box-front line, 111. p63: Fire:

resisting curtain, III. p. 116; Skeleton section of auditorium,

111. Plopp.p 62; Skeleton plan of auditorium, 111 Pl. opp.

p. 62; Stage: Descr ptive text, 111. S. pp. 27-29; Plan of stage

floor, 111. S.p. 27: Siage: Transverse section, III. S. P25:

Longitudinal section, 111. S.p. 23; Plans of ‘fly’ gallery and

*gridifon,’ 111. S. p. 27; Plans of * under machinery” and ‘cellar,’

111. 8. p: 29:.Cost and dimensions, 1Il..p. 19.

Roumania, Bucaarest, NatioNar Tuearre: 1. p. 50; 11. Pl gj,

94, 95 ; 111. pp. 16, 57.

Rucosa, J., see Bilbao, Municipal Theatre.

Ruporen, 111. S. pp. 40, 42, 47-50.

Ru~tz, ERNEST, see Cambridge, ‘ New’ Theatre ; Peckham, ‘ Crown’

Theatre; Norwich, Theatre; Middlesbrough, Variety Theatre;

Hastings, Variety Theatre, 111. pp. 2, 28; His type of theatre,

111. pp. 32-34; References, L11. pp. 39. 57. 50, 122.

Russia:

Irkutsk, Municipal Theatre, III. pp. 45. 46.

Moscow, Imperial Theatre, 111. pp. 6, 7.

Nijni-Novgorod, Municipal Theatre, III. p. 45.

Odessa, Municipal Theatre, 1. pp. 55-57; 1I1. pp. 59, 70.

St. Petersburg, Imperial Theatre, 111. pp. 6, 7, 45.

St. Petersburg, ‘Proposed: Court Opera House, 1. pp. 5,359.60:

IIT. pp. 19, 45, 86, 93, 94.

Temporary Theatres, 111. pp. 47,48; Skeleton plan of audi-

torium, 111. Pl. opp. p. 61.

Tiflis, Municipal Theatre, 1. p. 58; III. pp. 45-47.

Warsaw, Court Theatre, 111. p. 4.

Russian TaeaTrEs, 111. pp. 45-49.

Sr. Hewens, Tasarre: Plan area. 111. p.31v; Plan 1st tier, 111.

p- 31; Longitudinal section, Ill. p. 33; Skeleton plan of audi-

torium, 111.- Pl. opp. p. 61; Diagram of box-front line, 11].

p- 62.

Saint Lo, THEATRE : Skeleton plan of auditorium, III. Pl opp. p 62.

St. PETERSBURG, ProPOSED Court Orrra House: Sketch plan, I.

p53: Descriptive text, 1. pp. 50,60; Block plan, 1. ps0:

General view, 1. p. 60; Modified plan of scene-store, I. p. 62;

Front elevation, 1. Pl 93; Back elevation, 1. Pl g4 ; Plan area,

1. PLos. 96; Plan 1st der, 1. Pl oy, 98; Longitudinal section,

1. Pl. 99, 100; Scene-store, plan, 111. p. 93; Skeleton section of

auditorium, ITI. Pl. opp. p. 62; Skeleton plan of auditorium, III.

Pl. opp. p. 62; Dimensions, 111. p. 19; References, 111. pp. 4s,

86, 94.

ST. PETERSBURG, CzAR'S IMPERIAL THEATRE ADMINISTRATION : Staff of

the, 111. pp. 6, 7; HL. p. 45

SaLzBURG, MuNICIPAL THEATRE: Descriptive text, II. p. 25; Block

plan, 11. p. 25; General view, IL. p. 25; Front elevation, 1IL

Pl. 52: Plan area, 11. Pl. 52; Plan ist tier, 11. Pl og2; Plan

and tier, 1 Pl'53; Back elevation, 11. Pl 53; Longitudinal

section, 11. Pl; 53; Descriptive text, 111. p. 25; Plan area, 111,

P.24; View of auditorium, 111. p.67; 11l..p.75; View of

ceiling ‘111. p. 119; Stage: Descriptive . text,” 111. S. p. 80;

Longitudinal section, III. S.p. 79; Plan of stage floor, III. S.

p. 79 ; Skeleton plan of auditorium, III. PL opp. p. 62 ; Skeleton

section of auditorium, III. Pl opp.p. 62; Cost and dimensions,

111. p. 10. .

Scainker, 111. p. 3:41]. S. p 6s.

ScuMIDT AND NECKELMANN, Moper, THEATRE: Descriptive text, 111.

P- 56; General view, 111. p. 33; Plan area, 111, p. 33.

SCHROETER, VICTOR, see Irkutsk, Tiflis, Nijni-Novgorod, St. Peters-

burg; His type of theatre, 111. pp. 45, 47, 94.

Scuuiz, J., se Prague, Czech National Theatre.

SCHWERIN, COURT THEATRE; Skeleton plan of auditorium, 111. Pl

opp. p- 63; Diagram of box-front line, lll. p. 62; Diagram

showing lighting of stage, III. p. 108; Stage: Descriptive text,

111. S.pp. 34-36; Plan of stage floor, 111. S. p. 34; Details,

111. S. p. 35; Stage: Longitudinal and transverse sections, 111.

S. Pl. oppip. 23.

ScorLAND, see Great Britain.

SEELING, HEINRICH, see Berlin, ‘New’ Theatre; Halle, Bromberg,

‘Essen and Rostock, Municipal Theatres; His type of theatre,

111. pp. 26,28: 111. pp. 63, 60, 790. :

SEMPER, GOTTFRIED, s¢¢ Vienna and Dresden, Court Theatre and

Opera: House; 11]. pp. 21,65, 74.

SEMPER, M., see Dresden, Court Opera House.

SFONDRINI, ACHILLE, sez Milan, ‘ Lirico’ Theatre; 111. pp. 40, 43-

SHAKESPEARE MEMORIAL THEATRE, see Stratford-on-Avon.

* SHAFTESBURY THEATRE, see London.

Suaw, SiR EYRE Massey, see Exeter Theatre.

SICCARDSBURG, sce Vienna, Court Opera House.

Swern, .F. B.; see. Manchester, ‘ Palace’ Variety Theatre,

Sean, BiLsao, Municipal TaEATRE, 111 pp. 41, 43

Sreiivany, MH. 111. S.p. Sn: :

SPRINGER, ]., see Amsterdam, Municipal Opera House.

STERIAN, G., see Bucharest, National Theatre.

StockAoLM, Court Orrra House: Descriptive text, 1. pp.23, 54 ;

View ‘of staircase, 1. p.s52; Block plan, 1. p. 53; View of

proscenium, - 1... p..53: Front elevation, 1. Pl 79; Transverse

section, 1. Pl. 76; Side elevation, T. Pl.30; Plan area, 1. Pl. 31;

Plan 1st tier, 1. PL 82; Longitudinal section, 1. Pl. 83; Diagram

of box-front line, III. p. 62; Skeleton section of auditorium,

111. Pl. opp. p. 62: Skeleton plan of auditorium, 111. Pl.opp

p. 62: Elevation of proseenium frame, 111. Pl opp.p: 73; Date

and dimensions, 111. p. 19.

STRATFORD-ON-AVON, SHAKESPEARE MEMORIAL THEATRE: Descriptive

text; 11. pp. 42,43: Block plan, 11. p. 42; General view, 11.

P. 42; View from river, 11. p. 43; View of tower, 11. p. xviii;

Side elevation, 11. Pl. 82,84; Plan area, 11. PL 82; Plan 1st

tier, 11... Pl, 82. Plan 2nd ger, Il. Pl. 83; Plan hasement, 11.

Pl. 33: Front elevation, 11. Pl 83; Back elevation, 11. PL 83;

Longitudinal sections, II. Pl 84; Transverse sections, 11. Pl. 84;

Skeleton plan of auditorium, III. PL opp. p. 62; Skeleton section

of auditorium, III. Pl opp. p. 62; Cost and dimensions, I11. p. 19.

STUTTGART, ‘Court THEATRE :* Subsidy of, 111. p. 4.

STURMHOEFEL, MODEL THEATRE: Descriptive text, 111. p. 52; Longi-

tudinal section, 111. p. 52; Plans, area and front tier, 111. p. 52.

SWEDEN, see Norway.

SWITZERLAND :

Geneva, Municipal Theatre, 111 p. 74.

Ziarich, Municipal: Theatre, 111. pp. 24, 23, 70,71.

Tavior, Eowarp, 111.5. p. 83

TEMPORARY THEATRES, Russia: Plans, area, 1st tier, side elevation,

longitudinal section, 111. p. 47; Front elevation, side elevation,

plans area and 1st tier, longitudinal section, IIL. p. 48.

Tuearee Fgrs, 111 p. 113

Tirris, Mumnicirar ‘Tneatre: Descriptive text; 1. p. 58; 11L p. 45;

Block plan, 1. p58 ; ‘General: view, 1. p. 58 ; Front elevation,

1.:PL. So; Plan 1$ ter, I. Pl.oo; Transverse section, 1. Pl. go;

Plan 2nd tier, 1. Pl. o1 ; Grand staircase, transverse section, 1.

Pl. 91; Longitudinal section, I. Pl. 92; Skeleton section of audi-

torium, 111." Pl. opp. p. 62; Skeleton plan of auditorium, 111. PL

opp. p:- 62 ;. Elevation of ‘proscenium frame, 111. PL opp.p. 73;

Cost and dimensions, 111. p. 19; References, 111. pp. 45,47.

Torrs, see Castle Theatre.

‘ TRAFALGAR’ THEATRE, see London.

Treg, Beersonm, LIL. S.p. 82.

TuriN, PeorLE'S THEATRE: Descriptive text, 11. p. 16; Block plan,

1l..p- 16; Front elevation; IL PL 33; Plan aves, 1.2PlL 33;

Plan 1st tier, 11.: PL. 33; Longitudinal section, 11. PL 33; Trans-

verse section, 11. Pl 33; Skeleton plan of auditorium, II1. PL

opp. p. 62; Diagram of box-front line, III. p.62; Elevation of

proscenium frame, 111. Pl opp. p. 73; Date and dimensions,

111. p. 10.

UsitED States, Theatre fires in the, 111. S pp. 131-133.

Un~swortH, F., see Stratford-on-Avon, Shakespeare Memorial Theatre.

VAN DER NiLL, see Vienna, Court Opera House.

‘VAUDEVILLE TREATRE, see Paris

VERHEUL, J., see Rotterdam, Municipal Theatre.

Verity, T., see London, ‘ Empire’ Variety Theatre, and ‘ Criterion’

Theatre. :

Verrry, F. T., s2¢ London; * Empire’ Variety Theatre,

VIENNA, Court Opera House: Descriptive text, 11. pp. 19-21;

Block plan, 1I. p. 19; General view, ll. p. 19; View of central

«
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feature, II. p. 20; View of auditorium, II. p. 21; Front elevation,

Bl. Pl. 26; Plan area, 11. PL 27, 3%; Plan 1st ter, AL Pl 30,

40; Longitudinal section, 11. Pl. 41, 42; Transverse section, 11.

Pl. 43; Front elevation, details, 11. Pl 44; Auditorium, details,

11. Pl, 45: Grand ‘staircase, details, 11. PL 46: Subsidy of 111

p. 4; View of proscenium corner, 111. p. 70; View of proscenium

boxes, 111.- p. 71; Personnel, 111. pp. 5,6; Works presented at,

11. p. 7: Plan of ceiling, 111. p. 76; View of ‘saloon to upper

tiers,» 111. p. 89: View of ante-room to state boxes, 111. p. So;

Lounge, 111. p. 87: Scene-store, plan and sections, 111. p. 95:

Skeleton section’ of “auditorium, . 111; Pl. opp. p, 62; ‘Skeleton

plan of auditorium, III. Pl opp. p. 62; Elevation of proscenium

frame, Ill. Pl.opp.p 73. Cost and dimensions, ‘111. p. 19:

References, 111. pp. 70, 74,.-79. 88; 39, 01, 94.

Vienna, Court THEATRE: Descriptive text, 1. pp. 7-14; Block plan,

1. p. 7; General view, I. p. 7: Design for central feature, 1. p. 9;

End elevation of staircase wing, I. p. 10; View of end of stair-

cage wing, ‘1. p. 10; View of proscenium boxes, 1. p. 11 7 Detail

of ‘box division, ‘Lp. 11; View of lounge, 1. p. 125 View of

entrance of grand staircase, 1. p. 13; View of upper part of

grand staircase, 1. p:14: Detail of door to buffet, I. p xv;

Ceiling pictures, I. pp. xvi, 6 ; Diagram of radial planning, I. p. 4;

Front elevation, ‘1. Pl-1,2, 3: Side elevation, '. Pl.4, 5; Plan

ground level, 1. PL 6,7: Plan area level, I. PL. 8, 9; Plan 1st

tier, 1. Pl ao, 11; Plan 4th ter, 'L. "PL v2; Imperial box, ante-

roomy, ‘1. Pl 12; Longitudinal section, 1. Pli13 14 + Transverse

section, 1. PL 15,16; Imperial box, I. Pl.17; Auditorium details,

1. PL.18; Auditormm ceiling, 1. PL 19, 20: lounge, details; 1.

Pl 21; Grand staircase, details, I: Pl. 22; Grand staircase ceiling,

details, ‘1. ‘Pl 135, 15; Grand staircase celling, 1. Pl. 23: General

view, 111. Frontispiece ; ‘Lounge, small ‘chandelier, 11; p.x;

Auditorium, proscenium curtain, Ill. p. xvi: Side view, 111.

P. 10; Site plan, 111. p11; Site; 111 p14 7 View of auditorium,

111. p. 66; View of proscenium, Ill. p. 66; View of proscenium

corner, 111. p. yo; View of proscenium boxes, 111. p. 71; Dia-

grams of box-front ‘line, 111." pp. 632, 63; *Chandeliers, "111. .p. 77;

View of box office, 111. p. 85; View of vestibule, Ill. p. 56;

View of scene-truck, III. p. 95; Skeleton plan of auditorium,

111. PL opp. p. 62: Skeleton ‘section of auditorium, T11.. PL opp.

p. 62; Elevation of proscenium frame, 111. Pl opp. p. 73; Audi-

torium, construction: Descriptive text, 111. pp. 96-100; Plan of

area, 111. p. oy; Plan of 1st tier,)'111. p. 97; Plan’ of 2nd tier,

111. p97; Plan of ceiling, 111. p. oy; Plan of roof, IIL p. 96;

Longitudinal and transverse sections, III PL opp. p. 99; Details,

III. pp. 98, 99; Heating and ventilation : Descriptive text, 111.

pp- 108, 109; View of main switch-room, III. p. 105; View of

ventilation exhaust ducts, 111. p. 109; View of mixing chamber,

111. p. 110; View of heating and ventilation control room, 111.

p. 110% ‘Stage : Descriptive text H1.:'S. pp. 35-61; Plan ‘of 180

mezzanine, "111. Sp. 45: Plan of and Bezzanine, 111. .S. p. 55;

View of stage from auditorium; 111...S:p 8; View: of ‘upper

machinery,’ 111. S.p. 56; View of funder machinery,” I11..85.

P: 57; View of ‘gridiron,’ 111.8. p. 57: Plan of stage: floor, 111.

S. p: 58; Plan of ‘under machinery, HI. 5. p. 58; Longitudinal

section, 111. 'S, p. 30; Transverse. sections, 111. 5. Pl. opp.p. 55;

Transverse and longitudinal sections, III. S. PL opp. p. 61; Plans

of ‘gridiron’ and fly’ gallery, 111. Sp. 60; Details of *grid-

iton,.-111. 8. p. 60: Details of hydranlic rams; 111. 8,.p. 61: Cost

and ‘dimensions. 111. p. 19; References, 111. pp. 36, 80,05, 117.

Vienna, Exmimrion THEATRE: Descriptive text, 111. p. 49; ‘Plan

area, 111. p. 49; Longitudinal section, 111. p, 40.

Vienna, Geeman’ TarATRE» Site plan, U1. pi13; Site 111. p14;

Descriptive text, 111. pp. 23,25; Plan area; 11L p. 24; Dongi-

tudinal section, 111. p. 25; View of proscenium, 111. p. 73; View

of ceiling, oll. p. 119; Reference, 111. .p. 75,

VIENNA, Music anp TueaTre Exsisrtion, 111. p. 49.

Vignws, “Rivg’ Taparee: Fire af, 11. S.'pp. 134,135; Longi-

tudinal section, 111.-S. p. 134 ; Transverse section, 111. S. p. 134;

Front elevation, 111. S. p. 135 ;: Area plan, 111. *S..p..138.

VIENNA, ‘Raimund’ THEATRE, 111. pp. 51, 53; Descriptive text, II.

pp- 27, 28; Block plan, 11. p. 27; General view, II. p. 27; View

of proscenium, 11. p. 28; Front elevation, 11.°Pl. 56; Plan area,

11. Pl. 56; Plan®usp tier, I1. Pl 57; Longitudinal’ section, 11.

Pl. 57; Plan 20d tier, 11. Pl 58; Transverse seciion, 11. Pl. 5%;

Diagram of box-front line, 111. p. 62; Plan and section of

orchesita, 111. p. 645; Lounge, FIV. p37; Sketch -plan, 111.

A? Oo

f=

P. 120; Skeleton plan of auditorium, 111. Pl. opp. p. 62; Skeleton

section of auditorium, 111. Pl opp. p. 62; Elevation of proscenium

Arame, 111. ‘PL opp. p. 73 ; ‘Cost and dimensions, 111. pire,

Vox per Hupk, H., see Berlin, ‘Lessing’ Theatre.

Von Yer, see Buda-Pesth, National Opera House.

‘WAGNER ® OPERA Houst, see Bayreuth.

WAGNER, R., see Bayreuth, ‘ Wagner’ Opera House.

Warsaw, Court Tueatre, 111. p. 4.

WiESBADEN, CoUrRT THEATRE : Subsidy of, 111. p. 4; Works presented

at, IIL. p.7; Site plan, TIL p14; Site, 1. p. 15; Movable

orchestra floor, plan, sections, 111. p. 65; Skeleton plan of audi-

toriony,” 111. Pl. opp. pp, 827 Stage +. Plan of stage floor, 111. /S.

P. 63; Longitudinal section~111. S. p. 66 ; Transverse section,

111. .5.p. 66,

Wanery, UHL: S. p, 81.

WOLVERHAMPTON, ‘GRAND’ THEATRE: Descriptive text, I. p. 44;

Block plan, Lp. 44; ‘Froot felevation, 1. PL 6%; “Plan. areal.

Pl.63: Plan isi tier, 1. PlL6z Longitudinal section, 1. PL 65;

111. pp. 28, 30; Skeleton plan of auditorium, 111. PL opp. p. 62;

Skeleton ’ section Jjof auditorium, ‘111. ‘Pl opp. p. 62; Cost and

dimensions, III. p. 10.

Woon AND IRON STAGES, see Paris, National Opera House ; Rotter-

dam, Municipal Theatre; London, D’Oyly Carie’s English

Opera Houge ; Schwerin, Court ‘Theatre, 11L.'S, pp. 23-36.

Woop Svack, Tur Excuisa: Descriptive text, 111. S. Pp. 9-14;

Plan of stage floor, 111. 3. p. 11; Plan of mezzanine, 111. S.p. 11;

Plan. offstar trap, 111. S.p. 10; Transverse section, 111.8. p. 12;

Longitudinal section, ‘111. ‘S.p. 17; ‘Details of “sliders,” 111. S.

P14; Details of ‘bridge,’ 111::8.p. 14; Sketch plan; TLL. S, p. 15.

Woop Sracrs, see English Wood Stage, Continental Wood Stages,

111. S. pp. 9—22.

Woop STAGES, CONTINENTAL: Descriptive text, 111. S. pp. 14-22;

Sketch plan of German wood stage and of French wood stage,

111, S.p. 15; ‘Flemish’ ‘Theatre, Brussels, Stage: Transverse

section, 111. 8. p.17; Longitudinal section; 111. S.p. 17; Plan

of ‘Ay’ gallery, HI. 8. p. 1% "Plan of siage floor, 111. S.p. 18;

‘Eden’ Variety Theatre, Paris, Stage: Longitudinal section,

111. 8.p. 191 Court “Opera House, Dresden, Stage: Plan’ of

stage floor and joists, 111. S. p. 20; Longitudinal section, III. S.

P- 21; Transverse’ section, 111. 'S. p. 21; Court’ Opera House,

Vienna, Stage: Plan of stage floor, III. S.p. 20; Longitudinal

section, I11. S.p. 22; Transverse section, 111. S. pn. 72]

Worms, Prorie's Tazaree: Descriptive text, 1. pp. 32, 33; Detail

of decoration in lounge, 1. p. 31; Block plan, 1.p. 32 | View of

auditorium with orchestra, I. p. 32; View of auditorium with

front singe; 1. 'p. 33; General view; I. ‘p. 34; "Site plan, 1..p. 3%

Front elevation, 1. Bl.53; Plan area, 1. Pl z3; Plan ground

level, 1. Pl 54; Plan 1st'tier, 1. Pl 54; Longitudinal section, 1.

PL. 55 ; Transverse section, '1.:Pl 55; Sie, 111. p. 14; Plan and

section of orchestra, 111. p. 64; Sketch plan, 111. p. 121 ; Skeleton

section of auditorium, III. PL opp. p. 62; Skeleton plan of audi-

torium, 111. PL opp. p. 62; Cost and dimensions, 111. p. 19,

Wryison, O. C., sz London ‘Oxford’ Variety Theatre; | Bristol,

‘ Empire’ Variety Theatre.

Young, Arcumnarp, 111 p26

‘Young’ Sarery Tuearre : Descriptive text, 111. p. 56; Plans, area

and fvst tier, 111. :p. "53 :

ZILLER, E., see Athens, ‘National Theatre.

Z1ER, ]., see Prague, Czech National: Theatre.

Zimice, Mumcieal, Trratee: Descriptive text, 11. pp, 53, 54; ILI,

p- 25; View“of auditorium, .11." p. 52; Block plan, 11. p. 53

General view, 11. 'p. 53; View of proscenium, Il. ip. 54; Front

elevation, 11. Pl og’; Plan ond tier, 11. Pl. go; Plan area, 1].

Pl. 100; Plan 3rd: tier, Il." Pl 100; Longitudinal section, 11.

Pl. 101 ; Transverse section, 11.< Pl, 101; Plan ared, 111. p. 24;

View of vestibule, 111. p. 81; Lounge, 111. p. 87; View of ceiling,

11). "p..122';" Skeleton plan of auditorium, 111. (Pl. opp. p. 62;

Skeleton section of auditorium, III. Pl opp. p. 62; Elevation of

proscenium frame, III. PL opp. p. 73; Dates and dimensions, 111.

D- 19; References, 111. pp.- 25; 70, 71, 735, 38, 60.
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