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INTRODUCTION 

This summer approximately forty-five major outdoor 

historical dramas will be playing across the nation. An 

audience of 1.5 million will buy tickets to watch their 

recreation of history. These productions represent a 

distinctly American theatre genre: a new art form, "sym

phonic drama." Although the genre was created in 1937, 

expansion of the form did not occur until the decade of the 

fifties. By 1954 the cumulative attendance to outdoor pro

ductions exceeded two million; today three-fourths of that 

attendance figure is achieved in one summer. Outdoor the

atres experienced their greatest growth during the decade 

of the seventies. "At a time when the legitimate stage in 

New York City is ailing seriously," a U.S. News and World 

Report article stated, "live theatre is reaching millions 

in the suburbs and towns of America where entertainment 

2 
once was rare." Taking advantage of this expansionist 

movement, historical dramas became one of the fastest expand

ing types of regional dramas. 

Leadership for the outdoor movement came primarily from 

Paul Green, Dramatic Heritage (New York: Samuel 
French, 1953), p. 18. 

"Stage is Alive and Well in Suburbia," U.S. News and 
V̂ ?orld Report, July 16, 1973, p. 80. 

1 



2 

the Southeastern states, in particular North Carolina. The 

Lost Colony, Green's original example of the new genre, 

established the playwright and the University of North 

Carolina at Chapel Hill as the primary authorities on the 

new dramatic art form. Although the Southeastern area re

mains the headquarters for outdoor dramas, the expansionist 

movement provided an interesting phenomenon as the most 

popular Green script is now produced in Texas. 

Opening in 19 6 6 the Southwestern production quickly 

established itself as a successful production. Success of 

a popular entertainment is usually based on attendance and 

income. The show's average summer attendance over fourteen 

seasons is eighty-five thousand per summer. Within its 

first decade of operation, Texas surpassed all other outdoor 

dramas which run for two months a year except Unto These 

Hills, an Indian drama which has been running in North 

Carolina for twenty-seven seasons. 

Such success is not typical of outdoor drama. Of the 

ten new shows which opened in 1976, over half are in finan

cial difficulty and are struggling for existence. Kermit 

Hunter, the most prolific writer of outdoor plays, has 

stated, somewhat ruefully, that "since 1951 there hasn't 
3 

been one successful play in my twenty-four." Statistically, 

only one show in six has the potential for survival. 

3 
Kermit Hunter, quoted in First National Outdoor Drama 

Conference, ed. Charles Lower (Chapel Hill, North Carolina: 
Institute of Outdoor Drama, 1963), p. 37. 



Texas had, from the beginning, the look of a survivor. 

Maggie Kennedy of the Dallas Times Herald wrote: 

Texas is actually two stories. There's the musical 
romance of Panhandle history covering a period of 
four or five years that takes place on the stage . . . 
and then there is the more recent saga of how the 
award-winning show was conceived, put together and 
has grown. Both are prime examples of perseverance, 
determination and ingenuity.^ 

The purpose of this study is to discover the factors related 

to the show's prosperity. Once identified, these agents will 

be used to construct a model establishing a pattern for form

ing the constituent parts into a unit. The model will serve 

three functions: 

(1) Organization — It will isolate certain relevant 
dimensions of the process and explain their 
importance. 

(2) Research — The model will identify those relevant 
variables that should be studied. 

(3) Prediction of outcome—The model will set forth 
an explicit set of categories for arriving at 
predictions of the production's outcomes.^ 

The development of the model will utilize a marketing ap

proach. First, the writer will present a study of the genre 

itself. Next the study will focus on the production and its 

4 
Maggie Kennedy, "Texas -- A Musical Saga of the Pan

handle's Past," Dallas Times Herald Sunday Magazine, July 22, 
1979, p. 6. 

5 
Adapted from Gerald Miller's An Introduction to Speech 

Communication, 2nd ed. (New York: The Bobbs-Merrill Company, 
Inc., 1972), pp. 54-83. 



development as a product. Third, the investigation will 

consider the marketing of the product. After this survey of 

the production the writer will construct two models, an orga

nizational and a production model, in order to categorize the 

relevant elements of the process. Having worked three sea

sons with the production, the writer has gained an insight 

into the production's tangible and intangible aspects. This 

insight proved invaluable in determining the relevant dimen

sion for the model. It is this writer's hope that the models 

developed from his study will serve to strengthen the genre 

and provide clear guidelines by which interested parties may 

have a basis for predicting the outcome of their venture into 

outdoor theatre. 



CHAPTER I 

SYMPHONIC DRAMA 

In writing outdoor spectacles such as Texas, Paul Green 

allied himself with modern pageantry rather than the main

stream of contemporary drama. He claims, however, that his 

outdoor productions are not pageants but a new art form, 

symphonic drama. This chapter presents an analysis of the 

genre of symphonic drama, tracing its development and identi

fying the primary sources which influenced Green's work. The 

genre's objective. Green explains, is "a real people's the

ater, other than the movies." "I mean," he continues, "a 

theatre in which plays are written, acted, and produced for 

and by the people—for the enjoyment and enrichment and not 

2 
for any special monetary profit." "Then," Green adds, "when 

the country becomes theatre-minded, the level of taste and 

3 
appreciation will gradually rise higher and higher." Thus, 

Green envisions the new genre as a tool by which live theatre 

would be introduced to the masses. 

Harry Davis, director of The Lost Colony and Unto These 

Hills, sketches the genre's ancestry: 

Paul Green, Dramatic Heritage (New York: Samuel French, 
1953), p. 47. 

Ibid. 

^Ibid. 



It had its inception in the great amphitheatres of 
ancient Greece, was nurtured in the Rome of the 
Caesars, and came of age during the lusty Eliza
bethan era of England. And then died. But now 
some 4 00 years later and a continent removed, the 
"theatre of the people" is coming back again. It 
is being revived through the outdoor historical 
drama. . . .^ 

An imaginary critic questions Green about the newness of the 

dramatic form: 

"It's something new, isn't it?" the critic asks. 
"I have been hoping there is something new to it," 
Green replies. "But I guess after all it' s pretty 
much as old as drama itself."^ 

The playwright identifies the dramatic form's most recent 

contributor as he continues: "And years ago Percy Mackaye 

wrote and produced masques and pageants somewhat like it." 

Thus, Green links his concept with the pageant and with 

Percy Mackaye. The historical investigation of symphonic 

drama's lineage will begin by surveying these two influences. 

The import of the pageant to this genre is evident as 

one recalls that Green's objective is a real people's the

atre. Traditionally, from earliest societies, there are 

accounts of celebrations honoring gods, military heroes, and 

other significant events in which the people produced and 

4 
Harry Davis, "Theatre of the People," Unto These Hills 

Official Program, 1957, cited in William Free and Charles 
Lower, History into Drama (New York: Odyssey Press, 1963), 
p. 130. 

5 
Green, Dramatic Heritage, p. 46. 

^Ibid. 



participated in pageants. Basically the pageant is an elab

orate open air entertainment composed of loosely unified 

episodes. The pageant expresses national, communal and/or 

other celebrations of group purpose or identity. Since its 

beginning, pageantry has experienced various renewals; the 

most recent and influential as far as the symphonic drama is 

concerned occurred in Europe in the eighteenth century and 

in America after the establishment of the Republic. In this 

study the writer will focus on the American contributions. 

Americans celebrated national holidays with patriotic pag

eants, thereby allowing groups in cities and towns to com

memorate significant events. 

In tracing the pageant's development in the United 

States, one discovers the name Mackaye. Steele Mackaye, 

theatre designer, actor and director of New York's first 

school of acting, became one of the chief American v/riters 

of pageants in the late nineteenth century. Innovative in 

his thinking and designing, Mackaye "influenced the theatre 

of his time and after, more by what he thought, dreamed of, 

and fought for than by what he actually achieved." His son, 

Percy Mackaye, receiving his father's genius for independent 

thinking, conceived the idea of a free theatre. He envi

sioned establishing a chain of publicly endowed theatres 

7 
Phyllis Hartnoll, ed., The Oxford Companion to the 

Theatre, 3rd. ed. (London: Oxford University Press, 1967) , 
p. 595. 
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as well as privately endowed theatres under the trusteeship 

of American universities. The theatre would be directed by 

experts in theatrical art and dedicated to cultivating the 
g 

liberal art of a drama of democracy. Following his father's 

example he utilized the pageant as the dramatic form for his 

theatre. His first masque, produced in 1905, coincided with 
9 

the beginning of modern pageantry. 

Noting the artistic monotony caused by the commercial 

interest of the professional theatre, he complained, "The 

masses remain without a fine art." In the masque, the 

pageant, and the festival as produced in America, Mackaye 

found the expression of community spirit focused by cooper

ating artists for his new theatre. "Pageantry satisfies 

an elemental instinct for art," an instinct that ". . .is 

capable of being educated, refined and developed into an 

Q 

Percy Mackaye, Civic Theatre (New York: Mitchell 
Kennerly, 1912), p. 156. 

9 
Modern pageantry dates from the 1905 production of 

Louis N. Parker's Warw^ickshire Pageant in England. A "Parker 
Pageant" is a tale of historical happenings, re-enacted if 
possible in their original setting. It is told in prose and 
verse, with dialogue, drama, comedy, tragedy, farce, dancing, 
singing and music, and most important of all, with spectacle. 
Anthony Parker, Pageants (London: The Bodley Head, 19 54), 
p. 13. 

Percy Mackaye, The Playhouse and the Play (New York: 
The Macmillan Company, 1909; reprint ed. New York: Green
wood Press Publishers, 1968), p. 105. 

Mackaye, Civic Theatre, p. 174. 
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agency of civilization." What the nation needed, Mackaye 

explained, was 

. . . a drama adapted to a people of many millions: 
many millions, but fused by the American spirit. . . . 
Its dramatists peering through imagination . . . (as 
Keats says) "to see as the god sees," . . . to re
veal its perennial meanings to their modern time.^^ 

This "new drama of democracy," as Mackaye labeled it, offered 

a "popular fine art," which provided for the many, "the whole 

14 
people." He concluded, "The association of artists and 

civic leaders . . . would thus tend gradually to establish a 

civic theatre, owned by the people and conducted by artists 

•̂  „15 m every city. 

A contemporary of Mackaye's, Thomas Dickinson, furthered 

the development of symphonic drama by calling for a renewal 

of theatre by returning to the outdoors, its original environ-

16 
ment. Dickinson believed the local pageant and the social 

festival contained the germ of a new and vital trend in Amer

ican drama, "A movement, which according to its nature . . . 

17 
belongs to the people." 

^^Ibid. 

Mackaye, The Playhouse and the Play, p. 118. 

•̂ "̂ Ibid. , p. 103. 

Mackaye, Civic Theatre, p- 177. 

16 
Thomas H. Dickinson, Case of American Drama (New York: 

Houghton Mifflin Company, 1915), p. 121. 

Ibid. 
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Green is honest with "the critic" when he admits sym

phonic drama is not entirely new. The basic premise, a 

people's theatre performed outdoors, had already been formu

lated by the time Green enrolled at the University of North 

Carolina in 1914. The genre's development parallels Green's 

progress as a playwright. 

As Green began college the pageant was undergoing a 

process of gradual alteration. Frederick Walsh traces the 

evolutionary change of the pageant. He explains: 

By 1915 three modes of community drama were at work: 
one essentially visual, one essentially poetic, and 
a third which tried to couple sight and sound in a 
realistic pattern. Yet all three had a common ob
jective: community expression. In the process of 
accomplishing their purposes each exerted influences 
upon the others with the inevitable resulting com
posite, the pageant drama.^^ 

Typically the pageant possesses " . . . little or no unity of 

action or character, but to some degree unity of theme: it 

generally has an extensive chronological time span which 

does not allow concentration on a dramatic story projected 

19 by one or a small group of characters. . . . " Unlike the 

standard pageant, described by Walsh, Ethel T. Rockwell's 

Star-Spangled produced in 1914 presented a story emphasizing 

18 
Frederick G. Walsh, "Outdoor Commemorative Drama in 

the United States, 1900-1950" (Ph.D. dissertation. Western 
Reserve University, 1952), p. 320. 

19 
Christian Moe, "Creating Historical Dramas" (Ph.D. 

dissertation. University of Southern California, 1958), 
p. 37. 
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20 individuals and time m order to tell a dramatic story. 

Rockwell's change in the pageant, strengthening its dramatic 

unity, coincided with Green's initial year of college. 

Reviewing the national interest in the pageant, Fred

erick H. Koch, a man destined to have a great impact on 

Green's career, wrote: 

Is not the revival of pageantry by the people one 
of the most significant phases of the great dra
matic movement of our time, suggesting, perhaps, 
in its vast visionings, a new form of communal 
expression, democratic, socialized—a new art of 
all the people? Perhaps this is its most common 
and promising characteristic: it is essentially 
of the people, the community furnishing at once 
its theme, its actions, its audience.21 

Identifying the pageant as a new art for all the people, 

Koch emphasized the community aspect of the pageant which 

later attracted Green's interest. Although the war inter

rupted Green's work, the pageant's development continued. 

Three relatively unknown productions exemplified further 

modification of the pageant-drama. First, William Chauncy 

Langdon's The Pageant of Corydon limited the time period to 

one phase of the community's growth, altering the tradi

tionally broad time period. Next, Augusta Stevenson's 

Romantic Indiana improved the quality and importance of 

dialogue. Finally, Shakespeare, The Playmaker, written by 

20 
Walsh, "Outdoor Commemorative Drama," p. 209. 

21 
Frederick H. Koch, "Amateur Values in Pageantry," 

Quarterly Journal of Speech I (October 1915) : 289. 
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twenty students under the direction of Frederick H. Koch, 

focused on one man, a specific period (1588-1609), and 

dialogue. Thus the development of a definite story-line 

presented and developed by dialogue signaled the beginning 

22 

of a new era m outdoor drama. 

As the pageant entered a new period of development. 

Green returned from the war to complete his academic prepara

tion. Within a year of his return. Green received an intro

duction to pageantry as Frederick H. Koch, the new professor 

of dramatic art at the University of North Carolina, pro

duced a major historical pageant. Commissioned in 1918 by 

the State Literary and Historical Association of North Caro

lina, Koch wrote Raleigh, Shepherd of the Ocean to commemo

rate the tercentenary of Raleigh's execution. An epidemic 

of influenza thwarted the original plan. So, not until 1921, 

one year after Green's return to his academic work, was the 

script performed. Walsh suggests that Koch's pageant im

proved further the dramatic action of the historical pageant. 

Most significant was his refinement of the dramatic continu

ity technique by focusing the pageant drama on the story 

of a single man as his students did in Shakespeare, The 

Playmaker. Walsh states. 

22 
Walsh, "Outdoor Commemorative Drama," pp. 201-227. 
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In Raleigh, The Shepherd of the Ocean, the vision 
of one man represented the hope and aspirations 
of a nation, his struggle stood for the struggle 
of Englishmen, his spirit symbolized a national 
spirit. The audience was, therefore, not asked 
or expected to comprehend fluid masses: it was 
not given the task of deciphering the meanings 
of multitudes without knowing persons. In this 
pageant drama, the audience could associate it
self with the endeavor of one man and through him 
was able to feel the impact of the opposition.23 

Koch's concentration of dramatic continuity into the story 

of a single man became a model for Green's new genre. The 

young playwright learned from his mentor the best form for 

presenting the drama of the American provinces: 

. . . the pageant would seem particularly adapted 
to give the people an adequate outlet for their 
constant desire to express in dramatic form their 
native, though too often arrested sense of beauty.^4 

In 1921, pageantry received further alteration as 

George Pierce Baker's Pilgrim Spirit introduced two new in

gredients to the pageant-drama: the religious spirit as an 

impelling dramatic force, and the telling of a story in such 

a way that the theatrical devices of lighting, music and 

spectacle were integrated with dialogue as a means of en

hancing the production and of moving the drama forward to 

its conclusion. Thus, with Baker's contributions, two more 

ingredients in Green's concept, spectacle and music, were 

formulated. 

^^Ibid., p. 234. 

24 
Koch, "Amateur Values in Pageantry," p. 289. 
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Applying this information. Green began writing one-act 

plays about the blacks and poor whites in the South. Encour

aged by the Carolina Playmakers' productions of his works, 

he wrote In Abraham's Bosom, a full-length play based on two 

of his one-act plays. This play won a Pulitzer Prize and 

brought Green recognition as the most significant regional 

25 
playwright. Green's instant success in the professional 

theatre offered him opportunities to polish his skill. 

As Green's writing skill matured in the indoor theatre, 

the genre of outdoor pageant-drama continued its maturation. 

Development of the pageant's dramatic form progressed as 

Lillian W. Spencer's New York Pageant (1927) focused on 

". . . a reasonably limited period of time, and concentrated 

upon a few individuals through whose actions the historical 

26 events were retold." The Pageant of the Yorktown Campaign, 

written by Thomas Wood Stevens, represented the most signif

icant development of the pageant-drama form. Walsh summa

rizes the show's contribution: 

. . . that it concentrated upon detailing the es
sential facts of a story; it did not indulge in 
extraneous matters such as non-essential preludes, 
unrelated interludes, or scenes not contributory to 
the story line; it varied its pattern of scene de
velopment by using scenes of few characters and 
scenes of masses, scenes of dialogue and scenes of 

25 
Hartnoll, Oxford Companion to the Theatre, p. 410 

2 6 
Walsh, "Outdoor Commemorative Drama," p. 247. 
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pantomime; and, it did not find it necessary to 
force scenes which were fundamentally intimate 
into traditionally expansive scenes of large 
numbers.^7 

Walsh concludes that the pageant-drama reached a plateau 

where it remained until Green, six years later, wrote The 

28 
Lost Colony. 

Green did not perceive the importance of the pageant-

drama until he visited Europe on a Guggenheim Fellowship. 

He relates the events leading to his interest: 

I had been in Germany where I met Alexis Granowski, 
the director of the Jewish Moscow State Theatre. 
He had a new dramatic form using music, a form 
which impressed me.29 

Green in his essay "Music in the Theatre" presents two ques

tions Granowski asked, which stimulated his thinking: 

. . . why America hasn't developed an authentic 
music drama . . . well, that is one of these 
mysteries of art. But I prophesy before the real 
genius of your country can express itself on the 
stage, music vitally integrated into the drama it
self must be used. 

I have often wondered why America has never 
created a great Negro theatre? . . . Think of 
the rich possibilities you have there--the sing
ing, the spiritual, the vivid religious ideology, 
folklore, the tall tales, the dramatic conditions 

27 
Ibid., p. 253. 
Ibid. 

29 
Paul Green, panel discussion "The Symphonic Drama as 

a Medium for the Playwright," cited in The First National 
Outdoor Drama Conference, ed. Charles Lower (Chapel Hill, 
North Carolina: Institute of Outdoor Drama, 1963), p. 24. 
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surrounding that submerged yet marvelously gifted 
people.^0 

Given incentive by Granowski, Green decided to write "an 

epic drama on the Negro in which I felt free to use all the 

31 
elements of the theatre sounding together." In seeking 

the right term to describe the play, he selected "symphonic 

drama." "The term seemed a little highfalutin," he relates, 

"and I deplored that. But it was nearer what I wanted than 

32 
anything else." Green wrote, "By symphonic drama I mean 

that type of drama in which all elements of theatre art are 

used to sound together—one for all and all for one, a true 

33 
democracy." So, Roll Sweet Chariot, which opened at the 

Cort Theatre in New York in 1934, became his initial example 

of the arts "sounding together." Broadway was not kind to 

the Negro drama and it closed after the first week. However, 

the playwright continued to experiment with Granowski's tech

nique of combining music and folklore. Collaborating with 

Kurt Weill in 1936, he wrote Johnny Johnson; it was likewise 

a failure. 

3 0 . . . . 
Green, "Music m the Theatre" in Dramatic Heritage, 

pp. 39-40. 
31 
Green, "The Symphonic Drama as a Medium," p. 24. 

32 
Green, "Symphonic Drama" in Dramatic Heritage, 

p. 18. 
33 
Paul Green, "Author's Note," The Common Glory (Chapel 

Hill, N.C., 1948) cited in William Free and Charles Lower/ 
History into Drama (New York: Odyssey Press, 1963), p. 123. 
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The turning point came as Green accepted an invitation 

to write the script for an outdoor production on Roanoke 

Island. The shift to an outdoor production made a difference, 

as Green relates: 

But there at Roanoke Island we had plenty of room 
and a little money. With The Lost Colony, we were 
to meet at a dedicated spot where a group of peo
ple had perished—and dreamed and hoped. I said 
to myself that I was going to take all the elements 
of the theatre and put them at the service of these 
people. I would tell their story as I had tried to 
tell the story of the Negroes indoors. I felt per
fectly at home in taking a 180-degree arc in front 
of the audience and firing it up with music and 
dance. . . . Whatever happens, the whole environ
ment could speak its piece, not merely in words, 
but in sound. . . .-^^ 

Green viewed his work as a play, not a pageant, 

for it tells a story, and the characters are indi
viduals, not types, as is usually the case in 
masques and pageants. There is a conflict of will, 
a goal—a story-line continuity.^5 

In 1937, The Lost Colony marked the highest peak yet 

achieved by outdoor drama. Koch credits Green with fine 

tuning the pageant "to the plane of imagination and high 

3 6 
poetry." Green's outdoor symphonic drama ushered in a new 

era. For, Walsh states, "The ingredients are the same but the 

34 
Green, "The Symphonic Drama as a Medium," pp. 24-2 5. 

35 
Green, Dramatic Heritage, p. 46. 
Frederick H. Koch, "The Drama of Roanoke Island," 

The Lost Colony Official Program, 1938, quoted in William 
Free and Charles Lower, History into Drama (New York: 
Odyssey Press, 1963), p. 136. 
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37 

sum total is different." Green's refinement of the pag

eant resulted in the integration of all the elements of 

theatre art into symphonic drama—poetry, dance, pantomime, 

masks, choreography, story-line, song and music. Thus, Green 

became the chief proponent of a new concept for outdoor 

drama, a truly eclectic production with "methodology and 

technique sufficient for all requirements and challenges of 

3 8 
the imagination." Professor Koch wrote: 

The production is unique in the collaboration of 
actors, musicians and technicians, in uniting the 
WPA Federal Theatre professional players, Carolina 
Playmakers from the University of North Carolina, 
and the people of Roanoke Island. I know of no 
similar undertaking anywhere in the history of the 
American theatre. Perhaps this Roanoke Island 
drama may show us the way toward a new theatre—a 
theatre of all the people—a theatre cherished and 
sustained by the national government as a necessary 
adjunct to our spiritual welfare.^^ 

The Lost Colony not only successfully launched Green's 

career as the leading outdoor dramatist, but also established 

the prototype for most of his future symphonic dramas. Green 

employed certain elements in The Lost Colony which he used 

thereafter as a pattern in all his plays. First, the leading 

character is recognized for his strength and courage. He may 

be taken from history as was John Borden in The Lost Colony, 

37 
Walsh, "Outdoor Commemorative Drama," p. 2 64. 

38 
Green, Common Glory, p. 123. 

39 
Koch, "The Drama of Roanoke Island," p. 137. 
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Thomas Jefferson in The Common Glory, and George Washington 

in Faith of Our Fathers, or the character may be fictional 

as Calvin Armstrong in Texas. Second, the hero's counter

part is usually a drifter, who eventually achieves dignity and 

respect. Old Tom in The Lost Colony, Amos Sullivan in The 

Common Glory, and Tucker Yelldell in Texas are examples. 

The story's development is episodic, and always a democratic 

idea is its theme. Other common ingredients are the love 

interest between persons of different estates (Calvin, the 

poor sodbuster, and Elsie, Uncle Henry's well-educated and 

wealthy niece in Texas) and the "big speeches which in dif

ferent words express the same spiritual concepts and fulfill 

40 the same purposes." Interest in the new genre's prototype 

seemed to predict rapid expansion; however, the Second World 

War precluded the genre's growth. 

After World War II, Green and his student, Kermit Hunter, 

dominated the scriptwriting for outdoor dramas. Following 

a slow postwar beginning, the decade of the fifties witnessed 

the expansion of the genre throughout the southeastern region 

of the nation. Green wrote Faith of Our Fathers, 195 0; The 

Wilderness Road, 1955; The Founders, 1956; The Confederacy, 

1958; and The Stephen Foster Story, 1959. In 1950, Kermit 

Hunter wrote Unto These Hills, which continues to enjoy 

Walsh, "Outdoor Commemorative Drama," p. 2 53. 



20 

outstanding success. Hunter completed seven other scripts 

between 1951 and 1957, but only two. Unto These Hills and 

Horn in the West, survived the decade. Green's scripts 

fared more successfully as The Lost Colony, The Common Glory, 

and The Stephen Foster Story continued into the sixties. 

Two shows. The Wilderness Road and The Founders, reopened in 

the sixties; The Wilderness Road remains in production at the 

time of this writing. 

The genre's expansion, however, was marred by the short 

life span of the majority of shows. Green has completed 

fifteen scripts of which eight are still playing. His stu

dent, Kermit Hunter, finished twenty-five scripts, but as 

he laments, "Since I left Cherokee in 1951, there hasn't 

41 

been one successful play in my twenty-five." Both play

wrights. Green and Hunter, believed their scripts were pri

marily to blame for the short-lived productions. 

Seeking to solve the problem. Green initiated modifica

tions in the stories' subject. First he attempted to re

place the historic event as used in The Lost Colony with an 

historical situation. The Common Glory, Faith of Our Fa

thers, and The Confederacy exemplified this technique; this 

was not the answer as two of the three shows closed after 

41 
Kermit Hunter, panel discussion "The Symphonic Drama 

as a Medium for the Playwright," cited in The First National 
Outdoor Drama Conference, ed. Charles Lower (Chapel Hill, 
North Carolina: Institute of Outdoor Drama, 1963), p. 37. 
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only two seasons. His most successful changes occurred as 

in The Stephen Foster Story he focused on an individual 

rather than an event or situation and in The Wilderness Road 

created ficticious, rather than actual characters. These 

two scripts remain in production. 

John Gassner, in 1954, evaluates the form as he writes. 

It is entirely possible that outdoor theatres and 
pageant-dramas, or symphonic dramas, as Paul Green 
prefers to call them, will someday constitute a 
major form of theatrical effort throughout the 
United States.42 

Green, according to Gassner, had fulfilled the goal of 

Mackaye and Koch, for "this outdoor theatre movement is 

patently a people's theatre in a profoundly American scene. 

It is not a people's theatre in the European sense of the 

43 term." Furthermore: 

It is neither a class theatre like the German 
Volksbuehne, which was at least nominally a work
ing class movement, nor a national enterprise in 
the sense in which the subsidized Comedie Francaise 
is the national theatre of France. The American 
movement cuts across class lines (the question of 
class doesn't even crop up), and it is distinctly 
local. The ventures are . . . an outgrowth of the 
interest in regional and folk drama. . . .44 

The rapid expansion of outdoor dramas was accompanied by 

the need for information explaining how a community should 

42 
John Gassner, "Outdoor Pageant-Drama: Symphony of 

Sight and Sound," Theatre Arts 28 (July 1954): 80. 

Ibid. 

44 
Ibid., p. 81. 
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plan and operate such a production. Prior to 1963 each 

prospective outdoor sponsor had to initiate his own search 

for information; normally Green or the producers of The Lost 

Colony received these pleas for assistance. Because of 

Green's relationship with the University of North Carolina, 

Chapel Hill became an unofficial center for outdoor drama. 

As the requests for help increased, an information center 

became a necessity. In January of 1963, the Institute of 

Outdoor Drama came into existence. Designed to serve as a 

source of stimulation, advice, and information, the Insti-

tute became 

a repository of information about outdoor drama 
. . . information which will be of real use to the 
beginning organization in planning new productions, 
in trying to avoid some of the mistakes which have 
been made in the past, and perhaps, even in im
proving on some of the successes.'*^ 

With the Institute headquartered at Chapel Hill, the area 

became the center of research and development for the new 

art form. Establishing the Institute did not verify the 

outdoor epic-drama as an artistic endeavor; in fact. Green 

relates that someone asked, "Why don't you quit writing these 

46 outdoor dramas and do something worthwhile?" As though 

responding to the challenge, Kermit Hunter proclaimed the 

importance of outdoor theatre: 

45 
William Trotman, cited in The First National Outdoor 

Drama Conference, p. 38. 
46 
Green, "The Symphonic Drama as a Medium," p. 37. 
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Outdoor drama, as it is conceived and carried on 
in Chapel Hill by the University, is the one art 
form in America today which embodies all these 
three conceptions of art, fine, folk and commer
cial. It is folk art in that it is built mainly 
upon the manners, customs, beliefs, and ideals of 
the more primitive American past, in that it glori
fies the basic elements of our national or regional 
culture,and seeks to preserve and promulgate the 
history and traditions of certain areas of our na
tional life. It is commercial art, in that it pro
duces dividends, in that it sells, in that it brings 
money into North Carolina . . . as fine art, the 
outdoor drama is now coming into its own. Last sum
mer Brooks Atkinson, of the New York Times, stated 
that the one thing he most appreciated in this kind 
of theatre was the sense of intellectual integrity 
which pervades the outdoor plays; slick and sophis
ticated works of modern drama too often neglect to 
say anything lasting, or to leave the audience with 
any tangible thought which might be remembered later. 
In the outdoor theatre there is a conscious effort 
to present characters, scenes, and ideas which are 
based on fundamental and timeless truths—the basic 
relationship of man to man, of race to race, of 
nation to nation—to portray ideals which have 
brought light, and hope into the world since the 
dawn of man, such things as honesty, loyalty, kind
ness, reverence, love of the land.47 

Hunter's statement, a new interpretation of Mackaye's eclec

ticism, provides the distinguishing elements of outdoor plays 

Themes utilized for this genre are primarily affirma

tions of "American principles of democratic principle and 

48 justice." This broad and elevated subject matter requires 

an adept hand, as the playwright must translate history into 

"̂̂ Kermit Hunter, "The Outdoor Historical Drama," The 
North Carolina Review 30 (1953) quoted in William Free and 
Charles Lower, History Into Drama (New York: Odyssey Press, 
1963), pp. 132-lT^ 

48 
Gassner, "Outdoor Pageant-Drama," p. 83. 
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dialogue which is dramatic, not a lecture or history lesson. 

Kermit Hunter explains the dramatic license exercised by 

the playwright: 

We stick to historical fact only in general and 
where violation of it would be obviously unsound. 
. . . When we begin to write dialogue and lead up 
to a dramatic situation, more time is consumed 
and thus we have to accordionize history to some 
extent.49 

Dramatizing the spirit of history often eludes the play

wrights. As critic John Cassner observes, "The Common Glory, 

although impressive production-wise, came a trifle too close 

to a history lesson. Difficulty characterizing historical 

figures like Washington created insurmountable problems for 

50 
Green's Faith of Our Fathers." Treat, in his study of 

Green's work, concludes that "the further the plot is from 

strict adherence to history, the greater the opportunities 

for the playwright to develop characters." Edwin Lindsey, 

in his analysis of Green and Hunter, presents the alterna

tives available to the playwright as he seeks a character to 

convey the lesson. 

49 
Kermit Hunter, personal letter quoted in Christian 

Moe, "Creating Historical Dramas" (Ph.D. dissertation, 
Unviersity of Southern California, 1958), p. 37. 

Gassner, "Outdoor Pageant-Drama," p. 83. 

51 
Donald Robert Treat, "Paul Green's Concept of Sym

phonic Drama and Its Application to His Outdoor Plays" (Ph.D. 
dissertation. University of Denver, 1963), p. 190. 
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The characters must be the embodiments of the im
portant ideas, forces, and movements of the his
tory. The action must be concentrated around a 
hero and his chief opponent. . . . 

If a real historical figure does not fit well 
into the dramatic role needed. Green and Hunter, 
like Shakespeare, will change the character . . . . 

If there is an historic idea or force to be em
bodied and no historic figure will serve either as 
he was or in altered form, then the dramatist must 
invent a person. . . . This invented character is 
more important in the play and more effective dra
matically than . . . the real historical per
son. . . .52 

Green's most popular show, Texas, exemplifies the "invented 

character" as the principal characters are all fictitious. 

Texas, like The Wilderness Road, uses a plot based on and 

developed from the playwright's conception of character 

rather than a wish to commemorate an historical event or 

individual. 

The distinctive qualities separating symphonic drama 

and regular drama are primarily based upon technique. First, 

consider the playwright's technique. He must utilize an 

"open" play structure. As John Gassner explains. 

There is no place for the tight little realistic 
play on the open-air stage. The story is large; 
it is a chronicle—of the first settlement in 
America (The Lost Colony), of the Virginia 

52 
Edwin S. Lindsey, "Outdoor Historical Dramas of Paul 

Green and Kermit Hunter," paper delivered to Tennessee Philo
logical Association, February 20, 1959, cited in William Free 
and Charles Lower, History into Drama (New York: Odyssey 
Press, 1963), pp. 144-45. 

53 
Treat, "Paul Green's Concept of Symphonic Drama," 

p. 236. 
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people's contribution to the war for national in
dependence (The Common Glory), . . . of the his
tory of the Cherokee Indians (Unto These Hills).^^ 

Gassner describes the form employed by the playwright as 

episodic: 

As in the case of a national epic . . . not merely 
because the action must move freely from place to 
place but because the treatment must be "presenta
tional"; rather than "representational."55 

The episodic structure requires the playwright to be a 

5 6 
"scenewright." Each individual scene must be fully and 

richly created. "As yet," Gassner observes, "too many scenes 

[in outdoor productions] do not possess a rounded, strongly 

57 
charged action." He warns, "The latter [playwright] must 

not be seduced by the loose form into assuming the secondary 

58 
role of librettist of the production." "Ideally," Gassner 

writes, "the pageant dramas should be a compound of poetry 

59 
and colloquial dialogue." Successful achievements of this 

composition remains elusive; however, Gassner suggests, 

"Green has come closest in supplying this kind of writing in 

The Lost Colony." ° 

54 
Gassner, "Outdoor Pageant-Drama," p. 82. 

Ibid. 

Ibid., p. 83. 

^'^Ibid. 

Ibid. 

59 ^Ibid. 

Ibid. 
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The outdoor drama requires unique staging. Working 

with the spectacular and larger scale of the stage, the 

director's concept of action must be broad and vigorous. 

The openness of the stage gives the actor a sense of space 

far in excess of the normal indoor presentation. The spa

ciousness of the acting area requires the actor to enlarge 

movement and increase the projection of his voice. To many 

performers the outdoor requirements seem to contradict their 

stage training because the extra-large scale of the amphi

theatre does not allow the intimacies of an indoor theatre. 

The crucial question is not intimacy, but communication, an 

effective sharing of the scene's goal with the audience. 

The scenes requiring close contact are played on the side 

stages due to their proximity to the audience and their 

smaller scale. Presenting characters driven by a quest, 

opposed by seemingly insurmountable odds, the actors must 

reveal in their actions the strength and courage of the fig

ure. The need for movements which accentuate meaning com

bined with the action-space available for most outdoor 

stages necessitates the effective use of choreography. Dance 

serves several functions in outdoor epic-drama. It can be 

decoration: movement designed to please the eye such as the 

processionals. Often the patterned action is a framing de

vice or a bridge linking one scene with another. On the 

other hand, dance can tell a story and, as in the Texas 
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scene with the "prairie fire," portray the story more vividly 

61 
and more intensely than can the conventional stage action. 

The fusion of music, which provides the characters' 

62 
"marching song," with action and dialogue suggesting the 

strength and courage requisite to the struggle projects the 

story to those witnessing the production. Preceding the 

"minority theatres" of the sixties, outdoor drama introduced 

the element of ritual. The play became a ceremony depicting 

the actions and ideals which should be honored. Utilizing 

ritual, outdoor theatre became commemorative drama, estab

lishing the principle of providing the audience a sense of 

communion with their past. Ed Bullins, a black playwright, 

explains the reason the ritual attracts audiences: " . . . 

the theatre can form a meeting place, a communality for 

6 3 
spiritual recognition." Ron Milner, another contemporary 

black dramatist, sheds additional light on the ritual: 

. . . theatre lifts a community in more ways than 
one. The idea of seeing yourself magnified and 
dramatized on stage gives you a whole perspective 
on who you are and where you are. You can isolate 
emotions and thoughts and bring them to a place 
and ritualize them in an audience of people who 
empathize with you.^4 

Foster Fitz-Simons, "Choreography in The Lost Colony," 
cited in William Free and Charles Lower, History into Drama 
(New York: Odyssey Press, 1963), pp. 152-153. 

^^Walsh, "Outdoor Commemorative Drama," p. 32 5. 

"̂̂ Erika Munk, "Up From Politics, An Interview with Ed 
Bullins," Performance 1 (April 1972):56. 

^^Ron Milner, "Musicals," Black World 25 (April 1976) :14. 
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The reflection of the past provides identity, worth, and 

consciousness of a group's contributions to its society. 

In essence, many attend the outdoor dramas to enjoy the 

historical story which gives identity to the individual and 

his area. Gassner concludes: 

Whereas realistic dramatic form generally con
stricts the soul of the spectator, epic form 
expands it. An American branch of epic drama 
may be seen in its formation period in this 
regional open-air theatre movement.^5 

The evaluation of outdoor theatre by Gassner in 1954 presents 

not only the potential of outdoor theatre but its limitations. 

Speaking of these, he writes, "The pageant-dramas are in dan

ger of becoming too similar in organization, style and atti-

6 6 
tude." This tendency during the formative age did not 

correct itself as the productions increased. Rather, the 

use of a pattern by the two leading playwrights, Green and 

Hunter, stunted the growth of the commemorative dramas so 

that in spite of its popularity, the art form continues in a 

primal stage. 

The lack of creativity on the part of its playwrights 

is not because they are unskilled. Gassner employs Green to 

illustrate this point: 

The example of Paul Green, especially when we add 
to his pageant-dramas his other noteworthy plays 

6 5 
Gassner, "Outdoor Pageant-Drama," p. 82. 

^^Ibid., p. 89. 
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such as Johnny Johnson, In Abraham's Bosom and 
Potter's Field would refute any assumption that 
American playwrights cannot achieve individuality 
in the epic style. ̂"̂  

Though the skill exists, it is not utilized. Green continues 
6 Q 

to use a basic pattern for each of his creations. Hunter 

does the same. Perhaps this is due to the continued popular

ity of scripts written on the same level or because the com

memorative drama is not subjected to the critic's expecta

tions of a major expanding dramatic movement. Whatever the 

reason, "symphonic drama" remains at, or just beyond, its 

formative stage. John Clifford in his analysis of Green's 

dramas, written in 1972, suggests that critics stimulate in

novation, yet few critics have offered any form of assistance 

He summarizes the problem: 
Critical desertion of these plays makes impossible 
a standard of excellence against which Green's 
dramas can be judged. . . . As a result, no basis 
exists for a young playwright to test his ability 
in the field and, still worse, no encouragement 
for him to write "symphonic drama" at all because 
of the lack of serious critical interest. Granted, 
the plays are regional and distant from the major 
cultural centers of the U.S., but they are also 
reaching millions of people, far more than most off-
Broadway efforts which do receive critical attention, 
and the critics of an earlier day at least found time 
to visit them occasionally. The fact remains that 

Ibid. 

6 8 
John Clifford, "Problems in Staging the Outdoor Sym

phonic Dramas of Paul Green" (Ph.D. dissertation, New York 
University, 1972), p. 135. 
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the major critics of the United States are ignor
ing a vast and distinctly American enterprise.^^ 

In the main, travel editors do more with symphonic drama 

than do fine arts editors. Thus this distinctly American 

theatre movement receives little attention from professional 

playwrights and producers. it remains tradition bound, 

still utilizing The Lost Colony of 1937 as its primary guide. 

In his study of outdoor commemorative drama, Walsh compares 

its growth with the rapid succession of patterns which have 

manifested themselves in the Broadway theatre and concludes, 

71 
"The development of the commemorative drama seems sluggish." 

He explains why this is true: 

The artistic achievements in commemorative drama 
have been primarily the results of contributions 
of a few individuals, Langdon, Mackaye, Koch, Baker, 
Stevens and Green. Of this group, only Green con
tinues to contribute his talents to the form.72 

Furthermore, 

Unless other practitioners of artistic vision and 
professional skill find reason to devote their 
talents, it would seem the progress will continue 
to be markedly slow if at all.7 3 

Walsh's forecast continues as an accura.te evaluation of the 

69 

Ibid., p. 176. 

Ibid., p. 177. 

Walsh, Outdoor Commemorative Drama, p. 327. 
72 
Ibid., p. 328. 

73 
Ibid. 



32 

present state of outdoor drama. In spite of the Insti

tute's efforts to promote interest in the dramatic form. 

Green remains its primary artistic contributor. It remains 

alive, not as a result of its innovation, but because people 

are interested in the productions. 

Averaging almost one and a half million visitors in 

each of the 1975-1978 summer seasons, outdoor drama proves 

74 
its popularity, even though its development remains static. 

Unto These Hills maintains its status as number one in atten

dance; the show attracted two million visitors in its first 

75 
thirteen years. Texas drew one million in thirteen sea-

7 6 
sons. Green's Lost Colony continues its run that began in 

1937. Summer attendance to outdoor theatres through the 

seventies averaged in excess of one million each summer. In 

analyzing the genre's popularity, the question arises, who 

are the individuals attending these performances? In over

whelming proportion the individuals attending the outdoor 

plays are made up of family tourist groups, as Harry Davis 

explains, "a somewhat different audience from that found in 

74 
"Institute of Outdoor Drama, 'Outdoor Drama Atten

dance,'" History of TPHF, 1978, Canyon, Texas. 
75 
John Cauble, panel discussion, "Management and Pro

motion for the Outdoor Theatre" in The First National Outdoor 
Drama Conference, ed. Charles Lower (Chapel Hill, North 
Carolina: Institute of Outdoor Drama, 1963), p. 75. 

7 6 
"Cumulative Statistics on the Texas Musical Drama," 

History of TPHF, 1979, Canyon, Texas. 
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the indoor metropolitan theatre. Some are experienced the

atre patrons, most are not. Children are present in all 

..77 
ages. 

Sam Smiley, in his analysis of amateur audiences, sug

gests the outdoor audience is "a challenging and generally 

78 
unrecognized family audience." He offers the following 

demographics about the group: 

Although the average spectator age is about thirty, 
children and grandparents are there too. It is an 
audience of people who want something a bit differ
ent, for a night. . . . Typically, this audience 
perhaps possesses the least formal education, but 
their understanding is usually great. Its members 
are often considered to be from a fairly low socio
economic class, but their income is frequently larger 
than that of most college faculties.79 

This tourist audience wants something different. 

They have seen the summer re-run television shows, and there 

is little to do at the campsites or motel. They are seeking 

a new experience. The outdoor genre offers several specific 

appeals which attract this amateur audience. Outdoor direc

tor Samuel Selden suggests one is 

. . . the fundamental urge each of us has to escape 
the confines of our cramped way of living . . . we 
step into a wall-less amphitheatre; above us is the 
sky, around us are trees or hilltops. Slowly as the 

77 
Davis, "Theatre of the People," p. 129. 

7 8 
Sam Smiley, Playwriting: The Structure of Action 

(Englewood Cliffs, N.J., 1971), p. 263. 
79 
^Ibid. 
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night settles . . . the music begins . . . the 
lights go up . . . the play begins. There is 
no comparable experience. . . ."80 

Selden isolates a second reason: 

. . . the insatiable interest each of us has in 
the history of our country. . . . In a period of 
cynicism and discouragement, especially when our 
lives seem to be hemmed in on every side, we need 
to be assured of the brave spirit which gave our 
nation its early strength.81 

Selden's third reason is that the awareness that the stage is 

situated on the spot where the main events of the drama actu

ally took place, heightens the poignance and mystery of the 

8 2 
action. Harry Davis offers a fourth reason, the holiday 

spirit, which is predominant as the audience witnesses the 

83 
show. The flags, music, and spectacle of the performance 

heightens the festive experience of the audience. In addi

tion to these qualities, the drama, like the standard com

mercial play, must have the fundamental quality of being 

first, a good show. 

Attendance figures reveal that the people, even without 

critical guidance, are selective and that only certain pro

ductions achieve the status of popular art. From 1937 to 

80 
Samuel Selden, "American Drama in the Open Air," Of

ficial Program of Kermit Hunter's Horn in the West, 1956, 
cited in William Free and Charles Lower, History into Drama 
(New York: Odyssey Press, 1963), p. 127. 

Ibid. 

82 
Foster Fitz-Simons, "Choreography in The Lost Colony," 

p. 152. 
8 3 
Davis, "Theatre of the People," p. 129. 
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1965, according to the McCalmon and Moe survey, thirty-six 

outdoor symphonic dramas opened. At the end of the period, 

ten were still running; 2 8 percent or approximately one-

fourth of the shows survived. Ten years later, 1976, six of 

the ten shows continued in production; this figure includes 

two shows which were revived after closing in the sixties. 

The bicentennial year offered forty-four productions, of 

which eleven began premiere seasons in 1976. Following these 

eleven shows through 1978, one discovers that five failed to 

reopen. Thus, the casualty rate is reduced but still remains 

at 50 percent; one out of two shows continues to fail. 

An interesting comparison between Green and Hunter can 

be made on the basis of these statistics. Seven of the ten 

shows which survived after 1965 belonged to Green (4) and 

Hunter (3). In the matter of longevity, eight of Green's 

fifteen shows continue in production (57 percent) while only 

seven of Hunter's twenty-five (28 percent) remain in per

formance. Considering total attendance for the summer, the 

shows divide into the following categories: 

1-20,000 22 Shows Avg. # performances - 23 i-Hunter 

20-40,000 10 Avg. # performances - 50 3-Hunter 
3-Green 

40-60,000 1 Avg. # performances -129 1-Green 
60-80,000 3 Avg. # performances - 66 2-Green 
80-100,000 1 Avg. # performances - 64 Texas-Green 
100,000+ 4 Avg. # performances - 53 1-Hunter^4 

84 
"Institute of Outdoor Drama, 'Outdoor Drama Atten

dance,'" History of TPHF, 1978, Canyon, Texas. 
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Both Green and Hunter have shows in the lower c a t e g o r i e s , 

demonstrat ing t h a t n e i t h e r has developed the pe r f ec t formula 

for w r i t i n g outdoor e p i c s . However, both have shows in the 

top two c a t e g o r i e s of a t t endance : Hunte r ' s Unto These H i l l s 

remains in the 100,000+ category and Green's Texas i s approx

imately 20,000 behind. 

A study of the 197 8 Outdoor Drama at tendance c l e a r l y 

i l l u s t r a t e s t h a t even Green's works are not guaranteed 

successes : 

Attendance Average # Performances 

Cross and the Sword 20,219 311 65 

Lone S ta r 

Lost Colony 

Stephen Fos te r 

Texas 

Trumpet in the Land 

Wilderness Road 

Three of the top five shows,* Texas, The Lost Colony, and 

The Stephen Foster, are by Green. Out of the outstanding 

five symphonic dramas, only one show, Tecumseh, is written 

by someone other than Green or Hunter. Hunter's Unto These 

Hills remains the number one symphonic-drama with total 

attendance of 108,655 in 61 performances. 

49,052 

70,398 

69,519 

86,394 

33,867 

24,052 

380 

1,135 

952 

1,350 

594 

408 

129 

62 

73 

64 

57 

59^5 

85̂ -,.-, Ibid. 

*Some pageants rank ahead of these, but in the category 
of symphonic dramas, these are the top five. 
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According to attendance figures. Green's genre, sym

phonic drama, is fulfilling its basic objective: providing 

a people's theatre. However, the amateur renaissance he 

envisioned has occurred only partially. The common folk 

attend and enjoy the productions but few become involved 

with the theatrical activity. The scriptwriting, acting, 

and directing remain in the hands of professionals and 

talented students. Apparently audiences prefer this method 

of involvement. Most of the spectators are governed by the 

standards of viewing developed by television; they prefer to 

watch and be entertained. Although the outdoor dramas do not 

consume scripts as rapidly as television, both forms are in 

search of the same commodity, scriptwriters. The lack of new 

playwrights represents the most serious problem facing out

door dramas. Yet, even without new playwrights. Hunter and 

Green supply scripts and the genre continues to expand, 

enjoying widespread popularity. 

Using box office popularity as the criterion for measure

ment of success, the outdoor attendance statistics reveal 

that Texas is the most successful of Green's contemporary 

works and receives national recognition because of its atten

dance. The Panhandle production, from its beginning, has 

been exemplary in its fulfillment of this criterion. Based 

on this success, the purpose of the study is to consider 

Texas as a model production of the increasingly popular 

symphonic drama. 



CHAPTER II 

TEXAS: DEVELOPING THE PRODUCT 

Is a land "where the wind pumps the water and the cows 

chop the wood" capable of providing material for a success

ful drama? "Yes," Margaret Harper wrote in July, 1960, to 

Paul Green: "The attitudes, the geography, and the history 

of this part of the Panhandle would make a stunning symphonic 
2 

drama. . . . " Mrs. Harper's statement is the beginning of 

the Texas story. This chapter presents the historical devel

opment of the production. 

It is appropriate, then, that this chapter begin by 

focusing on the individual who sought a means to communicate 

the dramatic spirit of the Panhandle's history. Mrs. Harper 

discovered the means as she read Allen Rankin's Reader's 

3 

Digest article about Paul Green's outdoor drama. After con

sidering the article, Mrs. Harper was encouraged by her hus

band to seek the advice of individuals knowledgeable in 

Caryl A. Baldwin, "An Account of the Baldwin Family 
and the Life of Charlie Baldwin, Lamesa, Texas, Businessman" 
(Typescript, Southwest Collection Reference File, Texas Tech 
University, undated), p. 10. 

n 
"Mrs. Margaret Harper to Paul Green, Chapel Hill, North 

Carolina, 3 July 1960," Texas Panhandle Heritage Foundation 
Historical Files, Canyon, Texas. 

^Idem, The Texas Experience (Canyon, Texas: Texas Pan
handle Heritage Foundation, 1975), p. 8. 

38 
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dramatic production. She shared her idea that Palo Duro 

Canyon would provide an excellent location for a drama blend

ing pageantry, music and drama, with William and Margaret 

Moore, members of the West Texas State University speech/ 

drama faculty. These four decided that Mrs. Harper should 

correspond with Paul Green, requesting he dramatize the story 

of the Texas Panhandle. The persuasiveness of Mrs. Harper's 

letter is evidenced by Green's prompt reply of July 9, 1960, 

stating his willingness to investigate the possibilities of 

. . 4 

writing a symphonic drama for Palo Duro Canyon. 

Green's interest resulted from the personnel and commun

ity assets described by Mrs. Harper. The personnel included 
a devoted and skillful pair of directors (Mr. and 
Mrs. William Moore) who have worked here fourteen 
years and want to keep their home here. They have 
built up traditions and trained skillful actors 
during these years and among many plays have done: 
Antigone, The Lady's Not for Burning, The Importance 
of Being Earnest, As You Like It, Twelfth Night, The 
Merchant of Venice, Hamlet, The Glass Menagerie, The 
Bad Seed, The Skin of Our Teeth, Candida, The Moon 
is Blue, and The Four Poster.^ 

Among the community assets were "several sites in the canyon 

suitable for open air productions if parking areas and some 

additional roads were opened." Also flavoring the exchange 

4 
"Paul Green to Margaret Harper, Canyon, Texas, 9 July 

1960," History of TPHF, "The Beginnings," Canyon, Texas. 

Margaret Harper to Paul Green, 3 July 1960, "History of 
TPHF, "The Beginnings," Canyon, Texas. 

^Ibid. 
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of communication between Harper and Green was the play

wright' s personal wish to write a play about the Southwest. 

This desire was revealed in his essay, "Symphonic Drama," 

recorded in Dramatic Heritage, as he wrote, "I have traveled 

. . . looking for a site, a home for a future great passion 
7 

play of the Southwest." Thus, Mrs. Harper's correspondence 

emphasized just the right assets to attract this playwright: 

a community with a story, site, and trained personnel. The 

result was Green's consent to visit the Canyon. 

Convinced that once Green visited the Canyon he would 

write the drama, Mrs. Harper sought the funds to bring the 

playwright to Texas. She enlisted the assistance of the 

Music-Arts Club of Canyon and the Canyon Chamber of Commerce 

to organize and plan a fund-raising dinner. Seventy-five 

Canyon residents accepted a dinner invitation and paid 

twenty-five dollars a couple, thus supplying the one thousand 

dollars needed for the writer's visit. Success breeds excite

ment, and with Green's visit confirmed, local interest in 

the project increased. 

Accompanied by John Parker of the University of North 

Carolina, Green arrived in June, 1961. Impressed by the 

spectacular Canyon and the accessibility of the area's his

tory at the West Texas Museum, Green affirmed his interest 

7 Paul Green, "Symphonic Drama" m Dramatic Heritage 
(New York: Samuel French, 1953), p. 25. 
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in writing a script. Incorporating the playwright's observa

tions, Mrs. Harper wrote a paper entitled "A Symphonic Drama 

for Palo Duro Canyon." In it she presented the need for 

developing a successful outdoor drama: 

All of us need to know more about our history and 
we need to find more exciting ways to teach our 
historical traditions to our children. One of 
the best playwrights of our time, Paul Green, and 
two of his associates have found a way to do this. 
They write huge historical dramas with musical 
backgrounds to be given in outdoor theatres near 
the location where the action took place. The 
hundreds of people who help to put these on find 
history very fascinating and the tourists who come 
from all over the United States to see them gain 
a deeper understanding of the area they are visit
ing. 8 

This opening paragraph presages the approaches taken to 

enlist support for the project: an appeal to area pride and 

an indirect suggestion of increasing tourist traffic. Pre

sented to a meeting of interested Canyon and Amarillo resi

dents on May 7, 1961, the paper focused attention on the 

advantages of the production to the community. After much 

discussion, those attending the meeting created an "associ

ation" to sponsor the projected outdoor drama. Mrs. Harper 

was elected President. The group's primary objective was 

explained in the Canyon News: 

. . . the association will form a non-profit cor
poration and issue revenue bonds to finance the 

g 
Margaret Harper, "A Symphonic Drama for Palo Duro 

Canyon," History of TPHF, "The Beginnings," 1961, Canyon, 
Texas. 
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venture. Memberships . . . are $12.50. There 
are also memberships for those who wish to sup
port with a contribution of time.9 

On June 9, 125 people met at West Texas State Univer

sity's Branding Iron Theatre, united by the desire "to con

struct an amphitheatre in Palo Duro State Park and therein 

to present an historical drama each summer." "Committees 

to select a name, draw up a purpose and prepare a constitu

tion and by-laws . . . " were appointed by the president 

of the yet-unnamed association. 

A few weeks later, July 19, 1961, the association ap

proved the name Texas Panhandle Heritage Foundation, Incor

porated (hereinafter referred to as TPHF). Speaking at this 

meeting, Mr. Robert Nail was the first of nine specialists 

who shared ideas and experiences with the membership. Nail, 

the producer, writer, and director of Albany's Fandangle, 

discussed "The Recruits and Rewards in Outdoor Spectaculars." 

Inviting this West Texas playwright to speak established a 

link between TPHF and the oldest outdoor festival in the 

state. Fandangle, performing since 1938, presented stories of 

life in the early days of West Texas. Its strength lay in 

"The Canyon News, 11 May 1961," History of TPHF, "The 
Beginnings," 1961, Canyon, Texas. 

Ibid. 

•̂ •̂ "The Canyon News, 19 June 1961," History of TPHF, "The 
Beginnings," 1961, Canyon, Texas. 
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the spectacular use of livestock—buffalo, long-horn cattle, 

horses and mules—all furnished by local residents. The 

dramatic use of the show's livestock is explained in a 

publicity release: 

They'll come roaring and rolling in 200 strong . . . 
complete with Indians and cowboys on their racing 
ponies, stage coach with its six mule team, pioneers 
by the wagon, surrey and buckboard full . . . whoop
ing up again the echo of Fort Griffin, in the early 
days of Albany, Texas.-'-2 

Those present at the meeting were excited by the possibili

ties of using such spectacular action in the Canyon. Another 

aspect of Fandangle which the Association found interesting 

was the fact that Fandangle 

is a product of all-out community effort . . . 
written, directed, lighted, costumed, sung and 
danced by Albany people for the fun and satis
faction of creative endeavor.^3 

Fandangle, then, provided TPHF a pattern for three production 

ingredients: the use of livestock, the spectacular use of 

animals, and the use of local talent to produce the show. 

Using Nail, a Princeton graduate and former director of 

the Fort Worth Little Theater, as a consultant, the Associ

ation initiated an alliance from which it gained not only 

12 
"Fort Griffin Fandangle Publicity Release," 1 May 

1964," History of TPHF, 1964, Canyon, Texas. 

Ibid. 
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valuable information but also assistance in opening the amphi

theatre. Mrs. Harper advised Green of Nail's interest and 

assistance: 

Meanwhile Mr. Nail, the writer-director-producer 
of FANDANGLE the local spectacular near Abilene 
which you discovered when you were here, fell in 
love with our spot and wanted to know if we would 
mind his putting down his ideas of what a theatre 
there might be. He is not an architect . . . but 
there were many ideas he had. . . . He envisioned a 
theatre growing out of the place, with almost no 
structures showing until lights began to reveal 
things. He would use earth and rock whenever pos
sible. He is concerned with the locations of stock 
pens, and other large areas which architects here 
who design neat theatres would not think of. He 
plans to make a relief model of the site and then 
work on it at his home at leisure. When he has 
evolved something—we shall see whether it fits 
in at all with your needs. He has certainly had 
more practical experience than anyone else in this 
area.J-4 

With the association properly named and organized, its 

leadership launched a membership drive in August with the 

15 slogan, "Your money is not enough--but it is necessary." 

One hundred Canyon TPHF members invited individuals from 

twelve surrounding areas to join the Canyon citizens in pro

ducing an outdoor drama. The drive accelerated as newspapers 

from Canyon, Hereford, Perryton, Amarillo, and even Houston 

headlined the projected production. The excitement of 

14 
"Margaret Harper to Paul Green, 18 July 1961," History 

of TPHF, "The Beginnings," Canyon, Texas. 
The Canyon News, 12 August 1961, History of TPHF, 

"The Beginnings," 1961, Canyon, Texas. 
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successfully completing the preparatory steps provided a 

stimulus for opening the production as quickly as possible. 

"There is a feeling here," Mrs. Harper wrote Green, "that 

we should push along and open in '62 if we can. We'll know 

16 by September first whether or not we can." 

Anticipating the summer opening, the TPHF worked to 

finance the event. A fund-raising campaign secured over 

$10,000 seed money. Attempts to bring in specialists for 

consultation failed, so the Foundation used the seed money 

to send key individuals to special programs. William and 

Margaret Moore, along with technical director Erin Werten-

berger, toured nine outdoor dramas in the Southeast. The 

trip provided an opportunity for them to survey staging and 

production techniques of established outdoor dramas. Mrs. 

Harper attended a direct mail seminar sponsored by the Direct 

Mail Institute in Austin, Texas. This experience proved 

invaluable, as direct mail became the primary tool utilized 

to communicate with prospective members and donors. Mr. 

Cowart, the TPHF Board member responsible for concessions, 

visited the Ramona Pageant in California to investigate 

their operation. The seed money, carefully sown and tended, 

developed a root system sufficient to supply the basic needs 

of the project as it grew. 

"Margaret Harper to Paul Green, 18 July 1961," Green 
Letters, TPHF Historical Files, Canyon, Texas. 
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During the fall of 1961, Texas' Secretary of State 

granted the Foundation its Charter of Incorporation as a 

Non-Profit Corporation, and in October the State Board of 

Parks approved Palo Duro Canyon as a site for the theatre. 

With the location secured, the theatre design committee 

developed the first plans, and Earle Parge, an Amarillo archi

tect, submitted a tentative model of the theatre. Strength

ened by these achievements, the TPHF selected its first 

permanent Board of Directors, with Mrs. Harper remaining as 

President, a position she held throughout the production's 

formative years. 

By the fall of 1961, the producers completed four of the 

five elements specified by McCalmon and Moe as necessary 

for a dramatic production. First, with Mrs. Harper serving 

as President, the Association established its leadership. 

Second, with the organization of TPHF, the production re

ceived community sponsorship. Third, the foundation had 

secured the services of Paul Green, a well-established play

wright. The significance of this third step, securing Green 

as the writer, is evident because the project gained not only 

a talented writer with a genuine interest in historical pro

ductions, but also filled the key positions of the artistic 

directorate, playwright and director (assuming Mr. Moore to 

17 
"Plans for First Membership Drive," History of TPHF, 

"The Beginnings," 1961, Canyon, Texas. 
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be the director). McCalmon and Moe explain the importance 

of the Foundation's action. 

From every view it is essential to choose the 
drama or the playwright and at least the director 
as early as possible. . . . For it is their per
sonal involvement in the initial planning and the 
benefit of their practical knowledge that enhances 
the chance for a satisfying production.-^^ 

Fourth, the order of business became the selection of a site 

within the four thousand acre park suitable for the produc

tion. During his first visit. Green and his associate, John 

Parker, inspected several potential locations, but the final 

decision was made by Green. Accepting the advice of area 

old-timers. Green selected a site safe from flash floods, 

with a six hundred foot bluff as a backdrop, and ample space 

for the stage as well as trails and bluffs for upstage 

action. This rough terrain offered a dramatic environment 

for the play and made going to the theatre an event, for 

the Canyon's winding entry road suggested that the traveler 

was entering a different world and thereby heightened the 

theatre's isolation. Free from visual and aural distractions, 

the site offered an excellent possibility for an outdoor 

theatre. 

Having successfully completed the first steps, TPHF 

19 
turned to step five: cultivation of the community. 

18 
George McCalmon and Christian Moe, Creating Historical 

Drama (Carbondale, Illinois: Southern Illinois University 
Press, 1965), p. 89. 

19 
Ibid., p. 78. 



48 

The city of St. Augustine provided the model used for gain

ing community support. This Florida city had financed its 

outdoor production by selling memberships based on an indi

vidual's daily income. Funds contributed by the Floridians 

paid for the production and built a new cultural center 

20 which provided a background for the play. After studying 

the model, the Foundation selected certain elements: the 

goal of overall community support and a membership fee based 

on the individual's income. Following this pattern, annual 

membership fees were prorated according to the different 

levels of income. Charging $12.50 as the fee for a regular 

member, the Foundation, like other sponsoring organizations, 

offered an inexpensive membership designed to encourage wide

spread community participation. For, as Mrs. Harper stated. 

The continued success . . . depends on the enthu
siasm of everyone who encounters a visitor to 
Canyon: the waitresses in the restaurants, the 
men in the service stations, the clerks in the 
stores, the attendants in the motels.21 

The constitution presented three additional memberships for 

those with higher incomes: 

Sustaining members $ 25.00 
Sponsoring members $ 50.00 
Founding members $100.0022 

20 
"Instruction to Workers," History of TPHF, "The Begin

nings," 1961, Canyon, Texas. 
Ibid. 

^^"Constitution and By-laws, Art. VII, Sec. 3, "History 
of TPHF, "The Beginnings," 1961, Canyon, Texas. 
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This schedule followed the pattern established by older out

door dramas. 

In order to increase TPHF membership, Mrs. Harper, as

sisted by Edith Eckhart, Executive Secretary, and Pete 

Cowart, a TPHF Director, conducted a direct mail campaign. 

The first letter informed Canyon residents of the project's 

benefits and then invited them to join. A follow-up letter 

combined with personal calls netted 203 members. Expanding 

the drive, the trio increased personal appearances, speaking 

before as many organizations as possible. The activity re

sulted in an additional 110 members joining the Foundation, 

forty-one from Amarillo and sixty-nine from the region, 

23 making a total of 313 members as of October 21, 1961. 

Though the membership numbers were not exceptional, one must 

remember the only tangible items at this point were the 

organization and the site; everything else was still a dream. 

The 313 members, then, were important to the Foundation. 

This increase in memberships supplied community support 

but not the funds needed to produce the show. By September 

the Foundation experienced its first postponement: the drama 

would not open in 1962. Although urged by Paul Green to seek 

state assistance, the Board voted in November, 1961, to 

z: 

23 
"Results of the First Membership Campaign," History 

of TPHF, "The Beginnings," 1961, Canyon, Texas. 
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continue efforts to acquire local funding. This difference 

of opinion is based on the dissimilar backgrounds of the 

playwright and the TPHF Board. Green, having been associated 

with subsidized theatres, favored seeking state aid. On the 

other hand, these West Texans did not favor state involve

ment; and besides, there was no precedent in Texas to suggest 

the availability of state funds. A second reason seemed to 

be the desire of the Foundation to fund the production by 

themselves. Fandangle and the St. Augustine, Florida, pro

ductions impressed the Foundation due to the fact that each 

was funded by residents in the community. TPHF wanted its 

production funded in a similar fashion. In January of 1962 

TPHF's affiliation with the Amarillo Area Foundation became 

the first concrete action to support the Board's decision to 

seek local funding. The Amarillo Area Foundation assisted 

many worthwhile projects such as fund drives for St. A.nthony's 

and the Baptist Hospitals in Amarillo. Their selection of 

the Foundation's project strengthened the undertaking in two 

ways: status and money. As Mrs. Harper pointed out, "People 

believe that if the Area Foundation is convinced, then, they 

24 
know we have something worthwhile to sell." TPHF became 

the Area Foundaton's first venture into the arts. By agree

ment, the association between AAF and TPHF would last until 

24 
"Minutes of TPHF Meeting, 24 February 1962," History 

of TPHF, 1962, Canyon, Texas. 
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"completion and full payment of all obligations incurred in 

the construction of the buildings"; then, "the TPHF would 

25 

assume full control and operation." The joint effort con

tinued until the contractural conditions were met, in Octo

ber, 1966, at which time both parties approved termination 

of the agreement. 

In February of 1962, a major campaign to secure local 

funding began. The J. 0. Newberry firm, specialists in fund 

raising, directed the drive, with Wales Madden, Jr. of 

Amarillo serving as chairman. Assisting him were committees 

composed of Amarillo Area Foundation and TPHF members. Mrs. 

Harper isolated two difficulties which restricted the cam

paign: 

First, because there are no great historical sym
phonic dramas in this part of the country, many 
find it hard to imagine what one would be like so 
the worker has to do much more explaining than 
usual. This is a handicap to us now, but will be 
a great advantage when the show opens because there 
will be no competition nearby. Second, when the 
project is clearly understood, it is so different 
from anything ever done before in this area that 
most of us ask for a few days to decide how impor
tant a part we should take.2° 

A series of setbacks further limited the group's efforts. 

On the day of the fund raising drive's kickoff announcement, 

the chairman of the "big gifts" campaign was linked with a 

25 
"Margaret Harper to Amarillo Area Foundation, 6 Sep

tember 1966," History of TPHF, 1966, Canyon, Texas. 
2 6 
Amarillo Globe Times, 31 May 19 62, p. 8. 
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state-wide financial fraud, forcing his withdrawal. Two 

additional events, severe weather which destroyed area crops 

and a sharp decline in the stock market, hindered the cam

paign even further. 

The question of historically accurate villains might 

have precluded some prominent families' support. Mrs. Harper 

presented the problem to Green: 

The line between colorful activity in the early 
days, and illegal activity has been very thin 
sometimes. One of our historians was sued for 
libel because he wasn't precise enough about his 
definition. . . . If your villain . . . happened 
to represent an actual character more closely 
than you intended, would you want the script com
mittee to advise you of it? . . . Two very prom
inent families have had very unfortunate experi
ences. Their history was included so precisely 
that the source was unmistakable, and then sen
sational incidents were added which were not 
true. . . . Naturally, these people hesitate to 
invest in something they haven't seen. . . . 
They have complete confidence in the script com
mittee, but would like a word from you that 
advising you on this matter would come within 
the committee's province.27 

Green's acceptance of the script committee removed the prob

lem. The playwright replied, "In this way we can have mutual 

protection on any debatable matters in the historical mate-

2 8 
rial of the story line." 

In spite of these problems, pledges and contributions 

^"^"Margaret Harper to Paul Green," 14 April 1962, Green 
Letters, TPHF Historical Files, Canyon, Texas. 

^^"Paul Green to Margaret Harper," 20 April 1962, His
tory of TPHF, Green Letters, TPHF Historical Files, Canyon, 
Texas. 
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totaling $84,000 provided collateral for securing loans to 

. . . 29 

initiate construction of the theatre. Still contemplating 

a production within one to two years, the Board invited bids 

for construction of the theatre and its entrance. The Ramey 

Construction Company received a contract authorizing 
. . . the shaping of the bowl for the audience of 
a thousand and the finishing of the concrete seat
ing platforms as well as . . . the formation of the 
stage and the paving of the stage.3 0 

Ground-breaking ceremonies launched the construction work on 

Sunday, October 14, 1962. The Hereford Brand describes how 

the event will occur: 

Forty-one mayors or their representatives, . . . 
each with a spade, will, in one mass movement lift ^ 
clods of earth from the floor of the canyon. This 
human earth-moving action will be representative 
of the participation of the people of the whole 
area in the open-air theater, on the stage of which 
will soon be enacted the dramatic story of the de- ĵ 

velopment of the Panhandle.31 

Panhandle high schools submitted designs for the commemora

tive tiles to be placed at the theatre's entrance. 

With activity quickening, two additional contracts were 

let: script and music. Isaac Van Grove, a musician and 

composer who had collaborated with Green on four other 

29 
Texas Experience, p. 10. 
"Minutes of Board Meeting, 8 July 1962," History of 

TPHF, 1962, Vol. II, Canyon, Texas. 

'̂''"The Hereford Brand, 14 October 1962," History of 
TPHF, 1962, Vol. II, Canyon, Texas. 

I 

Tl 



54 

outdoor dramas, joined the effort as musical composer. 

Though the Foundation paid its bills, the playwright's 

awareness of the group's financial problem is evident as he 

wrote that Van Grove would stay in his home "and thus save 

32 
your committee money." As the projects expanded, the 

necessity of hiring a competent general manager became 

apparent. 

The search for a general manager appeared to end in 

November. Robert McFarland signed a contract agreeing to 

serve as the production's chief administrator beginning 

September, 1962. McFarland's credentials were impressive: 

a graduate of Yale's School of Drama with an M.F.A.; job 

experience including assistant stage manager of Unto These 

Hills; acting and directing in summer stock and managing 

"Le Petit Theatre" at the Seattle World's Fair. Phil 

Tippin, manager of the performing arts at the Fair, endorsed 

his former employee. He labeled "Le Petit Theatre" as one 

of the most successful productions at the fair, and attribu

ted this success to McFarland's ability to work with people, 

33 to organize, and to follow through. On paper, the new 

manager appeared a talented administrator. 

However, McFarland created more problems than he solved. 

32 
"Paul Green to Margaret Harper, 12 July 1962," Green 
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33 
"News Release, 10 November 1962," History of TPHF, 
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He insisted Green could not write a satisfactory script and 

that a ghost-writer should be sought. Because he doubted 

Green's ability to complete the script, the new general 

manager insisted that protection clauses for the Foundation 

be added to the composer's (Van Grove) and the playwright's 

(Green) contracts. After evaluating McFarland's objections, 

the Board of Directors reaffirmed their confidence in Green 

and the goals of TPHF. Confronted by the Board's decision 

to continue its original plans, McFarland resigned, effec-

34 tive December 30, 1962. 

Losing the general manager created a void in the busi

ness management of the project; however, the Board took over 

his responsibilities and the problem dimmed in significance 

as completion of the amphitheatre neared. Easter morning, 

1963, brought more than just a spiritual renewal. Motivated 

by their religious faith, two thousand area residents at-

35 tended the Easter sunrise service in the new amphitheatre. 

After witnessing the dramatic impact of the natural surround

ings, these community members renewed their belief in the 

often deferred project and made a greater commitment to the 

Foundation's project. Two months later when the Texas Park 

Board completed the restroom facilities, there was no hint 

34 
"Mrs. Harper's Report to the Board of Directors," 

30 December 1962, History of TPHF, 1962, Vol. II, Canyon, Texas 
35 . , . 
Interview with Margaret Harper, Texas Production, 

Canyon, Texas, 3 January 197 9. 
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of turning back in spite of the many financial difficulties. 

The completed amphitheatre symbolized the proximity of the 

goal; all they lacked were sufficient funds to guarantee the 

opening. 

The earnest money needed to underwrite the production 

remained elusive and the Board considered the possibility of 

opening on a smaller scale if necessary. Mrs. Harper ex

pressed the group's frustration: 

During this disheartening spring, I had to face a 
lot of things and one was the chance that our 
wealthy friends may never take hold of this with 
any assurance. While I v/as doing this, I remem
bered your magnificent courage the day when we 
opened the bids and found that they were $50,000 
higher than the estimates. You stood up and re
minded us to cut back and build as little as we 
must and to make do so that we could get a show 
on the way.36 

The latter half of the paragraph reveals why, though often 

impeded, the project continued to progress. 

At its annual meeting in Canyon, the Foundation con

sidered the possibility of the next summer's production. 

Consulting the playwright, the Board accepted Green's recom

mendation that one more year's work be completed before open

ing. This extra time would provide opportunity for the 

completion of theatre, script, and underwriting of the pro

duction, ". . .in order to be able to match the scale of 

3 6 
"Margaret Harper to Paul Green," 10 November 1963, 
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37 

the other Green productions." After due consideration, the 

Board accepted Green's recommendation to work one more year 

in preparation for the symphonic drama. However, the delay 

prompted a TPHF member to express a concern felt by many: 

"Now that the Amphitheatre is nearly completed it seems a 

shame not to be able to use it and to lose the momentum that 

38 has been built up." 

Fearful of the results another postponement might bring, 

the Foundation sought a way to sustain interest. Green 

sensed the problem and wrote: 

And I trust we will yet have production funds from 
some source somewhere sufficient for me to put 
forth my best effort for you. So let's keep hoping. "̂  
In the meantime, I am sure the State of Texas as 'p̂; 
well as the Panhandle should be proud of what you've 
already accomplished. You have a home for dramatic 
expression, for gatherings of all kinds there in 
Palo Duro, and nothing really is lost. It is all 
gain. The cost in your personal effort has been 
great, of course, but that sort of effort carries 
with it some sort of life-giving recompense too. 
For it is in the cause of a principle of beauty, -• 
of service to—well, an ideal, a selfless one. So J, 
you gain by giving. 

Acknowledging his accountability for the difficulty the play

wright continued: 

As I say, I feel terribly responsible to you and 
the others who have worked so hard there, and it 

"̂̂ "News Release, 26 January 1964," History of TPHF, 1964, 
"Fandangle," Canyon, Texas. 

3 8 
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may be that if I had had a shining inspirational 
script of the drama done for you a long while ago 
you could have done better with your fund raising. 
But I have never worked that way before and have 
seen no need for it here. . . . So now my sense of 
responsibility deepens when I think of the terrifi
cally hard time you folks have had in getting your 
amphitheatre this far along, because too this long 
haul doesn't augur well for future audience sup
port when and if we open our play, and I tremble 
at urging you to keep on driving and harrowing the 
already harried. As I say, I guess I don't know 
what to say. Let me think some more on it. 

Presented as an afterthought. Green suggested a possible 

solution, a local pageant: 

It does occur to me, however, without much thought 
that it might be well for you folks locally to get 
up some sort of historical production, rather 
pageant-like, for a week or so of staging in the 
amphitheatre this summer—telling the story in some
thing of a simple chronicle style of the beginning 
of Canyon and the settling of the region round about, 
starting off with the Indians, say, then the first 
settler, then the post office maybe, then the first 
school, the arrival of the railroad, etc., etc.—all 
with the usual easy narration and the sequencing of 
these simple scenes in illustration. This might help 
prepare the ground. You may think it is a screwy sug
gestion. Maybe it is.39 

Ideas based on Green's comments resulted in two differ

ent summer productions. Writing a pageant for the summer 

of 1964 was impossible. West Texas ingenuity and neighborli-

ness, however, provided a way to maintain interest: invite 

the outdoor spectacular. Fandangle. Blending folklore, 

music, and dancing, the Fort Griffin story presented in 

39 
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Fandangle fulfilled Green's criteria for the local produc

tion. Robert Nail agreed to combine forty of his leading 

actors with 160 Panhandle performers to present a two-hour 

show for the benefit of the Heritage Foundation. TPHF mem

bers contacted area organizations to serve as sponsors. To 

become a sponsor one donated $125.00 of labor, materials or 

cash, or sold fifty tickets at $2.50 each. Russel Carver, a 

Hereford banker, secured the underwriting guarantee for the 

production from ten area banks. Preparation for the pageant 

involved members from all over the Panhandle. The show, as 

planned, focused attention on the Amphitheatre, for Fandangle 

became the first major production staged in the Amphitheatre 

40 . . 

in Palo Duro Canyon State Park. Rain dampened the spirits 

as only one show out of five attempts was completed. Before 

a near capacity audience of 1300, the one successful per-
41 

formance occurred on June 15, 1964. The brief endeavor 

taught the TPHF several important lessons. First, that even 

in dry West Texas, a rain policy was needed. The raincheck 

policy allowed individuals to attend the makeup performance 

or a future production. (Mr. Raillard reports that even into 

the second season of Texas, people redeemed Fandangle 

^°"News Release, 28 May 1964," History of TPHF, 1964, 
"Fandangle," Canyon, Texas. 

"̂"""Margaret Harper to Local Radio-TV Stations," 23 June 
1964, History of TPHF, 1964, "Fandangle," Canyon, Texas. 
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42 

tickets.) Second, permanent dressing facilities were 

needed. Robert Nail had suggested that the pattern of usage 

should dictate the need for permanent buildings: the incle

ment weather emphasized the need for dressing rooms. Third, 

the rain-outs demonstrated the importance of underwriting, 

as the show lost almost $2,000. Though disappointing as a 

financial venture. Fandangle accomplished its objective of 

generating interest in outdoor drama. Mrs. Harper expressed 

the feeling of those involved with the show as she wrote, 

"When we finally had a show Sunday we realized that our the

atre under lights is breathtaking beyond our wildest 

43 dreams." Appraising the company's ardor, the Board deemed 

a production for the summer of 1965 a necessity. Keenly 

aware of the weather's impact on Fandangle, the Board's 

action carried a stipulation: adequate financial backing 

must be secured by October 6, 1964, if Green's show was to 

44 
open in the summer of 1965. 

Needing $90,000 to stage the yet unwritten and unnamed 

script, TPHF efforts began immediately to secure the under

writing. An additional reason for the early October deadline 

^^Interview with Raymond Raillard, Texas Production, 
Canyon, Texas, 3 January 1979. 

^^"Margaret Harper to Weldon Watson," 23 June 1964, 
History of TPHF, 1964, "Fandangle," Canyon, Texas. 

"̂ "̂ "Margaret Harper to All Board Members, 18 September 
1964," History TPHF, 1964, "Fandangle," Canyon, Texas. 
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was the prospect that a group of newspaper, magazine, and 

wire service writers sponsored by the Texas Tourist Develop

ment Agency would visit the Canyon in November. This group, 

composed of travel and outdoor writers from publications 

such as The National Geographic Society, General Features 

Syndicate, Detroit News, Chicago Sun Times, and the New 

York Times, would provide the Foundation an opportunity to 

receive extraordinary coverage of an announcement about the 

inaugural season of Green's newest drama. 

A second summer show, a special sound-and-light show, 

"Echoes in the Canyon," was prepared for the group of writers 

and efforts to raise funds increased as the contributions 

neared 82 percent of the goal. As decision time grew near, 

the proximity of the goal prompted the following appeal from 

Lawrence Hagy, President of TPHF: 

The people of the Panhandle have contributed 
over $240,000.00 in donations and underwriting to 
this project and our pressing problem is the final 
$25,000.00 in underwriting to guarantee the show 
the first year. Although the backstage portion of 
the theatre will have to be finished at a later 
date, this underwriting will make production 
possible. 

Please do your utmost to help us attain this so 
we can assure our visitors that we will have this 
show.4 5 

"Lawrence Hagy to Mr. and Mrs. Bill Bradley, 
Childress, Texas, 21 October 1964," History of TPHF, "Fan
dangle," Canyon, Texas. 
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The October deadline arrived and passed. Despite the efforts 

of the Foundation, the financial problem remained unsolved. 

The sound-and-light demonstration impressed the travel 

and outdoor writers, but it also revealed " . . . that at 

least a season of experimenting with the new equipment was 

46 
needed." Paul Green and Isaac Van Grove witnessed the 

show and recommended that permanent sound-and-light equip

ment be installed and that a summer season for sound and 

47 

light experimentation be designed. Weighing the informa

tion, the Board voted to postpone production of the Green 

script for an additional year, and agreed to implement the 

playwright's suggestion of an experimental season. An eight-

step plan evolved from the November meeting: 

The first step was to order the equipment autho
rized so that it could be ready for use by the pro
jected date of opening, sometime in May; next was 
to build the control room; and third, to install 
the memorial wall in preparation for the memorials 
which would be finished in late summer of 1965; 
fourth, plan and be ready for Easter services with 
as much new equipment installed as possible; fifth, 
plan, and sixth, run a sound and light show at 
least five nights a week for the summer of 1965; 
finally the last piece of the plan; finish the under
writing and the theatre and open the Paul Green show 
in the summer of 1966.^8 

46 
"Margaret Harper to Board, 30 November 1964," History 

of TPHF, 1964, "Fandangle," Canyon, Texas. 
^"^"Minutes November 1964 Meeting," History of TPHF, 

1964, "Fandangle," Canyon, Texas. 

4 8 
"Mrs. Harper to Board of Directors, 3 0 November 1964," 

History of TPHF, 1964, "Fandangle," Canyon, Texas. 
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Two gifts paid for the implementation of the first two steps 

The Bivins family of Amarillo gave $8,000 for the purchase 

of lighting equipment while Mr. and Mrs. L. P. Gilvin paid 

for construction of the buildings to house the equipment. 

Thanks to the generosity of its constituents, the Foundation 

49 paid all construction costs through December, 1964. 

On the eleventh of January, 1965, the annual business 

meeting of the TPHF convened in the Branding Iron Theatre. 

The Board approved a one-hour "sound-and-light" show to be 

given six days a week, from June 17 to September 6. The 

presentation would be in the "Pioneer Amphitheatre," the 

title selected by TPHF membership for the theatre. The 

title expressed the theme of the Foundation: "A memorial to 

the pioneer spirit and to the families of the Panhandle." 

Endorsement by the Board of the eight-step plan devised in 

November set in motion the blueprints for action. The sound-

and-light show became the second production generated by 

Green's suggestion to produce a local pageant. 

Construction began the twenty-first of January on the 

lighting facility. On January 29 the "Caravan of Lights," 

a publicity idea of the Foundation, invited Canyon and area 

49 
Texas Experience, p. 11. 

50 
"Minutes of TPHF Annual Meeting, 11 January 1965," 

History of TPHF, 1965, "Thundering Sounds of the West," 
Canyon, Texas. 
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residents to form a caravan of cars stretching from the 

amphitheatre to the Palo Duro State Park entrance; the pur

pose was to attract attention to the Canyon and secure, 

through a photo contest, color photographs of the caravan 

for use in national press releases. The idea failed due 

to the poor quality of the photographs. A professional 

photographer. Bill Rhew, prepared the still shots and two 

movies of the Canyon for use in brochures and club meet-

51 ings. Two months later. Thundering Sounds of the West 

received approval by the Board as the summer production of 

1965. Utilizing the brochures and the films, the publicity 

crew spoke to churches, schools, and clubs interested in 

the project. Meanwhile, technical crews completed the 

light and sound installations. 

Once again Easter Sunday provided the Foundation an 

opportunity to introduce new facilities. Completion of 

step four (to be ready for Easter services with as much new 

equipment as possible) occurred as the recently acquired 

equipment was employed to present tableaus depicting the 

final week of Christ's life. The Easter production af

forded one last test of the equipment prior to the summer 

sound-and-light show. The three experiments (two in the 

fall and one in the spring) revealed the importance of 

^•^"Caravan of Lights, 29 January 1965," History of 
TPHF, 1965, "Thundering Sounds of the West," Canyon, Texas. 
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mastering the equipment before staging a Paul Green show. 

The reason, Mrs. Harper explained, is that "the type of drama 

Mr. Green writes is a combination of so many elements that 

52 it requires great skill to produce one of his scripts." 

Wanting to keep attention focused on the Canyon, an open 

house at the amphitheatre allowed guests an opportunity to 

inspect the outdoor complex. Having completed the prelim

inary requirements for the summer-long experiment, imple

mentation of step number six, running a sound-and-light show, 

became the staff's primary consideration. 

On June 17, 1965, the sound-and-light show. Thunder

ing Sounds of the West, opened. Written by Margaret Harper 

and Rosa Cowart, Thundering Sounds became the first summer-

long production in the Pioneer Amphitheatre. Designed partly 

to train the technical crews, the script used music, sound 

effects, narration, special lighting effects and dialogue. 

Utilizing some live action, the show allowed the future 

directors of Green's show, William and Margaret Moore, to get 

a feeling for the expansive stage and to acquaint themselves 

with the difference in scale of an outdoor production. Thus, 

not only did the show provide for experimentation with the 

sound-and-light equipment, but it also introduced the direc

tors to working with outdoor staging. 

^^"Margaret Harper to TPHF Board, 30 November 1964," 
History of TPHF, 1964, "Fandangle," Canyon, Texas. 
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The production achieved many firsts: presenting the 

first show in the Pioneer Amphitheatre with paid personnel; 

becoming the first outdoor production in the Panhandle to 

present a story told by sound and light; and representing 

the first theatre of its kind constructed with private gifts 

53 

from the area residents it served. Thundering Sounds be

came the first show to use the son et lumiere techniques 

developed at the Chateaux of the Loire Valley, to reveal 

the story of an historic natural location. Previously the 

son et lumiere techniques had been employed just to illum

inate man-made structures. The sound-and-light technique 

creates drama with synchronized audio-visual systems of 

54 
sound effects, lighting, music, dialogue and narration. 

However, the importance of Thundering Sounds did not lie in 

these firsts. Its true significance was as a forerunner of 

Texas: providing personnel with production experience and 

attracting visitors to the Amphitheatre. 

Often, a team's second-half momentum enables it to 

snatch victory from defeat. Attendance figures reveal that 

Thundering Sounds accomplished this feat. For, after a 

discouraging first half which attracted only 9,000 

^^"News Release, 17 June 1965," History of TPHF, 1965, 
"Thundering Sounds of the West," Canyon, Texas. 

"̂̂ "News Release, 10 June 1965," History of TPHF, 1965, 
"Thundering Sounds of the West," Canyon, Texas. 
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the show came to life as 27,000 attended from July 25 to 

September 6. The impetus gained enabled the production to 

close with standing-room-only audiences as 6,520 attended 

the final week of performances. The show gave many visitors 

an opportunity (over half had never visited the Canyon) to 

witness the unique setting of the Amphitheatre and its 

potential as an outdoor drama site. The production, then, 

introduced many individuals to the Canyon and at the same 

55 time increased interest in outdoor theatre. 

After evaluating the reports of the show. Green recom

mended that Thundering Sounds remain a part of the summer 

production schedule. However, two reasons prohibited further 

production. First, as Mr. Moore explained, "The producers 

realized that keeping the show too close to Texas would 

5 6 
reveal its inadequacies." Second, the co-author, Rosa 

Cowart, at the insistence of her husband, refused permission 

57 
for any further performances of the script. 

With the production of the sound-and-light show, the box 

office, hospitality, and bookkeeping personnel established 

^^"News Release, 14 September 1965," History of TPHF, 
1965, "Thundering Sounds of the West," Canyon, Texas. 

56 
Interview with William Moore, Texas Production, 

Canyon, Texas, 2 February 197 9. 
57 
Interview with Margaret Harper, Texas Production, 

Canyon, Texas, 2 February 197 9. 
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their operational procedures. Numerous bookkeeping problems 

were eliminated as the State removed the sales tax on all 

TPHF items related to Palo Duro Canyon. The removal of these 

taxes did not free the Foundation from all State assessments; 

the organization still continues to pay royalties to Palo 

Duro Canyon State Park in the amount of 10 percent of con-

5 8 
cession revenues and 5 percent of ticket sales. Producing 

Thundering Sounds allowed TPHF to finally receive a permanent 

federal tax exemption; the organization had operated for its 

first five years with a temporary exemption. 

Bookkeeping was not the only area to benefit from the 

show; the production offered the hospitality crew, the ush

ers, concession workers and box office personnel a convenient 

test of the special atmosphere planned for the production. 

From the first conversation at the box office to locating 

the assigned seat, the patron was to be aware of West Texas 

hospitality. The hospitality crew, dressed in period cos

tumes, transmitted a sense of time and place as they welcomed 

the guests. The environment was designed to take the visitor 

back in time to the era presented in the play. Adopting the 

triangle once used to call ranch hands to chow, hospitality 

personnel began the tradition of giving a small gilded tri

angle to the person traveling the greatest distance on 

July 10, 1965; this tradition has continued. 

5 8 
Interview with Raymond Raillard, Texas Production, 

Canyon, Texas, 3 January 197 9. 
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Seeking the most economical sources of publicity, the 

public relations personnel experimented with the news stories 

given to cast members' hometown newspapers. Sending out in

formation packets about the show and its company to each mem

ber 's hometov7n increased the Foundation's regional news 

coverage. Clippings indicated that small town newspapers 

normally printed the story as well as the accompanying photos, 

while larger papers tended to print only the picture or the 

news release. As a result, the Foundation prepares its re

leases to the smaller newspapers more carefully. Establish

ing a basic procedure for information packets, Thundering 

Sounds publicity created the pattern still utilized by the 

Texas production. 

The sound-and-light show contributed vital information 

to the upcoming Green production as to whether the perfor

mance should be given weekends only or six nights a week. 

Mrs. Harper believed, "We would never have a cheaper test 

59 
with which to determine the best nights for production." 

Mr. Moore felt that weekends were superior, but agreed to 
6 n 

trial-run of the six nights a week. Attendance figures 

furnished data supporting the six-day week as the better 

schedule for Texas. Tuesdays were dark for Thundering Sounds 

59 
Interview with Margaret Harper, Texas Production, 

Canyon, Texas, 2 February 197 9. 
^^Interview with William Moore, Texas Production, 

Canyon, Texas, 2 February 1979. 
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and for the first three seasons of Texas; during Texas' 

61 fourth season, the night off was shifted to Sunday. 

On August 9, 1965, workers installed the first three of 

nine six-foot granite panels. These panels were not only 

the principal ornament of the theatre's foyer, but also rep

resented the newest fund-raising idea of the Foundation. 

The foyer became a West Texas Hall of Fame, listing by county 

the early Panhandle settlers. Anyone contributing $500 could 

name an ancestor or a famous historical figure for enshrine-

ment. Thus, the "Pioneer" Amphitheatre supplied interested 

parties an opportunity to present their family's historical 
6 2 

role in the development of the Panhandle. 

After September 6, 1965, attention focused on concluding 

preparation for the outdoor drama. The Board invited Mark 

Summer, Head of the Institute of Outdoor Drama, to serve as 

a consultant in planning for the summer premiere. He arrived 

in October, and within a month of his arrival, on November 5, 

the TPHF announced receipt of the minimum underwriting re

quirement for the production. 

Board attention now turned to other matters, one quite 

pressing: the show's name. With perfect timing. Green wrote, 

61 
Interview with Margaret Harper, Texas Production, 

Canyon, Texas, 2 February 1979. 
^^"News Release, 9 August 1965," History of TPHF, 1965, 

"Thundering Sounds of the West," Canyon, Texas. 
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I have tried dozens and dozens of titles . . . for 
our drama, and so have you. . . . None of them 
seem to cover the ingredients and pointed reach 
that will necessarily be in the play, but . . . 
one word does cover everything: . . . Texas.^^ 

So with a title and sufficient underwriting, the Foundation 

announced that beginning July 1, 1966, Texas would open 

with a special "Founders Week." Having completed the steps 

necessary to produce the show, the Board decided it was time 

to appoint a general manager. The project had not gone this 

far without a general manager. Mrs. Harper and the executive 

board had assumed the responsibilities of this position, and 

due to the step-by-step development of the project had suc

cessfully directed its business affairs. The activities of 

the previous summer coupled with the multitude of require

ments necessary for opening Texas clearly mandated to them 

the importance of the hiring of a general manager. 

After the earlier problems with the first general mana

ger, the Board preferred someone within the organization. 

Raymond Raillard, who had been on the organizational com

mittee, the executive board, and the building committee, was 

selected as Executive Vice President and General Manager of 

64 the production. Thus, he brought a thorough knowledge of 

6 3 
"Paul Green to TPHF Board, 7 September 1965," History 

of TPHF, 1965, "Thundering Sounds of the West," Canyon, 
Texas. Green justified his choice on basis of the change of 
The House of Connelly to Carolina and Green Grow the Lilacs 
to Oklahoma. 

^^"News Release, 12 January 1966," History of TPHF, 
1965, "Thundering Sounds of the West," Canyon, Texas. 
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the organization and its purpose to the position. As his 

first order of business, Raillard sought funds to pave the 

Amphitheatre parking areas. A gift by two Amarillo paving 

companies solved the problem; Cooper-Woodruff donated the 

materials and Gilvin-Terrill supplied the labor and equip

ment to complete the parking areas. Next Raillard worked 

to get the $50,000 needed to begin the season. Following 

the precedent of other outdoor dramas he used the $110,000 

in underwriting as collateral for borrowing the cash required 

to open the show. With the loan secured, Raillard prepared 

the budget for the first season. The approved budget totaled 
6 5 

$109,320. Income from ticket sales was estimated at 

66 
$96,920. Estimated sales of tickets for the festival week, 

sale of souvenir programs, and income from concessions (fig

ured conservatively) balanced the income with expenditures. 

Still needing additional facilities but lacking the 

money to build the structures, the Foundation asked the 

State Parks Commission for assistance. Almost as though 

6 5 
This figure represents income based on 60 percent of 

the theatre's capacity which is a conservative budget projec
tion. Since Green felt Mark Sumner's estimated budget was 
too expensive, the playwright recommended the total be around 
$100,000. "Well, my job," he commented, "is to provide the 
play and not provide the monetary value-banging." 

6 6 
Seventy to seventy-five percent of capacity is a good 

figure to employ in estimating income, according to George 
McCalmon and Christian Moe, Creating Historical Drama, p. 68. 
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following a script designed to create rising action, the 

State Parks Commission approved construction of dressing 

rooms, storage, and concession facilities, thus completing 

the planned physical complex at the amphitheatre. A sec

ond event solidified the prospects of a successful opening 

when Dr. James Cornette, President of West Texas State Uni

versity, announced, "Texas which will play in the Pioneer 

Amphitheatre . . . will be a joint responsibility of the two 
6 Q 

organizations TPHF and WTSU." The university's selection 

of the production as a summer project included supplying 

half the director's salary plus providing rehearsal space, 

equipment and workshop space. This working relationship 
69 

became an invaluable asset to the production. 

Auditions for the new outdoor drama held at three state 

universities (University of Texas, University of Houston, 

and Midwestern State) and three private universities (South

ern Methodist University, Texas Christian University, and 

Hardin-Simmons University) provided a company of sixty-six. 

Rehearsals began in June, as Green joined directors William 

and Margaret Moore and their production staff to work on 

ft 7 

Interview with Margaret Harper, Texas Production, 
Canyon, Texas, 2 February 197 9. 

^^"News Release, 13 April 1966," History of TPHF, 1966, 
Canyon, Texas. 

Ibid. 
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staging and interpretation. Hearing the playwright's ideas, 

the Moores, assisted by Royal Brantley, the music director, 

and Neil Hess, the choreographer, worked to stage them. Mrs. 

Moore became the liason between the directors and Green. She 

listened and interacted until she perceived what Green wanted, 

evaluated its practicality and then communicated the idea to 

the other directors. "She knows more about Green's ideas 

and motivations for each scene than any of us," relates Mr. 

70 
Moore. Working according to this format the group trimmed 

the sixteen-hour rough draft to a length suitable for pro

duction. Practicing eight hours a day at V7TSU' s Branding 

Iron Theatre, the directors molded the company into a cast 

ready for performance. Then, two weeks before opening, the 

nightly caravan to Palo Duro Canyon began as rehearsals 

shifted to the amphitheatre and the actors and dancers 

learned to "fill the space" on the one hundred foot wide 

stage. At last, the show reached the final dress rehearsal 

and as with most productions, the directors anticipated a 

successful opening. 

After six years, dreams became reality. Texas , Paul 

Green's fifteenth outdoor drama, opened July 1, 1966. 

"Founder's Week" provided full houses for the five nights 

Interview with William Moore, Texas Production, 
Canyon, Texas, May 23, 1977. 
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designated as the gala opening. Each evening emphasized a 

particular group's contribution to the production. Opening 

night, July 1, 1966, honored the Texas Parks and Wildlife 

Commission; Founder's Night recognized the Panhandle Pioneers' 

names inscribed on the Amphitheatre's hall of fame; July third 

honored the Panhandle counties as the county plaques were 

dedicated; the Fourth offered an opportunity for an old-

fashioned fireworks display as the nation celebrated its 

190th anniversary; and finally, honoring the state legisla

ture; the fifth night featured Texas' Speaker of the House, 

Ben Barnes, dedicating the buildings constructed by the State. 

Designed to create area and State interest, these "special 

events" provided a successful opening. Financially, these 

performances gave the TPHF an early cash flow as tickets for 

the first day sold for $100 each and decreased by $25 for 

three days. The price for the fifth day was $12.50. The 

ticket prices, which included TPHF membership, reflected the 

Foundation's policy of encouraging everyone to participate in 

the project. Money was not the critical factor in membership; 

rather, as the constitution specified: 

The membership shall consist of persons known to 
be interested in the work of the Association and 
who, upon being nominated by a member of the Board 
of Directors, have accepted invitations to member
ship on the basis of their willingness to see the 
Association's interests advanced.'1 

71 
TPHF, Constitution, art. VII, sec. 1. 
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As an incentive to join, memberships provided the individual 

with numerous benefits: 

1. Ticket privileges. These vary with the kinds of 
membership and are good for any one performance 
in July. 

2. Opportunity to serve as host at a performance, 
greeting arrivals, presiding at the guest book, 
riding the train in performance. 

3. A vote and the selection of officers for the 
TPHF, Incorp. 

4. A listing in the souvenir program. 
5. Invitation to gala functions and performances. 
6. A souvenir program by mail as it comes off the 

press. 
7. Reports of the programs of the theatre and the 

productions.72 

These incentives, offering status and social activity, en

couraged individuals to join the Foundation. Businesses, 

so vital to the show's underwriting, could v/ith the invest

ment of $125 purchase a membership. By accepting both 

individuals and organizations, the sponsoring association 

grew from the small handful who met to consider the feasi

bility of producing a shov; to an organization with over two 

thousand members in 1966. A group of this size, according 

to the First Outdoor Drama Conference, is needed to create 

73 
interest and to support the show. Off to a successful 

start in the community, the membership fulfilled its 

72 
"Information TPHF Pamphlet," History of TPHF, 19 66, Canyon, Texas. 

73 John Fox, cited in The First Outdoor Drama Conference, 
p. 83. 
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responsibilities as 35,243 attended the show during the 

first SIX weeks. 

The first season proved a financial success, as Mrs. 

7 5 
Harper explained, "due to a wonderful attendance." By 

August, Raillard repaid the $50,000 loan utilized to begin 

the season and the Board accelerated repayment of capital 

costs and concession equipment costs. In light of the sum

mer's success, the Board announced the dates for Texas' 

^ 76 second season. 

Attendance figures furnish an insight to the financial 

success of the production. The drama played to an average 

of 1,115 per performance or 78.5 percent of capacity. Thus, 

the show drew 18 percent more than the 6 0 percent figure 

utililzed to estimate the season's income for a total of 

61,338. Sold-out houses made up ten of the fifty-eight 

77 
presentations. Texas established its strongest bond with 

the area and local audience, drawing 6 5 percent from those 

living within 120 miles of the Canyon, while 20 percent 

74 
"Box Office Reports," History of TPHF, 1966, Canyon, 

Texas. 

Texas Experience, p. 11. 

Ibid. 
77 
Ibid., p. 12. 
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drove 120-500 miles and 25 percent drove more than 500 

78 
miles. The Panhandle drama followed the pattern of other 

successful dramas as 60-70 percent of the initial audience 

79 
came from the local area. 

The financial success of the first season reflects the 

solid base established for the production by the leadership 

of TPHF. Stunted by all types of financial adversity, the 

Foundation's growth, as a producing organization, was slow 

in comparison to other outdoor productions. The show staged 

in the summer of 1966 was the antithesis of instant drama. 

This production represented the result of the patient, tender 

care given the plant that sprouted from the "seed money" 

five years earlier. The slow growth process enabled the 

Foundation to discover the right personnel to work with the 

show, to test and train these individuals in outdoor pro

duction, and through two summer experiments to cultivate an 

audience interested in outdoor drama. The first season 

indicated that the Foundation had developed a saleable com

modity. The issue now became marketing the product. 

78 
"Cumulative Statistics on Texas Musical Drama," 

History of TPHF, 1978, Canyon, Texas. 
"̂ K̂einnit Hunter presented these statistics during panel 

discussion on "The Playwright's Material" cited in the Insti
tute of Outdoor Drama, The First Playwrights Conference 
(Chapel Hill, North Carolina: Institute of Outdoor Drams, 
1964) , p. 24. 



CHAPTER III 

TEXAS: THE PRODUCT 

A remarkable financial transformation occurred after 

Texas' first season. In contrast to the early struggle to 

stage the drama, once the production began, the show's 

popularity provided the funds necessary for operational 

expenses and more. Texas' sponsoring organization has yet 

to face the problem of whether to open the next season or 

not. Thanks to exceptional attendance, the decision to 

produce for another year has been almost automatic. Before 

the first season ended, plans were underway for the second. 

The topic assigned Green for the Fall of 1966 Board meeting 

"What Next?" expressed the confidence of TPHF in the show. .fi 

In surveying Texas' success one must begin with the •*• 

drama itself, for, as statistics disclose, few of the out

door theatres attract audiences as large as the Panhandle 

production. Green's drama, according to the criterion of 

popularity, fulfills the dramatist's problem of locating an 

audience. Considering the playwright's purpose, "to put 

into focus the American traditions, heritage, and values," 

one may wonder how a history lesson can attract so many 

individuals. Green explains: "In our plays we are showing 

"Interview with Paul Green," Amarillo Daily News, 
16 November 19 61, p. 8. 

79 
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American history and tradition, not just talking. The drama 

will be full of color and entertainment and, I hope will be 
2 

inspirational to the viewers." Within this statement the 

writer reveals that his aim coincides with Ben Jonson's 
3 

belief that the goal of drama is "to delight and to teach." 

To fulfill his purpose Green uses the didactic form for his 

plays. The didactic drama is a distinctive species of drama 

because the controlling idea is its thesis. Smiley, as he 

discusses playwriting, provides an explanation of the form: 

Didactic drama differs from the three tradi
tional forms in many respects. First, it is a 
totally different species of drama. Just as 
tragedy, comedy, and melodrama are the best known 
forms of the mimetic species of drama, plays con
structed for purposes of persuasion represent the 
didactic species. The basic difference between the 
two has to do with thought as a qualitative part in 
the organization of a play. In mimetic drama, 
thought is material to character and plot. In 
didactic drama, thought assumes the position of 
chief organizing element. All the other parts of 
a didactic drama are selected and put together in 
such a manner so as best to propound a thought. 
By writing a mimetic drama, a playwright creates 
an object from which an audience may or may not 
learn. When he writes a didactic drama, he makes 
an instrument to compel the audience to learn. 
Mimetic drama at its best gives an audience an in
tense experience; didactic drama at its best stirs 
an audience emotionally in order to lead its indi
vidual members through a pattern of concern, reali
zation, decision, and action in their own lives.4 

^Ibid. 

Ben Johnson, "Timber: On Discoveries Made Upon Men and 
Matter," in European Theories of the Drama, ed. Barrett H. 
Clark, revised by Henry Popkin (New York: Crown Publishers, 
1968), p. 77. 

^Sam Smiley, Playwriting: The Structure of Action 
(Englewood Cliffs, New Jersey: Prentice-Hall, 1971), p. 49. 
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"The purpose of didactic drama," according to Smiley, 

"is a function (persuasion), rather than the creation of a 

thing (of beauty) with internal emotive powers." Smiley, 

quoting Shaw, continues, "Every play must entertain. The 

twin goals, then, of every didactic play, are entertainment 

and persuasion." 

Since persuasion is the goal of the didactic play, the 

playwright may enlighten, convince or actuate the audience. 

No matter which aspect he selects, thought becomes the formal 

cause in the dramatic structure. Most didactic plays are 

built around a mimetic story; however, factual items and 

rhetorical proofs are employed in place of the qualitative 

parts of the mimetic drama. Thus, didactic drama requires 

simple characterization and easily understood ideas. Nor

mally the three rhetorical proofs, ethical, emotional, and 

logical become the materials of the drama. The essence of 

didactic is summarized by Smiley as follows: 

The chief material is persuasive language; the 
formative control is conceptual thought; the 
dramatist as effectuator speaks through the char
acters as performed by actors; and the purpose is 
the persuasion of an audience to attitudes or 
action. Didactic drama is not lesser drama but 
drama with a different purpose. An individual 
didactic play can attain greatness in proportion 

^Ibid., p. 50 

^Ibid 
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to the stature of its ideas, the functionality of 
its form, and the expressiveness of its materials. 7 

Thus Smiley suggests that one can evaluate the didactic 

play's potential for success on the basis of its ideas, form 

and expressiveness. Texas, then, will be examined accord

ing to Smiley's criteria. 

The ideas set forth in Texas are designed "to put into 
g 

focus the American tradition, heritage, and values." By 

telling the story of the Panhandle, Green illustrates the 

pioneer's qualities which enabled him to conquer the land. 

Green portrays the Indian, Cowboy, and Farmer in as positive 

a manner as possible. The battles between the three are 

minimized and the forces of nature are presented as the 

chief obstacles to settling the land. The play's ideas are 

so easily understood that at times the playwright seems to 

oversimplify the story. However, the play's content is not 

the source of the production's success. The Texas Monthly 

review explains, " . . . his two Texas plays don't have great 
9 

literary merit. . . . " So, the investigation must consider 
the product's form and the expressiveness of its materials. 

'̂ Ibid. 

"Interview with Paul Green," Amarillo Daily News, 
16 November 1961, p. 8. 

^W. L. Taitte and Alice Gordon, "The Zest is History," 
Texas Monthly, August 1979, p. 124. 
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Theoretically Green's work is sound. He has written a 

drama which fulfills the attributes of the form selected. 

The play has clarity, appropriateness, simple characteriza

tion. Central to Green's purpose is his personification 

of a will. Brunetiere's law of the drama states, "In drama 

or farce what we ask of the theatre is the spectacle of a 

will striving toward a goal and conscious of the means which 

it employs." Furthermore, Brunetiere requires that the hero 

be the architect of his destiny. Texas' Calvin is an 

individual driven by a quest and Green, as Brunetiere recom

mends, makes his hero the architect of his own destiny. How

ever, this does not reveal why or how the show sustains 

attention. For the answer to this issue one must consider 

Green's statement regarding "color and entertainment." 

Symphonic drama, as its originator suggests, is a syn

thesis of the arts. Dramatic action receives an assist from 

music, dance, and spectacle. The successful functioning of 

its form is the reason Texas maintains a national ranking 

among outdoor dramas. The Panhandle production is unique 

in that it became the first of Green's outdoor productions 

to employ choreographed overtures. Royal Brantley and 

Smiley, Playwriting, p. 50. 

Ferdinand Brunetiere,"The Law of the Drama," in 
European Theories of the Dram>a, ed. Barrett H. Clark, 
revised by Henry Popkin (New York: Crown Publishers, 1968), 
pp. 382-83. 
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Neil Hess convinced the playwright to utilize song and dance 

overtures as introductions to both acts. Green normally 

employed music but only within a scene. Although he feared 

the overtures might overshadow the play. Green agreed to 

test the idea. The results gave the production added ingre

dients of color and entertainment which provide an attention 

device as well as a prelude during which latecomers can be 

seated. 

Musical numbers, however, are not limited to the over

tures. Songs are vital to the production's element of 

spectacle: the party songs, the plum pickers' scene, the 

railroad workers' song. Most of these numbers represent 

Brantley's contribution to the show. Van Grove often noted 

only a melody or tune and suggested that it be completed 

13 
for a scene; it became Brantley's responsibility to finish 

the song. The fire ballet, plum pickers' scene, and the rail

road work song are examples. On the railroad song. Van Grove 

gave Brantley the lyrical phrase "work all the summer-summer" 

and a tune. The music director developed this into a song. 

The plum pickers' scene illustrates a similar difficulty: 

Van Grove supplied Brantley with only a tune which Brantley 

12 
Interview with Royal Brantley, Texas Production, 

Canyon, Texas, 9 July 197 9. 

Ibid. 
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of necessity expanded to allow time for the dance. This 

song also demonstrates another principle, which though 

suspect, resulted in a positive effect. The plum pickers' 

scene was inserted without Green's approval, and because the 

playwright said nothing, the scene remained. This estab

lished the precedent by which Brantley operated: he tested 

new songs by inserting them in a scene. If Green did not 

respond, then the musical director assumed the writer ap

proved and the song remained. As a result of this procedure 

Brantley explains, "The finale was the only scene employing 

14 music which was planned with Green." The other numbers 

resulted from experimentation. Using this system, musical 

numbers increased rapidly during the show's initial period. 

The music proliferated so much that the first act overture 

became at one time twice as long as the current one. Songs 

for scene changes, duets, and folk songs employed by the cow

boys and ladies as they dress for the party lengthened the 

show and, though acceptable otherwise, had to be eliminated 

in order to keep the performances within Green's two and a 

15 
half hour time limit. 

The playwright's restriction of the show's length forced 

numerous musical adjustments: the reduction of the first act 

14 
Ibid. 

•^^Ibid. 
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overture, elimination of music during scene changes, and 

removal of several songs in scenes such as those in the 

party preparation scenes. Brantley,in describing his ad

justment of the musical format, explains that Green reacted 

to scenes "as performed," and that often he had to determine 

whether Green disliked the music or the performance. "One 

night," Brantley relates, "Green wanted to drop the quartet, 

not because of the music but because the kids did a poor 

16 
job." The show's successful use of music is credited to 

Brantley. He continues to experiment musically with certain 

scenes; for example, he reinstated the girls' dressing room 

song, "I'll Be All Smiles Tonight," during the 1978 season. 

During the fourteenth season he resurrected Calvin and 

Elsie's duet in the party scene and presently is searching 

for a song to replace "Sweet Betsy from Pike" in the Tatum 

scene so that the banjo is featured rather than the singers. 

Thanks to Brantley's work, the current production has an 

aural enrichment which enhances the production. 

Joining the music at strategic intervals in the show 

are the dances. Three dances play a major role in the 

drama's ability to sustain interest. First, the party scene 

in Act One with the waltz and hoe-down performed in bright 

period costumes gives the show a lift midway through the 

Ibid. 
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first act. The plum pickers' dance boosts the action as the 

first act enters its final scene. The highlight of the sec

ond act is the Fire Ballet. This ballet becomes an attention-

getting device for the second act as it occurs in the opening 

scene of the act. The cumulative effect of the dances com

bined with the overtures and the finales contributes to the 

expressiveness of the playwright's material as well as sus

taining the interest of the audience. 

The third element important to the show's popularity is 

another aspect of form, the spectacle. William Glover, 

drama writer for the Associated Press who toured outdoor 

performances from The Lost Colony in North Carolina, to Cry 

of the Ram in Alaska, credits Texas with "the most spectacu

larly awesome entertainment effects of all the shows he 

visited." The directors recognize that the show's primary 

strength is as entertainment. Hence, they sought ways to 

hold the attention of the audience. Glover identifies the 

entertaining effects used, when he says. 

Along with exuberant choreography, a simplistic 
narrative of settler feuds and vibrant singing, 
Texas utilizes complex technical effects, cli
maxed^ by a thunderous display of trained forked 
lightning.18 

"̂ "̂ William Glover, "America's Outdoor Theatres," River
side (CA) The Sunday Press-Enterprise, 20 August 1972, 
Sec. D, p. D-3. 

Ibid. 
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The synthesis of these elements, music, dance, and spectacle 

with the script results in a performance that Texas Monthly 

described as follows: 

From beginning to end the script is punctuated by 
show-stopping special effects: galloping horses, 
a stagecoach, a funeral procession to a made-to-
perspective country church, a bus disguised as a 
train, a prairie fire danced by flame-costumed 
women, and an Indian chief in full headdress who 
materializes on the top of a rock. There is even 
a powerful West Texas storm during which lightning 
that one would swear is real hits the cliff with a 
resounding crack as the noise of thunder, wind, 
and rain turns into Beethoven's "Ode to Joy" with 
full orchestra and choir. In light of all this 
nifty hoopla, it's difficult to complain about 
the somewhat didactic script and bad acting; but 
it is also a shame that neither matched the superb 
staging.^^ 

A fourth ingredient in the production's popularity is 

introduced by the Texas Monthly critics: 

There was a considerable difference in the feeling 
one got from the casts of Texas and The Lone Star. 
In Texas the patriotic impulse and the desire to 
entertain were strong throughout the play, from 
the major characters down to the most minor. In 
The Lone Star, most of the important characters 
seemed content with speaking their lines loudly 
and quickly as possible.20 

A final ingredient in the show's popularity is the site. 

Walter Kerr, in an article in the New York Times, commented 

on a general trend among theatre audiences which explains 

Texas' attractiveness. According to Kerr, 

19 
W. L. Taitte and Alice Gordon, "The Zest is History," 

Texas Monthly, August 1979, p. 124. 
20 

Ibid., p. 127. 
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Audiences have stopped going to plays and begun 
going to playhouses. . . . It's the building, the 
environment, the ambience that attracts them; they 
seem to be looking for an atmosphere called the
atre rather than any one example of what theatre 
may produce.21 

Daniel Krempel labels this strength a "sense of place. . . . 

The attractiveness of the place and the occasion . . . : 

flags fly, trumpets sound . . . an audience likes being 

22 there." The sense of place is important as Texas provides 

an escape to the outdoors. Once the show begins, the only 

reminder of contemporary life is the jetliner that flies 

over the area at 9:00 P.M. Palo Duro provides, according 

to Paul Hadley, chairman of the Committee for Economic Devel-

23 
opment in Kentucky, "the best setting of any outdoor drama." 

Recognizing its setting as a major advantage. Green 

designed his script to make maximum use of the play's loca

tion. The successful blending of story and site results in 

a show which lifts the spirits, entertains everyone, and 

offends no one. The overall atmosphere created at the amphi

theatre is one of excitement and friendliness. The hospital

ity crew welcomes the audience members, seats them, and 

21 
Walter Kerr, "Lately the Playhouse is the Thing," 

New York Times, 16 June 1974, sec. 2, p. 1. 
^^Daniel S. Krempel, "A Place and No Place: Comparing 

Stage and Screen as Dramatic Media," Intellect, February 1976, 
p. 399. 

^^Paul Hadley speech, "What Outdoor Theatres Do for the 
Economy," delivered to TPHF Board Meeting July 8, 1962, cited 
in News Release 11 July 1962, TPHF History, 1962, Vol. II, 
Canyon, Texas. 
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expresses the company's pleasure to have them as guests for 

the evening. After the show, the cast and orchestra greet 

the patrons and then continue to entertain them with "Wax 

Works" (cast members pantomiming scenes) and favorite 

songs of the audience played by the orchestra. The audience 

member leaves the show feeling that the whole evening was 

designed just for his benefit, as it was. 

This most recent critique also includes an evaluation 

of the genre: 

Nevertheless, Green's American history pageants (he 
has six other historical dramas running every summer 
across the country) use an old and potentially 
worthy format. Though his two Texas plays don't 
have great literary merit, they are still far better 
conceived than the nineteenth-century historical 
melodramas they call to mind. And by offering us 
spectacle, Texas and The Lone Star are reviving an 
important element in theater, one that isn't much 
honored anymore. Most of the fun in both these shows 
comes from the dramatic effects. But the grandiosity 
also serves another purpose: as corny as these de
pictions of the beginnings of our state are, they 
succeed in painting a large-scale picture of Texas' 
history. The story of Iowa, by comparison, simply 
wouldn't make very good material. Yep, being a 
Texan can make you mighty proud.2 4 

The reviewer underscores Green's success in achieving his 

purpose. The product through its use of spectacle presents 

an entertaining view of the Panhandle's development. In the 

sense that the show focuses on the pioneer legacy of the 

American heritage, one does not have to be a Texan to enjoy 

Taitte and Gordon, "Zest is History," p. 127. 
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the didactic drama. The drama itself has the qualities 

necessary to hold the interest of the audience; the trick 

is to get an audience. Promoting the product, then, is the 

next element to be considered. 



CHAPTER IV 

TEXAS: MARKETING THE PRODUCT 

Promotion has been the key to Texas' success. As the 

first season began. Green wrote Mrs. Harper: 

If I had to hazard a guess, it would be that the 
chances are good for a success with the play. But 
there is no guess involved when I say that this 
success depends mainly on the "selling job," the 
promotion.1 

Concerned that the Foundation, due to money problems, might 

reduce the advertising campaign. Green warned, "To cut short 

the promotion, hoping to bring in enough box office return 

to do this sort of thing later is . . . putting the cart 

2 
before the horse." Realizing the importance of marketing 

the production, yet restricted by a lack of cash, the Public 

Relations department set out to utilize as many types of 

free publicity as possible. 

The promotional philosophy of the organization was in

fluenced first by the fact that most patrons planned in 

advance to attend a performance. Thus, a year-round pub

licity schedule was needed. (See Appendix C.) Second, 

during the early lean years, no money was available for 

"Paul Green to Margaret Harper, 18 June 1966," Green 
Letters, TPHF Historical Files, Canyon, Texas. 

2 
Ibid. 

92 
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advertising; it had to be free. As a result, management 

adopted a concept of designing the most attractive materials 

and preparing them professionally in hopes that the news

papers, radio, and TV stations would be intrigued and use 

the information. "This idea," according to Mrs. Harper, 

3 

"has worked well for us." The 1976 audience survey sta

tistics validate Mrs. Harper's statement. Texas lagged be

hind the national average of outdoor theatre's use of TV, 

radio, and newspapers, but surpassed the rest of the outdoor 

drama group in "word-of-mouth," and when the season ended 

remained the second highest in attendance among the symphonic 

dramas. The promotional campaign conducted by the organiza

tion became a model of low cost and high effectiveness. 

Analyzing the promotional expenses, one discovers that 

Texas' advertising investment in each audience member attend

ing the show ranged from fourteen cents in 1967 to an all-

time high in 1978 of forty cents. This relatively small 

investment continues to produce large returns in the form of 

paying customers. In the areas of electronic media and bro

chures, the promotional activity is not anything other shows 

are not aware of; it is just that TPHF's leaders stress hard 

work. Allen Witt in his study of outdoor dramas states. 

Mrs. Margaret Harper, "Promotion Schedule" in The 
Texas Experience, Canyon, Texas: Texas Panhandle Heritage 
Foundation, 1975, p. 3. 
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The overall emphasis of Texas' promotion seems 
to have been on heavy saturation. The volume of 
press lists and mailing lists is phenomenal. This 
is an extremely time consuming type of promotion. 
For that reason many dramas opt for more expensive 
and less arduous paid advertisements. The con
tinued success of Texas, however, speaks clearly 
of the value of these more difficult methods.4 

The distinctiveness of the Panhandle drama's promotion 

lies in the effective development of a low cost advertising 

campaign. Working with approximately 9 percent of the total 

budget, the public relations department annually triples that 

amount by its use of news releases and public service an

nouncements. The money allotted for promotion is spent to 

prepare the materials. "Since Texas is non-profit," Mrs. 

Harper explains, "and its customers come from everywhere; 

we do not buy advertising. . . . An organization paying for 

space ads must pay for radio and TV time as well." One ex

ception to this rule is the small announcements of time and 

place purchased in Lubbock and Amarillo, the cities nearest 

the production. 

Direct mail is the heart of the effort. The drama's 

mailing list of 25,000 individuals is an example of the 

efficient use of the "seed money." Convinced by the seminar 

she attended that direct mail represented the best tool 

Allen A. Witt, "A Survey and Evaluation of the Promo
tional Techniques for Eight American Representative Outdoor 
Historical Dramas" (Master's Thesis, University of North 
Carolina at Chapel Hill, 1977), p. 55. 

5 Harper, "Promotion Schedule," Texas Experience, p. 3 
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the Foundation could use in telling the Texas story, Mrs. 

Harper set about to build a direct mail promotional program. 

By 1976 the show's mailing lists consisted of: 800 news

papers; 250 radio stations; 254 television stations; 500 

travel organizations; 500 lecturers, photographers, and 

travel writers; 500 other publications; 500 libraries and 

museums; 6,000 motels; 1,000 schools; 500 other attractions; 

500 government officials; and 8,500 individuals who live 
7 

within 120 miles of the show. 

The use of this mailing list is demonstrated by the 

annual promotion campaign which begins on the night of the 

last performance. A short report of the season with a sum

mary of attendance is mailed out to newspapers, radio and 

television media within a one-hundred-mile radius of Canyon. 

Selected regional newspapers as far away as five hundred 

miles also receive the report. Before November 15, a fall 

announcement giving the dates of the next season is mailed 

to map-makers, travel organizations, guide books and maga

zines—as well as the rest of the mailing list. This is 

timed so that the information may be included in their annual 

publications. The mailing usually features a reprint of an 

outstanding review of the show, photographs, and audition 

brochures if they are ready. In 197 8, the announcement of 

:ic: 

7 
Witt, "A Survey of American Outdoor Historical 

Dramas," p. 52. 
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the 1979 season focused on the one millionth visitor to the 

show. 

Starting the first of January, audition news releases 

become mid-winter publicity. The releases are sent to sources 

within a five-hundred-mile radius: college newspapers and 

mass media in college towns, as well as directors of high 

school, college and community theatres, choirs and dance 

groups. Present locations for the tryouts are Lubbock, Can

yon, Dallas, and Austin. These auditions are peculiar to the 

Texas production. Most other outdoor shows conduct group try-

outs at theatre conferences, such as the Southeast and the 

Southwest Theatre Conferences. The directors of Texas feel 

the time and effort spent hosting their own tryouts remain a 

worthwhile investment. The combined auditions held at the

atre conferences are rushed and often result in competitive 

bidding for the best people. In addition to publicity, the 

auditions fulfill John Gardner's first rule for preventing 

organizational decay: "The organization must have an effec-
9 

tive program for the recruitment and development of talent." 

During the off-season the Texas staff pioneered a pro

motional technique—exhibits at travel shows. Raillard, 

Appendix E. 
9 
John W. Gardner, "How to Prevent Organizational Dry 

Rot," in James Owen, Paul Page, and Gordon Zimmerman, 
Communication in Organizations (New York: West Publishing 
Co., 1976), p. 45. 
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general manager of the show, initiated the idea when he 

attended the Eighth Annual International Sports, Vacation 

and Travel Show in Los Angeles in January of 1967. This 

marked the beginning of the unique effort. The outstanding 

feature of this device is that, other than the expense of 

printing materials and preparing the exhibit, the strategy 

costs the Foundation nothing since the Board of Convention 

and Visitors of Amarillo (hereinafter referred to as BCVA) 

pays all the expenses associated with the exhibit: travel 

expenses, meals, and motel costs incurred by Raillard at 

the shows. Raillard attends three to four travel shows each 

year. The average length of these shows is ten days. "It's 

time consuming," Raillard admits, "but the price is right." 

Funding for the project comes from a percentage of the 

Amarillo motel tax, given the BCVA each year for its work 

with convention and tourist trade. As the major tourist 

attraction in the area, Texas became the logical choice as 

the feature item for the display. The cooperative action 

between Texas and BCVA illustrates what an outdoor drama can 

do to increase its promotional activity if it proves its 

worth to the area and develops a working relationship with 

the local area. Raillard accepted the BCVA request to man 

the exhibit in exchange for the free promotion. With a 

Interview with Raymond Raillard, Texas Production, 
Canyon, Texas, 19 March 1979. 
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minimum investment of funds, the production receives numerous 

opportunities to contact conventions and groups. 

The increasing numbers of groups attending the Texas 

production attest to the plan's worth. While working these 

shows, which usually start after noon, the general manager 

finds he can visit local travel agencies and other groups 

involved with travel. Contacts made during these visits 

often result in tour groups attending a Texas performance. 

Writing to Thomas McCaskey of The Common Glory, Mrs. 

Harper set about to increase communication with travel orga

nizations. Mr. McCaskey advised her to write the following: 

1. All tour operators in America 
2. All AAA clubs in the nation 
3. All oil company routing offices 
4. All travel attractions within 500 miles of the 

Canyon 
5. All transportation companies serving Texas 
6. Selected travel agents in your best market areas 
7. Selected hotels and motels in the surrounding 

area.H 

Step by step Mrs. Harper contacted the major tour operators, 

secured a listing of Texas in the AAA Travel Guide and with 

the Texas Tourist Bureau, and negotiated with TNM&O, Conti

nental, and Greyhound bus companies in developing bus tours 

12 . , ,. 
to the Palo Duro Canyon production. Contact with the 

"Mr. Thomas McCaskey to Mrs. Margaret Harper 21 Novem
ber 1968," History of TPHF, 1968, Canyon, Texas. 

"̂ "̂Listing of Correspondence in 1968," History of TPHF, 
1968, Canyon, Texas. 
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National Association of Travel Organizations provided ex

cellent publicity during Texas' first two seasons; the 

Travel Association rated the production as a "top" tourist 

13 attraction during the month of July, 1967. Encouraged by 

the travel organization's support, Raillard sent them the 

following letter: 

This is a good year to come West, and the "Texas" 
production is just a day's drive from the Hemisfair. 
Send your friends* And if you come yourself, let 
us know so you can be our guest at the "Texas" 
production.14 

Seven hundred brochures were sent with the invitations. 

Another source of groups for the summer production is 

the Discover Texas exhibition which brings travel counselors 

to Texas to meet representatives of special attractions in 

the Lone Star State. Not content just to meet the counselors 

who come to Texas, Raillard also attends the National Tour 

Brokers Convention because he finds tour brokers and bus 

lines better contacts than travel agents. One negative 

aspect of tours, Raillard points out, 

. . . is that the same people travel with the tours 
from year to year so you must contact as many new 
groups as possible to allow for the fluctuation of 
groups as they seek new entertainment from year to 
year.15 

•̂ "̂ "Reprint of Holiday Inn Magazine, February, 1968," 
History of TPHF, 1967, Canyon, Texas. 

"Raymond Raillard to Officers of National Association 
of Travel Organizations, April 1968," History of TPHF, 1968, 
Canyon, Texas. 

"""̂ Interview with Raymond Raillard, Texas Production, 
Canyon, Texas, 19 March 1979. 

J,. 
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The cumulative statistics reveal success in attracting 

tours to the Canyon. In 197 6, the show more than doubled 

the national outdoor drama average for tour groups (5.20 

percent compared to 2.14 percent). Statistics show in

creases in buses except in 1978—the flood that year may 

explain this decrease. 

Like detectives, Mrs. Harper and Mr. Raillard follow 

up leads concerning travel organizations, church groups, and 

retirement organizations. Mrs. Harper corresponds with 

groups such as the National Association of Golden Age Groups 

to determine which regional retirement organizations might 

be interested in attending Texas. Although Texas lags be

hind other outdoor drama productions, efforts are being made 

to attract more persons sixty years of age and older. Na

tionally, over 16 percent of the outdoor audience is over 

sixty, while Texas draws approximately 8 percent from that 

age group. 

The annual TPHF meeting and the membership drive enable 

the Foundation to focus local and area attention on the 

project in the spring. The election of new board members 

and the plans for the new season provide news releases for 

area newspapers, awakening area supporters to another season 

of the outdoor drama. The membership drive allows the 

Foundation to personalize the campaign as every effort is 

made to sustain old members as well as to bring in new 
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workers. An example of the 1979 membership invitation is 

included in Appendix E (statistics on membership). 

Printing 650,000 brochures annually represents the 

largest promotional expenditure of the show (32 percent). 

This item represents the largest expenditure of most outdoor 

dramas, so Texas is not unique in the investment; however, 

the organization's use of the brochures presents a primary 

reason the show maintains such an effective word-of-mouth 

campaign. (For examples of the brochures used, see Appen

dix E.) The dispersal of the pamphlets begins as soon after 

March 1 as possible. Thirty thousand brochures are mailed 

to publications, motels, tourist attractions on routes con

venient for reaching the show, travel agencies, and twelve 

thousand area people who have shown an interest in the show. 

Each mailing contains a return cared which facilitates re

ordering of the brochures. Filling the orders on the return 

cards and other requests consumes over 350,000 brochures. 

In Lubbock and Amarillo, young people hired by the Foundation 

deliver the brochures to motels and eating establishments; 

fifteen thousand brochures are distributed in this manner. 

The travel shows attended by Raillard and his contacts v/ith 

agencies and groups in the city hosting the travel exhibit 

accounts for dissemination of another fifty thousand bro

chures. Use of the brochures continues throughout the run 

of the show. 
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With the mailing of the brochures, the publicity cam

paign accelerates. By mid-March a feature story with a 

photograph of the show is sent to 1500 newspapers and maga

zines. Designed to create interest in the production, the 

mailing often provides bountiful returns. Public relations 

personnel's work with the newspapers is successful because of 

the effective use of special programs and news releases. 

The special sound-and-light show presented for the travel 

writers in 1965 initiated a beneficial relationship which 

has continued to produce extra dividends. An example is the 

New York Times summer vacation article about Texas featured 

in May of 1967. Quotations cited in the Texas brochure 

demonstrate the newspaper support the production receives; 

Florence Lemkowitz of the New York Times; William Gardner, 

Houston Post; Jean Simmons, Dallas Morning News; and Dr. 

Frederick Hunter, Austin Statesman. In the summer of 197 9 

the Dallas Times Herald sent a writer and photographer to 

the show and featured the production in its Sunday magazine 

section of July 22nd. 

Magazines have been quite generous to the Foundation. 

Texas Parade's June 1967 issue contained a two-page article 

with color photographs of Green's newest production. In Feb

ruary 1968, Holiday Inn Magazine featured a story on the pro

duction—475,000 copies were placed in 102,000 motel rooms 

throughout the United States. Vacation guides in magazines 
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such as Redbook and Southern Living have given Texas good 

national publicity since 1968. The effectiveness of the 

publicity campaign is demonstrated by the variety of publi

cations carrying stories in their summer issues: The 

Quarter Horse Journal, Camping, The San Antonio Light, 

Southern Living, American Scene (American Airlines), Humble 

Oil's Vista and Lawyer's Title News, Texas Monthly, and 

Southwest Airlines magazine. (Reprints from these publica

tions are in Appendix F.) 

Some magazine advertising is purchased, but not with 

Foundation money. The working relationship between the 

Foundation and the Amarillo Chamber of Commerce provides 

this extra publicity as the Chamber pays for the magazine 

advertising. In 1976, the Amarillo Chamber of Commerce in-
16 

vested $5,000 in magazine promotion of the production. 

Yet, according to the 1976 survey, travel magazines provided 

no measurable amount of information to visitors attending the 

Canyon drama. 

Posters are distributed, primarily within a 120 mile 

radius of the show, beginning in May. The limited distri

bution is based on audience feedback which rates the posters 

next to last as a source of information. Only about 750 

16 
Witt, "A Survey of American Outdoor Historical 

Dramas," p. 54. 
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posters are printed each season due to their limited value. 

Here again the show received assistance from external sources, 

Recognizing the production as an asset to their operation, 

17 one bus company in 1976 paid for $250 worth of posters. 

Thus the Foundation has done an exceptional job of using 

the show's importance to the area as a means of securing 

free publicity. 

As rehearsals begin, releases go to newspapers within 

a five-hundred-mile radius of Canyon. Professionally-made 

radio tapes and TV spot announcements are sent to 3 00 radio 

stations and 150 TV stations. The production of these tapes 

represents the total budget allocation for radio and TV. 

The 1976 survey data reveals their impact: 10.80 percent 

of the show's patrons listed television as the source of 

information and 5.10 percent listed radio. Estimates by 

the Foundation suggest that approximately $15,000 in air time 

18 is donated by the broadcast media. The effective use of 

free Public Service Announcements (hereinafter referred to 

as PSA) on radio and TV ranks Texas, according to Witt's 

19 
study, as the best in the use of broadcast media. One 

reason for the effectiveness is the effort by Mrs. Harper to 

Ibid., p. 53. 

18 
Ibid., p. 51. 

19 
Ibid., p. 49. 

•»rf 
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secure top quality tapes and to keep only those stations 

that are interested on the list. In February of 1979, Mrs. 

Harper surveyed the Foundation's mailing list of television 

stations. The affirmative replies allowed the Foundation to 

focus on the stations most receptive to the show's news 

releases. During the fourteenth season, 12 0 TV stations 

carried Texas PSAs. Experimenting with the PSAs during the 

summer, the Foundation paid area TV stations to follow the 

PSAs presented late in the afternoon with a note that if 

the individual lived within one hundred miles of the Canyon, 

there was still time to attend the evening performance. 

There is always a special atmosphere for the first per

formance, so the Foundation had no difficulty getting a full 

house on the first opening night. The object is to con

tinue that tradition year after year. Opening night must 

attract attention and secure the media's interest in a new 

season. The trick is to use a device that is simple yet 

effective. Mrs. Harper found the device, the celebrity, a 

time-proven technique. Governor John Connally presided 

over the second season's opening performance, and his atten

dance marked the beginning of a tradition; henceforth, each 

opening night honored a well-known individual or a group. 

Selecting prominent Texans, when a native son was President, 

did not present a difficult task. Anticipating that Presi

dent Johnson would attend opening night, the company prepared 
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for the 1968 season with great excitement. Schedule problems 

prevented the President's attendance; however, his daughter 

Lynda Johnson Robb served as the special guest. The second 

and third seasons demonstrate some of the publicity tech

niques utilized by the Foundation: use opening night as an 

attention device, invite a special guest in order to start 

the season with a full house and good press coverage. 

Special guests do not have to be one or two well-known 

individuals. The fourth season demonstrated a variation of 

the techniques as foreign students and foreign-born individ

uals living in the area were invited to be guests of the 

Foundation for "International Night." This program empha

sized Raillard's policy of building an audience by giving 

tickets to special guests, confident that seeing the show 

would generate word-of-mouth advertisement. 

Opening night, in addition to its promotional duties, 

can also serve as a tribute. The fifth season established 

the precedent of using the opening performance as a tribute 

to a benefactor of the show. The Foundation honored Mary 

Moody Northen and the Moody Foundation for their generous 

gift to the TPHF. As the production entered a new decade, 

the sixth season marked the tenth anniversary of the proj

ect's beginning. By inviting the thirty-four cities repre

sented at the original ground breaking to return for the 

1971 season's first performance, the Public Relations 
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department planned not only to promote the show but also to 

honor those individuals responsible for assisting in its 

production. The sixth season had a second gala opening as 

the experimental fall production of They Came from Spain 

premiered. Representatives from the state and federal gov-

ernmants plus the Mexican Consuls from Texas were invited to 

attend the initial performance. 

Careful planning during the seventies enabled Public 

Relations to develop each season's initial performance into 

a commemorative event recognizing the achievement of a spe

cial individual or group. These events were designed to 

promote local interest in the production and to increase 

area attendance. First the newspaper editors of the Pan

handle were honored. In 1974 nineteen cities and six coun

ties received flags from the American Revolution Bicenten

nial committee at the commencement of Texas' ninth season. 

After the tenth anniversary celebration in 1975, descendants 

of the owners and managers of the first ranches in the Pan

handle were the special guests as the eleventh season began. 

The ranching industry was followed by the oil industry (197 7) 

and then the radio and television broadcasters (1978). 

Beginning in 1973 a new feature, art competition, 

offered an additional attraction to each season's first 

night. The artistic themes featured the windmill first; 

the next year the railroad became the focal point. 
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Celebrating the tenth anniversary of Texas' inaugural sea

son, the 1975 art competition featured "Openings." The art 

exhibits, designed to attract local residents to the show's 

first week of performance, had limited success, and due to a 

lack of space for displaying the entries, the art competition 

was cancelled in 197 5. (For examples of the program see 

Appendix G-) 

A survey of the honorees reveals the following pattern: 

individual celebrities (1967, 1968); groups—area and state 

(1969, 1970, 1971); area activities (1972, 1973, 1974, 1975); 

and area businesses (1976, 1977, 1978). As the pattern dis

closes, the primary emphasis of each season was the area. 

Thus, the gala openings afforded the Foundation an attention 

device with which to focus area interest on the drama and 

remind as well as encourage area residents to support the 

new season. 

After the opening, thematic material, distinguished 

guests, amusing incidents, background stories on every part 

of the operation, reports of attendance, and landmark 

guests—the millionth in 1978—provide material for news-

releases. At least one news item is released each week. 

In 1976 a total of twenty-nine press releases were sent to 

eight hundred newspapers carried on the Texas press list. 

Assessing the work load of the public relations department, 

one discovers that for nine months Mrs. Harper is the 

£: 
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department. Since 1978 she has had one assistant, usually a 

cast member, to work with her during the run of the show. 

The professionalism of her work is evident from the returns 

she receives from all the media utilized to promote the 

production. 

Although billboards attract less than 1 percent of 

Texas' audience, the Foundation continues to allot an average 

of $1500 for highway signs. Texas receives an additional 

$3000 worth of free billboard advertising. Twelve bill

boards are used for the show: two are located within five 

miles of the Canyon on Highway 60 and 87; two are located 

on 1-40 within twenty-five miles of the Palo Duro Canyon; 

the remaining eight are within one hundred miles. The bill

boards seem to do little more than provide directional in

formation. As Mrs. Harper explains, "Less than 2 percent of 

our people decide to see Texas after reaching Amarillo. The 

20 
rest decide to come far in advance." 

The 1976 survey revealed that 2 percent of the visitors 

credited local restaurant and motel personnel with telling 

them about the show. Based on the bicentennial attendance, 

these people deserve credit for attracting almost two 

20 
Interview with Margaret Harper, Texas Production, 

Canyon, Texas, 19 March 1979. 
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thousand audience members. If this percentage is expanded 

to cover the show's entire operation, one can see the valid

ity of management's decision to give all service-oriented 

personnel free tickets to a performance of Texas. Initiated 

in 1967 this program continues to pay important dividends 

in "word-of-mouth" advertising. Area businesses are also 

encouraged to bring their employees to a final dress re

hearsal as guests of the Foundation. Now add to these pro

cedures the box office policy of identifying slow nights 

and then inviting local groups such as children's homes, 

retirement groups, or church groups to attend the perfor-

21 
mance as guests of TPHF, and one begins to understand why 

the production has community support. Not only do the local 

groups dress the house, but these policies forge another 

link between the production and the community as well as 

increasing sources of word-of-mouth advertising. 

Another factor contributes to the person-to-person 

method of persuasion which brings in over 54 percent of the 

audience—the 8500 individuals on the TPHF mailing list. 

These individuals live within 120 miles of Canyon and receive 

three mailings from the Foundation. "These people," states 

Mrs. Harper, "are very important to us. They bring 

21 . . . . 
Interview with Sheryl Somner, Texas Production, 

Canyon, Texas, 19 March 1979. 
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conventions of their clubs, distribute brochures when they 

22 
travel, write friends and bring their guests." This 

sizeable group does a good job of publicly announcing the 

qualities of the production. Texas achieves the best type 

23 
of public notification: the unsolicited testimonial. 

The Panhandle drama, according to Witt's analysis, 

draws more repeat patronage than any of the outdoor shows 

in his study. Within the Texas audience 41.7 percent had 

24 
seen the production before. This compares with Witt's 

study average of 21.7 percent for eight other dramas, which, 

25 
according to Mark Sumner, is close to the national average. 

To achieve such a significant amount of repeat business, the 

production's content must be what the audience expected and 

the production's quality must be equal to or better than 

they expected. Witt concludes that 98 percent of those 

surveyed agreed that Texas was as good as or better than 

2 6 
they had expected. 

22 
Interview with Margaret Harper, Texas Production, 

Canyon, Texas, 19 March 1979. 
23 

Stephen M. Archer, How Theatre Happens (New York: 
MacMillan Publishing Co., Inc., 1978), p. 188. 

Witt, "A Survey of American Outdoor Historical Dramas," 
p- 48A. 

Mark Sumner, quoted in William Glover, "America's 
Outdoor Theatres," Riverside (CA.), The Sunday Press-
Enterprise, 20 August 1972, Sec. D., p. Dl, D3. 

Witt, "A Survey of American Outdoor Historical Dramas," 
p. 55. 
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Texas' management also effectively used special events 

as publicity tools. Prior to the show's opening, special 

events were employed to focus attention on the Canyon. The 

Easter Sunrise Services, Fandangle, and Thundering Sounds 

successfully promoted the Amphitheatre and introduced indi

viduals to the dramatic environment of the Canyon. Once the 

Texas production opened, special events focused attention 

on the production. For instance, in 1967, Lady Bird Johnson 

attended a July performance; this provided extra news cover

age. Special guests such as the one hundred thousandth 

guest in 1967 and the one millionth visitor in 1978 yielded 

material for special news coverage. The first time the Pub

lic Relations department ever regretted "free" publicity 

occurred during the show's thirteenth season. A flash flood 

swept through the Canyon and because of its severity received 

national publicity. Most of 1978's first month of production 

was spent answering questions and assuring visitors that the 

show was being performed, and that the amphitheatre was safe 

from floods. 

Special events sponsored by the state also supplied free 

publicity. In 1968, TPHF received an invitation to provide 

an exhibit for the Institute of Texas Culture at the Hemis

fair in San Antonio. On September 4, 1968, after the produc

tion closed, the Texas company visited Hemisfair. The trip, 

offered as a bonus to the cast, had another purpose: 
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promotion of the show. Due to the mass media coverage of 

Hemisfair, Texas' management decided the occasion offered 

an excellent opportunity for the Foundation to initiate the 

publicity campaign for the fourth season. 

Success creates confidence, and so Texas' management 

thought about a product designed for the same audience but 

modified so as not to be too similar to Texas. Mrs. Harper, 

remembering the interest stimulated by Thundering Sounds, 

wondered if such a show would not m.ake a good fall event. 

This product variation would allow the Foundation to experi

ment with lengthening the season. Knowing a fall production 

offered maximum utilization of facilities and the opportunity 

to take advantage of the fall tourist trade, Mrs. Harper 

determined to pursue the idea when the "right" circumstances 

prevailed. A new academic schedule for the fall of 1971 

forced Texas to close in mid-August. "So," Mrs. Harper ex

plained, "the Foundation decided this was the year, 1971, 

27 

to try a fall production." Sixty thousand dollars in under

writing came easily as the idea seemed sound. Eddie Thomas, 

a faculty member at El Centre College in Dallas, and the 

first "Calvin," wrote a dramatic adaptation of Mrs. Harper's 

script. They Came From Spain. The show which developed 

27 
"Amarillo Sunday News-Globe, sec. D-1, 29 August 1971," 

History of TPHF, 1971, Canyon, Texas. 
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through trial and error had one limiting factor: time. "In 

the Beginning, 'Spain' Was Created in Five Days," read an 

28 
Amarillo headline. Though technicians and photographers 

worked on their individual chores from early summer, Spain 

was put together in the time between the closing of Texas 

and the opening of Spain on August 29, 1971. 

The Canyon again became an experimental laboratory. 

A gala opening, highlighted with representatives from the 

state and federal governments plus the Mexican Consuls from 

West Texas, launched They Came From Spain. Public relations 

personnel employed the "tried-and-true" strategies of Texas, 

but with little success. Fifteen hundred tickets were given 

to area fifth graders; thirteen were used. Free tickets 

issued to service stations, motels, and restaurants in Canyon 

did not generate the anticipated word-of-mouth support for 

the production. Special ticket prices of $2.50 for adults 

and $1.00 for children failed to attract the five hundred 

2 9 
audience members needed each night for a break-even income. 

The production, like Coronado, failed to find the City of 

Gold. Both expeditions lost money, with the more recent 

failure costing the Foundation $7 0,000. The Executive Board 

decided that rather than calling on the underwriters, the 

28 
Ibid. 

29 
"Budget Projections, They Came From Spain," History 

of TPHF, 1971, Canyon, Texas. 
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Foundation would absorb the loss. This expense eliminated 

the financial reserve given by the Moody Foundation, but 

maintained the larger reserve of community and area sup-
30 

port. Seven years passed before the TPHF conducted another 

experiment with a fall production. Entitled Stars and Palo 

Dur£, the 1978 show featured Neil Hess' Lone Star Ballet 

Company for the first hour and a half followed by a thirty-

minute sound-and-light show written by Paul Green. Performed 

from September 1 to 10, the Fantasy in Sound and Light 

proved interesting enough to be scheduled for a second sea

son during the fall of 1979. 

The success of the promotional techniques is demon

strated by the growth of the Texas' attendance. Cumulative 

statistics reveal Texas' patrons increased from 61,338 in 

1966 to an all-time high of 98,310 in 1976. Bus tours 

almost quadrupled from 130 in 1967 to 503 in 1977. The real 

challenge to the show's attendance occurred as gasoline 

prices increased, limiting summer travel. Patrons, however, 

continued to attend Texas: 90,536 in 1978 and 88,568 in 

1979. (The difference in attendance is due to six less 

performances in 1979.) 

In seeking the key to the success of the show's promo

tion, three aspects seem critical. First is the thoroughness 

30 
Interview with Raymond Raillard, Texas Production, 

Canyon, Texas, 11 November 197 8. 
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of the campaign. The media of marketing—print, electronic, 

and word-of-mouth—-are employed along with efforts to estab

lish communication with any agency capable of assisting the 

production such as travel agents, tour brokers, and retire

ment groups. Second is the relationship between TPHF and the 

community. This is exemplified by the cooperative alliance 

between the Foundation and the Amarillo Chamber of Commerce 

which results in free advertising for the production; and 

the area support which generates the all-important word-of-

mouth advertising, not just from TPHF members but also from 

individuals throughout the community. Third is management's 

effective use of time and communication. The work with 

groups is time consuming; yet the general manager, Raymond 

Raillard, and the publicity director, Margaret Harper, put 

in the time required. The results of their work are evi

denced by the increase in tours. Their effective inter

action. Harper with TPHF members, and Raillard with business 

organizations such as the Amarillo Chamber of Commerce has 

generated thousands of dollars in free publicity for the 

production. 



CHAPTER V 

TEXAS: AN ORGANIZATIONAL MODEL 

In outdoor theatre The Lost Colony serves as the pat

tern for script development, but no such archetype exists 

for the producing organization. The fledgling producer can 

find little beyond sources listing do's and don't's for 

beginning an outdoor project. These available sources divide 

into two categories: generic and specific. Within the 

generic, three sources provide the best information: the 

Institute of Outdoor Drama which furnishes guidelines com

piled from its research projects; McCalmon and Moe's Cre

ating Historical Dramas, a how-to-do-it book presenting 

general criteria for mounting any type of outdoor produc

tion; and Anthony Parker's Pageants, which discusses the 

English pageant and, though Parker discusses a different 

type of production, yields helpful data. An example of a 

specific source is the TPHF's Texas Experience. Compiled by 

Mrs. Harper, the publication presents a capsule history of 

Texas, lists sources of information and supplies specific 

examples of how Texas handles publicity, tours, and finan

cing. What is lacking, in this writer's opinion, is a con

temporary prototype for the producing organization. A model 

imposes closure on the system. The model helps the inquirer 

isolate certain relevant dimensions of the organizing process 

117 
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and aids in predicting which ingredients will yield an 

approximate product. 

In analyzing the model, the reader must note that each 

production exists within a unique environment and therefore 

must adapt its structural features to a particular environ

ment. One reason Texas provides excellent potential as a 

model is its modification of the suggested Institute of Out

door Drama guidelines to the Panhandle environment. Texas' 

management, as this chapter will reveal, made numerous adjust

ments due to differences between the Southwestern and South

eastern sections of the country. These adjustments formulate 

several principles disclosed in the model and offer definite 

guidelines for localizing procedures for producing outdoor 

theatre. 

From the topics that Parker, McCalmon and Moe, and the 

Institute of Outdoor Drama use to describe the drama's pro

ducing organization, the writer selected three headings with 

which to comprise the model's framework. The first aspect 

is the sponsoring organization. Parker states, "It [the 

organization] is ultimately responsible for the pageant, 

but . . . will depute all the necessary powers. . . . " 

Although an organization is typically viewed in a static, 

r! 

Anthony Parker, Pageants (London: The Bodley Head, 
1954), p. 22. 
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fixed sense, Parker draws attention to the processes of 

function and structure. This discussion will present the 

process of organizing as it occurred in the Panhandle 

production. 

No organization, however, can create a successful show 

without the model's second aspect, community support. 

McCalmon and Moe stress, "Where a cooperative community 
2 

effort has been lacking, historical drama frequently fails." 

Two examples of shows that failed because they did not have 

community support are The Golden Crucible, a bicentennial 

drama of Pittsburg's past, and Faith of Our Fathers, pro

duced in Washington, D-C. and centering on a critical period 
3 

in Washington's life. 

The prototype's third aspect, finance, determines the 

organization's scale of activity. The axiom used by the 

Foundation was that if the show is worth doing, it is worth 

doing well. The organization's first monetary consideration, 

then, was "How much will the project cost?" "Whereas an out

lay of considerable amounts of money does not guarantee a 

production of distinction," McCalmon and Moe advise that 

"a business-like concern for fiscal matters is compatible 

2 
George McCalmon and Christian Moe, Creating Historical 

Drama (Carbondale, Illinois: Southern Illinois University, 
1965), p. 39. 

^Ibid. 

• .* r 
.̂, 
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with artistic achievement." The production expense should 

be directly proportional to the community's financial capa

bility as McCalmon and Moe explain: 

Each in its own way has uncommon circumstances and 
special features responsible for its financial 
drawing power. So we admonish our well-intentioned 
friends to go home and cut their dramatic cost ac
cording to their community cloth.5 

With respect to anticipated production revenues, all 

three sources emphasize that the motive for initiating a 

production must not be primarily economic. McCalmon and 

Moe conclude, "A community, regardless of size, that imag

ines implanting dollars with its history will produce the 

cornucopia of financial well-being is asking for trouble." 

Many shows, according to the Institute of Outdoor Drama, 
7 

that begin with this attitude become "tourist traps." The 

key factor in this issue is the philosophy of the producing 

organization. If the primary purpose is to fulfill the 

original intent of outdoor drama, "giving man an opportunity 

to look at his past," then any financial gains are reaped 
g 

with a clear conscience. The organization's purpose, then, 

4 
Ibid., p. 66. 

^Ibid. 

Ibid., p. 67. 

Charles B. Lower, Conference Notes from the First 
Annual Outdoor Drama Conference (Chapel Hill, North Carolina 
University of North Carolina, 1963), p. 40. 

^Ibid. 
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must be governed by an artistic rather than financial ob

jective. As each of the model's components is considered, 

guidelines suggested by the key sources will be used as 

standards for measurement. 

The Organization 

"The successful production of a play," wrote A. S. 

Gillette, "is not the achievement of any one or two indi

viduals but the composite result of the work of a number of 

9 . . 
artists and craftsmen. . . . " The decision to stage a 

playwright's work requires the formation of an organization 

which, according to Dean Ellis, "consists of separate parts 

bound together to achieve a common goal or goals." An 

organization, then, results from definite processual and 

sequential activities to ensure coordination of the indi

viduals involved. Someone, either an individual or a group, 

must initiate the idea and assume responsibility for its 

execution. 

Leadership 

The focal point as one evaluates the organizing process 

is the leader. In the organization's formative stage, the 

^A. S. Gillette, Stage Scenery (New York: Harper and 
Bros., 1959), p. 3. 

^^Dean S. Ellis, "The Central Role of Communication in 
Complex Organizations," in Communication in Organizations, 
ed. James Owen, Paul Page, and Gordon Zimmerman (New York: 
West Publishing Co., 1976), p. 19. 
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leader is involved with motivational communication attempt

ing to sell the specific goals and values of the undertaking 

to the community. Without the leader as an energizing 

source, most projects would never begin since most communi

ties are led to act, whether to improve their social system 

or as the case in point to produce historical dramas. 

Whatever the goal, a task-oriented leader who has the enthu-

12 siasm and the drive to keep others busy is advantageous. 

The basic qualities of the leader, according to McCalmon and 

Moe, are intelligence, imagination, persistence, and the 

ability to dream practical visions. The individual, however, 

not only dreams, he acts. Preparing a prospectus detailing 

the advantages of the effort, the leader sets out to convert 

listeners to the dream. The calibre of leadership is mea

sured by the attractiveness of the dream and the practical 

13 means present to realize it. The leader, as Peter Drucker 

explains, "has a specific tool, information. He does not 

handle people; he motivates, guides, organizes people to do 

McCalmon and Moe, Historical Drama, p. 45. 

12 
Roger Sherman in panel discussion on "Management and 

Promotion in Outdoor Theatre," in Institute of Outdoor 
Drama's First National Conference, ed. by Charles Lower 
(Chapel Hill, North Carolina: University of North Carolina, 
1963), p. 79. 

13 
McCalmon and Moe, Historical Drama, p. 45. 
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their own work. His tool—his only tool—to all this is the 

14 spoken or written word. . . . " 

Given such a leader, his initial responsibility is se

curing community endorsement of the project. The first step 

he takes in mobilizing the community is to appraise its 

human resources. Using this information he seeks community 

representatives to serve on an informal planning committee. 

The goal is to convince them of the proposal's desirability. 

Two sources of information critical to this effort are repre

sentatives from neighboring communities which present his-

15 
torical dramas, and experts from outside the community. 

Arming the planning committee with information, the leader 

asks them to consider the idea. If the group accepts the 

idea, the process enters stage two: seeking a sponsoring 

16 organization. Theoretically that is how an organization 

is formed, but does it work when applied to a real situation? 

The TPHF demonstrates that it does. 

Mrs. Harper supplied the initial push which activated 

the community's interest. Although not a native Texan, she 

had her roots in the community and had a civic-minded care 

•̂ P̂eter F. Drucker, The Practice of Management (New 
York: Harper and Row, 1954), p. 356. 

"^^McCalmon and Moe, Historical Drama, pp. 46-47. 

^^Ibid., p. 48. 
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for its future. Combined with her interest in the community 

was her knowledge of the arts. Serving as her father's 

accompanist, Mrs. Harper grew up with a strong background 

in the arts. Outdoor drama was not new to her as she had 

witnessed her father's performance in a number of outdoor 

historical roles. Almost step by step she implemented the 

steps suggested for establishing an outdoor production. 

Writing to Green, she shared her appraisal of the com

munity's resources, both physical and human; the information 

interested Green. Sharing her vision with interested par

ties in the community, Mrs. Harper persuaded a group of 

socially responsible individuals to accept her perception 

of what could be accomplished by a production in the Canyon. 

The attractiveness of her dream is evident as she raised 

sufficient funds to bring Green to visit the Canyon. Pre

paring a prospectus describing the advantages and disadvan

tages of the idea, Mrs. Harper expanded her effort to convert 

the area to her dream. As achievement of the dream became 

feasible, she invited Robert Nail of Fandangle to speak on 

"The Rewards of Outdoor Productions." Nail, representing a 

neighboring Texas community which sponsored the longest run

ning pageant in the state, demonstrated that the dream was 

not only attractive, it was practical and achieveable. Suc

ceeding in gaining community interest, Mrs. Harper directed 

the planning committee into the second stage of development: 

establishing a sponsoring organization. 
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Organization Structure 

Three types of sponsoring organizations exist: an 

17 individual, an existing group, or a newly formed group. 

Selecting the new organization provided the Panhandle group 

several advantages. Attitudinal benefits accrued because a 

new group is unencumbered by past events and relationships. 

Freed from such impediments, the organization begins with a 

greater opportunity to attract attention from all segments 

of the community. Fresh goals and new challenges offer 

opportunities to untried talent as well as the established 

18 leaders of other projects. Additional benefits, McCalmon 

and Moe state, are 

. . . that a historical society or association 
wisely formed gains not only organizational status 
but also legal protection for itself and the indi
vidual members by becoming a nonprofit corpor
ation. 19 

This nonprofit status provides a necessary tool for fund-

raising. Without the tax exemption, financing of a project 

is extremely difficult. Besides providing a tool for solic

iting community support, the articles of incorporation 

present the group's aim: 

The purpose for which the corporation is organized 
is to preserve, record and recreate the story of 

-'-'̂ Ibid. , p. 54. 

f 

NO 

Ibid. 

i^ibid. 
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the pioneers of the Texas Panhandle by the pro
duction of the "Symphonic Drama" in the permanent 
outdoor theater in Palo Duro Canyon State Park 
in the state of Texas.2 0 

This objective must be justifiable if the group is to mature. 

Once selected, the organization must work to sensitize people 

to the importance of the objective. Texas' statement of pur

pose is similar to that of most outdoor dramas. Green ex

plains that "our outdoor plays . . . are meant to have this 

celebration of men who are men and of ideas that are worth 

21 

something." The ultimate purpose is to relate the great

ness of our American heritage. Green concludes, " . . . from 

a backward look and a backward listening we can turn squarely 

to the future . . . more certain of the way we should and 

22 

must go. . . ." Compared to Green's earlier works, Texas' 

aim is closest to the objective of Horn in the West (1952) 

which, according to its charter, is "collecting, preserving 

and transmitting the historical heritage of the people of 
23 

the Southern Appalachian area." With the goal in mind. 

20 
Articles of Incorporation, Article Three. 

21 
Paul Green in panel discussion on "The Symphonic 

Drama as a Medium for the Playwright," in Institute of Out
door Drama's First National Conference, ed. Charles Lower 
(Chapel Hill, North Carolina: University of North Carolina, 
1963), p. 27. 

22 
Paul Green, Dramatic Heritage (New York: Samuel 

French , 1 9 5 3 ) , p p . 5 0 - 5 1 . 
23 

McCalmon and Moe, H i s t o r i c a l Drama, p . 5 5 . 
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the next step became the preparation of the structural pat

tern for the organization. 

Executive Board 

After establishing the group's objective, the organiza

tion engages in three essential activities: (1) achieving 

objectives, (2) developing an internal system, and (3) adapt

ing to the external environment.^"^ To fulfill the first two 

items, the organization forms its structural pattern. 

Most sponsoring organizations invest the executive 

function in a board or committee appointed or elected by the 

membership to facilitate the group's operation. The execu

tive board's chairman assumes responsibility as the chief 

executive officer. The board's responsibilities include 

the authority to settle all matters of general policy, in

cluding appointment of the artistic directorate, the selec

tion of the script, and the scale upon which the production 

is to be organized and presented. In addition, the group 

is responsible for control of funds and the development of 

a budget. Chairpersons for committees such as publicity, 

finance, building and maintenance, and staging normally come 

25 from this board. Chart 1 exemplifies the structure of a 

24 
Don H e l l r i e g e l and John Slocum, Management: A Con

t ingency Approach (Reading, M a s s a c h u s e t t s : Addison-Wesley 
Pub l i sh ing C o . , 1974) , p . 17. 

25 
McCalmon and Moe, Historical Drama, p- 55. 
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production comparable to the TPHF effort. ^ Experiences of 

other dramas indicate that self-perpetuating boards often 

become static and as a result, the show stagnates. The 

Common Glory's demise after its regeneration in 1964 resulted 

27 
in part from this malady. As a safeguard against this 

problem, the organization's constitution should provide a 

2 8 

means to elect other members as the need arises. Recog

nizing the potential problem of a self-perpetuating board, 

the Panhandle Association limited board terms to two years. 

The key position of the board is the chairperson. 

Among the major qualifications are the ability to 
carry the confidence and respect of the community 
as a whole and the experience in getting people 
to realize their potentialities. He must be able 
to allot enough time to the executive functions 
of the production to secure the unity of organi
zation and directness of execution that the project 
requires.29 

Throughout the formative years Mrs. Harper filled this posi

tion. In the initial stages there is little doubt that her 

efforts to sell the concept of an outdoor drama to the people 

were most necessary. In essence Mrs. Harper became the 

institutional manager, focusing her concern on how the 

Ibid., p. 58. 

27 
Interview with Margaret Harper, Texas Production, 

Canyon, Texas, 7 February 197 9. 
2 8 
McCalmon and Moe, Historical Drama, p. 60. 

29 
^^Ibid. 
3 0 
Hellriegel and Slocum, Management, p. 83. 
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association's output would be received by the community, 

patrons, and consumers. The speaking schedule in Appendix B 

demonstrates the Foundation's effort to share information 

with the Area. Someone willing to travel and represent the 

project is invaluable to a project. Mrs. Harper, in describ

ing her speaking engagements, exemplifies the importance of 

explaining the project: 

Last week we went to Spearman (100 miles), Perry-
ton (135 miles), Hereford (30 miles) and had a 
good response. We are putting on no pressure so 
far away, but the newspaper publicity, radio, and 
TV about the trips is building up the excitement 
here. . . . We are still concentrating on explain
ing the project and arousing interest and shall 
. . . continue to emphasize these steps. Wherever 
it is understood, . . . it is received with mar
velous enthusiasm.-^1 

In the midst of the rush to explain the project, Mrs. Harper 

noted: "One problem is that we have been so busy explaining 

32 

that we haven't started to collect money systematically." 

Although the money wasn't flowing in, local support for the 

project was beginning to grow as she told Green: 
The woman who has been working on the side of the 
Canyon away from the park says that there is great 
interest there in giving memorial gifts to the 
theatre. She asked for 100 more brochures and 
wants to see all the prospects herself before any 
of us go down.33 

•̂"""Margaret Harper to Paul Green, 18 July 1961," Green 
Letters, TPHF Historical Files, Canyon, Texas. 

^^Ibid., p. 1. 

Ibid. 
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Two questions asked by the area audience members demonstrate 

the importance of the Foundation's communication with the 

people: first, "Why would Mr. Green want to come way out 

here?"; and second, "Will there be a committee to censor 

the script?" In response to the second question, Mrs. Harper 

replied: "Tell him [Green] what should be included, if 

there are sensitive areas he should touch with delicacy 

identify them, and if there are spots too sore to mention, 

inform him." 

Mrs. Harper's primary weakness, fund raising, may have 

been a virtue. The fact that she worked diligently to sell 

the idea, but did not push the people for contributions 

probably did more to generate future support than had she 

always been asking for money. The Foundation's focus on 

telling the community about the project provides a model 

worthy of imitation. The speaking campaign divides into two 

categories, the informative campaign designed to familiarize 

the community with the start of the project and the persua

sive stage, which presented the need and justified the pro

duction. The persuasive communication, either written or 

oral, used two primary arguments to convince the community: 

the need to preserve area history and the need to stimulate 

the area's economy. 

34 ^ ., 
Ibid., p. 3. 
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By emphasizing the project as a money-making device 

for the community, the Foundation seemed to violate one of 

the basic rules of production for outdoor dramas; for as 

Anthony Parker explains, "It is fatal to put on a pageant 

35 with the principal object of making money." McCalmon and 

Moe also point out that "the majority of summer-long outdoor 

3 6 
epic-dramas rarely meet operating expenses." But they 

temper this remark by adding that there can be economic 

reward for the community that produces outdoor theatre. 

This was the idea emphasized by the Foundation—not that the 

show would make money for itself, but for the community. A 

community interested in an outdoor project just for finan

cial gain, however, is, as the statistics reveal, normally 

bound for a disappointment. Experience shows that most 

effective productions develop from a genuine interest in 

dramatizing a community's history. Any economic advantage 

is a derivative of the organization's ability to present 

historical lessons from the past and is in most cases an 

unexpected windfall. Texas became one of the few shows to 

successfully promote the production as an economic endeavor 

for the community. 

3 5 
Parker, Pageants, p. 18. 
McCalmon and Moe, Historical Drama, p. 41 
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In addition to the Executive Board's work with the com

munity was their obligation to unify the organization and to 

direct the execution of the project. To accomplish these 

ends, it became necessary to fill positions within the orga

nization in both the artistic and managerial areas. The 

authorities differ in their opinions as to which positions 

are most important. Though the Institute of Outdoor Drama 

insists that the general manager be hired first, Parker con

tends that the choice of director (pageant-master) is the 

critical choice. As Chart 1 reveals, most American outdoor 

productions place the general manager in such a vital posi

tion that he should be employed first. The organizational 

chart of the Texas production, however, presents a distinc

tive arrangement in which the general manager and the direc

tor operate as equals. The standard procedure is for the 

general manager to supervise all activities: control the 

budgetary matters, coordinate the artistic, business, promo-

37 
tional and personnel matters. As Chart 2 reveals, the 

general manager of Texas is responsible for financial mat

ters, the physical plant, and the hiring of everyone except 

the cast. The director chooses the cast and produces the 

show. (Supervising the budget does provide the general man

ager with an indirect method of control over the director if 

37 
Ibid., p. 58. 
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he chooses to exercise his power.) This organizational 

structure suggests v/hy the association could operate without 

a general manager. The executive committee already having 

responsibility in these areas, simply assumed a more active 

role and under Mrs. Harper's leadership successfully com

pleted the preparatory work. 

The definite division between the financial and the 

artistic freed the Board from the worries of producing the 

show. This organizational structure allowed those with 

expertise, the directors, to assume complete responsibility 

for the show. The discussion now focuses on the other half 

of the organizational structure, the directors. 

Directors 

"Ranking in importance with the sponsor's choice of the 

playwright stands their selection of the director," state 

3 8 McCalmon and Moe. Since the director initiates and exerts 

control over all aspects of the production, the choice of 

this individual must be made as soon as possible if the orga

nization anticipates an immediate opening. The need to fill 

the position, however, should not blur the unique qualities 

common to a successful director. Any type of community-

based drama requires a director with special qualities. 

McCalmon and Moe list the following: 

^^Ibid., p. 95. 
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. . . knowledge of the crafts of the theatre; ap
preciation of related arts, especially music and̂  
the pictorial arts; sense of artistic taste; orga
nized skill in planning in advance; insight into 
individual psychology; patience and respect for 
persons involved in a collective endeavor; and 
dedication for the ideals and purposes of the the
atre. ^^ 

Additional elements that place further restrictions on the 

type of director needed are inexperienced personnel, limited 

budgets, and cultural climate. Utilizing management termin

ology to describe the director, he is a "technical manager," 

40 concerned with the efficiency and quality of the production. 

As the chief interpretive agent of the playwright, it is his 

responsibility to understand the artistic needs of the show. 

The director, in order to guarantee a good production, en

lists the services of a musical director and a choreographer. 

Collaborating with the stage director, these artists 

work to support the director's interpretation of the drama. 

McCalmon and Moe advise that: 

Before final commitments are made to and by these 
persons, the director should be encouraged to ex
plain the artistic functions of music and dance in 
his interpretation of the drama to be produced. 
With views clarified, the persons involved can then 
decide if they continue to be interested in the 
collaboration. ̂-̂  

Ibid. 

Hellriegal and Slocum, Management, p. 83. 

41 
McCalmon and Moe, Historical Drama, pp. 96-97. 
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The challenge includes fusing the elements of music and 

dance with the playwright's concept of their role. Erie 

Stapleton, the original music director of The Lost Colony, 

explains Green's use of music: "He constructs his plays 

against a musical background which contributes mood, the 

42 tempo, and the color of his work." The music employed 

must, of course, be characteristic of the play's time 

period. 

Foster Fitz-Simons relates that the choreography as 

utilized by Green serves as decoration, tells the story, sets 

a scene, serves as a transition from one scene to another, 
43 

and holds the mood. Again as with music, everything the 

choreographer has the actor-dancers do must serve the aes

thetic requirements of the play. Fitz-Simons concludes that. 

In fact, the very nature of the kind of theatre 
Mr. Green has . . . proposed requires the con
tinuous use of choreographic techniques by not 
only the choreographer himself but also the 
director.^^ 

42 
Erie Stapleton, "Music in the Play," in the official 

Program of The Lost Colony, 1938, quoted in History into 
Drama, ed. William Free and Charles Lower (New York: The 
Odyssey Press, 1963), p. 150. 

Foster Fitz-Simmons, "Choreography in The Lost 
Colony," in History into Drama, ed. William Free and Charles 
Lower (New York: The Odyssey Press, 1963), p. 150. 

44 
Ibid., p. 155. 
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Choreography in Green's dramas includes the dance as well as 

the "processional" sequences such as the Indian's entry, the 

funeral march, and the road building sequence in Texas. 

Fitz-Simons labels this "choreography of a very valid kind, 

45 
and must be recognized as such." These respective job 

responsibilities indicate that the artistic development of 

a show requires a directorate, not just a director. 

As the executive committee set about to fill these posi

tions, they established a key principle—the use of local 

46 
talent. The TPHF applied this axiom and used local talent 

for the artistic directorate and all managerial positions. 

The feelings of respect and pride for the community combined 

with an understanding of the community proved to be inherent 

advantages of local personnel. The position of stage direc

tor was given to William Moore, who also served as director 

of theatre at West Texas State University. Green wanted to 

bring in Samuel Selden as a consultant, but finances pre

vented this, and so the directing of Texas remained in the 

hands of local artists, a definite advantage for the show. 

^^Ibid. 

46 
McCalmon and Moe contend, "If non-locals do not furnish 

clearly superior qualifications over local personnel, then 
there is no advantage in calling on them." McCalmon and Moe, 
Historical Drama, p. 100. 

x: 

i 
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139 

In seeking a musical director, Moore turned to a co-worker 

with whom he produced college musicals and who was in charge 

of the opera workshop at WTSU, Royal Brantley. Brantley and 

Moore traced their working relationship back to 1955 when 

Brantley joined the WTSU music department. Producing operas 

and musicals, the two men had worked together for ten years 

prior to Texas' opening. The hiring of Neil Hess as choreog

rapher completed the directorate. Hess, who taught drama 

at an Amarillo high school and operated a dance studio in 

Amarillo, served as choreographer for many of the WTSU pro

ductions. Although the Texas production directorate was 

composed of men experienced in their respective areas, they 

had no outdoor theatre experience. Based on their perfor

mance, one can conclude that the critical element in select

ing artistic directors was their expertise and their ability 

to work together. The lack of experience in outdoor theatre 

did not prove a hindrance. Rather, it stimulated the direc

tors to experiment in order to discover the best techniques. 

Thirteen successful seasons stand as a record of these 

men's ability to produce a drama with widespread popular 

appeal. The overall achievement of the group is based on the 

informality which exists due to the familial feelings between 

the directors. The writer, working as an assistant to the 

directors for three years, 1977-1979, noted both strengths 
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and weaknesses. On the positive side, trust and an aware

ness of each person's strengths provides for a good working 

relationship among the directors. The ensemble of directors 

began with a distinct advantage; they had worked together on 

university productions. Moore showed complete confidence in 

Brantley and Hess; past history justifies his faith in their 

abilities. The interrelationship existing between the direc

tors permeates the company so that instead of diversity, the 

environment supports unity. The familial relationship estab

lishes separate lines of authority so that each director 

operates as he wishes, though this is contrary to normal the

atrical practice in which the stage director is considered 

the leader. Personal loyalties, or perhaps the respect each 

director has for the others, prevents any serious difficul

ties from arising. In this writer's opinion, Mr. Moore's 

desire for a successful show causes him to subordinate his 

role of leader in the creative and interpretative functions 

so that he, Brantley, and Hess operate as equals. This 

trichotomy is not that unusual since the company makeup 

divides according to acting, singing, and dancing assign

ments, but in terms of unity it creates the potential for 

three separate groups in place of one unified company. On 

the negative side, however, a deterioration of the line of 

authority results. Clifford cites Green's criticism of the 

group: 
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. . . the overture for the play has grown far be
yond his [dreen's] intention and even includes the 
popular, but anachronistic and unaesthetic ballad, 
"The Yellow Rose of Texas," simply because the 
director has been unable to override the decisions 
of the musical director.47 

Problems generated by the informality occur during the 

rehearsal period. First, there is the lack of structured 

rehearsals; each director operates with his own timetable. 

This often results in one director falling behind schedule 

and requiring extra time to complete his aspect of the show. 

Coordination of events from the first rehearsal would provide 

a more effective utilization of time and personnel. Second, 

the chain of command is almost non-existent. The directors 

do not meet nor do they prepare a schedule for each day. 

Rather they ask at 1:00, the beginning of the afternoon re

hearsal, what the schedule is. Each director knows what he 

did in the past and that is the format he attempts to follow. 

Mr. Moore, as the director, does not exercise the leadership 

perogatives belonging to his position. 

Another problem caused by the familial situation occurs 

with returning personnel. Because returning leads are asked 

by Moore to provide staging directions, they often assume 

the blocking must be just like the year before. Hence, the 

cast becomes closed to change and innovation. The stage 

47 
John C l i f f o r d , "Problems in S t ag ing t he Outdoor Sym

phonic Dramas of Paul Green" (Ph.D. d i s s e r t a t i o n . New York 
U n i v e r s i t y , 1972) , p . 175. 
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director needs to exercise more authority over the performers 

so that they understand who is in control. The most signifi

cant problem based on familiarity occurred in the technical 

area. The technical director operated as a separate entity; 

he performed according to his timetable, not the director's. 

Directions given by Moore were completed at his discretion. 

The line of authority, director to technician, was negligible 

and often resulted in less than adequate sound and light dur

ing the opening week due to a lack of technical rehearsals. 

Task orientation explains why the technical director's inter

est in the regular lighting and sound for the show is minimal, 

His major concern was for the special sound and light fea

tures with which he created the spectacle for which the show 

was famous. 

Hesitancy to exercise authority or control is a common 

result of a familial relationship. An example of the problem 

occurred in 1977 when the side stage buildings were completed, 

Although construction was finished by May of 1977, and the 

panels were painted by the stage crew before the shov̂  opened, 

difficulties in mounting the panels prevented their use dur

ing the 1977 season. The difficulty in completing this task 

exemplified a weakness in the chain of command which Green 

had earlier labeled as an inherent weakness. The playwright 

assailed the "separate policies of complete authority" which 

allowed decisions without the director's approval and 



143 

situations in which "personal loyalties were valued over the 

48 

artistic quality." The weakness in the director's author

ity played prominently in the side stage problem. The the

atre facilities manager had designed a simple track system 

for the panels, but in spite of the director's insistence 

that the work be completed, the work was postponed until the 

off-season. A rather angry Paul Green provided the impetus 

to complete the project. By the spring of 1978 the tracks 

were hung and the panels provided the much-needed scenic 

49 

background for the side stages. This kind of problem, how

ever, is not unique to Texas. Clifford concludes that per

sonal attachments are likely to occur in any long running 

community-sponsored outdoor production. At the time of 

this writing, however, due to everyone's concern for a suc

cessful show, no insurmountable problems have developed. 

General Manager 

As the show opened in 1966, the Board's selection of 

Raymond Raillard completed the organizational leadership. Mr. 

Raillard became an "organizational manager," responsible for 

48 
Ibid., p. 129. 

49 -, • 
Interview with William Moore, Texas Production, 

Canyon, Texas, 23 May 1978. 
50 
Clifford, "Problems in Outdoor Dramas," p. 129. 
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coordinating the activities of the different groups involved 

in the production. His principal function was to trans

form the divergent ideas from the other managers into a set 

of rules necessary for carrying out the production functions 

^ !_ . . 52 of the organization. Raillard, using his business acumen, 

established policies which enhanced the show externally and 

internally. A survey of his guidelines regarding the com

munity discloses why the show has strong community backing. 

Raillard's first rule is recognition of the community's role 

in a successful production. Every person living in the 

community represents a possible source of information about 

the production. He uses the complimentary tickets policy 

to provide as much community liaison as possible. 

The principles justifying this action are quite simple. 

Employees of motels, service stations, and restaurants often 

receive requests for information about the show. If they 

are acquainted with the show, they will do a better job 

answering questions. Implementation of the idea is done 

each summer as complimentary tickets are given this group 

for performances in July. Any business that helps the show 

receives free tickets for its employees. This principle is 

Hellriegel and Slocum, Management, p. 83. 

52 
Ibid. 
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applied equally whether the business displays a poster or as 

in the case of Levi Strauss supplies all the blue and brown 

levis needed for the company. This very generous program 

creates goodwill between the community and the production 

and thereby generates favorable word-of-mouth advertisements. 

An additional aspect of this policy is that these tickets are 

to be used within a certain time period. Thus, they assist 

efforts to keep the house full during traditionally slow 

weeks. 

The use of complimentary tickets to strengthen atten

dance is a key aspect of Raillard's philosophy. Once par

ticularly slow nights are identified, Raillard contacts 

various community groups—churches, children's homes, or 

retirement homes—and offers them tickets for that evening. 

53 This not only creates goodwill, but also dresses the house. 

During the thirteenth season the Texas production gave almost 

four thousand complimentary tickets. There is no tangible 

method of calculating the return on the complimentary tickets 

except to note that from the beginning of the show this pol

icy has been in effect and the show has had tremendous com

munity support and growth. 

Raillard's second rule is concern for the company. The 

new cast member knows from the beginning of his association 

5 3 
Interview with Sheryl Sommer, Texas Production, 

Canyon, Texas, 26 March 1979. 
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that the Foundation is interested in him as a person. On the 

first day of rehearsal, Raillard meets with each company mem

ber and explains the contract. Though salaries are not high, 

they are competitive with other outdoor productions. In 

addition to the salary, the cast member receives several 

fringe benefits that demonstrate the Foundation's interest. 

Special housing arrangements are made with the WTSU dormitory 

so that the student may live on campus and receive special 

room rates. To encourage student enrollment in summer school, 

the Foundation invests $27.50 in each student who takes a 

summer theatre course. High school students forced to com

mute between Amarillo and Canyon, before the schools dismiss 

for the summer, are reimbursed for the trips. As rehearsals 

shift to the Canyon, the company is divided into car pools 

and the drivers receive compensation for each trip made to 

the Canyon. This procedure continues through the run of the 

production. Cast members are provided health insurance and 

a genuine concern is shown for injured or ill company mem

bers. Each company member also receives eight complimentary 

tickets for use during the first three weeks of the show. 

Raillard's third rule is concern for the Foundation's 

image. It is important that a producing organization develop 

a good image. Exercising strict budget controls, Raillard 

watches over each annual production and holds the line so 

that no serious money problems arise which might taint the 
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creditor's view of the production. Only one show lost money, 

the fall production of They Came From Spain, and rather than 

allow the investors to lose money and thus damage the Founda

tion 's reputation, Raillard paid off the losses from Texas' 

production fund. 

Raillard works closely with the Amarillo Board of Conven

tions and various businesses in the area to strengthen the 

Foundation's image in the community. In exchange, the Texas 

production receives thousands of dollars of free advertising 

and/or items needed for the production. The hospitable image 

of the production has helped establish goodwill between the 

Foundation and various tours and has resulted in sizeable 

increases in bus tours attending the show and/or rehearsals. 

Raillard manifests the sincerity that McCalmon and Moe speak 

of in describing the advantages of hiring local residents to 

do the work, and he stands as an example of why that recom-

54 
mendation is valid. 

Before completing this discussion of the show's manage

ment, a note must be given concerning the other subsystem of 

management which developed after Mrs. Harper stepped down 

from the executive committee. She remained an institutional 

manager," responsible for the production's reception by its 

5 5 
consumers and patrons. In charge of public relations for 

^"^McCalmon and Moe, Creating Historical Drama, p. 100. 

55 
Hellriegel and Slocum, Management, p. 83. 
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the production and the Foundation, she continued to work in 

the area of her strength, selling the shov/. 

The development of the Foundation's organization illus

trates several principles. First, seeking the right person

nel one looks not only for expertise and experience but also 

for the individual's ability to work with others. The inter

relationship between the persons in charge of the production 

strengthened the overall quality of the show. Credit for 

Texas' success must go to the pragmatic skills of Harper, 

Moore, Brantley, Hess, and Raillard. Their professional 

leadership gave the production an inherent strength which 

when combined with the continuity of leadership resulted in 

a successful operation. Second, forming a new sponsoring 

association is advantageous as it sustains the idea of the 

project being so new that it requires a fresh approach. 

Third, selling the idea in place of asking for money gener

ated many future donations for the Foundation. Fourth, 

emphasizing the familial relationship will result in definite 

advantages to the company as long as one is aware of the nega

tive aspects. Fifth, developing and maintaining a proper 

image for the Foundation results in community as well as 

outside support for the show. Effective use of these princi

ples gave Texas a strong organizational structure. 

£: 
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The Community 

No matter how well organized the producers are, if the 

show does not have community support, its chances of success 

are small. Samuel Selden advises that: 

The community as a whole must be vigorously inter
ested in it, interested to the extent of being 
willing and eager to work hard on every step 
toward making it a success. 56 

McCalmon and Moe explain, "When the presentation . . . does 

not arise out of the combined will and effort of the commun-

57 
ity, its chances of success are small." Applying this 

axiom to Mrs. Harper's efforts shows her work during the 

the organizational period is exemplary. Focusing on commun

ity leaders, she convinced them to accept the challenge of 

creating a sponsoring organization. The fund-raising dinner 

designed to raise the money to bring Green to the Canyon ful' 

filled two additional objectives: a measurement of local 

interest in the project and an introduction of the idea to 

the community. The organizing committee, reinforced by the 

local interest in the proposal, interpreted the feedback as 

positive and initiated a campaign to raise "seed money." 

Throughout the formative period the Foundation focused on 

selling the community on the importance of the project. It 

Samuel Selden, Producing America's Outdoor Drama 
(Chapel Hill, North Carolina: University of North Carolina 
Press, 1954), p. 11. 

^"^McCalmon and Moe, Historical Drama, p. 39. 
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is this persuasive campaign which provides a model worthy of 

imitation. 

The campaign was not limited to the easy way out—news

paper and television reports; rather, the sponsors sought 

opportunities to speak for clubs and organizations throughout 

the Panhandle (Appendix B). The speakers carried the message 

directly to the people. Activities such as the groundbreak

ing were designed to encourage area-wide participation. At 

no time did the campaign suggest the production belonged to 

Canyon and Amarillo alone. The significance of this point 

becomes clear as one considers John Clifford's conclusion, 

that "four of Green's shows which failed had an imperfect or 

improper identification with the locale and its community."^^ 

The Foundation very effectively sold the production to the 

Panhandle area. 

Locating the Foundation in the city of Canyon offers 

another aspect of the model which deserves consideration. 

"Today," McCalmon and Moe state, "the cooperative community 

effort and spirit necessary to engender successful large-

scale and long-range historical dramas appears more easily 

effected in the small or average-size community rather than 

59 m the metropolis." Proof of this hypothesis is presented 

58 
Clifford, "Problems in Outdoor Dramas," p. 178. 

59 
McCalmon and Moe, Historical Drama, p. 39. 
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in Clifford's conclusion as he states, "None of the long-

6 0 
running shows are situated near large metropolitan areas." 

The reasons supporting Clifford's conclusion are evident to 

anyone who visits such a community: their innate hospital

ity, which Paul Hadley identified as a reason why the show 

would succeed, and the overall community interest in any 

project which strengthens the economic base of the commun-

61 
ity, because small communities are always in search of 

new industry. This economic interest generates a willingness 

to work for a project, and in a community the size of Canyon, 

this means the majority of businesses and residents join in 

the effort. Concerning the willingness of local people to 

donate time, Mrs. Harper wrote. 

The city of Canyon is almost organized like a 
cottage industry. When we mail to a thousand 
or so, fifteen minutes of calling will bring in 
a dozen folders, stampers, stuffers, and ad
dressers. 62 

The "grass roots" support offers testimony to the importance 

of an effective promotional campaign to acquaint the people 

with the project and to develop pride in the idea. The local 

Clifford, "Problems in Outdoor Dramas," p. 179. 

•̂""Paul Hadley speech, "What Outdoor Theatres Do for the 
Economy," delivered to TPHF Board Meeting July 8, 1962, cited 
in News Release, July 11, 1962, TPHF History, 1962, Vol. II, 
Canyon, Texas. 

^^"Margaret Harper to Paul Green, 10 November 1963," 
Green Letters, TPHF Historical Files, Canyon, Texas. 
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support yields an extra dividend in that the individuals 

attend the show as well as provide word-of-mouth advertising. 

Thus, a city of Canyon's size is advantageous to an outdoor 

production. 

The successful involvement of the community in the 

project fulfilled the key criterion for membership. Members 

should be persons "known to be interested in the work of the 

association, and they should be accepted on the basis of 

their willingness to see the association's interests ad-
6 3 

vanced." The best environment in which to find this type 

of member is the small community. The reader should note 

that the emphasis of the Foundation had been involvement, 

not donation of funds. The constitution states, "No finan

cial obligation, exclusive of the payment of the annual mem

bership, shall devolve on any member by virture of member-

64 ship." A very positive response has resulted from the 

Foundation's policy of seeking to sell an idea instead of 

asking for money. 

The goal of attracting an active membership to the orga

nization harmonized with the guidelines presented at the 

first Outdoor Drama Conference in 1963. "One must work," 

stated Mr. Fox, General Manager of The Lost Colony, "to build 

63 
Constitution, Art. VI, Sec. 1. 

"̂̂ Ibid. , Sec. 2. 
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6 5 

up a group of prominent, interested, working people." 

TPHF attracted 2,103 members its opening season; over 1,000 

members came from Amarillo, 426 from Canyon, and 609 from 

the area. Almost one-third of the members came from the area. 

This demonstrates that even with the widespread local support, 

the Foundation recognized the necessity of area-wide support. 

Beginning the second year of production, 1967, the Foundation 

added $5.00 and $10.00 memberships. This action agreed with 

Mr. Guthrie's contention that in a small community you must 

have inexpensive memberships and you must make the people 
6 6 

feel that they are an important part of the show. Also 

during the second season, life memberships in various cate

gories were sold; to date, 3,850 have been issued. 

The Foundation averages 277 annual family memberships, 

517 regular memberships, and for thirteen seasons an overall 

yearly total average of 944. This number surpasses the fig

ure of eight hundred members suggested by John Fox, as im-

6 7 
portant for public relations. The principle of area-wide 

John Fox: Statement in Panel Discussion of "Manage
ment and Promotion for the Outdoor Theatre," cited in Insti
tute of Outdoor Drama's First National Conference, ed. by 
Charles Lower (Chapel Hill, North Carolina: University of 
North Carolina, 1963), p. 79. 

^^Mr. Guthrie: Statement in Panel Discussion of "Man
agement and Production for the Outdoor Theatre," cited in 
Institute of Outdoor Drama's First National Conference, ed. 
by Charles Lower (Chapel Hill, North Carolina: University 
of North Carolina, 1963), p. 83. 

"̂̂ John Fox, Management and Promotion, p. 80. 
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support is shown by the following statistics: 37 percent of 

the annual memberships are sold in Amarillo; 3 5 percent are 

sold in the area, and 2 0 percent are purchased in Canyon; in 

Lubbock, the southern boundary of the area, 4 percent of the 

6 8 
annual memberships are marketed. The primary importance 

of this membership is public relations. Although Mr. 

Raillard believes the Foundation may not pay its way at all 

times, he feels the area-wide support generated by the group 

justifies the TPHF investment. The one thousand annual 

members and the 3800 life members provide a substantial group 

of workers for the production. 

Marketing studies of word-of-mouth behavior reveal some 

criteria about the sources of person-to-person opinion shar

ing. First, John Arndt's analysis of the interaction between 

individuals concerning a new product reveals that early 

adopters or pioneers are readily influenced by impersonal 

sources to purchase a product. These early adopters then 

become sources of information about the product as a result 

6 8 
Statistics are based on membership figures listed in 

each year's souvenir program. 
69 
Interview with Raymond Raillard, Texas Production, 

Canyon, Texas, 7 February 197 9. 
70 
John Arndt, "A Test of the Two-Step Flow in Diffusion 

of a New Product," in Consumer Behavior, ed. Robert Holloway, 
Robert Mittelstaedt, M. Venkatesan (Boston: Houghton-Mifflin 
Co., 1971), p. 241. 
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of the information they receive through direct mail or other 

advertising sources. They in turn share their information 

with those v/ho are interested but uncertain about a new item. 

Donald Cox supplies the next step as he explains that opinion 

leaders play an active role by adding or filtering informa

tion to provide "new" information. Both Arndt and Cox con

clude on the basis of their data that these early adopters 

play an active part in the communication process by trans-

72 
mitting their personal evaluations of the product. The 

significance of the word-of-mouth communications is presented 

in Arndt's conclusion: 

Those receiving favorable word-of-mouth communica
tions were three times as likely to buy the new 
product as were those receiving unfavorable word-
of-mouth. Later buyers were somewhat more likely 
than earlier buyers to receive word-of-mouth.'3 

The Foundation's first campaigns brought out the "early 

adopters" in the area. Effective use of these individuals 

to promote the project resulted in a two-thousand member 

organization by the show's opening. Once established, the 

show benefited from an even greater host of "opinion leaders" 

Donald F. Cox, "The Audience as Communicators," in 
Stephen A. Greysen, ed., Toward Scientific Marketing, cited 
in John Arndt, "A Test of the Two-Step Flow in Diffusion of 
a New Product," in Consumer Behavior, ed. Robert Holloway, 
Robert Mittelstaedt, M. Vendatesan (Boston: Houghton-Mifflin 
Co., 1971), p. 243. 

"^^Arndt, Diffusion of a Nev/ Product, p. 243. 

"̂ Îbid. , p. 246. 
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willing to share their evaluation of the project. Community 

pride motivated a number of people to invite others to the 

project. In addition, the show's quality surprised many and 

resulted in their eagerness to invite others. The Foundation, 

through its three direct mailings per year, informs these 

individuals of new events to motivate them and to inform 

them so that they have information to share with others. 

The goal of the Foundation is to make every element of 

the community a source of information. One expects busi

nesses to cooperate because of the benefits they receive; 

however, Texas uses individuals as well as businesses as 

sources of information. Here, the community's size enhances 

the effort. The Foundation learns of individuals planning 

trips and contacts them. Serving as ambassadors when they 

travel. Foundation members spread Texas brochures and word-

of-mouth evaluations throughout the nation. Essentially what 

the Foundation does is create a hospitable environment for 

the individual, making each person feel needed and important. 

The area residents, whether a TPHF member or not, are will

ing to assist. They become "opinion-sharers" and believe 

themselves to be an important part of the show. The impor

tance of this effort is not only to publicize Texas but to 

encourage residents and the role they play in the organiza

tion. John Gardner states, "An organization runs on 
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74 motivation, on conviction, on morale." He continues. 

"They have to believe that their efforts as individuals will 

mean something for the whole organization and will be recog-

75 

nized by the whole organization." From the Panhandle resi

dents* response, it is evident that the community and area 

are sold on the production. Aware of Texas' theatrical 

quality, as well as its economic service to the area. Pan

handle residents offer solid support for the annual summer 

run. The thirteen years of production, according to McCalmon 

and Moe, stand in testimony to the community's health and the 

TPHF's effective leadership: 

The ability to procure funds, materials and services 
to initiate and operate a drama project (of whatever 
magnitude) is one measure of community health. Con
tinuing efficient management of the affairs of a 
project is necessary to accomplish fully the two 
fundamental tasks of its sponsors: to maintain a 
high quality of theatrical product and to provide 
community service.7 6 

The unusual success of the production at Canyon is 

based on the effective communication of "opinion-leaders," 

many of whom were pioneers or early supporters of the pro

duction. They enjoyed the show and they played, as Arndt's 

John W. Gardner, "How to Prevent Organizational Dry 
Rot," in James Owen, Paul Page, and Gordon Zimmerman, Com
munication in Organizations (New York: West Publishing Co., 
1976), p. 48. 

"̂ Îbid. 

76 McCalmon and Moe, Historical Drama, p. 102. 
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study revealed, "an active part in the communications process 

77 by transmitting their personal evaluations of the product." 

These individuals are characterized by a willingness to 

share their opinions. Their effectiveness is seen in the 

1976 survey in which 50 percent of the audience came because 

a friend or relative recommended the show and 2 percent at

tended due to restaurant and/or motel employee's recommenda-

78 tion. Thus TPHF established the importance of taking the 

campaign to the people. Once the residents were sold on the 

idea, they became involved with the production and the show 

gained an important boost in public relations. The Founda

tion's results also demonstrate the importance of keeping the 

membership active in the promotion of the production. Fi" 

nally, the fact that the campaign included the whole Panhandle 

area, not just one community demonstrated the strength gained 

by such a plan. 

Fiscal Security 

Once the idea of presenting an outdoor drama caught on, 

the desire to produce drove the committee toward the most 

common mistake made by novice producers, a rush to open as 

soon as possible. This urgency to act results in hasty 

planning, which Mark Sumner identifies as "the biggest reason 

"̂ "̂ Arndt, Diffusion of a New Product, p. 243. 

^^"Institute of Outdoor Drama, 'Audience Survey, 1976,'" 
History of TPHF, 1976, Canyon, Texas. 
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79 
for failure" of outdoor dramas. The haste with which the 

organization began resulted in some confusion. Mrs. Harper 

explains: 

In our . . . meeting on July 9th, toward the end, 
someone asked whether you [Green] would . . . write 
the Palo Duro play for us. I said (a little flip
pantly, maybe), "We have his willingness in writ
ing." — referring to your letters, of course. The 
paper came out with the bold announcement that you 
had signed a contract. We shall be ready to make 
this true in a month, but I am sorry to announce it 
prematurely and lefthandedly.80 

Viewed from the positive side, the early announcement demon

strated the local interest in the production. The commun

ity's readiness to open as soon as possible appeared in the 

same letter: "There is feeling here that we should . . . 

81 

open in 1962 if we can." Mrs. Harper's "if" clause dis

tinguishes Texas from the majority of outdoor dramas. 

"We'11 know by September first," wrote Mrs. Harper, "whether 

or not we can. Would you be willing to aim for that date, 

8 2 
if we find we can finance it that soon?" This philosophy 

of having the money first and then producing the show pro

vided the key ingredient to the organization as a model of 

79 
Mark Sumner, quoted in William Glover, "America's Out

door Theatres," Riverside (Calif.), The Sunday Press-Enter
prise, 20 August 1972, Sec. D, p. D, D3. 

^^"Margaret Harper to Paul Green, 18 July 1961," Green 
Letters, TPHF Historical Files, Canyon, Texas. 

Ibid. 

^^Ibid., p. 2. 



160 

fiscal policy. Though TPHF and the community wanted the 

show, the parties involved were determined to wait until 

the funds were secured. 

The ability of management to endure the adversity of 

the first five years most assuredly explains why the Texas 

production succeeded. Each year Mrs. Harper spoke of opening 

the next summer. Every postponement resulted in disappoint

ment, but the association used the time wisely. Correspond

ing with Green, Mrs. Harper regularly informed him of the 

state of the organization and then requested information 

8 3 
about the outdoor dramas, their management, and operation. 

The policy of fiscal responsibility actually provided the 

group with time to educate itself about outdoor dramas. 

Green supported the Foundation's policy as he wrote in Sep

tember 1962: "Just when we can set a date for opening will 

84 

naturally depend on how the fund-raising goes." Corre

sponding with TPHF in 1963, the playwright spoke of a 1964 

opening, but with the following reservation: 

In no way would I advise a 1964 opening in the 
hope that such an announcement would bring in suf
ficient money for our production. I am sure it 
wouldn't work. 

Second, an announcement of a definite opening 
for the season of 1965, with sufficient funds 

8 3 
See sample letter in Appendix A. 

^"^"Paul Green to Margaret Harper, 11 September 1962," 
Green Letters, TPHF Historical Files, Canyon, Texas. 



161 

guaranteed. This would give proper time for real 
promotion. . . . All the outdoor plays I have been 
associated with have had about two years of pro
motion before the opening occurred. . . . But in 
consideration of the shortness of time between now 
and the 1964 opening I recommend that an opening 
be announced for the season of 1965—understanding 
of course that this means also sufficient produc
tion funds will be guaranteed.85 

Maintaining a conservative fiscal policy created delay after 

delay in all areas of work but proved the dedication of those 

producing the show. Probably the most frustrated was the play

wright. Writing to Green in 1963, Mrs. Harper presented the 

problems of the current fund drive in Canyon and Amarillo. 

In closing she admonished, " . . . please forgive us for be

ing suddenly off and suddenly on and don't block out all 

8 6 
alternatives until we report again." Green's steadfast 

support offered an example to those in charge and strength

ened their determination to complete the project. Had Green 

waivered at this time, the whole idea would have failed. 

Though the fund-raising efforts did not secure the 

money needed with dispatch,they did get the job done. The 

aspects of the drive worth emulation are the philosophy, the 

seed money, and the decision to use local funds rather than 

state subsidy. From the first effort to pay for Green's 

^^"Paul Green to TPHF, 8 October 1963," Green Letters 
TPHF Historical Files, Canyon, Texas. 

^^"Margaret Harper to Paul Green, 10 November 1963," 
Green Letters, TPHF Historical Files, Canyon, Texas. 

x: 
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visit, the objective of the organization was to include the 

entire Panhandle, not just Canyon and Amarillo. The fact 

that 35 percent of the annual membership comes from the Pan

handle area and that 14 percent of the show's underwriting 

originates from the area manifests the importance of the 

philosophy. Lubbock, the southernmost city, provides the 

8 7 highest percent of audience members. Thus, selling the 

project as an area effort broadens the potential support in 

both contributions and attendance, giving the producers a 

better chance of succeeding with the project. 

The idea of securing "seed money" with which to train 

the leadership of the production is another example worth 

imitating. Although Green shared much information with the 

TPHF's executive committee, the seed money enabled the pro

ducing organization to send those individuals involved with 

the show on fact-finding missions. The results of the 

group's contact with other directors, designers, and archi

tects yielded extra dividends in both the creative and the 

business management areas of the production. Quite often 

the information received was not how to do it but, rather, 

what not to do. Raillard attended a seminar on theatre 

management in New York. After hearing that most shows de

pended on grants and deficit operations, Raillard knew Texas 

had to seek guidance elsewhere: "We could never operate 

8 7 
Interview with Margaret Harper, Texas Production, 

Canyon, Texas, 27 July 1979. 
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8 8 
according to their guidelines here in the Panhandle." On 

the other hand, Mrs. Harper enrolled in the Direct Mail 

Seminar and found the information invaluable. She gained 

ideas for efficiency in promoting and fund-raising via 

direct mail. 

The most significant decision in the fiscal campaign 

became the Foundation's determination to seek funding from 

the area rather than State subsidies or grants. Mark Trimble 

from Shepherd of the Hills contends, "If you're going to be 

8 9 
a success, the answer is private enterprise." Dependence 

on state subsidy is dangerous, for, as Trimble points out, 

"Many shows suffer when subsidies are reduced or elimin-

90 
ated." "State government is a good source to tap," re
lates an Institute of Outdoor Drama member, "but it is 

91 
sometimes political and precarious." 

Freed from concern about politics, the Panhandle show 

sought area support to build the theatre. At first the 

decision to remain independent seemed as precarious as the 

State aid, because it took the Foundation five years to 

8 8 
Interview with Raymond Raillard, Texas Production, 

Canyon, Texas, 19 March 1979. 
^^Mark Trimble,cited in Glover, "America's Theatre 

Outdoors," p. D-3. 

Ibid. 

^"'•"Institute of Outdoor Drama," First Conference, p. 82. 

; -I ' 
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raise the funds required to build and equip the theatre. 

The basic problem, Mrs. Harper explains 

. . . is not money. It is the lack of leadership 
in the Park and Wildlife Commission and in Amarillo. 
The Parks Board has been completely replaced and 
reorganized. There is a new executive. These men 
are making no moves of any kind until . . . big 
amounts are raised by trading favors and each cause 
needs a champion. When Mr. Clements laid down our 
burden no one was willing to pick it up. The . . . 
wonderful men who are helping us, Wales Madden, Lee 
Bivins, Lawrence Hagy and Eddie Melin are staunch 
as ever. But they feel strongly that we must 
broaden our base of interest and bring in some new 
fresh faces, and finding our man is the problemi.92 

The Foundation, determined to open, considered the possibil

ity of producing on a smaller scale if adequate support was 

not secured, while, as Mrs. Harper put it, "working like mad 

93 
to see that it wasn't necessary." 

Competition for area funds became keen in 1964 as a five 

million dollar hospital campaign began in Amarillo. This 

serious rival brought an interesting response from Mrs. 

Harper: 

My preoccupation this fall has been to find a legal 
form for underwriting or selling debentures which 
would raise credit quickly so you could proceed 
with the show. . . . The problem is that many in 
Amarillo who will help us are giving to their legal 
limit for tax exemption to the hospital. If we can 

"Margaret Harper to Paul Green, 10 November 1963," 
Green Letters, TPHF Historical Files, Canyon, Texas. 

93 ^., Ibid. 
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figure out some system by which it becomes a busi
ness investment for them and they can write off 
any loss as a business loss we can get support now. 

The frustration of the on-again-off-again production sur

faced as Green corresponded with Mrs. Harper, 

Lord, Lord, I had gone along from the first with 
the belief that in Texas money would be no problem, 
and we could produce one of the most stupendous 
shows ever . . . maybe '65 will be our year.95 

The noteworthy aspect of both Harper's and Green's comments 

is the principle of faith expressed by both in spite of the 

disappointments. The playwright revealed his feelings fur

ther as he continued: 

As I say, I feel terribly responsible to you 
and the others who have worked so hard there 
and it may be that if I had had a shining inspira
tional script of the drama done for you a long 
while ago you could have done better with your 
fund raising. 

So now my sense of responsibility deepens when 
I think of the terrifically hard time you folks 
have had in getting your amphitheatre this far along, 
because too this long haul doesn't augur well for 
future audience support when and if we open our play, 
and I tremble at urging you to keep on driving and 
harrowing the already harried. 

It does occur to me, however, without much thought 
that it might be well for you folks locally to get 
up some sort of historical production, rather pageant
like, for a week or so of staging in the amphitheatre 
this summer—telling the story in something of a 
simple chronicle style of the beginning of Canyon and 
the settling of the region round about . . . you may 

94 
"Margaret Harper to Paul Green, 24 January 1964," 

Green Letters, TPHF Historical Files, Canyon, Texas. 
^^"Paul Green to Margaret Harper, 3 February 1964," 

Green Letters, TPHF Historical Files, Canyon, Texas. 
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think it is a screwy suggestion. Maybe it is. 
But I remember that the people on Roanoke Island 
staged their local simple version of the Lost 
Colony several times in different summers before 
I wrote my version. Their work helped create ex
pectation and interest.96 

Green concluded by returning $1,000 as ". . . a bit of en-

97 couragement to you folks. . . . " Green's contribution 

represented one of the larger gifts to the production. 

The majority of support to produce the show came from 

small gifts. The Canyon campaign aimed at the "modest con

tributor" raised over two dollars per inhabitant; the largest 

98 
gifts were four $500 donations. Yet, some $200,000 flowed 

from the area. "We have the tremendous resource of the 

'little people' as the money raisers call them," Mrs. Harper 

99 

told Green. "Our representatives in the area," she con

tinued, "go to great lengths to follow our requests and run 

our errands and they send in a steady stream of money which 

represents great effort for them working at long distance, 

even though it is in small amounts. The effort of the 

area representatives and the support from the "little people" 

96^, -̂  Ibid. 

97 
Ibid. 

9 8 
"Margaret Harper to Paul Green, 10 November 196 3," 

Green Letters, TPHF Historical Files, Canyon, Texas. 
99 , ,, 

Ibid. 
J-00 ^'^ Ibid. 
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represents the Foundation's fulfillment of its objective to 

enlist anyone willing to support the project, whether with 

time or money. 

The aspect important to the model was that a broad base 

of support can be the difference between success and failure. 

Large gifts are also needed, and Texas received several: the 

Bivins family, $35,000; L. A. Gilvin, $35,000; and Mary 

Moody Northen, $50,000. During the first five seasons, 

$110,000 in underwriting was guaranteed by many of the indi

viduals from the area. The bank kept these pledges as col

lateral for loans to the Foundation. After the fifth season 

the show was financially solvent, so the underwriters were 

released. 

Two other Texas productions exemplify the lack of com

munity support. Lone Star, Paul Green's newest production, 

began with large contributions from the Moody Foundation, 

yet Lone Star struggles along with an average attendance of 

380 for its 129 shov/s. El Paso del Norte, written and di

rected by Thomas Hardy, imported most of its cast and did 

little for community relations. It proceeded with diffi

culty for two seasons, drawing an average of 206 a night. 

Neither of these productions developed local or area sup

port; the impact is clear as Lone Star lost $250,000 last 

Margaret Harper, The Texas Experience, Canyon, Texas 
Texas Panhandle Heritage Foundation, 1975, p. 4. 
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102 year, and El Paso del Norte closed. An interesting note 

is the fact that the Los Pobres group in El Paso worked for 

community support, reopened the outdoor theatre and last 

103 year drew 22,000 spectators. 

The promotional ideas of TPHF designed to enlist area 

support exemplify the imaginative effort necessary to gener

ate area backing for a project. The idea of creating a 

Pioneer Hall of Fame listing individuals and their occupa

tions, generated interest as well as cash flow. County 

plaques designed by area art students promoted the project 

in forty surrounding counties. Opening nights, with their 

special guests and events, fulfilled two goals: to fill the 

house and to interest area residents in attending the pro

duction. In the decade of the seventies, the special art 

events used during Texas' opening performances attempted to 

maintain area interest. 

Each step taken by the Foundation strengthened Texas' 

chances of survival. Effective use of Green's idea for a 

local pageant laid the groundwork for the opening of the 

production. Thundering Sounds gave the Foundation an oppor

tunity to initiate a promotional campaign one year in advance 

Interview with Raymond Raillard, Texas Production, 
Canyon, Texas, 19 March 1979. 

•̂ ^̂ " Institute of Outdoor Drama, 'Outdoor Drama Atten
dance,'" History of TPHF, 1978, Canyon, Texas. 
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of Texas' opening. After five years the production began 

from a position of strength, demonstrating that the efficient 

use of the time enabled TPHF to present a financially sound 

production. The end result justified the lengthy waiting 

period, not only in the opinion of the Foundation and its 

members, but also, as attendance figures reveal, in the ex

pectant public's judgment. From the initial season, Texas 

had the appearance of a winner as the first year's attendance 

reached 61,338. The show's strength is evident as the inau

gural year is compared with the first year attendance of 

three neighboring outdoor dramas: 

Attendance Performances 

Trail of Tears 36,000 55 
El Paso del Norte 8,037 ^9 

Lone Star 49,052 129-^"^ 

At the end of the first season, Texas' attendance was ex

ceeded only by Unto These Hills, which was in its fifteenth 

season. Exceptional attendance yields a financial reserve. 

Since its opening, Texas, like Unto These Hills, has sup

ported the Amphitheatre and the additions to it from the 
105 

box office receipts. 

The first principle of fiscal security was to wait until 

the cash is available; do not allow the urgency to act to 

Ibid. 

"^^^Institute of Outdoor Drama, First Conference, p. 82 
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override fiscal responsibility. The second principle was to 

use local funding for producing the show even if it did slow 

down the project. The third principle was the investment of 

funds for training the production's leadership: seminars 

such as direct mail and visits to other outdoor productions 

by the directors. The fourth principle was faith, a belief 

strong enough to endure hardships. In TPHF's case the sup

port of the playwright proved to be the steadfast anchor 

which allowed the organization to weather its severe finan

cial difficulties. The fifth principle was build as broad 

a base of support for the production as possible. The sixth 

principle was employ creativity in every dimension: fund 

raising, marketing, and membership drives. 

The model presented in this chapter provides a frame

work for structuring the sponsoring organization of an out

door drama. Though there are other aspects, the three com

ponent parts represent the basic elements required for the 

organizing process. The prototype, based on the Panhandle 

group's operation, isolates the factors upon which the suc

cess or failure of an organization will depend. Thus, 

producing groups can predict that following these guidelines 

will increase the likelihood of their formulating a workable 

enterprise. Once the group completes the steps presented in 

this chapter, their attention focuses on producing the drama, 

The next chapter systematizes the areas of production into 

the format of a model. 



CHAPTER VI 

TEXAS: A PRODUCTION MODEL 

The presentation of a dramatic story represents the 

point in a theatre's organizational cycle where the members 

expect to reap the rewards they sought during their partici

pation in the developmental process. The final aspect of 

organization, then, is the production. In discussing the 

pattern for this activity, the writer selected four elements 

with which to compose the model. First is the site, for as 

Anthony Parker contends, "If no suitable site is available, 

it is not much use going on with the idea." Once the site 

is selected, consideration turns to element number two, the 

playwright. McCalmon and Moe explain: 

^'ideally, the person the sponsors need to look for 
to create their drama is maturely knowledgeable of 
human relations and sensitive to his world. Not 
only does he possess talent as a writer but he has 
a genuine interest in the materials . . . out of 
which drama evolves. While he may not have pre
viously written a historical drama he has to his 
credit evidence of other scripts alive with some 
special kind of vitality.2 

After the sponsors secure a playwright, attention turns to 

the third element, the public, as management focuses on 

"̂ Anthony Parker, Pageants (London: The Bodley Head, 
1954), p. 34. 

^George McCalmon and Christian Moe, Creating Historical 
Drama (Carbondale, Illinois: Southern Illinois Universiry, 
1965), p. 94. 
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attracting an audience. Basically all outdoor audiences 

divide into two categories of people: those indigenous to 

the area and those originating from a variety of places and 

backgrounds. A distinctive quality of the outdoor drama's 

public is that only rarely do they see live drama. 

On occasional trips to the city they may see a pro
duction put on by a touring company, or in their 
own town they may see an annual high school play; 
but their play-going experience . . . has been re
stricted. Most of them have been seeing drama 
only in the movies or on television.3 

Thus, the show's eventual success is determined by its abil

ity to attract this special audience. 

Finally, the present writer believes that experimenta

tion, as employed by the Panhandle production, deserves con

sideration as the fourth element. The testing of equipment, 

production ideas, and personnel prior to opening Texas pro

vided a research and development project for the organiza

tion. As each of these four areas is considered, guidelines 

suggested by the key sources will be utilized as standards 

for measurement. 

The Site 

"One of the very first things to be agreed upon after 

the decision has been made to hold a pageant," states Anthony 

3 
Ibid., p. 103. 
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Parker, "is the exact site on which it shall be staged."^ 

Selected by Paul Green, the site for Texas provides an his

torically significant location within a natural landscape 

of rugged beauty. Paul Hadley, in his speech "What Outdoor 

Theatres do for the Economy," told the TPHF membership that 

"the location [in Palo Duro] is the best I've seen." He 

concluded that "the site would be one reason the show will 

succeed." 

McCalmon and Moe suggest seven general criteria for the 

selection of a site. "Proximity to area(s) of historical 

7 

significance, if possible," is their first standard. Se

lecting West Texas' most distinctive natural wonder as its 

site allowed the Foundation to produce the show in an excit

ing and natural environment near where many of the events 

actually occurred. 

The semi-arid climate of West Texas enables the show 

to fulfill the second guideline: generally favorable weather 

conditions. Over thirteen seasons, the show averaged 1.5 
g 

rainouts a season. Once the show completes the first two 

4 
Parker, Pageants, p. 34. 

^"Speech by Paul Hadley to TPHF, 1962," History of TPHF, 
1962, Vol. II, Canyon, Texas. 

^Ibid. 

McCalmon and Moe, Historical Drama, p. 12 9. 

^"Cumulative Statistics on Texas Musical Drama," His
tory of TPHF, 1978, Canyon, Texas. 
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weeks of performances, the danger of rain is greatly reduced; 

for July and August are normally dry months. 

The next prerequisite McCalmon and Moe list is access

ibility to and from major traffic routes. Located near 

four major highways, the Pioneer Amphitheatre actively util

izes the advantages offered by its position. Highways 60 

and 87 (now I 27) pass within twelve miles of the theatre; 

Interstate 40 (66) and 287 go through Amarillo eighteen miles 

away. Traffic flow on these thoroughfares supplies a sizable 

potential audience. Amarillo Chamber of Commerce figures 

revealed that 59,500 cars entered Amarillo every day in 1963; 

an average of 12 0 0 families spent the night; and that in the 

summer this figure increased to 1800 families. Employing 

the experience of other cities near outdoor shows, the asso

ciation estimated 10 percent of the 1800 or 180 families 

would attend the drama. These families represented a good 

potential audience, but the production would still need 

another source. Park statistics revealed that that source 

was Palo Duro State Park, a tourist attraction in its own 

right. The Canyon drew 150,000 visitors in 1961; one-half, 

75,000, came in the three summer months. Palo Duro State 

9 
McCalmon and Moe, Historical Drama, p. 12 9. 
"Local Tourist Information, Amarillo Chamber of Com

merce," History of TPHF, 1961, Canyon, Texas. 
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Park had demonstrated its drawing power as it bucked the 

trend of reduced tourism affecting many other state parks 

at the end of the fifties. Palo Duro's attendance increased 

from 95,000 in 1957 to 150,000 in 1961,^"^ and tourists con

tinued to visit the Canyon in increasing numbers. "As a mat

ter of fact," wrote Molly Webster, travel editor for the 

New York Times, "of the park's 300,000 visitors in 1966, 

12 
about 61,000 saw Texas." Webster's figures imply that 

Texas simply took advantage of the Canyon's well developed 

tourist trade. Such was not the case, for an audience sur

vey revealed that 87 percent of those attending Texas' 

13 inaugural season came especially to see the production. 

Tourists were important, but as Mrs. Harper stated, 

"More than 360,000 people live within 50 miles of the Canyon 

14 
and twice that many live within a 100-mile-area." She 

concluded, " . . . 60,000 people will gather on a single 

Friday night in two or three area football stadiums--and 

that's the number we will . . . accommodate during the 

"Speech by Mrs. Harper," History of TPHF, 1962, 
Vol. II, Canyon, Texas. 

12 
Molly Webster, "The Vivid Palo Duro Canyon Country 

of Texas," New York Times, Sunday, May 28, 1967, Sec. X, p. 19, 

•̂ •̂ "News Release, November 1966," History of TPHF, 1966, 
Canyon, Texas. 

-̂ "̂ Amarillo Globe-Times, 31 May 1968, History of TPHF, 
Vol. II, 1962, Canyon, Texas. 
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ten weeks of six night-a-week performances.""^^ Thus, not 

only did Texas' location provide accessibility to and from 

major traffic routes, but it also presented an established 

tourist route for the show. 

However, the Canyon did more than provide people; its 

beautiful natural landscape offered "an excellent environment 

in which to stage the drama," McCalmon and Moe's fourth cri-

16 

terion. The bluff's multi-colored earth strata and numer

ous rock formations offer an exceptionally beautiful back

drop for the stage. John Clifford describes the site: 

The rugged setting for this amphitheatre increases 
the feeling of wilderness and effectively adds to 
a sense of actually being there on the lonely 
plains "during the latter part of the nineteenth 
century." It effectively creates the proper psycho
logical attitude for Green's play.17 

Topographical suitability, the fifth criterion, is ful-

18 
filled easily by the amphitheatre stage. The level area 

at the base of the bluff is more than adequate, for it pro

vides a stage area more than 100 feet wide and over 100 yards 

deep. Additional flat terrain is available for the backstage 

facilities and spacious parking lots for the show's visitors. 

"^^Ibid. 

16 
McCalmon and Moe, Historical Drama, p. 12 9. 

17 
Clifford, "Problems in Outdoor Dramas," p. 60. 
McCalmon and Moe, Historical Drama, p. 129. 
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Using the site suggested by Green, the planning committee 

employed the natural slope to reduce the construction costs 

for the auditorium. The terrain between the area marked off 

for audience seating and the bluff used for the backdrop 

provided the designers with a landscape suitable for the 

magnitude of the projected production. The incorporation of 

the site into the design of the theatre is noteworthy for 

three reasons. First, the planning committee as McCalmon 

and Moe advised consulted "with experienced architects 

in the field and, whenever possible with the playwright, 

19 scenic designer,and director of the contemplated script." 

Second, due to the limited material available on outdoor 

theatre design and aware that many problems existed in many 

of the contemporary outdoor designs, the Foundation sought 

new features through experimentation. Earl Parge, the pri

mary architect, visited the playwright and inspected several 

southeastern outdoor theatres. Green relates the activities 

of Parge's visit: 

I took him down to Manteo and he got a good indoc
trination into ways and means of amphitheatre 
doings out of our group discussions there and from 
studying the actual Lost Colony plant in process 
of construction and renovation . . . while he was 
here we did a lot of talking about his plans for 
the Canyon Amphitheatre, and The Lost Colony tech
nical staff went over his designs. '. '. 7^ 

McCalmon and Moe, Historical Drama, p. 12 9. 

^^"Paul Green to Margaret Harper, 28 November 1961," 
Green Letters, TPHF Historical Files, Canyon, Texas. 
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Following his first visit, Parge sent his Canyon designs 

to Green for evaluation. Green, quite pleased with the 

plans, replied: 

I've finished a couple of sessions with the expert 
advisory group. . . . Professors Davis, Parker and 
others are giving me a memorandum of suggestions 
. . . which I'll forward to Parge. But let me say 
quickly that we all think lie's done a fine job so 
far. "̂1 

Third, the architect's first-hand work with the play

wright enabled him to create the proper environment for 

viewing the play even though no script was available. 

According to Tom Rezzuto, at the First Outdoor Drama Confer

ence, "the play must come first, and then we find an environ-

22 ment which makes the play that much more dramatic." The 

consensus of the architects at the first conference was that 

the script should be first; however, at the time of this 

meeting, most outdoor drama scripts arrived about halfway 

23 
through the construction period. The necessity of having 

a script is to safeguard the flexibility of the playing area. 

Designing an outdoor theatre without a script can result in an 

21 
"Paul Green to Margaret Harper, 3 January 19 62," 

Green Letters, TPHF Historical Files, Canyon, Texas. 
22 
Tom Rezzuto statement in panel discussion of "Archi

tecture and Theatrical Design for the Outdoor Theatre," 
cited in Institute of Outdoor Drama's First National Con
ference, ed. by Charles Lower (Chapel Hill, North Carolina 
University of North Carolina, 1963), p. 9. 

23 
Ibid., p. 8. 
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unsuitable playing area. Although the script for Texas did 

not arrive until after the theatre's construction, at least 

the tentative plans and discussions with the playwright sup

plied the nature of the play and enabled the designer to 

provide the proper space and an atmosphere for the drama. 

Because the script was not in hand, the architect designed a 

playing area with even more flexibility than he would have 

with a script. Planning to accommodate a cattle drive, 

allowing sufficient upstage room for Indians to ride, and 

incorporating some huge upstage center boulders for use in 

the Indian scenes, resulted in a spacious playing area with 

ample off-stage space for marshalling cast, animals, and 

props for each scene. Due to Green's method of writing a 

script, it became beneficial that the designer received only 

general concepts rather than incorporating a specific design. 

The early consideration of staging events such as a 

cattle drive and a Comanche raid guaranteed adequate dimen

sions for on-stage and off-stage areas. The flexibility of 

such a nonspecific stage is advantageous as McCalmon and 

Moe state: 

While not as picturesque, the neutral, "nonspecific" 
type of construction in an outdoor Amphitheatre can 
serve in the interests of economy and flexibility. 
. . . Furthermore, should the need arise, this type 
of outdoor theatre can accommodate a different dra
matic work, or a variety of entertainment or com
munity events. Concerts, outdoor movies, and 
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religious meetings, represent several events which 
can be serviced by the multi-use of such a stage.24 

The Foundation used the theatre for most of these events as 

well as to experiment with fall productions such as They 

Came From Spain and Stars. 

Comparing the amphitheatre site's development with 

Parker's guidelines further underscores the effective plan

ning which went into the project. Parker recommended "at 

least" four good entrances to the arena; Texas has seven. 

"There must be good assembly areas or 'wings,'" according 

to Parker, "where our actors can wait for their entrances, 

25 

out of sight of the audience." The amphitheatre's back

stage provides assembly areas of forty-five to fifty feet 

on the right and left stage areas, within the side stage 

houses, and has adequate cover for the upstage center en

trance. Parker called for room "behind the scenes" for 
26 

dressing rooms, and refreshment tents. Though Texas has 

no tents, the dressing rooms, cast house,and the side stage 

houses provide more than adequate facilities for the cast. 

"If possible," Parker continued, "the arena should slope 

27 
gently towards the audience like a stage." The upstage 

24 
McCalmon and Moe, Historical Drama, p. 13 4 

25 
Parker, Pageants, p. 36. 
Ibid. 

27 ^Ibid. 
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areas slope down toward the audience, offering very nice 

staging areas for the funeral scene and the railroad work 

scene. Parker recommends as little artificial scenery to 

"mask" the sides of the arena as possible.^^ Except for 

side stage houses and the cedar fence enclosing the seating 

area, Texas uses no artificial scenery to mask the theatre. 

Finally, Parker warns that the sun must not be in the 
29 

audience's eyes. The bluff shades the audience from the 

sun so that the first portion of the show, done during the 

early evening hours, presents no problem with the sun. 

Green worried more about the moon; he wanted to be sure that 

the moon always came up over the shoulders of the audience, 

because, as he declared, "No playwright is ever good enough 

to compete with the moon." 

Clifford, in his study of outdoor dramas, listed three 

innovations incorporated into the Pioneer Amphitheatre: 

For the first time no light towers were erected 
because the rain shelter roof at the rear of the 
auditorium, was utilized as the main source of 
front lighting. . . . 

. . . a steeply inclined six-hundred foot high 
cliff . . . is the rear wall of the stage. It 
is never cut off from view and is used at times for 
special effects. No other amphitheatre is so com
pletely open to the rear; in fact, no other 

28 ^. , 
Ibid. 

29 , ., 
Ibid. 

^^"News Release,13 October 1961, History of TPHF, "The 
Beginnings," Canyon, Texas. 
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amphitheatre is so completely open all around. 
Only a small wooden palisade fence encloses the 
audience at the sides and it seems very insig
nificant compared to the immensity of its sur
roundings inasmuch as the canyon's hillsides rise 
impressively on each side beyond the fences. 

Another innovation . . . is found in its ar
rangement of side stages. In the past these 
stages always began on the backstage side of the 
proscenium wall, but here the stages are joined by 
steps to the main stage and the proscenium walls 
begin some fifteen to twenty feet to the offstage 
side of this juncture. This has two effects: one, 
the side stages seem to be more integral to the 
main stage; two, the feeling of openness is in
creased as the proscenium is widened.31 

Since Clifford's study, side-stage houses were added which 

housed a scenery wagon and sliding scene panels for the 

show's interior scenes. The side-stage houses also provide 

dressing room and storage areas for props. The innovative 

side-stage houses, however, are not without fault. The 

decorative trim of the stage left house impairs the sight-

lines from several of the far right auditorium seats. 

"Relative freedom from outside intrusions of noise and 

32 
lights" is McCalmon and Moe's sixth criterion. Snuggled 

against the canyon wall some six hundred feet below the area's 

normal surface, the visitor to the Pioneer Amphitheatre sees 

no telephone poles or highline wires, hears no sirens or traf

fic noises. In fact, the only sounds from contemporary soci

ety are aircraft flying over the Canyon. There is one aural 

31 
Clifford, "Problems in Outdoor Dramas," pp. 58-59. 

32 
McCalmon and Moe, Historical Drama, p. 12 9. 
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distraction originating in the Canyon—the whistle from the 

miniature "Sad Monkey" railroad is heard. Due to the good 

neighbor policy of the Canyon, however, the engineer elim

inates the whistle during the grave scene in Act One and 

since "Sad Monkey R.R." closes at sundown, this removes most 

of the interference. Nature provides more distractions than 

man. A mule deer and her fawn grazing leisurely by Quannah's 

Rock can upstage any scene. Such visits from the Canyon's 

wildlife often interrupt the show. 

The real nemesis of Texas, however, is the wind. South

westerly breezes stir the air and quite regularly interfere 

with the theatre's acoustics. McCalmon and Moe's final con-

33 cern is with the theatre's acoustics. Their suggestion, 

that prevailing breezes blow from the stage toward the audi

torium, is not possible because the wind blows parallel to 

the audience and often carries the actor's voice offstage. 

Building the sidestage panels and later the sidestage houses 

reduced this problem as the buildings served to reflect the 

sound back toward the audience and to prevent the voice's 

escape. The wooden fence which completely encloses the 

area from the sidestages to the back of the theatre, acts 

as a sound reflector to hold the actor's speech within the 

theatre's seating arena. Outdoor productions in the 

"ibid. 
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Southeast utilize wooded hillsides to strengthen the acous

tics; the foliage breaks the wind and provides some reflec-
j 34 ^ 

tion of sound. In contrast the Pioneer Amphitheatre, 

except for some juniper and mesquite, is devoid of trees, but 

the barren surface of the bluff provides almost total rever

beration. A.n early news release described the theatre's 

acoustics: 

The 600 foot bluff of the canyon and the bowl of 
the theatre make an echo chamber, so that patrons 
seem to be inside the sounds they hear. The acous
tics are such that a penny dropped on the stage may 
be heard in any seat and a production in this place 
is a new kind of experience for listeners.35 

Thus, due to the Foundation's effort to do things right, 

the selection of the site and its development into the Pio

neer Amphitheatre fulfilled the suggested criteria for choos

ing and developing a site. Following most of these guide

lines is simple if adequate time and money are available. 

Many groups, in their rush to produce, set the criteria aside 

and later discover the shortsightedness of their action. 

The effort of the planning committee to design a functional 

unit exemplifies the overall philosophy of the Foundation— 

take time and do it right. The flexibility of the nonspecific 

stage continues to underscore the perceptive planning of the 

committee. Parge went against the usual standard of other 

^Sbid. 

^^"News Release 11 June 1965," History of TPHF, 
"Thundering Sounds," 1965, Canyon, Texas. 
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theatres and the work of an architect since he did not en-

close and define space. His neutral architectural design 

allows the Foundation to encourage other community groups 

to utilize the stage and thereby increase the Amphitheatre's 

publicity and the area's awareness of it. 

The Story 

"The play should be prepared," explains Samuel Selden, 

". . . by an able and experienced playwright who understands 

3 6 
the special requirements of outdoor drama." The Texas 

producers sought the man who, in their opinion, best ful

filled Selden's requirements: Paul Green. Commissioned to 

dramatize the spirit of the Panhandle settlers. Green found 

himself in a unique situation. He was not writing to com

memorate an anniversary or special celebration as was the 

case with the majority of his outdoor epics preceding the 

37 Texas script. According to the Foundation's constitution, 

the Panhandle story is written to preserve, record, and re

create the history of the pioneers who settled this region. 

Working with this objective in mind. Green used a second 

distinctive quality of the situation, a readily available 

36 
Samuel Selden, Producing America's Outdoor Drama 

(Chapel Hill, North Carolina: University of North Carolina 
Press, 1954), p. 11. 

"̂̂ See page 186 for a listing of the categories into 
which Green's plays are divided. 
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history of the region. The comprehensive records of the 

area contained at the Panhandle Plains Historical Museum 

and the availability of old-timers who re-told stories of 

the early days provided Green with so much information that 

the rough draft which was used when rehearsals began was 

eight times too long. 

From the start of the project. Green recognized the 

potential of the area to supply that vital ingredient of the 

outdoor drama: spectacle. Inspired by what he witnessed 

at the Fandangle production. Green spoke of cattle drives, 

Indian raids, and blizzards in the early discussions of the 

show. Many of these events, though entertaining, were cut 

due to time or difficulty of staging. Sufficient events, 

however, remained to fascinate the audience, events such 

as the prairie fire and the thunderstorm. 

Donald Treat, in his study of the playwright's v/orks, 

groups Green's dramas into three categories: plays concerned 

with an historic event, such as The Lost Colony or The Found

ers; plays concerned with an individual in a specific his

torical situation. The Common Glory, and The Confederacy; 

and plays dealing with an individual such as The Stephen 

3 8 
Foster Story and The Wilderness Road. The nature of the Pan
handle' s history caused the dramatist to develop Texas 

Donald Robert Treat, "Paul Green's Concept of Sym
phonic Drama and Its Application to His Outdoor Plays" 
(Ph.D. dissertation, University of Denver, 1963), p. 372. 



187 

according to the dramatic pattern used in The Wilderness 

39 
Road, a play Green considers one of his best. Treat ex
plains the distinctive quality of The Wilderness Road: 

The plot itself is based on and developed from 
the playwright's conception of character rather 
than a wish to commemorate an historical indi
vidual or event.4 0 

Treat concludes : 

While all of these outdoor dramas deal with his
toric materials in one way or another, it appears 
that the farther the plot is from a strict ad
herence to history, the greater are the opportun
ities for the playwright to develop character.41 

Clifford illustrates Treat's point about character 

development as he explains, "The only two of Green's leading 

characters who are fictional are John Freeman of The Wilder-

42 
ness Road and Calvin Armstrong of Texas" Thus, the two 

essential ingredients of drama, plot and character, were used 

by Green as he wrote the Panhandle script. 

Though patterned after his other outdoor works, Texas 

received other special qualities which set the drama apart 

from Green's earlier works. The playwright developed a 

general theme which relates: 

Interview with William Moore, Texas Production, 
Canyon, Texas, 3 February 1979. 

"^^Treat, "Paul Green's Concept of Symphonic Drama," 
p. 226. 

"̂ Îbid. , p. 274. 

^^Clifford, "Problems in Outdoor Dramas," p. 22. 
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. . . the struggle of man to subdue the Panhandle 
Plains and finally against all difficulties and 
odds to build his home and habitation there, end
ing in triumph and the spirit of celebration with 
a look and summons to the future.4 3 

Another difference is the playwright's use of the nar

rator. More of the exposition and development of the story 

is dramatized rather than explained by an everpresent nar

rator so common in Green's earlier works. This type of 

narrator evolved from The Stephen Foster Story. By making 

the narrator a major character. Green reduced the number of 

times the character. Uncle Henry, acts as the narrator to 

five: three times in Act One, two times in Act Two. This 

compares with the narrator in The Founders who appears in 

eleven of the show's fourteen scenes. The movement of Uncle 

Henry to different stage areas is unique to the Texas nar

rator as most other narrators are stationery and always 

45 appear in the same spot. The limited number of appearances 

by Uncle Henry as the narrator indicates that Green employed 

a stronger method in presenting his Texas story, dramatiza

tion. Most pageant writers elect to use a narrator because 

of the factual material and the episodic nature of the story. 

^^"Letter to TPHF members," History of TPHF, 1961, "The 
Beginnings," Canyon, Texas. 

Treat, "Paul Green's Concept of Symphonic Drama," 
p. 325. 

"^^Clifford, "Problems in Outdoor Dramas," p. 25. 
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The skilled dramatist, however, prefers, as Sam Smiley ex

plains, "To dramatize his material rather than have some 

46 
agent tell it." This is what Green did with Texas: he 

dramatized more of the show's action, and thereby strength-

47 ened the overall dramatic quality of the script. The 

Texas story gained a position of dramatic superiority over 

many of the playwright's earlier works, because Green used 

the best techniques from his past experiences. 

The western flavor inherent in the material provided 

yet another distinctive feature. The script used common 

ingredients—cattleman versus sodbuster, mixed with the 

romantic triangle of Eastern sophisticate and Western com

moner, spiced by a saloon-girl on the make with a Shake

speare-quoting prospector turned farmer. But as is true 

with many recipes, it is the skill of the cook that deter

mines the outcome. Green's work resulted in a dramatically 

adequate script. 

Commissioned to write the script in 1962, Green did not 

complete the work until the spring of 1966, and at that time 

the script remained in "rough draft" form. His slowness in 

completing the script concerned the directors. Yet the four 

"̂ Ŝam Smiley, Playwriting: The Structure of Action 
(Englewood Cliffs, N.J.: Prentice-Hall, Inc., 1971), p. 99 

"̂̂ Ibid. 
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years Green spent compiling scenes and dialogue became an 

advantage. The relaxed rate had allowed the writer to 

strengthen the dramatic quality of the script. McCalmon and 

Moe relate: 

The rate of time it takes for the creative process 
to be initiated, developed and brought to a satis
factory end varies from person to person and is 
gauged by the amount and quality of each play
wright's endowment for observing, understanding 
and imagining. Since relatively long periods of 
time are generally required to gestate, the process 
often moves forward slowly, erratically, and pain
fully. 48 

Apparently no matter how much time Green spends composing 

the script, he is never ready in advance of the opening. 

His letter to the directors of Texas explained his position: 

I have to warn you though of what you may already 
know—namely, that all of the outdoor symphonic 
dramas I have written require a lot of tailoring 
after the first season, tailoring that in many 
cases goes on for a long time. I just try my 
hardest to get a production good enough to stand 
up for the first season, and even then after we 
open to keep working at it to make it better as 
the season progresses .'̂ 9 

Clifford points out that to Green, 

. . . the first season has become the out-of-town 
tryout which creates additional problems for the 
first-season director, although all of them have 
the highest regard for Green's willingness to work 
closely with them through that period.50 

48 McCalmon and Moe, Historical Drama, p. 141. 

"^^"Paul Green to William and Margaret Moore, 4 November 
1965," Green Letters, TPHF Historical Files, Canyon, Texas. 

50 Clifford, "Problems in Outdoor Dramas," p. 112. 
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The tailoring stage began with Texas one month before 

opening night. Viewing his material in its unrefined stage. 

Green performed the alterations necessary for opening the 

show; after the show's opening Green became a critic. As an 

artistic judge of the production. Green supplied lengthy 

critiques with suggestions for improvement during the first 

few years. (See Appendix A.) His comments on the first 

season focused on technical problems. Quite upset by the 

technical crew's failure to achieve "the splendor and glory" 

in the finales of the first season. Green wanted by the 

second season ". . .to bring these finales to their full 

51 
and creative eye-and-ear explosion and fury." "I forgot 

to mention the prairie fire dance," Green wrote. He con

tinued, "It doesn't quite come off yet and this, I think, is 

partly due to the costumes and lighting. A steady glare of 

52 
light on this scene is wrong." Disturbed by the lack of 

props, he insisted, 

. . . Erin will right away provide an interior set
ting for the bedroom in Uncle Henry's house where 
the girls are dressing for the party, and the same 
for Elsie's room in St. Louis. . . .53 

^^"Paul Green to Margaret Harper, 25 August 1966," 
Green Letters, TPHF Historical Files, Canyon, Texas. 

^^"Paul Green to Margaret Harper, 3 July 1966," 
Green Letters, TPHF Historical Files, Canyon, Texas. 

^^Ibid. 
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Two other concerns of Green through the years have been main

taining the two and one-half hour time limit for the show 

and the dramatic staging of Calvin's mother's ghost in the 

dream sequence. Green has accepted with reservation the 

director's solution to both these problems. 

Since no critics of national reputation visit the show. 

Green's function as evaluator helped bring the show to its 

current level of proficiency. His annual visit remains the 

highlight of the summer production. In fact, the perfor

mances he witnesses are done as though a New York critic 

were attending. And rightly so, for his evaluation of the 

production is more critical than any reviewer's analysis of 

the production. (For examples of his comments see Appen

dix A.) Thus, the Texas production en toto owes much of its 

success to the playwright. The production staff remains 

open to Green's comments, knowing that his expertise has 

been invaluable to the show's progress. The interrelation

ship between Green and the directors has been such that each 

one's respect for the other creates a strong working rela

tionship. The result is a script utilizing stronger tech

niques of dramatization than many of his earlier works, 

directed to achieve as closely as possible the intent of the 

playwright. 

The Public 

Bertolt Brecht contends, "Theatre remains theatre, even 

when it is didactic theatre, and if it is good theatre it 
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54 

will entertain." The outdoor drama's strength remains its 

ability to satisfy popular tastes for entertainment. In 

general, the outdoor dramas constitute a kind of "people's 

theatre." Mark Sumner explains, "We're providing what people 

55 want to see, where they want to see it." David Weiss, 

director of Trail of Tears and head of the University of 

Virginia's drama department, contends outdoor drama is "the 

5 6 nearest thing to popular drama which this country has." 

Although popularity is no criterion of the work's lasting 

value, it is the simplest standard by which a production's 

attractiveness is measured. Applying the attendance cri

terion to Texas reveals the show's popular appeal and the 

organization's success in promoting the show. This section 

of the model investigates the public which attends Texas. 

An audience survey taken in 1976 reveals the latest data 

concerning the show's patrons. The questionnaire revealed 

that over half those attending are adults accompanied by 

spouse (29 percent) or friends and other family (28 percent). 

Further evidence that the show is family entertainment is 

Bertolt Brecht, "Theatre for Learning," in European 
Theories of Drama, ed. Barrett H. Clark, revised by Henry 
Popkin (New York: Crown Publishers, 1968), p. 310. 

^^"Stage is Alive and Well—in Suburbia," U.S. News and 
World Report, July 16, 1973, p. 80. 

^^David Weiss, quoted in Glover, "America's Theatre 
Outdoors," p. D-3. 
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provided by the fact that almost 29 percent bring their chil

dren, and of that group 30 percent come with one to three 

children while 9 percent are accompanied by four or more 

57 
children. Although the questionnaire did not investigate 

the individual's attendance to live theatre other than out

door dramas, the data reveal that the audience makeup is not 

a typical theatre-going group. Thirty-nine percent of the 

visitors make less than $15,000 a year; the majority of live 

5 8 

theatre patrons earn more than $15,000. The typical educa

tion of the Texas audience is high school or under, 2 9 per

cent, while 13 percent are college graduates and 11 percent 

hold advanced degrees. Indoor theatre audiences normally 

have a higher percentage of college graduates and holders of 

advanced degrees. Considering the occupations of heads of 

households, professional led the way with 22 percent while 

19 percent listed business, union labor, and non-union 

59 

laborers composed 15 percent of the audience. The pro

fessional category is the largest single component of the 

indoor theatre audience. Studies show that blue collar work-

60 
ers are hardly represented in indoor theatre audiences. 

^"^"Audience Survey," History of TPHF, 1976, Canyon, Texas 

^^Don Wilmeth, "Changing Attitudes Toward the Arts," 
Intellect, December 1978, p. 197. 

^^"National Audience Survey, I. 0. D., 1976," History 
of TPHF, Canyon, Texas. 

^^Theatre Communications Group, Toward a New^Audience 
(New York: Theatre Communication Group, June 1967), p. 3. 
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The Palo Duro production, then, is achieving Green's objec

tive: providing a popular entertainment by which to attract 

individuals to the theatre. 

The attendance statistics reveal that Texas, in fulfill

ing the Foundation's economic objective, is a trend setter 

in two key areas. First, 54 percent of the guests list Texas 

as the reason for coming to the area; this is compared with 

the Institute of Outdoor Drama's national average of 4 6 per

cent. In addition, Texas is a trend setter in attracting 

visitors who stay longer in the area. Thirty-four percent 

of Texas visitors spend one night compared with 20 percent 

on the national average and 11 percent spend two nights 

while 8 percent is the national average; furthermore, 47 

percent stay in a motel as compared to 23 percent on the 

national average. Thus, the production keeps its audience 

longer than other outdoor dramas, reaping an economic advan

tage, but this is not the real strength of Texas. 

In searching for distinguishing features, one discovers 

that for the first five seasons over 50 percent of the audi

ence lived within 120 miles of the amphitheatre—a normal 

audience pattern. It is not that the audience is different, 

it is just that they come in greater numbers. The show's 

attendance increased annually for the first five years. 

Green, showing the distinctiveness of these figures, an

nounced, "This is a real record for outdoor dramas, that is. 
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6 1 
a steady climb in attendance from season to season." 

(Appendix D contains the cumulative statistics.) 

The year 1969 became a banner year as the show drew 

71,590 spectators. The growth during the fourth season 

is best reflected by the Outdoor Drama Institute's sta-

tiscics ranking Texas the third most popular outdoor drama 

in the nation: 

Unto These Hills 134,705 

Black Hills Passion Play 99,277 

Texas 71,590^^ 

Thus, in four seasons, Texas gained national prominence among 

the outdoor dramas, proving the accuracy of the AAA forecast 

that "the attendance would exceed the previous records and 

Texas would retain its rating as one of America's top twenty 

6 "̂  

travel attractions." Texas fulfilled both prognostica

tions. From 1970 to 1977 Texas audiences grew every year 

except 1971 when two rainouts caused a slight decrease in 

attendance. During this period attendance advanced steadily 

toward 100 percent of capacity--a goal achieved in 1975. 

It is astounding that with a gasoline crisis in 1973 and 

6 1 
"Paul Green to Margaret Harper, 20 August 196 8," 

Green Letters, TPHF Historical Files, Canyon, Texas. 
6 2 
"Outdoor Drama Summer Attendance Figures for 1969" 

(Chapel Hill, North Carolina: Institute of Outdoor Drama, 
1969) . 

^•^"Reprint of Texas Highways, June, 1969," History of 
TPHF, 1969, Canyon, Texas. 
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with travel expenses climbing yearly, the Texas production 

filled 93.6 percent of its seat capacity that year. Even 

more amazing is that during the next four seasons, 1974-1977, 

98.9 percent of the seating capacity was filled. The thir

teenth season marked the end of the growth trend as atten

dance dropped to 81 percent of capacity, but true to form 

the fourteenth season, even with six fewer performances, drew 

88,581 as it filled 87.6 percent of capacity.^^ 

These statistics are a relevant part of the model, for 

they offer invaluable marketing information. Trends in at

tendance are easily established by audience demographics. 

Studying the audience makeup reveals areas that need improve

ment as well as pinpointing geographic locations that may be 

potential sources of guests for the show. During the seven

ties the statistics revealed a slight decline in local atten

dance, so the Foundation worked to attract this group. Out-

of-state visitors from New Mexico and Oklahoma increased 

during this time period, suggesting the importance of expand

ing the advertising campaign in these states. In addition, 

the data provides feedback which enables management to evalu

ate the success of certain campaigns. Bus tours, for example, 

increased from 250 buses in 1970 to 503 in 1977, indicat

ing that present methods of contacting these agencies are 

working. 

64 , . . . .. .. • , 
Cumulative Statistics on Texas Musical Drama, 

History of TPHF, 1978, Canyon, Texas. 
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The statistics also suggest that the thorough promo

tional campaign has succeeded in publicizing the Palo Duro 

production. The attendance trends demonstrate that even 

with the gasoline crisis and increasing inflation the public 

will invest time and money to be entertained. The 1979 sea

son clearly illustrates this point. Starting with a gasoline 

shortage, high inflation and ending with gasoline selling for 

more than one dollar a gallon, the final season of the seven

ties reestablished a growth trend in attendance. Further 

suppport of the point is made by Don Wilmeth as he analyzed 

increases in attendance on Broadway and Regional theatres 

throughout the nation. The surge in theater-going came, as 

Wilmeth explained, " . . . during a time of inflation and the 

6 ̂  
deepest recession in thirty years." Attempting to explain 

the contradiction, he stated, "When the New York theatre is 

healthy, its status tends to affect the rest of the country." 

In support of this premise, he continued, "Regional theatre 

companies experienced record subscriptions this past sea-

6 6 
son." Though his investigation does not include outdoor 

theatres, apparently Texas benefited from the resurgent inter

est in theatre. 

6 S 
Don Wilmeth, "The 'Fabulous Invalid' Makes a Recovery," 

Intellect, September-October 1975, p. 97. 

^^Ibid. 
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Effective use of the information supplied by the demo

graphic data has helped Texas remain Green's most popular 

show and continue to be the second best attended symphonic 

drama in the United States. 

Through five seasons, Texas drew 340,000 spectators, 

more than fulfilling Mrs. Harper's prediction that the show 

". . . would bring a minimum of $360,000 annually into 
6 7 

Amarillo." Annually, the production brought $9,254,000 to 

the area during its first three seasons according to a study 

by the Institute of Outdoor Drama in 1970. The Institute 

calculated the impact by computing the average attendance 

during the first three seasons. Applying the formula to 

Texas' period of exceptional attendance, 1974-1977, one 

realizes that each year the production boosted the area's 

economy by some twelve million dollars. It is not difficult 

to understand why the local and area patrons offered their 

support to the project. A local industry would have to 

gross almost three million dollars a year to have equal 
fi Q 

financial impact. 

This period of increased attendance, 1974-1977, 

strengthened the financial position of the show so that by 

^"^"Amarillo Globe-Times, 14 June 1963," History of TPHF, 
1963, "Dedicaton of Theatre," Canyon, Texas. 

^^Margaret Harper, The Texas Experience, Canyon, Texas: 
Texas Panhandle Heritage Foundation, 1975, p. 4. 
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the end of the eleventh season (1976) the Board let contracts 

for the construction of new side-stage houses which provided 

dressing rooms as well as housing new sliding scene panels. 

With the fourth consecutive season surpassing 90,000 in 1977, 

the increased income allowed additional planning for facili

ties. During the off-season, a cast house with offices for 

the directors, Moore, Brantley, and Hess, was completed. 

Public support is important in areas other than monetary. 

The show's popularity authenticates, according to the French 

actor, Louis Jouvet, the art form: 

There is not dramatic art without success. No dra
matic work is valid unless it finds a public to 
listen to it and make it live. What matters is the 
direct connection between the man who speaks, the 
author, and those who listen, the audience, the 
public.70 

The attendance figures also validate the production's 

strength as entertainment. A heterogenous audience such as 

Texas draws expects to witness more than a simple community 

endeavor. The production's annual attendance demonstrates 

its attractiveness. Two other signs indicate the public's 

endorsement of the show as entertainment. First, the number 

of. patrons who have seen the production more than once 

69 
"Business Meeting, September, 1977," History of TPHF, 

1977, Canyon, Texas. 
70 
Louis Jouvet cited by Norris Houghton in a speech 

delivered to the Institute of Outdoor Drama, First National 
Outdoor Drama Conference (Chapel Hill, North Carolina: In
stitute of Outdoor Drama, 1963), p. 46. 
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(41 percent annually). Second, the fact that the production 

survived two major gasoline shortages, 197 3 and 1979, and a 

continuing inflationary economic spiral. 

A successful production, then, must emphasize entertain

ment, conduct a thorough campaign aimed to attract a particu

lar type of audience, and most important, collect data which 

will not only reveal if the campaigns are successful but also 

suggest locations of new audience members. 

Experimentation 

The decade of the sixties ushered in a period of innova

tion, experimentation, growth, and change for the American 

theatre. The task assumed by playwrights, actors, and pro

ducers during this period of vitality was to discvoer the 

most effective means of entertaining, whether the group 

defined this as escape or stimulation; new ideas and methods 

for achieving this goal became the focus of the period. 

Born during this era, the Texas production received the 

spirit of the times and utilized the Canyon as a laboratory 

in which to discover the best techniques for entertaining an 

outdoor audience. Experimentation enabled the show to pio

neer technical innovations as well as introduce a new format 

to the outdoor drama, the overture. As with any test, not 

all the research resulted in success, but even failures pro

vided imiportant information. Experiments were not limited 

just to the creative aspects of the production; management 
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joined the activity as new techniques for promoting the show 

were tested. Experimentation, then, constitutes a very im

portant aspect of the model for success. 

The spectacular effects so popular with Texas audiences 

resulted from the experiments conducted prior to the show's 

opening and tests carried out during the production of They 

Came From Spain. The impetus for these activities came from 

Green's belief that the Canyon provided an excellent locale 

for achieving success with special technical effects. In 

January 1962, he wrote Mrs. Harper: 

I have thought quite a bit about the possibility 
of using some of the light and sound techniques 
in the canyon drama . . . and I have been reading 
up on this subject as much as I can . . . . Of 
course light and sound is a crude sort of thing 
without human figures. But used in the right way 
as a support for the human and dramatic action of 
our play, it ought to come into its own.71 

Thus, Green presented the hypothesis to be tested. In addi

tion he provided motivation as he suggested, "Maybe the Can-

72 

yon play could lead a pioneer way here too." The play

wright directed the preparatory stages of the experiment. 

Green took charge of the production just as a harbor pilot 

comes aboard to conduct a ship through treacherous waters. 

The Foundation placed itself in Green's hands and allowed 

him to set the course. 

"Paul Green to Margaret Harper, 23 January 1962," 
Green Letters, TPHF Historical Files, Canyon, Texas. 

72 ^^Ibid. 
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The first step in testing the idea came from Green's 

suggestion that the Panhandle group present "some sort of 

73 historical production." Thundering Sounds of the West 

initiated the first major experiment v/ith sound and light 

in the Canyon. A sign of things to come, the production 

became a hit within its own right and closed to standing 

room only audiences. 

The experiment provided several important results. 

Principal among these was the expansion of playing areas and 

the need for additional sound-and-light equipment. 

From what I can gather here it would seem that 
the addition of two or three playing areas up on 
the near foothills equipped with lights and mikes 
and a bit more sound and light farther up in the 
hills for complete storm and other effects would 
not cost too much.74 

Another important product of the experiment was the experi

ence gained by the staff conducting the test. As a result 

of the sound-and-light show, the Foundation maintained its 

policy of using local talent; for, now the Moores had out

door experience as did Erin Wertenberger, the technical 

director. The results demonstrated the wisdom of the course 

charted by Green. The sound-and-light show proved: the site 

was excellent, the special effects were quite entertaining. 

^^"Paul Green to Margaret Harper, 3 February 1964," 
Green Letters, TPHF Historical Files, Canyon, Texas. 

"̂ "̂Paul Green to Margaret Harper, 15 September 1965," 
Green Letters, TPHF Historical Files, Canyon, Texas. 
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the local personnel could do the show, and the addition of 

playing areas up on the foothills would be advantageous. 

The summer experiment provided one other lesson. 

Combine the show's success with the uncertain funding 

of Green's script and an interesting problem developed. Do 

you continue Thundering Sounds for a second season, or do 

you as the Foundation contemplated, do two shows if the 

funds are available? The Foundation's effort to solve this 

problem presented a phase of experimentation which was critical 

to the completion of the project, consultation. The directors 

sought the assistance of experts in the field. Turning to 

their authority for a recommendation. Green replied: 

I have talked over our Palo Duro Project with a 
number of our know-how folks here and the major
ity opinion seems to be that it will be a most 
difficult undertaking to try to do two shows in 
one summer, one of them exacting and entirely new. 
The more I consider the kind of play I have laid 
out and worked on the more I am inclined to agree 
with this opinion. . . . Maybe you will decide to 
lay your present production on the shelf and shoot 
the works with the new drama in '66, and then if 
it doesn't click too well go back to Thundering 
Sounds for '67. Or if it clicks and you still 
like the idea of doing your present show for awhile 
and mine during the latter half of the '67 season 
the difficulty wouldn't be so great, for you would 
already have put them both through production and 
could do the double bill without risking too much 
then. . . . Whatever you decide I hope you'll let 
me hear at an early date.'5 

75 
"Paul Green to Margaret Harper, 15 September 1965," 

Green Letters, TPHF Historical Files, Canyon, Texas. 
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Less than two months later. Thundering Sounds was shelved, 

and Texas became the focal point of everyone's effort. 

Experimentation did not end with the show's opening. 

The first summer continued the testing as Green maintained 

his role as project coordinator. Technical problems, in the 

playwright's opinion, were the first order of business. 

7 6 
Green wanted the special effects to be a "knock-out." 

"Let's don't stop," the dramatist pleaded, "until we've made 

use of this technique (sound-and-light) to the uttermost in 

77 
the scenes made for it." Green played an essential role 

in the show's first year. He was the one person who could 

push for perfection. As the playwright and the outdoor 

drama "expert" he had the stature necessary to be accepted 

by all as an authority. Therefore, he could push harder than 

any of the directors. Even into the show's second season 

Green continued to recommend improvements. He even expressed 

concern for working out a dramatic illumination of the cliff 

during intermission. "It would help the whole milieu-

atmosphere feeling 'of the environment," he explained, "if 

such an illumination of the cliff helped the audience to 

7 fi 

"Paul Green to Margaret Harper and William Moore, 
3 July 1966," Green Letters, TPHF Historical Files, Canyon, 
Texas. 

77 . , 
Ibid. 
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study and experience this marvel of nature facing them there, 

7 8 
huge and immovable in the night. 

Since spectacle is such a vital element to outdoor 

theatre, the Texas experience demonstrated the importance of 

experimentation. A production must train personnel, discover 

the best techniques for the particular site, and introduce 

the theatre to the public. A project similar to Thundering 

Sounds can accomplish these objectives. The lessons learned 

from the preparatory work also emphasized an additional ele

ment: the need for someone to push for perfection. In 

Texas' case the playwright fulfilled this function. The 

position, however, is not limited to the playwright. Anyone 

with the expertise and the leadership capabilities can accept 

the role, but the individual must have the ethos to command 

respect as Green did. 

Everyone's commitment to Texas during its initial season 

removed any thought of following the drama with the sound-and-

light show. However, during the fall of 1966, Green broached 

the subject with the following advice: 

. . . go very slow in planning to follow "Texas" 
next year with any other production after its clos
ing. If you put on something akin to it in mate
rial and subject matter in the same amphitheatre 

"Paul Green to Margaret Harper and William Moore, 
3 July 1966," Green Letters, TPHF Historical Files, Canyon, 
Texas. 
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the public certainly will confuse the one with the 
other and we will suffer by word of mouth.79 

Green's suggestion is the first standard by which an addi

tional production would be evaluated. 

Recalling the success of Thundering Sounds, the Founda

tion planned a new experiment, a fall production, designed 

to take advantage of the mild weather and the tourist trade 

which continued into September and October. "We have been 

discussing," Mrs. Harper wrote Green, "ways to sharply dis

tinguish between any sound-and-light show we do—and our 

8 0 

major production." "As you do," she continued, "we think 

this is very important. Perhaps the introduction to the 

sound-and-light could invite them to return to "Texas" on 
81 

(and mention the next performance)." The design of the 
show she reasoned, " . . . will arouse interest and curiosity 

8 2 
about the big one. . ..." 

While seeking to fulfill Green's standard, distinguish

ing between the fall and summer show, an unforeseen diffi

culty forced postponments of the experiment. Mrs. Cowart, 

a co-author, refused to allow any further performances of 

79 
"Paul Green to Margaret Harper, 5 November 1966," 

Green Letters, TPHF Historical Files, Canyon, Texas. 
"Margaret Harper to Paul Green, 14 November 1967," 

Green Letters, TPHF Historical Files, Canyon, Texas. 

Ibid. 

82^, . -, Ibid. 
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Thundering Sounds due to contractual difficulties with the 

Foundation. In the fall of 1971 with a new script, Mrs. 

Harper's They Came From Spain, preparations were completed 

for a new experiment. This show would not only test the 

concept of a supplementary production, but it would also ex

periment with a multimedia technique which could strengthen 

the Texas production. Keeping his fingers crossed in 

"prayer," Paul Green wrote: 

If you successfully bring off the combination of 
film and three dimensional stage production (live 
bodies, horses, changing equipment, etc.), you 
will have enlarged the perspective of us quite 
considerably.83 

The Canyon became the laboratory as the Foundation tested 

the idea of a fall production. The hypothesis was sound; how

ever, the preparation for the experiment violated several 

principles established by the Foundation in mounting Texas. 

Though the experiment was unsuccessful, it presented several 

key lessons. First, it underscored the importance of the 

principles established in staging Texas—securing an experi

enced playwright and director. The playwright and the direc

tor selected were both limited in experience, contradicting 

the earlier principles. The decision to employ Mrs. Harper's 

script instead of one by a writer with more theatrical 

^^"Paul Green to Margaret Harper, 19 April 1971," 
Green Letters, TPHF Historical Files, Canyon, Texas. 
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expertise was based on the success of Thundering Sounds, her 

first script. Thundering Sounds, however, had two things in 

its favor, novelty and being the forerunner of Green's show. 

Since it preceded Green's script. Thundering Sounds did not 

suffer in comparison to Texas. Such was not the case with 

They Came From Spain, for, after seeing five seasons of 

Texas, the audience expected a show with a dramatic quality 

similar to Green's drama. Acknowledging that she understood 

the audience's tendency to compare the shows, Mrs. Harper 

told Green, " . . . the show seems to be shaping up as a 

84 worthy companion to yours. . . . " 

Overall, however, the producers did not accurately 

evaluate the context in which They Came From Spain was pro

duced. The critical factor overlooked was the likelihood of 

audiences to compare the Fall production with Texas. The 

failure to anticipate this variable caused the show to begin 

with an inherent weakness. 

Green pointed out a dramatic flaw in the script: 

. . . so pretty much all the way through the show
ing I was confused as to the importance of this 
character or that character and unclear most of 
the time as to what was happening and why. The 
audience reacted the same way I did.8 5 

^^"Margaret Harper to Paul Green, 30 August 1971," 
Green Letters, TPHF Historical Files, Canyon, Texas. 

^^"Paul Green to Margaret Harper, 22 October 1971," 
Green Letters, TPHF Historical Files, Canyon, Texas. 
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Coronado's expedition had the flair of an epic event, but it 

lacked an ultimate victory or expression of the eventual 

destiny of mankind, which Walsh, in his study of commemora

tive drama, states would "require space for their enactment 

8 6 
and openness for their expression." Difficulty with the 

script was not entirely the fault of the playwright, for 

Eddie Thomas, a collegiate director, adapted the script to 

the multimedia presentation. 

"The idea," according to Thomas, was that "the canyon 

be the star of the show at all times. The only reason that 

Coronado is significant is because of what he did in the 

8 7 canyon." His concept placed emphasis on the setting 

rather than the story. Mrs. Harper explained the problem, 

"Thomas wanted to adorn the Canyon whereas Fandangle and 

8 8 

Thundering Sounds revealed the Canyon." Thomas' direc

tional concept exemplified a problem Pullen describes: 

"Many with an academic orientation desire complex subjects 

and staging techniques not popular with an epic-drama 

g /r 

Frederick G. Walsh, "Outdoor Commemorative Drama m 
the United States, 1900-1950" (Ph.D. dissertation. Western 
Reserve University, 1952), p. 323. 

^"^Amarillo Sunday News Globe, 29 August 1971, History 
of TPHF, 1971, Canyon, Texas. 

^^Interview with Margaret Harper, Texas Production, 
Canyon, Texas, 3 Febraury 1979. 
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audience." The final results reveal that his ideas were 

not popular with the outdoor audience. The director must 

keep entertainment as a foremost objective. Thomas' "desire 

for a complex structure which moved from peak to peak of 

90 
ever increasing interest" might have worked if he had not 

violated the principles of time. 

Staging a multimedia show in five days was not as easy 

as forecast. Thomas planned for the spectacular to overcome 

weaknesses in the script. Had the technical devices func

tioned, the show might have had a chance, but lack of time 

prevented their perfection. A spectacular ball of fire de

signed to come from the Canyon wall toward the audience 

achieved excitement when it worked. The problem was it 

worked only one-third of the time. Difficult to control, 

the fire-ball often stopped directly over the audience, 

breaking the dramatic illusion and creating a real hazard. 

Thomas' use of film created serious problems. First, a 

portable screen sixteen feet by twenty feet was impossible 

to blend into a scene, and, furthermore, its size made it 

91 

89 
William Augustus Pullen, "The Ramona Pageant: A His

torical and an Analytical Study" (Ph.D. dissertation. Uni
versity of Southern California, 1973), p. 450. 

Amarillo Sunday News Globe, 29 August 1971, History o: 
TPHF, 1971, Canyon, Texas. 

^•^Interview with Margaret Harper, Texas Production, 
Canyon, Texas, 3 February 197 9. 
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unwieldy in the slightest breeze.^^ In addition, the film 

shot on location in Mexico detracted from Thomas' objective 

of glorifying the Canyon. Daniel Krempel summarized the 

problem as follows: 

The audience at a living theatre performance 
actively participates in something being done 
in that place, while a movie audience passively 
views something that has been done in another 
place.93 

Thomas' use of film took the audience's attention away from 

the Canyon and focused it on a distant land. Thomas' direc-

toral concept, therefore, must receive a full share of re

sponsibility for the difficulties. 

Aside from the show's inherent weakness, three external 

problems prevented a successful production. First, the 

weather interferred with the filming and with performance. 

The second problem originated from the overlap of Texas per

formances and They Came From Spain's rehearsals. A conflict 

developed between the personnel as both felt they had prior-

94 

Ity in use of the facilities. The problem of usage illus

trates an area that must be considered by any production 

allowing additional groups to employ a facility. Specific 

q 2 

Interview with William Moore, Texas Production, 
Canyon, Texas, 3 February 19 79. 

^^Daniel S. Krempel, "A Place and No Place: Comparing 
Stage and Screen as Dramatic Media," Intellect, February 
1976, pp. 398-399. 

"̂̂ Ibid. 
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guidelines for use need to be established. Third, no one 

considered the competition high school football would provide 

the Thursday through Saturday performances throughout Septem

ber and October. Thus, even though the planning began early, 

the failure to evaluate the context and consider the time 

(season) of the year resulted in insurmountable obstacles 

for the show. 

Another guideline violated by They Came From Spain was 

the use of outsiders in place of local talent. Encountering 

criticism for the extensive use of outsiders, Thomas diplo

matically explained: 

I have stepped out to bring other people in not 
because I didn't feel we had qualified people 
here, but because I knew what these people could 
do. Maybe I don't know the right people here 
to ask."̂ 5 

Thomas' tact did not remove the problem. In fact, Mrs. 

Harper wrote to Green stating, "Our principal problem has 

been the assumption of the Dallas experts that no one here 

96 knows what he is talking about." To illustrate her point 

she said: 

They insisted on a 'foolproof sound tract which 
anyone could operate by pushing a button. Of 
course it used very little of our sound system. 
. . . Finally we persuaded Eddie to use this as 

^^Amarillo Sunday News Globe, 29 August 1971, History 
of TPHF, 1971, Canyon, Texas. 

^^"Margaret Harper to Paul Green, 39 August 1978," 
Green Letters, TPHF Historical Files, Canyon, Texas. 
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insurance, but to prepare one as well for our sys
tem using all of its capabilities. When we had 
the first real run through Sunday morning at 3:00 
A.M. after Texas closed, . . . our system sounded 
superb. The foolproof, absolutely automatic tape 
bellowed, died to nothing, then squeaked and 
squawked. Now we are noticing a new attitude when 
Bill Rhew (Technical Director) and Pat Jarrett 
(Sound Technician) say something will or will not 
work out here.9 7 

Until this technical problem, Thomas had not worked with Bill 

Rhew at all. Rhew, at the insistence of TPHF, had served as 

Technical Director of They Came From Spain. He was the one 

local representative involved with the production, but due 

to Thomas' attitude, Rhew provided minimal service. 

The lesson taught by this aspect of the experiment is 

presented by Mrs. Harper: 

Except for you, Paul, . . . we have had to go 
through this every time someone has come in from 
the outside to work with us. We expect it now, 
of course, brace ourselves, quietly work to have 
the answers ready when the visiting experts fi
nally realize the need to rely some on the local 
expertise.98 

This event caused the Texas crew to solidify its self-reliant 

attitude and to emphasize the importance of local talent to 

the exclusion of outside experts in the production areas. 

Only one outsider, a technical designer from Utah, has been 

utilized since They Came From Spain; the emphasis continues 

on local talent. This attitude does not mean the producers 

97 
Ibid. 

Ibid. 



215 

are closeminded. They continually seek new ideas. The 

implementation of new concepts, however, is left to the 

local talent. 

The liability of a second show such as They Came From 

Spain, Green warned, was that, " . . . the public will confuse 

99 the one with the other and we will suffer by word of mouth." 

After They Came From Spain, Green reiterated his point: 

What disturbs me most is the effect this newest 
offering will have on "Texas." I am sure the 
public will associate the two and even now and 
then mistake the one for the other. Just a few 
days ago a Scripps-Howard man was through here. 
He said he had heard a lot about outdoor drama 
and was planning to write something about it, 
but, he said, he had just seen one outdoor drama 
in Palo Duro Canyon and found it very poor. So 
I am sure his article—if he writes it—will not 
be as enthusiastic for the outdoor plays as it 
would have been if he had not seen "They Came 
From Spain."100 

Green concluded and the TPHF Board concurred: 

Frankly, I think "Spain" should be limited to this 
one season only. You have had your experience in 
this medium of light and sound and I would say 
thanks be and let it go at that. As to the people 
who have invested in it, let them all be thankful 
for what you have done for them and for the Pan
handle already. From now on we should concentrate 
our efforts on making "Texas" into the triumphant 
thing it was meant to be from the first—adding 
to it more power of light and sound as we go.101 

^^"Paul Green to Margaret Harper, 5 November 1966," 
Green Letters, TPHF Historical Files, Canyon, Texas. 

"̂ ^̂ "Paul Green to Margaret Harper, 22 October 1971," 
Green Letters, TPHF Historical Files, Canyon, Texas. 

lOl-TK-^ Ibid. 
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Texas, as Green suggested, became the focus of attention. 

Nevertheless, Mrs. Harper remained confident that eventually 

an idea for a fall production would arise. That concept may 

have been discovered as Stars and Palo Duro opened in the 

fall of 1978. Entitled a Fantasy in Light and Sound, the 

production combined ballet with a sound-and-light show. 

Having learned their lesson on They Came From Spain, the 

Foundation embarked on this endeavor in a cautious manner: 

a ten day trial run with local talent, definitely distin--

guishing Stars from Texas and securing Green as the script 

writer for the sound-and-light show, Palo Duro. The pro

duction consisted of one and a half hours of ballet followed 

by a thirty-five minute sound-and-light show. The produc

tion played to an average attendance of 229 audience members 

per show during the first season. Though the production 

lost three thousand dollars in its initial season, the idea 

seemed sound and plans were made to extend the season in 

1979.^°2 

Performing from September 1-16 with Wednesdays dark. 

Fantasy in Light and Sound increased its 1979 average 

attendance to 253 per night. Failing to attract the four 

hundred guests required to pay expenses, the production lost 

nine thousand dollars. Raillard explained that the deficit 

•""̂ Înterview with Raymond Raillard, Texas Production, 
Canyon, Texas, 17 December 1979. 
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is primarily due to salaries. The 19 79 production employed 

eight professional dancers, and salary expense increased from 

two thousand dollars in 1978 to eight thousand dollars in 

1979. Despite the financial loss. Fantasy in Light and 

103 Sound IS scheduled for production in the fall of 1980. 

The emphasis on dance prevents one from confusing the 

fall show with Texas and allows its promotional material to 

emphasize a connection with Texas. It seems, however, that 

many West Texans are not attracted by the idea of an evening 

of ballet. Raillard hopes that an advertising image change 

emphasizing dancing cowboys in place of ballet may strengthen 

the attendance for the third season. 

Stars and Palo Duro have an internal problem besides 

their image. The evening begins with excitement as the 

audience witnesses an exhilarating exciting dance perfor

mance, but closes on a negative note as Palo Duro presents 

a thirty-minute narration combined with a light show. The 

problem is that after an hour and a half of dancing combined 

with narration, the audience is unprepared for such a lengthy 

history lesson. This portion of the production lacks the 

action of the first half. The narration is supported only 

by the lighting techniques which, due to the length of the 

lesson, becomes repetitive before the performance is over. 

103-rK-̂  Ibid. 
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The absence of human figures in the presentation seems inex

cusable with such a host of dancers available, particularly 

since the whole evening established the format of narration 

combined with lighting and dance. Aware of the difficulties, 

the Foundation continues to use experimentation as a viable 

aspect of the production philosophy. 

Experimentation by the Panhandle group v/as not limited 

to the production. Management also utilized experimentation: 

experiments to promote the Canyon, experiments in community 

relations, and experiments to lengthen the season. Manage

ment's first experiments were designed to promote the Canyon. 

The Easter Sunrise Services, Fandangle, and Thundering 

Sounds introduced the Amphitheatre to the area residents as 

v/ell as the tourists. Special sound-and-light productions 

for groups such as the Travel Writers yielded national pub

licity about the Canyon. Management's continuing efforts to 

increase the production's outreach by contacting bus lines, 

tour brokers, and retirement groups throughout the United 

States resulted in exemplary techniques for promoting a pro

duction on a limited budget. Most of the techniques were 

not new ideas, but their use became distinctive due to the 

adaptation made by the Texas management. 

After extending the show's outreach, management focused 

on maintaining community support. Experiments on opening 
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nights tested methods of attracting local and area audiences 

Establishing a generous complimentary ticket policy enabled 

management to bring in local and area residents in order to 

secure their help as sources for word-of-mouth advertising. 

Stressing the show's service to the Panhandle community, 

management succeeded in securing West Texas' support and 

interest in the show's success. 

Management's most difficult experiment has been the 

attempts to lengthen the season. Knowing that the tourist 

trade goes well into October, Texas' management continues 

the search for a fall production. Limited success with the 

dance program. Stars has encouraged TPHF to believe that a 

formula for an extended season has been found and that with 

an advertising image change in 1980, the idea can be sold. 

Thus, management continues to emphasize experimentation. 

The Foundation's use of experimentation indicates the 

organization's orientation is to the future. The TPHF's 

interest remains focused on what the production is going to 

become and not what it has been. The group's openness to 

new ideas and its willingness to test and adapt ideas to 

the Panhandle production signals a healthy organization, one 

which should continue as a model for success. 



CHAPTER VII 

CONCLUSION 

After analyzing the Texas production,it becomes evident 

that the ingredients responsible for its success are a com

bination of tangible and intangible elements. The formation 

of these parts into a composite whole provides the basis for 

success. 

No production can begin without a sponsoring organiza

tion capable of fulfilling both the creative and the finan

cial needs of the show. Forming a supporting group does not 

mean the show can be presented the next month or year. The 

primary lesson taught by TPHF is that a slow growth period 

is required to allow the organization to develop its capacity 

to support the show's need. During this growth period it is 

important that the sponsors exercise restraint in fiscal 

matters. It took six years for TPHF to reach its potential, 

but by maintaining a strict pay-as-you-go philosophy the 

Foundation matured and started the production from a position 

of strength. The Texas organization emphasizes the advan

tages of creating a new organization, but whether a new or 

an existing group is utilized, people are the ultimate source 

of strength for an organization. TPHF illustrates the value 

of using local talent to direct the production's operation. 

Since 1966 the group selected to manage the creative and 

220 
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business functions of the show has provided a continuity of 

able leadership. 

The familial relationship among the directors strength

ened tlie cooperative attitude and prevented jurisdictions 

from becoming too set. This eliminated the development of 

autonomous, self-contained, and non-communicating groups. 

Though specialization and division of labor are required, the 

groups have collaborated effectively in most cases; only in 

one instance has a specialized division solidified its bounda

ries to the exclusion of other areas. Aware of this situa

tion the directors are presently working to resolve it. 

Overall a real strength of the show has been the ability of 

the leaders to excel in their respective areas: the direc

tors' (Moore, Brantley, and Hess) artistic skill in staging 

the show; Raillard's special skill in managing the business 

affairs of the Foundation, and Mrs. Harper's ability to sell 

the idea of an outdoor drama and then to persuade the area 

to support the show. These individuals for fourteen years 

have given the organization the fluidity of structure neces

sary for a creative endeavor. Jurisdictional lines exist, 

but the leadership has such good interpersonal communication 

that most decisions are reached by group consensus. 

Utilizing personnel who live in Canyon enabled the 

organization to accrue a distinct advantage: good internal 

communication. The fact that Moore, Brantley, and Hess 
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worked at WTSU meant that throughout the year new ideas 

could be explored. This internal communication proved 

advantageous when compared to the situations where the 

director or members of the directorate came from out-of-

state and were far-removed from the environment of the pro

duction. Each Texas director was keenly aware of events 

affecting the production. 

It is to the production's credit that no dominating 

personalities have developed. The absence of such power

ful figures illustrates the wisdom of limiting terms of 

Board members. Even the directors and the show's manage

ment have conveyed to all concerned that the only over

riding interest is the continuing vitality of the show. 

This is the group who has infused the Panhandle production 

with life. 

The summer of 1980 may signal the end of an era, how

ever, as Moore, the show's only director, will take a leave 

of absence. Royal Brantley will serve as general director. 

Doug McCause will assume Brantley's responsibilities as 

choral director, and the present writer will work as stage 

director. These changes in leadership represent the first 

use of a plan designed to prepare replacements for the 

directors. Using assistant directors in staging and music 

offered an opportunity for prospects to work with the show 

and to be evaluated as potential directors in their respec

tive areas. The creative branch of the production has done 
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more to prepare for change in personnel than the business 

branch. Public relations personnel, a vital area, have not 

trained anyone to take over should Mrs. Harper retire. This 

aspect of recruitment deserves more attention than it has 

yet received. 

The search for the best in company personnel remains a 

trademark of the show. Texas auditions continue as a dis

tinctive effort on the part of the production to recruit 

talented casts and technical personnel. The directors' 

awareness of the importance of regional auditions is why 

they evaluate and vary locations of the try-out sites in an 

effort to locate colleges which offer the proper training 

needed by the show's company. The search for the talented 

people remains a major objective of the organization's lead

ers. Emphasizing that each individual makes a difference, 

the production's leadership creates conviction, morale, and 

motivation. Every effort is made to demonstrate that each 

person's efforts, whether cast member, parking attendant, or 

Foundation member, means something to the show. The famil

ial concept becomes a key here also. The main feature of 

the environment was its emphasis on interdependence rather 

than competition between the show's component parts. Overall 

the efforts of TPHF sustained a synergic environment exter

nally and internally. 

Leadership and personnel are important, but another 

ingredient just as critical to the show's success is the 
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environment in which the organization exists. The atmosphere 

of a small community allowed the organization to establish 

trust and a unity of purpose between the Foundation and the 

community. Gaining community and area support enabled the 

production to use local funds rather than a state subsidy. 

The conservative fiscal philosophy of West Texas provided 

the "if" clause that prevented the Foundation from making 

the most common mistake, rushing into a production without 

proper financial planning. 

The small community gave the production one additional 

advantage—word-of-mouth advertising. The innate hospitality 

of the region combined with the interest in the production to 

provide the major source of information about the show— 

personal testimony. 

The region did more than provide support; the Palo Duro 

Canyon offered an established tourist attraction plus a 

superior environment in which to stage the drama. The site 

selected for the amphitheatre fulfills all the established 

criteria for such a location. The architectural design 

emphasizes space instead of enclosing and framing the area. 

The neutral design allows the Foundation to encourage other 

uses of the stage: dance, symphonies, and choral concerts. 

Green, recognizing the site's potential for the spectac

ular, wrote one of his best dramas. Given a situation that 

allowed him to imagine, rather than just recreate, an 
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historical event, enabled Green to use more dramatic action 

than he had in earlier scripts. An additional advantage in 

having a seasoned playwright was his help and periodic criti

cal review of the show. Thanks to Paul Green, the directors 

were protected from the danger of self-deception. From the 

beginning. Green created an atmosphere of evaluation. Un

comfortable questions about staging, singing or dancing were 

asked by Green. After the first season the directors estab

lished a recurring post-season analysis; this critical review 

of the season strengthened the next year's production. A 

potential problem in the area of self-criticism exists, be

cause, due to problems with Green's schedule and the fall 

production. Stars, no evaluation session has been held for 

the past two years. These meetings have been important to 

the show's success in the past, and the directors should work 

to continue them. 

Another reason for Texas' success is that the playwright 

and the directors had a clear understanding of their purpose, 

which was to entertain. Green writes for mass audiences of 

tourists. The directors understood and worked to develop 

the spectacle of dozens of performers singing and dancing in 

order to create the atmosphere and the magnet to attract the 

people. Certainly Texas' attendance figures demonstrate 

their success. 

One final ingredient remains for consideration, experi

mentation. Although the production is entering its fifteenth 
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season, the continuing emphasis on experimentation has 

prevented the leadership from becoming prisoners of pro

cedures. The artistic directors work with music, staging, 

and choreography—always seeking a better way to entertain. 

Public relations personnel rely on word-of-mouth as the 

primary means of selling the show, and though quite success

ful, Mrs. Harper has never assumed she has discovered the 

best way; she continues to experiment. Raillard did not 

allow annually increasing audiences to distract his atten

tion from seeking new sources of patrons. Learning well 

the lessons of tight budgets and the importance of happy 

guests, he continues to test new ideas for hospitality. 

The use of experimentation has created an environment of 

change. No one at the Texas production is complacent or 

satisfied with last year's show. The predominant attitude 

is "change can make it better." The constant emphasis on 

improvement is a key factor in the show's success. Any 

group attempting to utilize Texas as a model must adopt 

this same emphasis. Employing this philosophy has enabled 

the show to overcome many obstacles: gas shortages, infla

tion, and a flood. Maintaining a philosophy of innovation 

keeps the Texas production vital and creative. 

The decade of the eighties will confront the production 

with its greatest challenge. As demonstrated by the results 

of the different experiments, adherence to its basic 
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principles will guarantee Texas' continued success in the 

future as long as the rare blend of leadership, environment, 

slow growth, and fiscal conservatism are maintained. 
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2523 Fifth Avenue 
Canyon, Texas 
July 18, 1961 

My dear Mr. Green: 

I had promised myself a visit with you on 
the telephone tonight but I didn't find you at home so this will 
have to do. I wanted to talk to you before you read the Canyon 
News and fainted. In our wonderful meeting on July 9th, toward 
the end, someone asked whether you would certainly write the 
Palo Duro play for us. I said (a little flippantly, maybe) "We 
have his willingness in writing!" - referring to your letters, 
of course. The paper came out with the bold announcement that 
you had signed a contract. We shall be ready to make this true 
in a month, but I am sorry to announce it prematurely and left-
handedly. 

We are having an exciting time. The people who agreed to 
set up area meetings have been working very well. Last week we 
went to Spearman (100 miles) Perryton (135 miles) Hereford (30 
miles) and had a good response. We are putting on no pressure 
so far away, but the newspaper publicity and radio and TV about 
the trips is building up the excitement here a lot. Perryton 
called the day I returned and wanted a Lion's Club program 
today so Dorothy Neblett and Audrey Sanders (who is a very good 
speaker) went back up today. We are still concentrating on ex
plaining the project and arousing interest and shall have to 
continue to emphasize these steps. When I had finished my best 
speech, answered questions for an hour and was ready to leave 
one meeting, the chairman who had been most helpful said, "now, 
let me see, will this be a film?" Wherever it is understood, 
however, it is received with marvelous enthusiasm. One problem 
is that we have been so busy explaining that we haven't started 
to collect money systematically. We are getting responses from 
the invitations to the July 9th meeting now with some money. 
$325 came in today. We are meeting Thursday to decide on the 
best way to make sure of the money we shall need in the fall. 

We haven't scratched the surface in Amarillo. The people 
our Amarillo committee want for the Board are away, and they 
want to wait for their return. One came back yesterday and is 
going to Borger with us tomorrow (her home town). She is the 
former President of the Symphony Board, very wealthy, charming, 
and almost through with her doctorate in Speech from the Univer
sity of Denver. 

Martha and I shall join Pies in Washington July the 25th. 
We shall see THE COMMON GLORY on the 28th and UNTO THESE HILLS 
on the 30th. We shall spend the 29th in the Hotel Danville, 
Danville, Virginia. I wish chis were closer to Chapel Hill, or 
that you had a helicopter so that you could join us for dinner. 
Pies has a party of 28 with him, so he felt that he had to stick 
to his original plans and move directly from Virginia to Cherokee, 
but we hate to be so close and not to be able to accept your 
invitation. 
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Incidentally, as I go around I find occasional people who 
have seen your dramas - outdoors, (not many from here have, 
unfortunately). They all make the same remark, "It is not like 
seeing a show. I became part of the lives of the people on the 
stage." 

We were delighted that Mr. Parker found Mr. Troutman and 
recommended him, because we have felt all along that we needed 
someone with experience in your productions. Bill and Margaret 
Moore are going to take most of August to visit the various 
dramas and to study ways and means and they will talk with him. 
There is feeling here that we should push along and open in '62 
if we can. We'll know by September first whether or not we can. 
Would you be willing to aim for that date, if we find that we 
can finance it that soon? 

The woman who has been working on the side of the Canyon 
away from the park says that there is great interest there in 
giving memorial gifts to the theatre. She asked for 100 more 
brochures and wants to see all the possibilities herself before 
any of us go down. These people have just had one of the biggest 
wheat crops in their history. She says that she will be ready 
for us in about two weeks. We'll plan that shortly after our return. 

The executive secretary of the Park Board was here on Sunday 
and said that the contracts would be ready for us as soon as our 
incorporation goes through. We shall sign the papers on those 
Thursday. He has also requested sample plans etc., from the national 
park board. 

Meanwhile Mr. Nail, the writer-director-producer of FANDANGLE 
the local spectacular near Abilene which you discovered when you 
were here, fell in love with our spot and wanted to know if we 
would mind his putting down his ideas of what a theatre there might 
be. He is not an architect, and would have to have one, but there 
were many ideas he had. We told him to start in, of course. He 
envisioned a theatre growing out of the place, with almost no 
structures showing until lights began to reveal things. He would 
use earth and rock whenever possible. He is concerned with the 
locations of stock pens, and other large areas which architects 
here who design neat theatres would not think of. He plans to 
make a relief model of the site and then work on it at his home 
at leasure. When he has evolved something - we shall see whether 
it fits in al all with your needs. He has certainly had more 
practical experience than anyone else in this area. When you meet 
him (and he is a great admirer of yours) you will enjoy the stories 
of the year they used buffalo in FANDANGLE. They tried it just 
once. He is the writer of the one-act play "Antic Spring". He says 
that since the July 1960 Reader's Digest article there has been 
great pressure in his little town to produce FANDANGLE on a pro
fessional basis. I told him that you said that having one that 
far away might help ours - and ours would help theirs. 

I'm glad you approve of this way of proceding. When I look at 
the wonderful people in each area who are offering suggestions and 
working, I don't worry too much that we have collected about $3000 
and could put our hands on another 3000 tomorrow if we took the time. 
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We have two interesting questions which I need to mention zo 
you. The first is "Why would Mr. Green want to come way out here?" 
In answer we tell a little about your reaction to the Canyon. We 
repeat your remark that you think that one of the needs of our time 
is the realization that we are up against hard problems which will 
not be settled quickly, and that we need to reaffirm the values of 
perseverance, endurance, struggle. We say that it is our impression 
that you felt that this story could be told best through the history 
of this rather harsh country which did not yield easily, and that 
this is one important reason why we were able to persuade you to 
come west. If this is a misinterpretation, please yell. We will 
go back and start over! Incidentally this idea, that our land 
has a message for our time, has a terrific appeal to the pioneers. 
They are enjoying the whole situation. 

The second question has horrified many who have heard it. 
It came from a very charming, interested lady who is one of Mr, 
Haley's very close friends. She said, "Will there be a committee 
to censor the script?" When I reported this at the Board meeting 
Avent Lair (the lawyer who dined with us at Nebletts) said "we did 
our censoring when we chose Mr. Green from among other writers." 
I wasn't quick enough to think of that but I did answer, "I don't 
believe that anyone would ever do his best work if he felt that 
someone else had the right to change and cut. I do know that Mr. 
Green is very interested in knowing all about the thinking of the 
people in the Panhandle and I suggest that we all write him. Let's 
tell him what we think should be included. If there are any sensi
tive areas which we believe he should only touch with delicacy, 
let's tell him about those. If there are spots too sore to mention, 
let's mention those." One woman said, "Do you mean we should advise 
him beforehand instead of censoring him afterwards?" and we all 
agreed that that would be much better. If you have been getting some 
very odd mail, now you will know why. I wanted to say, "just read 
Mr. Green's other historical plays and then stay home if you don't 
wantHee what he writes about us", but fortunately I held my 
tongue. 

We would do much better, of course, if you were close by to 
speak for yourself, and we hope you will be soon and often. 

Warmly, 

Margaret Harper 
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P A U L G R E E N 
GREENWOOD ROAD 

CHAPEL HILL, NORTH CAROLINA 

November 28, 1961 

Dear Margaret: 

Well, I hope vou've had time to catch your breath. 

Elizabeth and I are home and settling back to a 
routine of writing which has been interruoted now for 
about three months. i-'e enjoyed our trip cut there a lot, 
and I hope it helped. (Still I know it's possible that 
it didn't.) 

I hope too that Mngs are going to vour satisfaction 
and that vou have now a lot of devoted workers to aid you 
in pushing matters forward. 

/ 

Parge has been here. I took him down to Manteo and 
he got a good indoctrination into wavs and means of amphi
theatre doings out of our grouo discussions there and from 
studying the actual Lost Colony olant :n orocess of con
struction and renovation. Then I took him to Norfolk to 
his plane. He seemed to feel well repaid for the long 
trip east. I hone so. "̂'hile he v/as hero we did a lot of 
talking about his olans for the Canvon amnhitheatre, 
and the Lost Colonv technical staff went over hi s designs 
with him and made suggestions here and there. All to the 
good, I think. 

1 

' J!'̂ . 

\ 

My trip to vou turned out to be an evoensive one 
^/financially for me -- over some thousand dollars. Sut a 
large part of that had no connection with vour oroi°ct. 
So if you will have vour treasurer send mp five hundr<=^ 
and fifty dollars and charge it against mv future contract 
with you, I will be pleased. And sneaking of contract, 
"there is no hurry about that. Let's get the funds first 
and then we will know -- to rppeat what I've said before --
just whAt sort of production we can plan on and won't 
be threatened by having to cut this and that bleeding 
piece of dream off here and there -- a sad exoer^ence I've 
had in one or two instances before. You have a coov of 
my contract with St. Augustine, Florida. 

Elizabeth joins me in love to 
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PAUL GREEN 
GREENWOOD ROAD 

CHAPEL HILL, NORTH CAROLINA 

December 4, 1961 

Dear Margaret: 

I have just received copies of the budget which John 

Parker, through the Outdoor Theatre Consultation Service here at 

the University of North Carolina, has prepared for vou folks, and 

it strikes me as being very thorough indeed and certainly will 

be helpful to us all. He is quite right, T think, in saying that 

as we come nearer our goal a second budget should be prepared. 

Many thanks for the records, and I am working through 

them carefully and will return them in due time. 

I have sent off to Europe to get more data on the 

Light and Sound productions which have been so successful there. 

As you know, I plan to introduce some of this "massive" technique 

into the Canyon play. 

I hope your Area leaders are oroving of great help 

to the project. 

Elizabeth joins me in love to vou and the familv. 

Sincerelv, 

copy to John Vv . Parker, Director, 
Bureau of Community Drama, 
University of North Carolina. 
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If 
P A U L G R E E N 
GREE.NWOOD ROAD 

CHAPEL HILL, NORTH CAROLINA 

January 3, 196^ ^ 

Dear Margaret: 

I hope you folks have had a fine Christmas and 

are now moving into the New Year with a lot of fun and zio. 

And of course you arel 

Parge has sent me thi:> Canyon amphitheatre 

drawings. And our advisory group here, consisting of Harr^' 

Davis, John Parker, Tommy Rezutto and a few others have been 

over them thoroughly with me. Tl-ey exoress general satisfaction 

with what Parge has done. A few suggestions have be^n given, 

such as a change in the location of the costume shop, and 

these will all be incorporated in mv letter to Parge whpn I 

return the plans next week. Pight now Davis and Par'i<er have 

them for further study. 

I trust your campaign is going with a bang and 

that the Amarillo Area assistance is turnino out to bp what 

you hoped. In the meantime I am nutting in a f-̂ w licks on 

the drama itse; 
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V..' 

P A U L G R E E N 
GREENWOOD ROAD 

CHAPEL HILL, NORTH CAROLINA 

January 5, 1962 

Dear Margaret: 

/ 
Just a hurried note. Parge's plans for the amphi

theatre have arrived and I've finished a couple of sessions 
with the expert advisory group hei:? going over them. Professors 
Davis, Parker and others are giving me a memorandum of ^ 
suggestions tomorrow or next day which I'll forward to Parge. 
But let me say quickly that we all think he's done a fine job 
so far. Will you tell him I am much pleased and will send him 
a full letter right away? 

In t 
group there pr 
"acquaint the 
when I was a s 
and maybe will 
from me rather 
Dresses", the 
You have my pe 
they should be 
(Samuel French 

oday' s mail a note from you speaks of the f^AW 
epcuring to present two one-act Dlays df mine to 
group with your work". These plays were written 
tudent at U, N, C. and they are rough and folksy 
serve to scare (I think they will) people away 
than not, and especially so as regards the "'.vhite 

theme of which is sensitive to the present touch, 
rmission and blessing on them though, if you think 
done. The white version of "The No'Count Boy" 
) would , for instance, be more appropriate, I think. 

Thanks for your good letter of December 31 with the 
thorough minutes of your prior meeting with Mr, Clements and 
others -- as well as the revised budget. It looks as if you have 
some mighty fine allies joining with you. I will study these last 
items thoroughly. 

I liked your father's reported incident about the dream 
dollars and the kosher dollars, I've had some experience here 
(relative to a number of projects_^ among them^he Morth Carolina 
Symphony) with dream dollar men and I think Monsieur Le Kosher's 
judgment good. But still your Area men must know their onions. 
My eyes water too easily here, I'm sure. 

Love to all, 
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P A U L G R E E N 
GREENWOOD ROAD 

CHAPEL HILL NORTH CAROLINA 

January 23, 1962. 

Dear Margaret: 

Just a short note to let you know I am still 
looking and listening your way, and I hope of course your 
plans are shaping up as you wish thera, (I keep saying this.) 
I have thoroughly read the Amarillo Area reports of activities 
for 1959 and for 1960. And I am sure it is a great feather 
in your cap that this fine body of business men has come to 
share in your dream and is willing to help you bring it to pass. 

I have thought quite a bit about the possibility 
of using some of the Light and Sound techniques in the Canyon 
drama (I have mentioned this to you before), and I have been 
reading up on this subject as much as I can. The "literature" 
on it is still very scarce. I have heard of the fine use of 
this medium on the Acropdlis, and I had been wondering how I 
might get a first-hand look at and hearing of it there. Then 
last week out of the blue I received an invitation to join a 
group of playwrights, directors, painters, composfers'̂ and scholars 
in Athens the last two weeks of next June -- this summer -- for 
an international meeting on the theatre and allied arts -- with 
the Greek government paying my expenses. 

Of course Light and Sound is a crude sort of thing 
without human figures. But used in the right way as a support 
for the human and dramatic action of our olay, it ought to come 
into its own. Maybe the Canyon olay could lead a pioneer way here 
too. I am still awaiting facts and figures as to cost as well as 
sample scripts from Spain. I had an air letter from the Cultural 
Officer of the American Embassy in Madrid some three weeks ago 
saying they were on the way. They should arrive any day now. 

Love to you and the family and/to^dith. 
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P A U L G RE E.N 
GREENWOOD ROAD 

CHAPEL HILL, NORTH CAROLINA 

March 14, 1962 

Dear Margaret: 

By separate mail I am sending you some ohotos 

of myself, an excess number no doubt, but here is onp 

more chance to rid myself of them. .Also I am sending a 

few shots from some of my outdoor dramas, not much but what 

I have available. I've asked John Cauble to send you some

thing of Stephen Foster, tdgar Thomas to send you something 

of,The Lost Colony and Roger Sherman to send you something 

of The Common Glory. Hope they respond in time for you. 

The idea of the "glamorous brochure" sounds fine. Again 

good luck. 

I am leaving here on March 19 for final research 

work at the Library of Congress, the New York Public Library 

and the Harvard Library. The exact length of my stay at 

each place is uncertain, also my address. I will call you 

up once or twice during my trip to see if there is anything 

pressing you want of me. I olan to be back here around April 10. 

While I am in New York I will go thoroughly into tne 

possibilities of the Light and Sound technique for our nlav. 

Hurriedly and with love tc? aljl, Q 
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April 14, 1962 

Mr. Paul Green 
610 Greenwood Drive 
Chapel Hill, North Carolina 

Dear Paul: 

Our newly organized, very efficient documentary committee 
is studying and reviewing, and it is wonderful to have 
the assurance that we have walked all around a problem 
before signing the final papers. 

The terms of your proposed contract are most acceptable. 
However, there was one matter in connection with the 
script which gave the committee some concern. The line 
between colorful activity in the early days, and illegal 
activity has been very thin sometimes. One of our his
torians was sued for libel because he wasn't precise 
engough about this definition. Will your villains be 
historical people or representative mythical people? 
If your villain (if you have one) happened to represent 
an actual character more closely than you intended, 
would you want the script committee to advise you of it? 
Could you change circumstances and descriptions in a 
case like this, so that those who were trying to read 
old scandals into the script, couldn't do so? 

Two very prominent families here have had very unfortu
nate experiences. Their history was included so precisely 
that the source was unmistakable, and then sensational 
incidents were added which were not true and which were 
very disturbing, of course. The names were changed, but 
very little. Naturally, these people hesitate to invest 
in something they haven't seen, under these same circum
stances. They have complete confidence in the script 
committee, but would like a word from you that advising 
you on this matter would come within the committee's 
province. 

These people have great confidence in you and in your 
kindliness, and have been among our most enthusiastic 
supporters. However, in going through our correspon
dence, I find that all the references to che duties of 
the script committee have been oral, and a statement 
from you about these duties would be a good balance as 
we are working on the contract. 
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Page 2. 

Bill Moore hopes you can change your dates a little. He wants 
to do some reading for possible casting at the National Conven
tion in December. Could he have a few speeches and an idea of 
the characters by then (principal parts only)^ 

Next, if he could have the preliminary script by March first, 
he could take advantage of the local teachers convention - a 
long weekend when everyone gathers in Amarillo - to have try
outs. Most of the speech majors in the area are here for this. 

Then, our schools are out in May and we could do a great deal 
if the final script was ready May first, instead of June first. 
Will these dates be possible. 

Eddie Melin wants to know whether there is a very strong reason 
for weekly accounting instead of monthly. 

The lawyers want to change number 5, page 2, to read, "That 
against the royalties to become due under this contract, it 
will pay to the party of the second part the sum of, etc...." 

As you suggested, I wrote out an agreement for us to sign that 
we would sign the contract. Our good lawyer, Avent, said that 
I made it so legal that it would be better to sign the contract 
itself! 

We'll be ready if these small modifications meet with your 
approval. 

The opening gun dinner was served to more than three hundred 
very distinguished people and I believe that they had an inter
esting evening. They took great pleasure in your message about 
the meetings with the GE people. I went downstate some fifty 
miles to talk to a convention yesterday and was introduced by 
the chairman of the historicalfeection of the Texas Federated 
Women's Clubs who was repeating my report of your words in her 
introduction. 

Edith, Bill Moore and I made six speeches last week out in the 
area. Six more are coming up this one. 

How grand that GE is willing to send out a free engineer! 

The first contribution in the Amarillo campaign was $2000. Hope 
this keeps up. 

Have a wonderful trip. 

Affectionately, 

Mrs. Pies Harper 

President 
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P A U L G R E E N 
GREENWOOD ROAD 

CHAPEL HILL, NORTH CAROLINA 
April 20, 1962 

Mrs. Pies Harper, President, 
Texas Panhandle Heritage Foundation, Inc., 
Box 268, Canyon, Texas. 

Dear Margaret: 

Many thanks for your letter of April 14, and again I 
state my pleasure at the report of your progress on your symphonic 
drama plans. I am glad too that your organization is ready to make 
matters final by putting through the writing contract. So I will 
look forward to receiving it soon. 

The changes you suggest arp okay. So nlpase ampnd and 
initial number 6 on page 1 and numbers 4 and 5 on nage 2, if "ou "̂i 1 1 , 
to read as per the correction I have made in the conv I enclose. And 
I will initial your conies likewise when I receive them. 

I am glad there is a script committee, and I would want at 
all times to be able to avail myself of its help. In this wav we can 
have mutual protection on any debatable matters in the historical 
material or the story line. VTio is chairman of this committee? 

Yes, r think a weeklv accounting with the author is better 
than a monthly one. Everybody else gets paid bv th" '.>oek -- at least 
they do in all our shows so far -- and it's better to include the author 
along with all the others. This keeps things up to snap. 

Yes, I will have some speeches and material for Bill Moore 
for his needs in December next. This will only be sample stuff and 
not to be classed as final by any means. 

I will have a tryout script -- tryout only -- for 3ill 
by next March 1. Also a rehparsal script -- not final, for the final 
one will be arrived at only through rehearsal -- bv "lav 1 following. 

I don't mind working mv head off. But I hate to SPP sv.eet 
people like you do it. Six speeches a wepkl Think of it. "ell, I 
will do my best for you. 

I have another meeting with the Sound and Light people 
next Tuesday, and I hope to get some idea of what the use of some of 
their techniques will cost. Mv ideas for the plav are bio'. 

Affectionate greetings tt) ul. 
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LETTER FROM PAUL GREEN TO flARGARET HARPER 

J u l y 1 2 , 1962 

Dea r M a r g a r e t : 

Thank y o u f o r y o u r l e t t e r o f J u l y 9 w i t h t h e c l i p p i n g s o f 
y o u r f i n e m e e t i n g . I am g l a d Mr. H a d l e y c a r r i e d a g o o d m e s s a g e t o 
y o u a l l . E v e r y t h i n g s o u n d s w o n d e r f u l . 

I h a v e a l r e a d y t a l k e d t o I s a a c Van Grove i n H o l l y w o o d . He 
i s a t t h e moment i n c h a r g e o f an o p e r a w o r k s h o p b u t w i l l f i n i s h 
on J u l y 2 7 . He i s d e l i g h t e d w i t h t h e p r o s p e c t o f w o r k i n g on and 
w i t h cowboy a n d o t h e r f o l k m u s i c fo r o u r p l a y . I t o l d him t h a t 
we w o u l d p a y him $ 1 , 7 5 0 . 0 0 fo r t h e r o u g h i n g o u t o f t h e m a t e r i a l , 
and we w o u l d move on from t h e r e l a t e r a s we n e e d e d . He a g r e e d . 
He w i l l c o n e h e r e and s t a y w i t h E l i z a b e t h and me d u r i n g t h e weeks 
o f work and t h t i s s a v e y o u r c o m m i t t e e money- For t h e f i n i s h e d s c o r e 
l a t e r t h e b a l a n c e o f t h e money w h i c h y o u a r e s e t t i n g a s i d e fo r 
t h e c o m p o s e r w i l l be d u e . B u t fo r t.he t i t i e b e i n g t h e a b o v e amount 
w i l l s u f f i c e . 

Now a b o u t my c o n t r a c t and " t h e r ema in i . ^g $ 5 , 0 0 0 . 0 0 t o be 
p a i d o u t o f e a r n i n g s . ' ' T h i s i s o k a y w i t h me w i t h t h e u n d e r s t a n d i n g 
t h a t " e a r n i r ^ s " m e a n s b o x - o f f i c e i n c o m e . I w o u l d e x p e c t t h i s b a l 
a n c e i n my c a s e t o be p a i d o u t o f t h e g r o s s income j u s t a s t h e 
r u n n i n g s a l a r i e s o f t h e a c t o r s , t e c h n i c i a n s , e t c , a r e p a i d . 

So i f y o u g o o d f o l k s w i l l e x e c u t e t h e c o n t r a c t and s e n d me 
a c h e c k fo r o n e - t h i r d o f t h e $ 1 0 , 0 0 0 . 0 0 a s p e r y o u r l e t t e r and p e r 
t h e c o n t r a c t ( w i t h t h e e m e n d a t i o n a s t o t h e f i v e - t h o u s a n d i n s e r t e d ) 
I w i l l g e t u n d e r w a y . I f yo u w i s h t o , y o u c a n s e n d -^e t h e sun f o r 
Van Grove t o o and I w i l l h a v e him s e n d y o u a r e c e i p t . Anyv/ay, I 
p e r s o n a l l y an c o m m i t t e d t o him f o r t h e sun — he h a s my v/ord . 

B l e s s y o u and g o o d l u c k t o a l l , 

S i g n e d by 

P a u l G r e e n 
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PAUL GRE EN 
GREENWOOD ROAD 

CHAPEL HILL, NORTH CAROLINA 

September 11, 1962 

Dear Margaret: 

I got back home after a stormy weather trip, and 

now am sort of taking stock in my mind of our Palo Duro 

drama project. 

Yes, as you and your committee advised and ordered, 

the only thing to do is to push right ahead, and I hope in 

due time we shall have the sort of drama there we all wish. 

I will continue to work hard on the play until I have got it 

into some sort of satisfactory rough shape with the rnusic. 

Just when we can set a date for the opening will naturally 

depend on how the fund-raising goes. Van Grove will be here 

the 16th and that will help. As I mentioned, the additional 

work on our part will cost $4,000 -- S2,500 for me and 51,500 

for him -- and that is all in line with our plans and needs 

as well as the contract. 

Elizabeth joins me in love to you and Pies and the 

children,/-- \ K^ 

Mrs. Pies Harper, 
Fifth Avenue, 
Canyon, Texas. 
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September 13, 1962 

My dear Paul and Isaac and Elizabeth: 

I have been canvassing the Board niembers today and the 
opinion is unanimous so far that we should go ahead with the 
entrance, the seating platform and the paving of the stage with 
all the necessary things underneath, which the contractor would 
build for $70,000. This would leave $20,000 toward equipment 
and production and would give us a starting point - and make the 
thing a reality. There was no hint of turning back anywhere 
and of course the executive board expressed itself earlier. We 
have located $5,000 new money in Canyon since you were here and 
haven't done anything else because we wanted to time appeals 
to concide with the ground Breaking ceremonies. 

The president of the Parks Board and the executive secretary 
both urged us to go ahead, and said that the Parks Board would 
help us get a state appropriation in another year if we needed it 
after getting started. This fee does not include any retaining 
walls backstage - but the contractor figures that we could manage 
without them a few years without damaging the stage platform. He 
has become very interested in this and will be very helpful I 
think. The Parks Board has asked Earl to design the rest rooms 
(but they have basic specifications he can work from.) We will 
have to pay for this but in return they will let us make a 
storage (?) room which will really be a box office - and would 
eliminate the extra little building and be architecturally much 
better. Since this will be the first building they see, I'm 
glad Earl is to design it. 

Radie Britain's Father died last Saturday so she is here. She 
sent as much as she remembered of the cowboy's prayer and is 
looking for someone who remembers the rest. An Old Cowboy is 
praying to the round-up boss in Heaven telling him years are on 
his shoulders and when he crosses over the great divide to have 
his pony saddled - a pony that can herd cattle, spurs and a 
strong rope cause that is all he knows, riding the range, ridin' 
on the celetial shores. There will be a lot of strong doggies 
there with che wrong brand. She says that Mr. Dodson just talked 
on in this way: a cowboy talking to his superior boss. 

Bye now. 

Affectionately, 

Margaret Harper 
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P A U L G R E E N 
GREENWOOD ROAD 

CHAPEL HILL, NORTH CAROLINA 

October 2, 1962 

Dear Margaret, 

This is to acknowledge recpiot of chpck for 5^2,500. 
Many thanks. I am sending Jerrv LaGrono ackno'"lpdgmpnt ali=o. 
Van Grove has been hero now nearlv thrpp wppks. HP rpfurns 
to California nevt Friday. '• e havp accomolishpd a lot during 
his stay. Last night he nlaved ov^r the music arrangements 
he has completed and they are gorgeous. 

I am working awa\/ on the drama a.nc^ am trving mv best to 
hold it back somev.hat from a hoadlong flight into spectacular 
production requirements. Mavbe a miracle vill vpt hapnr>n an--' 
we will have the necessary funds for our big and far reaching 
visualizing. 

According to the contract, 31,000 will be due Van Grove 
at the end of this week. You v;ill no doubt have a v.-ord from 
him relative to this, and the check can be s^nt direct to him 
at Hollywood. 

He is a grand pprson to worl< v-fth. ''° v;ill nepH him for 
a few weeks, of course, when wo start in production. He will 
finish arranging the rest of the music vhon I have d.pci d?r' inst 
where it fits into the nlav. For that work, accor'^ing to contract, 
the balance of $1,500 will be due. 

I will keep vou informed as to our oronr-^s'^. And please 
let us hear no'v and then hot*' thinas are goi nn '"̂ th vou. 

Have vou bepn ablp to v;ork out anvtli-fng '̂ 'th John Cauhl^? 
I have heard nothim further from h-'s --^irpction. 

Fli7aboth joins mp in lovo to all. 
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P A U L G R E E N 
GREENWOOD ROAD 

CHAPEL HILL, NORTH CAROLINA 

October 8, 1963 

The Texas Panhandle Heritage Foundation, 
Amarillo-Canyon, Texas. 

Gentlemen: 

Dr. Isaac Van Grove and I have been in conference here 
during the last few days with representatives from Canyon 
relative to the proposed Panhandle Story outdoor play which 
many of us have been working for and hoping to bring to reali
zation a long time now. Two ideas for moving ahead, both 
good I think, occur to me: 

First an early decision and announcement to open 
the play next sum.mer for a 1964 season, with sufficient funds 
guaranteed for such an opening -- for adequate promotion, 
producing costs, the finished amphitheatre, etc. Van Grove 
would be able to provide the music and I the script for this 
early date by bearing down with all our might and that soon. 
But we must know we are going to have adequate funds if v;e 
are to create the kind of play and musical effects needed for 
success. In no way would I advise a 1964 opening in the hope 
that such an announcement would bring in sufficient money 
for our production. I am sure it wouldn't work. 

Second, an announcement of a definite opening for the 
season of 1965, with sufficient funds guaranteed. This would 
give proper time for real promotion — for brochures, magazine 
articles, travel agencies , tour groups, billboards, selection 
of first-rate talent , etc., etc. All the outdoor plays I have? 
been associated with have had about two years of promotion before 
the opening occared. 

In case funds are guaranteed for a 1964 season I would 
provide tryout material for the director sometime in late October, 
a rough tryout script by February 1 next, a rehearsal script 
by iviay 1 thereafter, and a revised production script by June 1, 
But in consideration of the shortness of time between now and 
the 1964 opening I recommend that an opening be announced for 
the season of 1965 -- understanding of course that this means 
also sufficient production funds will be guaranteed. 

Sincerely yours. 
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November 10, 1963 

Dear Paul: 

Here is the third letter, the hardest one of all. It will 
tell you why we asked you about jumping - holding in reserve the 
possibility of opening on a smaller scale if necessary - while 
working like mad to see that it isn't necessary. 

During this disheartening spring, I had to face a lot of things 
and one was the chance that our wealthy friends may never take hold 
of this with any assurance. While I was doing this, I remembered 
your magnificent courage the day when we opened the bids and found 
that they were $50,000 higher than the estimates. You stood up and 
reminded us to cut back and build as little as we must and to make 
do so that we could get a show on the way. I began to think of that 
"some way" and to ask myself what we would do if we were putting on 
a temporary pageant in a football field or an outdoor park. Using 
the devices which would be brought into such a field for the actors, 
and renting the lighting, we could use the rest of the money we have 
for the production. This would bring us close to the $37,000 which 
Mr. Parker earmarked in his budget for initial expenses. The other 
production expenses would be recurring and should be geared to ticket 
sales and we should make a tremendous effort to sell these in advance 
in great quantities. 

Actually, our basic problem is not money. It is lack of leadership 
in the Park and Wildlife Commission and in Amarillo. The Parks Board 
has been completely replaced and reorganized. There is a new executive. 
These men are making no moves of any kind until they have studied the 
situation. All of the old Parks Board members were let out and a new 
three man commission appointed. They won't even let Pete sell the 
little train - although he wants to and has a buyer for it now. 

This is also not the right time to descend on the governor. He 
became very annoyed at the legislature becuase they appropriated money 
for "bricks and not brains", approving considerable building and 
neglecting the higher education problems. He vetoed almost all of 
these (including an appropriation for the museum here which the 
legislature had passed) and is sitting back with a nice reserve which 
he will not release for any local projects until the legislature moves 
constructively in the higher education field. This can't be used until 
it is reappropriated and he isn't calling a special session to deal 
with it - so it can't be touched for a year. 
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His office did send us word that there were some funds available 
in the Parks Board Budget, and there were advertising funds available 
in the tourist agency (which is just now legally allowed to do out-of-
state advertising for the first time). The tourist people are hungry 
for colorful things to write about, want everything we can send them -
once we are set and distribute things by the hundreds of thousands. 
When we were thinking of having the Indian dances last year they wrote 
several times to remind us of the dates for release of publicity 
calendars, etc. and asked us for the information. The legislature is 
not in session and we shall confer with the legislators about ways to 
jar loose a little of the Parks Board money. 

In Amarillo - as in most cities, I guess,after reading the Banker, 
big amounts are raised by trading favors and each cause needs a champion. 
When Mr. Clements laid down our burden no one was willing to pick it up. 
The wonderful men who are helping us, Wales Madden and Lee Bivins and 
Lawrence Hagy and Eddie Melin are staunch as ever. But they feel 
strongly that we must broaden the base of interest and bring in some 
new fresh faces, and finding our man is the problem. We don't run 
around asking one and then another, of course, and have waited until 
now because the biggest financier of all has shown some interest and 
we hoped he might take hold. He lives here very little, and has been 
away because his Mother died, but Bob and I finally saw him on Thursday. 
He was very kind, said he would help us more "toward the end when we 
had a clearer idea of the support ve would get" (we have several others 
waiting for the end) and gently refused on the grounds that he is away 
807o of the time. He has financed several Broadway shows himself but he 
wasn't ready to take another one on. Now we sahll turn to the next 
best possibility. 

Perhaps the key to the Amarillo situation came out in a Chamber of 
Commerce conference Bob attended when he was asked why the Palo Duro 
Canyon was the site of the theatre. Since the whole thing grew out of a 
desire to interpret the Canyon and remind ourselves that we were the 
gateway to a tremendous natural phenomenon - something unique - this 
question revealed a great deal. Apparently the indifference is almost 
a bewilderment that anything in the Panhandle can be of more importance 
to outsiders than Amarillo. 

I had an interesting report of a group of men who eat lunch together 
and discuss "affairs". So far as I can gather they are rebelling against 
the secondary effects of the things they support. They seem to believe in: 

Free enterprise (though they worked very hard to get 
Federal money for the Canadian River dam) 

State's rights (though they distrust Austin) 
Individaul freedom to act (freedom to think seems of 

less concern) 
Local control of everything which can possibly be 

managed here. 



257 

3. 

Here is the problem: They give to the Girl Scouts 
The Scouts establish huge regional councils 
covering (out here) thousands of square miles 
and want to transfer all funds to the council. 
Result: Withdrawal of gifts of a camp and 
other sources of support gladly given for 
local use but not for control by a council 
off somewhere. 

Example: They give to the Y>ICA 
National YMCA announces approval of admission 
of China to the UN which they violently 
disapprove of 
Result: Withdrawal of aid to YWCA 
etc. 

Seriously considered conclusion quoted to me: "I guess I'll just 
spend money on myself and-myself and my family. In every other avenue 
I find myself financing things I disapprove of." 

I am coming to the conclusion that they should all go home to lunch -
though I do admit that we are caught in some dilemmas in our interlocking 
society. 

Now here is the positive side. We have the tremendous resource of 
the "little people" as the money raisers call them. These are the ones 
like you and me who are starved for something dear and exciting for 
their homeland. We have evidences of their interest all the time. Our 
adventure is the source for dozens of Club programs. Five Clubs moved 
their meetings to the theatre in October (Pampa,Borger, Happy, Panhandle, 
one in Amarillo, and a district convention.) It was the principal part 
of the program for the Federated Club workshop. It was the only special 
outside feature at the High School Drama workshop. Our representatives 
in the Area go to great lengths to follow our requests and run our errands 
and they send in a steady stream of money which represents great effort 
for them working at long distance, even though it is in small amounts. 
We have letters from youngsters who write that discussions of this have 
changed their attitudes toward history and art and we meet people every 
day whose eyes light up with the conversations which they start about 
the theatre and the play in the Canyon. The City of Canyon is almost 
organized like a cottage industry. When we mail to a thousand or so, 
fifteen minutes of calling will bring in a dozen folders and stampers 
and stuffers and addressers. These are all small things, but you need 
to know that this brainchild of yours has awakened a giant who was 
rather bored. Now we need to find a way to put him to work. 
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In Canyon we aimed our campaign at these modest people. Except 
for 4 $500 donations we had no large gifts, and we raised over $2.00 
per inhabitant. I am anxious to be in a position where we can draw 
in these same groups in Amarillo. We have been advised that this kind 
of campaign is very expensive and difficult in a big city - so we want 
to do it in connection with the ticket sales and memberships. We need 
a fresh approach to go back in, and can't rally the money or energy 
to do it twice, so it will have to lead into a production date. 

We had the nerve to write you in the first place because Margaret 
and Bill work such miracles here. Their Shakespere - which they do 
outdoors often - is so beautiful and easy that the children very soon 
forget that it is another kind of speech and yield themselves to the 
story. Their musicals have a pace and compelling quality which even 
"Unto These Hills" did not have so far as acting is concerned and the 
spectacles they achieve with very little money are unbelieveable. 
Many of the Broadway musicals which play in Amarillo on tour are 
disappointing to the audience because they seldom match what Bill and 
Margaret accomplish at the college with very modest budgets. 

We had pinned our hopes on the pride of Texas, and perhaps this 
was unwise. But we became involved in this project because of a deep 
need in Texas and this is more apparent than ever. 

When you were here we talked of the curious inconsistancies here: 
a place where the vote is almost always overwhelmingly democratic and 
much of the conversation and the press and the radio pattern themselves 
after the Birch Society attitudes; a place where independence and 
freedom are watchwords, but one where unusual attitudes are suspect and 
looking at both sides of a question is considered a little disloyal. 

I really believe that the seeds of strength are here to remind some 
other parts of the nation the value and power of attention to individuals, 
But I also know that there is great ineptness about the ways to convey 
this strength to the rest of the nation. We need your story, my dear, 
no matter what scale it is put on. 

The plan which is developing is this. We shall probably finish the 
building at the entrance with the light circuits and the memorials, use 
telephone poles for light towers, use trailers (rented) on the stage to 
back up the scenery fwhich has to be three dimensional so it won't blow 
away) and serve as auxiliary dressing room space. Then we can use more 
trailers for dressing backstage. Although we are still getting figures, 
we believe that this can be done for about $25,000, vhich leaves us 
another $25,000 for a start on the show. This hasn't jelled but our 
thinking is going in this direction. 

The irons I put in the fire last spring and summer are heating up a 
little. Bob will be a tremendous help and we'll keep hunting for our 
Amarillo leader. Meanwhile, please forgive us for being suddenly off and 
suddenly on and don't block out all alternatives until we report again. 

With love to you both 

Margaret Harper 
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January 24, 1964 

Paul dear: 

You have received a thousand answers in my mind, but the kitchen 
floor buckled and we have suddenly had to design the whole room since 
it hadn't been redone for 15 years. Now at last, Pies and I have 
agreed on a plan (and this isn't easy), the carpenter is busily making 
new cabinets in the garage, and I can think about something besides 
the sizes of cabinets. 

Things here are moving along a little. Did you see the Canyon 
News that the legislators from this area had a big party for the new 
members of the Parks Board? Fortunately two of the new members have 
close friends in Amarillo. One of the friends had a huge dinner for 
them at the Amarillo Club. The speaker of the House spoke. Only two 
women were invited, Louise Evans from the paper and I. All of the 
big guns made a trip out to the Canyon the next day and we were asked 
to help to prepare their program - which of course we were glad to do. 
We made brochures revealing that with about $85,000 from the State 
we could get along quite well. (This figure was suggested by the 
former executive secretary of the Parks Board who is now the assistant.) 

The new head, Will Odom, was very interested. He has studied the 
use Mexico makes of the Arts in attracting tourists, especially the 
Ballet Folklorico, and knew exactly what we were talking about. Here 
is the letter we received from him yesterday. 

"It was very gratifying to receive your letter of 
January 9. I certainly enjoyed my visit to Amarillo and 
to Palo Duro Canyon Park and Palo Duro Canyon Amphitheatre. 

"Your accomplishment in bringing the theatre project 
along to its present status is remarkable- I will in the 
immediate future discuss your problem with some friends of 
mine and see if we can begin to arrive at any solution. 

"In looking over the Amarillo Board Members, I am happy 
to note that you have several long-time friends of mine 
serving on your Board and surely the collective thinking of 
all of us should produce results. 

"Again let me thank you for your courtesy and cold as 
it was, I enjoyed the visit to the amphitheatre. 

Yours very truly, 

S. Will Odom 
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Under the leadership of the Amarillo Area Foundation, the city 
is about to embark on a campaign to raise $5,000,000 for a new 
hospital which the Baptists will operate. They have hired an executive 
and a money raising firm and are laying their plans now for a campaign 
which will actively begin in March. The executive came down to see 
what our layout is since he found references to us in the files, etc. 
and he also arranged a meeting with us for the fund raiser. They both 
seem to feel that our piece of unfinished business will hamper their 
campaign and want to help us to some satisfactory solution if they can. 
Meanwhile, the Amarillo Area Foundation had an annual meeting and 
elected Wales Madden to membership. (You recall that we went to visit 
him in his office. He is the very remarkable young man who headed our 
campaign in Amarillo). He was away when this was announced and hadn't 
heard it until I mentioned it to him. His comment was (I'm afraid 
they have elected someone who will needle them." 

Going back to the State situation, one of the legislators told 
me that there were two areas in which the governor and the legislators 
had arranged for complete surveys preparatory to taking major action. 
The first is in higher education - and a group is studyin^this intently. 
The other is in State Parks and tourist attractions, and tne new Parks 
5c Wildlife Commission was instructed to make the recommendations 
necessary to make Texas more a part of travelers' consciousnesses 
(if there is such a word.) He also told me, however, that they had had 
indications that the cost of the program which the commission for 
higher education was bringing in would be $100,000,000! Facing this, 
he said, they hadn't made plans yet about tackling the other problem. 

My major preoccupation this fall has been to find a legal form 
for underwriting or selling debentures which would raise credit 
quickly so you could procede with the show. This has been the darndest 
task I ever undertook. Since it is a tax free organization, many things 
won't work. It doesn't lie within anyone's experience and everybody 
believes that someone else should'work out the plan. Finally, today, 
a lawyer, and accountant, two bankers, Jerry LaGrone and I will meet -
and I hope settle matters. We lean toward straight underwriting. Tne 
problem is that many in Amarillo who vill help us are giving to their 
legal limit for tax exemption to the hospital. If we can figure out 
some system by which it becomes a business investment for them and 
they can write off any loss as a business loss, we can get support now. 
This is a neat trick for a tax exempt organization, apparently but 
we have able and interested men thinking aout it now and I sure that 
they will think of something which isn't hopelessly involved to 
administer. 

New figure: 59000 cars enter Amarillo every lU hours. At the 
outside only 20,000 of these are commuters. About 1000 stay over at 
night . 

Love to Elizabeth 

Margaret Harper 
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P A U L G R E E N 
GREENWOOD ROAD 

CHAPEL HILL, NORTH CAROLINA 

February 3, 1964 

Mrs, Pies Harper, President, 
Texas Panhandle Heritage Foundation, Inc., 
Canyon, Texas. 

Dear Margaret: 

Bless your heart always! I have been off and absorbed 
to my eyebrows elsewise and have just got to your two letters. 
Thanks for bringing me up to date on your continued efforts 
for the Canyon drama project. I have passed on your appraisals 
to Van Grove in Hollywood, and he is heavily committed as I am 
for the next few months. But of course your dream is our dream 
too and abides with us -- I confess it does with me day and 
night. I feel responsible to the quick about it. And I trust 
we will yet have production funds from some source somewhere 
sufficient for me to put forth my best effort for you. So let's 
keep hoping. In the meantime, I am sure the state of Texas as 
well as the Panhandle should be proud of what you've already 
accomplished. You have a home for dramatic expression, for 
celebrations, for folk dancing, for Easter sunrise services, for 
gatherings of all kinds there in Palo Duro, and nothing really 
is lost. It is all gain. The cost in your personal effort has 
been great, of course, but that sort of effort carries with it 
some sort of life-giving recompense too. For it is in the cause 
of a principle of beauty, of service to — well, an ideal, a self
less one. So you gain by giving. I do hope somebody can convince 
the legislature down in Austin of your deserving and your need. 
Lord, Lord, I had gone along from the first with the belief that 
in Texas money would be no problem, and we could produce one of 
the most stupendous shows ever — the way Mr. Clements talked to 
me, and others before him. Maybe '65 will be our year. 

As to the budget figures you asked for: I have just 
talked to Roger Sherman in 'vVilliamsburg, Virginia, and explained 
matters to him and asked him for the budget total he is requiring 
prior to opening day for The Founders (The Jamestown Story) which, 
in a new version I've written, is being staged this summer in the 
amphitheatre there already fully equipped with everything — 
sound, lighting, switchboard, dressing rooms, organ, costume shops, 
management offices, parking lot, etc., etc., and he said he is 
setting a figure of $75,000 and hopes it will get the play 
opened, and he feels that the Canyon play would need at least that 
much after you had the theatre there entirely furnished and ready. 
(This without our Sound and Light technique which we had hoped 
for, of course.) I asked Bill Trotman, Director of otjr Institute 
of Oitdoor Drama here, about it a few minutes ago , and he said 
the same. I am sending herewith copies of budgets he gave me 
made heretofore for other shows as well as yours. (John ParKer 
kindly supplied you with one before")̂ and from them maybe your 
Board can see how a lesser figure could do for you. It may oe 
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that you already have copies of these. 3ili thinks you have. 
These will require some segregating out of items to get the 
picture you want. 

As I say, I feel terribly responsible to you and the 
others who have worked so hard there, and it may be that if I 
had had a shining inspirational script of the drama done for you 
a long while ago you could have done better with your fund 
raising. But I have never worked that way before and have seen 
no need for it here. And after all no matter what sort of script 
I might have turned in, there imjnediately would have been a 
great hassle of different opinions about it. I have always 
written my pieces with a clear visualization of the amphitheatre 
and the funds I had to produce with, and so suffered no handicap 
from that direction, the only hurdle being my slow talent. And 
my writing and freedom for changing the script have always con
tinued right up to the last rehearsal and often beyond. The 
fund-raisers in every case v;ent out and got the money without 
ever seeing any sort of script until we were ready for rehearsal 
or actually in production. I trusted them and they trusted me, 
and each did his best. 

So now my sense of responsibility deepens when I 
think of the terrifically hard time you folks have had in 
getting your amphitheatre this far along, because too this long 
haul doesn't augur well for future audience support when and if 
we open our play, and I tremble at urging you to keep on driving 
and harrowing the already harried. As I say. I guess I don't 
know what to say. Let me think some more on it. 

It does occur to me, nowever, without much thought 
that it might be well for you folks locally to get up some sort 
of historical production, rather pageant-like, for a week or so 
of staging in the amphitheatre this summer -- telling the story 
in something of a simple chronicle style of the beginning of 
Canyon and the settling of the region round about, starting off 
with the Indians, say, then the first settler, then the post 
office maybe, then the first s-chool, the arrival of the railroad, 
etc., etc. — all with the usual easy narration and the 
sequencing of these simple scenes in illustration. This might 
help prepare the ground. You may think it is a screwy suggestion. 
Maybe it is. But I remember that the people on Roanoke Island 
staged their local simple version of the Lost Colony several 
times in different summers before I wrote my vesLon. 'heir work 
helped create expectation and interest. I should think f^at tne 
Moores with their piayv/riting and production talent classes and 
groups could have a lot of jollity doing such a collaboration 
project -- the costumes, the music, the singing, the dances could 
all be great fun. And you'd be surprised how the oldtimers and 
the young-timers too would enjoy it. In every case where I -̂.ave 
observed this sort of local and homefolks production, I have found 
success^^, and every time some money was made too. "̂ his .vould 
add to the number of attractions you give in the amphitheatre. 
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Of course this is not the kind of thing I write or would 
write, but I'd be glad to advise or help in any way I could 
from afar. True, this is a sort of spur of tne moment sug
gestion. I would arrange to help along financially what I 
could too. As my present figures add op, I have still left 
from your royalty advance -- after deducting what I've spent 
already for secretarial help, research assistance, travel, 
long distance telephoning, etc. around 32,500. I could turn 
this back into your treasury. I can send 31,000 now and 
the rest of 31,500 as soon as I can dig it up. Yes, on 
second thought I'll enclose a check for the first amount in 
this letter. (As for my time spent -- we'll let that pass fo: 
the time-being, no pun intended.) ".'.aybe this will oe a bit of 
encouragement to you folks one way or another. Please Mse it 
as you will. I should think no publicity should be given 
this item. Again, bless your heart alwa^sl 

Love to you and Pies and the children and to Edith 
and the Moores too. 
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Dear Paul: 
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Even though the contes t about the names d i d n ' t 
turn out to be conc lus ive , i t occurs to me tha t the entry 
blanks furnish an awfully good window to the emotions and 
r e a c t i o n s of t h i s a rea , so I am shipping them a l l to you. 
Have fun with them, and send them back when you are though, 
i f you p l e a s e . 

Love to a l l 

Titles in order of popularity: For Against 

Wind and Wire 
2. The Undaunted 

Spur and Plow 
Song of the Plains 
Panhandle Song^^ 
Echoes of Time 
Call of the Land 
Panhandle Pioneers 
Saddle and Plow 

10.The Trail Blazers 
11.Staking the Plains 
12. Lamps on the Plain 

The Wide Horizon 
Pioneer Dream 
Palo Duro 
The Staked Plains 
Wind and Earth 
The Valiant 
Sun and Sod 
Stars over Texas 
Panhandle Song ^ 
Lamp on the Caprock 

23. Wide Land 
24. New Horizons 
25. Stars above the Plains 
26. Caprock Country 
27. The High Sky 
28. Windy Earth 
30. Victorious Earth 

3. 
4. 
5. 
6. 
7. 
8. 
9. 

13. 
14. 
15. 
16. 
17. 
18. 
19. 
20, 
21. 
22. 

101 
100 
87 
85 
83 
82 
73 
70 
68 
62 
57 
55 
52 
50 
50 
47 
45 
40 
40 
39 
37 
35 
31 
30 
29 
29 
26 
26 
21 

153 
158 
138 
144 
155 
140 
156 
167 
162 
133 
170 
159 
142 
150 
188 
180 
145 
200 
180 
202 
180 
183 
183 
166 
189 
188 
173 
199 
177 

I'll never run a contest with both negative and positive 
sections again. But at least it leaves you freel 

Tom Dawkins was out of town on business until the 15th. He 
has many promises on the underwriting but due to the month out 
for jury service, he hasn't had time to go around and pin them 
down. 

More news very soon we hope 

Affectionately, 

Mrs. Pies Harper, President (shape it as you will 
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P A U L G R E E N 
GREENWOOD ROAD 

CHAPEL HILL. NORTH CAROLINA 

September 7,1965 

Deax Margaret: 

I ajn down in the deep woods of my farm in my cabin 
working away on the Texas material. Mark Sumner -- as I wrote 
you -- will be available in the next few days and we will get 
together on the matter of added budget, his time of coming out, 
etc. 

Herewith an item of thought: Several years ago I 
sold a play of mine, The House of Connelly, to the movies. The 
The script was written and we went into additional and numerous 
story conferences. The question of title came up. The head of 
20th Century Fox came out with a new suggestion. He said why not 
name it Carolina. So they did. Dt fitted okay. I remember too 
once when Lynn Riggs was visiting us here in Chapel Hill and we were 
talking over the sale of his Green Grow the Lilacs to Rodgers and 
Hammerstein and he said they wanted to call it Oklahoma. I then 
wondered, so did he, how this special folk-olay could stand for 
a whole state. But when the musical was produced everybody found 
that the title was suitable enough. 

I have tried dozens and dozens of titles in my Jiind 
for our drama, and so have you and many others. None of them seem 
to cover the ingredients and pointed reach that will necessarily 
be in the play -- Stars Over Texas, Wind and '.v i r e; Panhandle Dream, 
etc., etc. One word does cover everything -- "Texas." --

TEXAS 

(A Symphonic Outdoor Drama of Music, Song, Dance, 
and with Spectacular Sound-and-Light accompaniment) 
-- and so on. 

I know such a title sounds big and grabbing. Well, 
why not? You Panhandle folks are the first in that whole great 
state with vision and drive enough to want to celebrate the -̂i phtv 
Texas land and its people. The play actually will be, no matter 
what we call it, a dramatization of Texas life. So please think 
about this -- you and the Moores and Edith and others -- and vou 
may find it appropriate just as Carolina and Oklahoma were iooro-
priate once they were adopted. One thing that r̂ akes "e feel it 
would be hard to overdo the sweep of the title is the fact of the 
sound and light display which we will be able to give the audience/ 
They won't go away and say the show wasn't big enough for Texas, 
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not after we have shot t.he works we'll have to shoot. 

Anyway, whatever, whomever and whenever, we must 
have time, talent and technical means enough to open with a 
stunning thingi Amen. And I will and do strain every faculty 
to see that the script is worthy of these. 

Tell Pies I was pleased not to detect the least 
sign of plot and mayhem against the myrmidons of art in his 
penetrating eye. We are lucky in his humanistic training and 
native kindliness. 

Hurriedly, 

(f^ 
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PAUL GREEN 
xaootxBKXDcscxK Old L y s t r a Road 

CHAPEL HILL, NORTH CAROLINA 

September 15, 1965 

Dear Margaret: 

I have talked over our Palo Duro project with a number 
of our know-how folks here, and the majority opinion seems to 
be that it will be a most difficult undertaking to try to do 
two shows in one summer, one of them exacting and entirely new. 
The more I consider the kind of play I have laid out and worked 
on, the more I am inclined to agree with this opinion. From the 
latest issue of the Canyon paper I see that you woufid up your 
season with a SRO success. So I know you are faced now with the 
decision whether to carry on with your production a second 
season. If you decide to do this, then maybe you should postpone 
my play until the season of '67. But if you have a big success 
with Thundering Sounds in '66, you will be faced then with the 
same decision as now. Or maybe you will decide to lay your 
present production on the shelf and shoot the works with the 
new drama in '66, and then if it doesn't click too well go back 
to Thundering Sounds for '67. Or if it clicks and you still 
like the idea of doing your present show for awhile and mine 
during the latter half of the '67 season the difficulty wouldn't 
be so great, for you would already have put them both through 
production and could do the double bill without risking too 
much then. This is what I'd favor. Whatever you decide, I hope 
you'll let me hear at an early date, for time is short. Promotion 
has to start now. 

From what I can gather here it would seem that the 
addition of two or three playing areas up in the near foothills 
equipped with lights and mikes and a bit more sound and light 
fcLrther up in the hills for complete storm and other effects 
would not cost too much. Now that you already have some $35,000 
in light and sound equipment, as I remember, you have the main 
problem licked. My estimate and that of Mark Sumner would be 
that some $15,000 more would be ample. Of course the above 
requirements might be filled by all kinds of short-cuts which the 
boys know how to make and the figure be much less than that. 

Hurriedly and with love to all. 
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PAUL G R E E N 
OLD LYSTRA ROAD 

CHAPEL HILL.NORTH CAROLINA 27514 

November U , 1965 

Dear Margaret: 

I have been up in New York, taking a long and thorough 
look a t a number of s tage product ions there to see if I might 
f ind any ideas vjhich could f i t i n to our Texas. The experimental 
phases of The Royal Hunt of the 6un, Danton's Death. The Dev i l s . 
e t c . viere i d e n t i c a l wi th what we have been doing in a number of 
outdoor dramas for years — choreographed a c t i o n s , s h o r t - c u t s 
in scenery , musical enlargements and so on. (And f i n a n c i a l l y 
they are devas t a t i ng on the pub l ic — a t more than $3.00 a 
t i c k e t . I took two f r i ends to The Royal Hunt - - -$25.00.) 

I have been over Mark Summer's budget for Texas and 
we a l l app rec i a t e the long and a u t h o r i t a t i v e labor he has put 
i n t o i t . But I tremble a t the s i ze of i t . I d o n ' t th ink we 
can take i n , say, $122,000 in one season. If there were some 
way to get the t o t a l down to around $100,000 I would f ee l a g rea t 
dea l b e t t e r . But of c o u r s e / i t can be wel l argued tha t for the 
f i r s t year we simply have to have an enlarged f igure which can 
be d r a s t i c a l l y reduced the second yea r . However, the budget 
for Cross and Sword which I have j u s t received from the manager 
i s around $I25jOOO. I th ink t h i s is e n t i r e l y too -nuch, seeing 
t h a t i t w i l l be the second year and we al ready have our costumes, 
l i g h t i n g , e t c . ('Well, my job i s to provide the play and not 
provide the monetary vau l t -bang ing . -nd as to the p lay , my 
t e e t h cha t t e r with apprehension too , now tha t the time i s so 
s h o r t . ) There c e r t a i n l y are cuts we can make in Mark's budget 
for Texas i f we have t o , for example, the advisory or consul t ing 
d i r e c t o r . I had w r i t t e n Sara Selden someti.T;e ago asking if ae 
would be i n t e r e s t e d in such a p o s i t i o n if we could get up a 
s a t i s f a c t o r y fee for him, but I th ink we a l l can take care of 
every th ing by working c lose ly together and thus save t h i s i tem. 
There are o thers which can be reduced and which we can discuss 
l a t e r . But before I take thera up I 'd r a t h e r go over thera vjith 
Mark. He i s a t p resen t out of town but w i l l be back in the 
o f f i c e , his .secretary t e l l s -le, next week-end and I w i l l get 
wi th him r i g h t away t h e r e a f t e r . 

A t iny i n t e r r u p t i o n in tny imn;edi3te and present 
devot ion and concen t ra t ion on Texas :ias been the planning for 
a New York r e v i v a l a f t e r Cru'istmas of a play I did lorir atjo. 
I have to make a t r i p up during t.ie next holidays for two or 
th ree hours of conferencing with the producer and d i r e c t o r , 
but apa r t from tha t b i t of time my waking hours and most of my 
night-dreaming ones are mortgaged and hog-t ied to Texas. So 
I hope for the bes t - - and I expect somehow to get i t . ' nave 
to warn you though of what you may al ready ;-:nGw - - nameiy, t la t 
a l l of these outdoor symphonic dramas . r.ave wr i t t en r equ i re a 
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Lot of t a i l o r i n g a f t e r the f i r s t season, t a i l o r i n g t ha t in 
many cases goes on for a long t ime. I j u s t t ry my hardest 
to get a product ion good enough to stand up the f i r s t season, 
and even then a f t e r we open to keep working a t i t to make i t 
b e t t e r as the season p r o g r e s s e s . But I promise to be as l i t t l e 
t roub le to the Moores as p o s s i b l e . 

I have had my agent and publ i sher draw up a revised 
c o n t r a c t which I w i l l send along s h o r t l y . I never r e a l l y worry 
too much about c o n t r a c t s though — only the p l ay . 

I am anxiously await ing the books you mentioned some 
time ago, the new Goodnight b iography, the d i a r y , e t c . I ara 
s t i l l a b i t - u n c e r t a i n as to j u s t how prominent to make Goodnight. 
There seem to be d i f f e rences of opinion out there as to his 
c h a r a c t e r . At times I have considered making him the center of 
t h i n g s , but a t p r e sen t he seems to l̂e to f i t bes t as an tagonis t 
to ray younger man, Barry Hamilton, who has ideas and i n t e n t s for 
the making of homes and farms. I have read a l l the books you and 
o the r s have sent me - - some of them more than twice - - a l so the 
volumes I have been able to pick up — dozens and dozens of 
them, as wel l as m a t e r i a l in the Harvard, New York Pub l i c , and 
Congress ional L i b r a r i e s dea l ing with the g rea t s t a t e of Texas 
and the winning of the west . But I do want and as-s.oon,.as 

. p o s s i b l e these o the rs you r e f e r r e p to e s p e c i a l l y the Goodnight 
one, s ince you speak of Goodnight,?being depicted d i f f e r e n t l y 
from Haley ' s account . 

Thank '-'r. Archambeau for me for agreeing to help me 
out when I get s tuck h i s t o r i c a l l y . I w i l l be telephoning aim 
from time to time as I need t o . And I hope to be able to f ly 
out t he re a f te r Christmas to s i t in the amphitheatre and f i t 
s e n s o r i l y in my mind the d i f f e r e n t scenes of the play and the 
environment - - t ha t i s , i f I can spare the time - - and to confer 
wi th you and o thers on a number of t h i n g s . 

PiXid , dear :!argaret - - go off, Pies I - - s i t down some 
time r i g h t away and l e t your pen or typewri ter vxn on for a few 
paragraphs about the kind of play you see us r.aving on opening 
n i g h t - - the piay t ha t the people w i l l love and applaud. '* I I i s 
g r i s t to my devouring c r e a t i v e mi l l now, and thinking of those 
on the road with s tuf f to be ground I i::-iink f i r s t of you :ominc 
along with seve ra l bushels of f ine non-weevily - r a i n . Give me 
a summing-up out of your generos i ty of what you see In yoiur fnind': 
eye — Oh, Lord,and wonder-working God, what kind of eye i s t i iat l 
But you know what I mean — a touchstone (or not ) in trie i'attAew 
Arnold sense . 

Are you sure to have a t l e a s t as 0°°^ ^o'ind and l i g h t 
equipment next summer as you did l a s t : I thought we could get by 
with t h a t , and I plan to make use of i t in a so r t of n s t^^e -p ro -
loFue, in one or two places during the play and a big burst lor 
the f i n a l e . /.ould i t be cheaper to r e n t and concoct argin ratr.er 
than buy.' 
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I t seems more and more obvious to me tha t there 
r e a l l y was a dramatic s t rugg le between the cat t lemen and the 
farmers in the westward s e t t l i n g of Texas, enough so as to 
run us i n t o a scene down in the Legislatvjre at .vustin. Some 
of the people around Canyon I talked to months - - i s i t years? 
ago d i d n ' t th ink so . 

Hurr ied ly and with love a l l , 

c c . Mark Sumner, Director I n s t i t u t e of Outdoor Drama, 
Chapel H i l l , A'orth Carolina 

Dr. Isaac Van Grove, 1633 North Laurel Avenue, Hollywood, 
Ca i i i o r n i a . 
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November 5, 1965 

Paul Green 
Old Lystra Road 
Chapel Hill, North Carolina 

Dear Paul: 

The Board of Directors of the Texas Panhandle Hcritaric 
Foundation reviewed the underwriting agreements which were 
signed and on hand at their meeting last evening in Amarillo 
and found that their total was over 3100,000. Since we had 
agreed earlier that the total of $90,000 was adequate to 
launch your production, we proudly decided to set the wheels 
in motion and made an announcement to that effect to the press, 

Please consider this letter a formal request to proceed 
with the script you started so long ago, and to plan to nut 
it into production this summer. 

Tlic Board also wants to request LhnL you nsk vour l.iwytu-
to prepare a contract which would bring jur agreement up to 
date, and send copies for the consideration of our..Board nnd 
for signatures. 

According to our conversation on the telephone we shall 
use the name "T E X A S" and have already released it to the 
tourist guides. The public announcement of the name will be 
made next week. 

It gives me the greatest pleasure to announce that our 
dream of presenting your visions of the early life here is 
a giant step nearer realization. 

Many, many thanks for your patience and your MH i l.î îui-, 
faith in our eventual success. 

Warmly, 

Mrs. Pies Harper 
President 
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November 5, 1965 

Dear Paul and Elizabeth: 

The official step is ready, and what a joy it is to be 
able to move! The attached letter will speak for itself. 

I have said nothing about the little variation you 
mentioned in the method of payment, as I would rather have 
it come from you in writing. I think that it will be 
considered a very reasonable shift, 

Edith finally got the inventory of the lighting equipment 
completed and sent it to Mark. Because everyone scattered the 
week the show closed, and then she and Erin were both sick for 
the next two weeks, it hadn't been checked. There were a few 
things which Joe had ordered and donated which weren't on the 
purchase lists, etc., so it took some detective work to chase 
it down. 

In the course of the underwriting, Tom Dawkins discovered 
a young advertising man who used to handle the Borden's account 
for Texas (Before he moved to Amarillo) and who handles W. R. 
Grace and Company in this area. He is very interested in the 
theatre, has many ingenious ideas about the ways we should move 
in publicizing. He has accepted a place on the Board and 
agreed to act as publicity consultant without fee, as his public 
service. Edith and I conferred with him yesterday about the 
ways to release these announcements, and took him a history 
of the organization, all of our earlier published material, etc. 
He is easy to talk to, calm and steady, took what we had 
prepared, studied it, praised some things about it, and then 
made two or three suggestions which sharpened it immensely. He 
believes that it will be quite possible to get some national 
accounts to tie their publicity in this area in with the show -
and wouldn't that be a wonderful thing? I believe that 
discovering this man's interest may be one of the finest things 
which has happened to us here. 

About 150 people have underwritten the show - and in 
the course.of seeking this underwriting, I don't believe that 
the people who were working had two dozen refusals - even when 
they were asking for $100 and $500 and $1000 commitments. There 
is tremendous faith in the theatre and pride that we have 
reached this point. We did have the query many times "Are the 
Moore's going to be responsible for this show? Will the new one 
still be written with many roles for people from this area? Will 
Erin design the set?" 
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Of course we have made no answers to these, except to say 
that you had stressed the importance of using the workers who 
learned so much last year as a nucleus for the new production, 
and that you wished to continue to rely on the Moores as you 
have throughout the preliminary stages. 

In casual conversation with Bill and Margaret, I find 
that they are leaning to several conclusions. One is that a 
single person should design the production, both sets and 
costumes (with suitable assistance.) Another is that in 
working in the Canyon, they all learned so much about what 
wouldn't work and what would, that they would like to have you 
seriously consider using Erin (who did Thundering Sounds on a 
very smalll shoestring) because he knows the Canyon in every 
light and every mood, and takes these into consideration in 
everything he does there. Since it changes every day and in 
every weather, no one from outside will know for a year what 
he is up against. 

They also feel, the weakest link here is in choreography 
and that we will need very strong help in that area. So far 
as we know, only one man within 500 miles would do at all, and 
he and his wife teach at Interloken in the summer. (By the way, 
we liked the idea of dancing the hurricane. Could it be done 
with a blizzard or a prairie fire?) The man at Interloken is 
Neil Hess and he does the musicals in the spring and has trained 
a good many people to a certain degree, so we could probably 
get choral dancers but would need the leads and the master mind. 

Please ask Mark to put some healthy chunks in the budget 
for consultants, '.̂e shall need them! 

After thinking over the historians who are available, I 
decided that Mr. Archambeau of Amarillo with whom you had a 
long conversation before, would be the best. I have been in 
touch with him and he would be delighted to help in any way he 
can. I do believe that he was quite flattered that we asked 
him - and he is very competent. Address him Ernest Archambeau, 
Box 811, Amarillo. His telephone numbers are:, res: 306-Dr6-8750, 
office: 806-Dr5-5307. 

This all for now. 

Affectionately, 

Margaret Harper 
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November 5, 1965 

Paul Green 
Old Lystra Road 
Chapel Hill, North Carolina 

Dear Paul: 

The Board of Directors of the Texas Panhandle Heritage 
Foundation reviewed the underwriting agreements which were 
signed and on hand at their meeting last evening in Amarillo 
and found that their total was over $100,000. Since we had 
agreed earlier that the total of $90,000 was adequate to 
launch your production, x,7e proudly decided to set the wheels 
in motion and made an announcement to that effect to the press. 

Please consider this letter a formal request to proceed 
with the script you started so long ago, and to plan to put 
it into production this summer. 

The Board also wants to request that you ask your lawyer 
to prepare a contract which would bring our agreement up to 
date, and send copies for the consideration of our^Board and 
for signatures. 

According to our conversation on the telephone we shall 
use the name "T E X .A S" and have already released it to the 
tourist guides. The public announcement of che name will be 
made next week. 

It gives me the greatest pleasure to announce that our 
dream of presenting your visions of the early life here is 
a giant step nearer realization. 

Many, many thanks for your patience and your unflagging 
faith in our eventual success. 

Warmly, 

Mrs. ?les Harper 
President 
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December 10, 1965 

Mr. Ernest Archambeau, 
1201 Crockett, 
Amarillo, Texas. 

Dear Mr. Archambeaut 

^^ 

"^i:^ 

I am de l igh ted to hear from Mrs. Pies Harper tha t 
you have agreed to be a s o r t of h i s t o r i c a l guide to me as I 
viork on the Texas p lay for product ion In the Palo Duro Canyon 
t h i s summer. I v i l l t ry to be of as l i t t l e t roub le to you 
as p o s s i b l e , but r i g h t off I need a b i t of guidance and advice . 
I have ransacked dozens of Volumes of h i s t o r i c a l and c r i t i c a l 
v r i t i n g s on Texas and e s p e c i a l l y the Great P la ins country 

so l id and c r e a t i v e po in t of vlev for my 
i n t e r p r e t a t i o n and I have f i n a l l y s e t t l e d 
s tatement from The Great P la ins by Walter 

Ginn and Company. I am enclosing 
I ' d l i ke for you to read and l e t 

in an e f f o r t to get a 
dramat ic and thematic 
on some four pages of 
P r e s c o t t Webb, publ ished by 
a copy of these pages vhich 
me knovi by r e t u r n mail i f you can as to xhether his s tatement 
i s r i g h t and t rue and if no* the re i t should be amended. I 
d o n ' t want to have to speak for a country I d i d n ' t grow up 
in by the book. I ' d much r a t h e r have your word. 

Best g ree t ings and gegards . 

I I 

c c . Mrs. Pies Harper 

Mr. and Mrs. W. A. Moore 
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Amarillo, Texas 
1201 Crockett St 
December lii,1965 

Mr. Paul areen 
Old Lys t ra Road 
Chapel H i l l , N.C, 

Dear Mr. Green: 

Thank you for your l e t t e r of Dec 10. I w i l l be glad to help you in any way I c j ^ . 
I enjoyed your show l a s t y^ar very much, and I was de l igh ted with the h i s t o r i c a l 
accuracy you were able to incorpora te in i t . 

So far aa gnidlng jro^j^n t h i s y e a r ' s show, I am sure the re i s l i t t l e I can c o n t r i b t e , 
but I w i l l be glad to/,what I can. l^e e x t r a c t you enclosed from Webb's Great Plains 
i s . c f course , from a recoi^nlzed a u t h o r i t y - a c l a s s i c in the s t o r y of the v/est, Tho 
p n r t i c u l n r e x t r a c t i s In genera l an accurate p i c t u r e , although i t seems to be a 
l i t t l e s t i l t e d in I t a laniruage. 

Without thought of corr9ct' ' 'aiiy misconceptions you might have reached, but r . ther 
with the I n t e n t of adding to the p i c t u r e a few d e t a i l s of Panhandle h i s t o r y : 

I th ink i t i s r a t h e r i n t e r e s t i n g t h a t i t i s e n t i r e l y poss ib le t ha t the f i r s t barbed 
wire - the f i r s t fenced pa s tu r e - may well have enclosed the s i t e of the t hea t r e 
In the canyon, the s i t e of the show i t s e l f . The T-Anchor ranch fenced 2li0,00n 
acres in a block t h a t l ay ea s t of i t s headquarters - a log cabin t h a t s t i l l r tands 
on p r o p e r t y owned by the co l lege - a block t h a t would be the equivalent of a 
o a s t u r e 20 miles square . I t might, of course , not have enclosed the rough region 
of the canyon i t s e l f , bu t , i f no t , i t came c l o s e . This pas tu re seems to have been 
fenced in l 8 8 l , a date t h a t i s as e a r l y or perhaps e a r l i e r than t h a t of the f-^nngg 
of the JiYylng Pan, owned by Qlidden and Sanborn, the folks who sold bnrbed wire for 
n l i v i n g . (Boone McClure a t the Museum wrote the h i s t o r y of barbed WLrn a ff>w ye i r s 
ago and l a something of an a u t h o r i t y on i t . You ndght chock with him.) 

As to cowhands tak ing up homesteads; they d i d n ' t take "(Quarter s e c t i o n s " , ' ^ey took 
up a s e c t i o n . I t was not a t rue homestead g ran t , which i s the deal tjie ^^eoer-^l 
Government offfired on i t s l ands . Always choose language to r e f l e c t the fac t t^ it 
the "government" did not own any land in Texas, I t was owned by the S ta te oi ""exas, 
a f a c t t h a t came out of the t r e a t y between the two repub l ics which joined tnem, 
with Texas taking the s t a t u s of another s t a t e , but with the Sta te of T-^xas r e t a i n i n g 
sovere ign ty of i t s pub l ic l ands . The S ta te of Texas provided tha t a l l land surfeyora 
in the pub l i c domain should s e t aside the even numbered sec t ions for the Public 
School Pund. When the re developed a demand for these school s e c t i o n s , they could 
be bought, one sec t ion to a purchaser a t first..,and l a t e r they could buy UD to four 
s c t l o n s , $1 pe r acre with 3i down and fo r ty years before the remfiindiir w.-.s due, '.d-th 
nmrual i n t e r e s t nt 3^ . I t i s t rue t h a t the more t r a n s i e n t cowhand, boufjht .^rhool 
s ec t i ons and contlnue«\to work for the big ranch, u sua l ly aelllnt^ to the "besn". 
but i t i s a l so t rue t h a t a g rea t many of the " so l id c i t i z e n s " of today r-^pci^jnL 
.he f ami l i e s of ambitious young cowhands here before the turn of the century v:ho 

bought school s ec t i ons while working for the big ranch and, with the coopuration 
of the ranch owner who was anxious to keep such good men so long is po.osible, bouhht 
a few head of c a t t l e out of h i s monthly wages and ran them with the b o s s ' s ca t - . ie . 
Eventual ly he perhaps exchanged h i s sec t ion in the body of the :na±n ranch for another 
sec t ion on the f r inge and began developing h i s O«T« o u t f i t . As a p a r t of the de=il 
a pirrchaser of school land was requi red to l i v e on i t and to "Improve " i t , rrî jch as 
the Federal Government r equ i red for i t s homesteads. 
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I'm not sure t h a t the i dea has any p o s s i b i l i t i e s i n a show, but the very backbone 
of t h i s people was t h i s type of man; those who "saved t h e i r money" and bought cows 
whi le working fo r monthly wages on the big o u t f i t s and even tua l ly s t a r t e d "-..heir own 
o u t f i t s . 

I t would be d i f f i c u l t to d i a t i n g o i s h between t h i s type of man and the poverty-plagued 
man who t r i e d to make i t f amdng . Both bought t h e i r school s ec t i on , and both perhaps 
wai-8 inc luded under the genera l term of " n e a t e r s " . As a p r a c t i c a l matter^ the one 
u s u a l l y bought out the o the r , aa the years paased, giving the busted farmer enough 
for hia e q u i t y to get "back home to h ia w i f e ' s fo lks i n Arkansas". \3 a sp. c i f i c 
example, J . A. Whittenberg cane near the turn of the canttiry and bought four sec t ions 
of school l and , according to the r u l e a t t h a t time for "range land", His grown son 
and h ia grown daughter each bought four s e c t i o n s . A grai^on has put i t t h i s way: 
"When a neighbor became discouraged and wanted to leave , Granddad would p:ive him 
$150 for h i s equ i ty and h ia own family would put another patch on t h e i r ovnr.il la 
and make do ." By the time thl.i craitury was well along, the Whittenberqs had 
acquired liO,000 flcreo s c a t t e r e d , as one might expect , a l l over Hutchinson Zoxis.'-.y, 
When o i l came, t h i s s c a t t e r e d p rope r ty had almost always a p a r t of tha o i l product ion. 

I d o n ' t know what va lue i t might have to say t h a t the re were never any "sheepmsn-
cowman" wars h e r e . The 1880 census r o l l s show t h a t t he re were sheep i n almost ever^,-
county i n the Panhandle. One cowman was shown to have cowboys and sheepherders in 
h i s employ. Such fends geem to have been i n the s t a t e s where the Federal Government 
continued to own v a s t t r a c t s of pub l ic l ands . There were no such feuds ^ e r e . Around 
Tascosa, the Mexican sheepmen simply moved on as the cowman bought and fenced h i s 
l and . They were"fenced" back In to New Mexico. 

I do not l i k e one thought Webb expre3seg"(p,2iili) i t spanned the r i s e -̂ind f . i l l 
of the c a t t l e kingdom." Whatever the " c a t t l e kingdom" was (a vory vaguo term), i t 
d i d n ' t " r i s e and f a l l " . The r a i s i n g of c a t t l o was, by reason of the mai^nitude of 
the I n d i v i d u a l ope ra t i ons , a business r a t h e r than a way of "making a l i v i n g . " A 
bus iness r a t h e r than an occtipation^r c r a f t . To over-s impl i fy i t , the business 
involved r a i s i n g as many d o l l a r s worth of edib le meat per acre as posa lb lo . Tl 
was t h a t in the beginning, and I t I s s t i l l t h a t . Methods have changed in a gr-iaaa.i 
process of o v t l u t l o n , but i t i s not a "kingdom" tha t rose and f e l l . Tliey observed 
e a r l y t h a t more pounds -more d o l l a r s worth - of beef per acre could be r a i s ed by 
improving the breed, and they began a t once to do t h a t , a process t h a t cont inues . 

They found t h a t b e t t e r use of the grass could be made by providing water at frorruent 
s p o t s . As Webb n o i n t s out , some grass t h a t could not otherwise be used was mme 
a v a i l a b l e by p u t t i n g a windmill near i t ) decreasing the d i s t ance walked alao 
incBeased the " d o l l a r s per acre" of beef. 

E^rentually supplemental feeding, farra-raiaed crops and concentra tes such as cot ton 
seed meal and cake,was found to inc rease the "doUars per acre"> This process hr^ 
never s topped. The most r ecen t th ing I have heard about i s a boom i n a c e r t a i n st^ock 
l a s t week on the ^̂ r s tock market t h a t was due to the discovery of a new miracle 
drug t h a t would make a g i an t out of a normal s ized animal. (A shot of t h i s in the 
s t e e r would make him grow to freak s i z e ) . 

The " c a t t l e kingdom" - whatever t h a t i s - i s j u s t as r e a l here now as i t ever v^as, 
and i t has never " f a l l e n " . I t i s not something t h a t once was but now has pas3.3d. 
The methods have changed J u s t aa everything e l s e h a s . 

For chronology, ytJU might f ind use for some d a t e s . 

•^^ th ln^ 'he pub l ic f inds hard to roaUue lo t ha t there w«a novor any ov^r- iapuin-



278 

of Indians and s e t t l o r s h e r e . Use the data 1875' to mark the t r a n s i t i o n from 
Comancheland to a land occupied by Anglos from United S t a t e s . The Indian camoaign in l37lj-
1875 pushed the Indiana ou t , and For t E l l i o t t was e s t a b l i s h e d to guarantee t h a t " 
they would s t a y on the r e a e r v a t i o n s in Indian T e r r i t o r y . S e t t l e r s , aside from the c i v i ians 
around the f o r t , waited a f u l l year to see i f the Indians were in f ac t gone. The 
d i f f i r u l t y of r a i s i n g domestic s tock on a range populated with f ive mi l l ion buffalo 
con t r ibu ted a l so to the de lay . Late In 1876 the f i r s t stockmen came. Goodnight to 
the Palo Dure Canyon, Bugbee to the Canadian River v a l l e y in Hutchinson County and 
Romero, with h i s sheep, to found Old Tascosa. Early in 1877 they rushed in as to a 
vucuun. some from down-state Texas, but the major i ty from the North. 

This was a r e l a t i v e l y l a t e da te in the h i s t o r y of the Old West. Indians wore ^ono fr-m 
/ill the o ther P l a in s s t a t e s whore the Anglos wanted to occupy. Montana and the o'-hor 
spa rce ly a e t t l e r i reg ions ware the only other p laces where Indians s t i l l roamed as a 
t h r e a t . The Panhandle represen ted an I s l and of Indian country at the l a t e date of 
I87h. -^e reason for t h i s "lav be t r aced to tha ownership of the land i t s e l f by the 
S ta te of Texas. The land, p r i o r - t o l87li, had not even been surveyed. .And so i t was in fac t 
a g rea t b ig "no-man's- land" t h a t Indians were occup^ng by de fau l t , so to speak. 

Once the s e t t l e r s began to come i n , development came f a s t . I t aeems remarkable t h a t 
two r a i l r o a d s c r i s s - c r o s s e d the Panhandle no more than 12 years a f t e r the l a s t Indian 
b a t t l e , a mere ten years a f t e r the f i r s t Snglo s e t t l e r s came to occupy the land. 
There were s t i l l a few buffa lo near Channing a f t e r the r a i l r o a d came. 

All the towns one f inds on the maps today (with a few except ions , of conrse) came 
In to belnp in 1887 with the coming of the r a i l r o a d s . The only towns In tho ranh.'ndin 
p r i o r to t h a t data were Moboetlo, Taacoon and Old Clarendon. Tho m i l Lino TIL.-J(3(1 M4I'-HL1-' 
and Cl;.rendon ani\eff a c t i v e l y divided Tascosa'a t rade t e r r i t o r y up and gave i t to otiier 
towns. Tascosa died and Clarendon moved s i x miles to be on the new r a i l r o a d . 

^"ram 1877 to 1887 supplies^ hauled from the nea re s t r a i l l i n e . 3y the mid-e igh t ies 
the people were haul ing from th ree d i f f e r e n t r a i l h e a d s , evervone haul ing from the 
n e a r e s t . Those nor th of the Canadian River hauled from Dodge City; those south of 
the Canadian and nor th of Palo Duro Canyon hauled from the end of the '='ort Worth ^nd 
Denver a t Vernon and o ther r a i l h e a d s as the cons t ruc t ion proceeded. Those ^i-ring south 
of the Palo Duro Canyon were haul ing from Colorado City on the T ^ ?. Every one drove t h e i r 
c a t t l e t o Dodge Ci ty to ship to market. This was the s i t u a t i o n i n , say, 1685. 

Barbed wire was c los ing the c a t t l e t r a i l s to Dodge City, Texas fever also aroused the 
resentment of the Kansas farmer and stockman agains t c a t t l e dr ivos from Texna, and BO 
the .Srinta Fe b u i l t a l i n e to "Panhandle City" to provide a shipping p o i n t . The l^nrt 
Worth ^ Denver b u i l t between those c i t i e s to provide a shor te r r a i l hmii for the 
Denver merchants . Nei ther l i n e had any thoughts of developing the •'"anhandla. ,"hat -/as 
something the l o c a l i n h a b i t a n t s d id . 

After the t u rn of the century , moat of the big British-owned ranches were try±r.p, to 
salvage what they couid by s e l l i n ; ; the land. The rough land was sold in big blocks 
to l o c a l ranchmen, and the smootli land was being sold to co lon izers from ti.a corn 
b e l t . Sxcursion;Jtrains from var ious poinga i n the c o m b e l t br inging prospec t ive 
farmers to buy the land became the most prominent f ea tu re of the days of 1906-07. 
The new fangled automobiles were u t i l i z e d to whisk prospects (who had never been in 
a car before) mi les out i n t o the country to look a t t h e i r prospec t ive new hcne. 
"How f a r out from town i s t h i s ? " they wD l̂ld a3k."Ch, I d o n ' t know; you :an see 
town r i g h t over t h e r e ; iUfs no t f a r . " ( I t might e a s i l y have been ten miles EiTt .appoai^on 
to be H f rno t lon of t h a t . ) 
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One farmer from the c o m b e l t , with the c h a r a c t e r i s t i c boom-spir i t of the tl-ne, 
c o n t i n u a l l y wrote h i s old neighbor back home, urging him to " s e l l out and come to 
Texas." C h a r a c t e r i s t i c of the male, h i s f r i end develoned the fever , but c h a r a c t e r i s t i c 
of the female, h ia wife was not too sura about i t . "How fa r do Will and Mary ^ v p 
from to^m? she asked her husban^, "Write and aak him." 

'*I d o n ' t know e x a c t l y how many mi les i t i s , " the r e p l y came b a c k , ' W I do know ^iiat 
the sun se t a between our house and town." 

•tHHHtW B MB B M H-

I h:.ve J u s t had a c a l l from Mrs Harper. She suggests t h a t you need some s o r t of 
" c o n f l i c t " to make a show. Cownan-sheepraan wars are out ; there j u s t were none. 
^Ighta between n e a t e r and cowman are almost always l imi t ed to p laces in other s t a t e s 
where the Federa l Government owned the country, and i t was occupied by any one stror,^ 
enough to hold i t by fo rce , subjec t to the homesteaders who might come i n . Here in 
Texas the rancher never undertook to hold land as f ree range by fo rce . 

T think perhaps the moat l o g i c a l " c o n f l i o f here i n our h i s t o r y t h a t might be u t i l i z e d 
Is tho s t o r y of the f i g h t the big ranchmen made to hold the school sec t ions by io.i.ne from the 
Sta te of Texas as opposed to the " l i t t l e men" who demanded t h a t school land be made 
ava i l ab l e for purchase to any one who might qua l i fy . This i s s u e divided the people 
p o l i t i c a l l y ; i t was not a shooting ma t t e r . I t got p r e t t y hot,however, before i t was over. 

They ' r i e d to ge t the country open to occupancy by r a i s i n g the lease r en t from hi to 3> 
per acre per yea r . The law sa id hi, however, and so the ranchmen refused to pay more. 
Goodnight made a spectaxrular s tand on t h i s . 

Out of the whole s t r u g g l e t he re even tua l ly came impeachmmnt proceedings before th?tt 
s t a t e l e g i s i a t u r e of our l o c a l d i s t r i c t Judge. The f a c t 7 l n a t the folks down 3to,t.' took a .ii.-n 
'/lew of j u s t i c e t h a t inc luded indic tments of members of the grandjury for v i o l a t i o n s of the.r 
lease laws by the grandjury of which they wrsre a member; and t h a t thoy wore tri>-<i uiM 
acqui t ted by n p e t i t Jury composed of neighbors and aometimes cowhands who workod for 
^hm\, This was what brought to a head the impeachment procoodirtga against a dio^ricl•-
Judge who would countenance such goings-on. The t r i a l made headl ines a l l over the s t a t e 
and s t i r r e d f e e l i n g s . When he re turned hamH a f t e r h i s a c q u i t t a l , the homecoming made 
Quite a h i l a r i o u s occasion by h i s neighbors and f r i e n d s . There had never been .my 
ouestion of co r rup tnes s ; i t v/as Ju s t t h a t they cou ldn ' t understand how j u s t i c e could 
be reached i n such a cozy atmosphere. There continued a p o l i t i c a l i s sue involving the school 
s e c t i o n s . Too many b ig ranches , by one means or another, continued to fence and j r az f 
s ec t ions of land t h a t did not belong to them and for which they paid ne i t he r le^ija port 
nor taxes 

The Tascosa paper took the lead among the newsp^e r s in t h i s " f i g h f ' i Certain la^tyers 
took one s ide and o thers took the o ther , and r ep re sen to t i ve s to the le f r l s la ture 
campaigned on t h i s i s s u e . This was the most fe rven t f i g h t i n the r e g i o n ' s hist-^ry which 
involved big ranchers versus l i t t l e men. I t would degrade tho qurJjLty of the -now. 
however, bo p i c t u r e i t aa a shooting war- I t WQ3,howovor, nonetholoss an nxoLo^lvn l:ijuo. 
r suggest reading E^/etta Haley ' s Charles Goodnight, Cowman {cp 390-UQO or thereabouts) 
for 4 l o t of tho c o l o r . Write Boone McClure for a more complete b i b l l o g r ^ h y ?n th i s 
co lo r fu l aven t . ( ^ e n tho Judge came home a f t e r h l s a c q u i t t a l , hlo home countr-/ --wuoys 
met h i s bnrjgy out about tan miles and threw ropes on every po in t of the buggy and 
h u r r i e d "-he r i g toward town to the accorrpaniment of loud shouts , and the gallopu-.-^ 
buggy animals who were being pressed forvfard by the p u l l of the ropes on tne b-nr,'^/ h-a 
a hard t i n e keeping ahead of the buggy i t s e l f . ) Whether t h i s scene would serve as a prcr.pr 
subjec t to be reenac ted , I c a n ' t say. 
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I am aware t h a t t h i s ( too - long) c o l l e c t i o n of disconnected ramblings may be of l i t t l e 
help to you. I am, however, not aware of what you are needing; I am not informed 
about the exac t na tu re of tha drama you are p repa r ing . Perhaps you have not yet 
reached a dec i s ion concerning J u s t how you w i l l approach i t . In the hope, however, -Jnr.t you 
may be able to glean some L i t t l e i tem from t h i s t h a t you can use , I w i l l send i t cn. 

Please f e e l f r ee to c a l l on me anytime the re i s any item you think I might help ycu wiUi. 

Cord ia l ly JOVITS, Cord ia l ly JOVITS, ^ 

Ernest Archambeau 

I ! 
I I 
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LETTER FROM PAUL GREEll TO ERNEST ARCHAMBEAU 

1 2 - 1 9 - 6 5 

D e a r Mr. A r c h a m b e a u , 

I n a few m i n u t e s I h a v e t o h u r r y o f f N o r t h on b u s i n e s s , 

b u t b e f o r e l e a v i n g I w a n t e d t o t e l l y o u t h a t y o u r f i n e long 

l e t t e r on P a n h a n d l e h i s t o r y a n d i d e a s h a s a r r i v e d and i t i s 

a l r e a d y o f g o o d h e l p t o m e . As t i m e g o e s by I w i l l be i n 

t o u c h w i t h y o u and am t h a n k f u l t± ia t y o u c a n h e l p me fron t i m e 

t o t i m e . 

Wi th a l l g o o d f e e l i n g and w i s h e s for C h r i s t m a s . 

S i g n e d by 

P a u l G r e e n 
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REPORT OF A TELEPHONE CONVERSATION WITH PAUL 3REEM 

HELD BY r4ARGARET HARPER ON December 19 , 1955 

?aul Green r e q u e s t s : F i r s t c l a s s o l d - t i m e f i d d l e r 
Very good ban jo o r g '- i i tar p l a y e r - p o s s i b l y 

one who c o u l d add a mouth o rgan 
Accord ion 
Bass F i d d l e 

He was c o n c e r n e d a b o u t a c h o r e o g r a p h e r , f e l t t h a t .Mark's e s t i m a t e 
i s low as Myra K l n c h ' s two weeks on t h e COMMON GLORY c o s t S1250. 
He was r e l i e v e d when I spoke of t h e H e s s e s . 

He wants a d u g - o u t s cene . H e was s l s o concerned about t he ways to g e t a 
p rocen ium e f f e c t . I t o l d him t h a t I t h o u g h t t h a t E r i n was p l a n n i n g 
t o do i t w i t h l i g h t s . 

He wants l o t s of s i n g i n g - a c i o r s who s i n g . 

He p l a n s to open w i t h a "Hymn of J o y . somsv/hat i n t h e s t y l e of t h e 
Bee thoven Nin th - b u t w i th no s o l o i n t e r l u d e s . He -.•/a.ots i t to mount 
and grow, u s i n g i t as a p e r s o n a l i z e d s t a t e m e n t of the Canyon, b u i l d i n g 
t o a f f i r m a t i o n t h a t t h i s i s a good w o r l d . I t shou ld l a s t about t h r e e 
m i n u t e s , b u i l d up i n volume, be s u r e t o have good matu re b a s s e s in t h e 
e n s e m b l e . This can be c l a s s i s , modem, any s t y l e , I t o l d him t h a t 
Or- H o h s t a d t had o f f e r e d to have t h e symphony do some r e c o r d i n g and 
t h a t t h e y nad a cho rus of t h e i r ov/n. Soon a f t e r Clor is t r ias , .-le shou ld meet 
w i t h him, and Eddie and d e c i d e how to p r o c e e d , '••le shou ld have B i l l 
Rhew t o o , I g u e s s , t o d i s c u s s r e c o r d i n g t e c h n i c s and n e c e s s i t i e s -
maybe J o e B a t s o n . 

Mr. Archambeau and I came up wi th two p o s s i b l e s o u r c e s of c o n f l i c t 
which Pau l t h i n k s may work o u t i n s t e a d of t he ' l e s t e r - Ca t t l eman 
s u g g e s t i o n . 

Th i s v;as worded as a r e p o r t t o B i l l Moore and Er in .Ver tenberger . 

HII I I I I I I I I I I I I I I I I I I I I I I I I I I I IH 
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LETTER FROM PAUL GREEN TO MARGARET HARPER 

3/10/66 

Dear M a r g a r e t , 

I thank you d e e p l y for your l o v e l y l e t t e r w r i t t e n on 
March 7 and which has j u s t a r r i v e d . I t i s r i c h l y s u s t a i n i n g . 
Le t t h i s s u f f i c e now, and l a t e r we can t a l k f u l l y on t h e s e 
m a t t e r s . My v i s i t t o Canyon over the weekend w i t h t he con
s e q u e n t i n t e r v i e w s has caused me t o do q u i t e a l o t o f t h i n k i n g , 
A c c o r d i n g l y , I have d r a s t i c a l l y r e v i s e d my l a y o u t for "Texas" , 
t r y i n g fior, among o t h e r t h i n g s , a s i m p l e r and l e s s c o m p l i c a t e d 
p r o d u c t i o n and a new s o u r c e o f suspense beyond t h e c a t t l a n a n -
n e s t e r " c o n t r a d i c t i o n . " I b e l i e v e i t w i l l work. I ' l l send 
t h e new s t o r y - l i n e o u t to you in m i n u s c u l e soon for your and 
B i l l ' s and h i s M a r g a r e t ' s r e a c t i o n . 

B e s t to you. 

Signed by 

Pau l Green 
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P . \ U L G R E E N 
OLD LYSTRA ROAD 

CHAPEL HILL,NORTH CAROLINA 27514 

May 2, 1966 

Dear Ray: 

Herevfith tvio copies of a full synopsis of Act II 

of "Texas." Also I am enclosing 2 copies of each of the 

melodies, and notes for the "un-musicai" dance movements. 

Could you please pass them on to the proper persons. I hope 

all is going v/ell with you, and as I told Margaret the other 

day I would welcome any suggestions from any of you as to 

matters that should be thought of for inclusion in the drama. 

Also, Ray, could you send me a list of the entire staff as 

soon as you can — I imagine it is all pretty complete now. 

A letter has just come in from Van Grove saying he had sent 

on there the completed choral overture to Act II. I am 

sending him a copy of this letter, also I have just sent 

him copies of the enclosed music matters and the Act II synopsis 

You no doubt will hear from him soon. He is a fast worker. 

With best greetings and i-^^rds, 

Copies of this letter to Mrs. Harper, 
the Moores, Dr. Green and Dr. Van Grove 
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5/16 /66 

Dear Ray, 

By s e p a r a t e m a i l I have j u s t s e n t you two c o p i e s of t he 

comple t ed "Texas" s c r i p t to be cop ied and pas sed on to the 

d i f f e r e n t members o f t he s t a f f . Of c o u r s e seme heavy c u t t i n g 

and r e - w r i t i n g w i l l be i n o r d e r a f t e r I a r r i v e . P l e a s e l e t me 

know when B i l l Moore would want me t o g e t t h e r e . I ' d l i k e to 

be i n on t h e f i r s t g e t - t o g e t h e r o f t h e c a s t . 

Bes t to you . 

S igned by 

Paul Green 
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PAUL G R E E N 
OLD LYSTRA ROAD 

CHAPEL HILL, NORTH CAROLINA 27514 

June 18, 1966 

Dear Margaret: 

Just a note to say again I think you folks 
done a wonderful job on "Texas" so far, and I knoi 
thing of the hardships you have endured in 

;-ve 
-or, e -
t ' le 

"•.n-rr: 

T .-:••• 

b r i n g i n g 
p l a y a l o n g . My t.hanks always to a 111 I f I had t o 
a guess i t would be t h a t t he chances a r e good for n 
w i t h t h e p l a y . But t h e r e i s no gue.'^s invo lved vihrn 
t h a t t h i s s u c c e s s depends main ly on the " - p l l i n r " .i^'l', '•'•' 
p r o m o t i o n . AJid I toow you a l l a r c ' ' o r k i n g iuTfLi o t tiii." t î .-. 
I t would be wonder fu l i f t h e r e were highway b i l lboar^ ' r . •. ll-,'i 
a s t r i k i n g i l l u s t r a t i o n on them p laced a t s t r a t e r i o '• i ••i-'-i.v 
p o i n t s l e a d i n g i n t o Canyon. A l l the ou tdoor piay.^; vit^ioi.'t 
e x c e p t i o n make g r e a t use of highway a d v e r t i s i n g of t;-.-'.'̂  n-t. 
a u t o bumper s t i c k e r s are used w i d e l y , then a l s o l i t t l e plntl;c 
fo r r a d i o and T^I a d v e r t i s i n g , e t c . , e t c . as '.•;ell as a ccn-t-.i. 
flow of s h o r t snappy news i t ems and s t o r i e s for the uci.'rprpf'-
.-.gain, l i t t l e b i o g r a p h i e s and i tems w i t h photon of t;:e r - i ' f e r c 
c a s t members for t h e i r hometown p a p e r s . A l l of t h i s I'l-: 
s ' j re Ray i s c o n s c i o u s of and i s working a t as b e s t he c - n . 
Money i s a q u e s t i o n of c o u r s e . But t o c u t s h o r t the proLot i i 
iiuping t o b r i n g i n enough box o f f i c e r e t u r n to do t in ' - .--r r^. 
of t h i n g l a t e r i s once more p u t t i n g t he c a r t befor«^' t u r lof :•( 
I am s e n d i n g you a pape rback copy of my l a t e s t pn.t.Ii^iic H ,)lyy 
"Cross and Sword." You w i l l see t h a t t h e r e a r e no c-'^st or 
s cene i l l u s t r a t i o n s i n i t — only s h o t s of the ampiiithr-nzrr 
on t h e c o v e r s . I wanted good i n s i d e p i c t ' j x e s , but those t^./», 
were so a t r o c i o u s l y amateur I c o u l d n ' t use them. I ' - i s'.^e 
w e ' l l have p l e n t y of good ones for the "Texas" book. Zhc 
c o l o r e d s h o t of t he canyon w i t h the f i e r y l i g h t s s t r e ^ - ' n ^ 
down on the s t a g e which you have on the f o l d e r -...'oulc^ ^e ::orf^ 
for our c o v e r . How about a i-^uanah Parker n i g h t , ' / ' i t i ^^ z 

1 i t 

(.'U," 

descendants — especially hi: 
Cache, Oklahoma — present? 

Always "etc." 

Love to all, 

daughter. 
Etc. 

• r s . Ned a 5 ir d s or;, ')• 

r 
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LETTER FROM PAUL GREEN TO MARGARET HARPER 

June 18, 1966 

Dear Margaret: 

Just a note to say again I think you folks have done a 
wonderful job on "Texas" so far,- and I know something of the 
hardships you have endured in bringing the play alorg . My thanks 
always to alii If I had to hazard a guess it would be that the 
chances are good for a success with the play. But there is no 
guess involved when I say that this success depends mainly on the 
"selling" job, the pronotion. And I know you all are working 
hard at this too. It would be wonderful if there were highway 
billboards with a striking illustration on them placed at stra
tegic highway points leading into Canyon. All the outdoor plays 
without exception make great use of highway advertising of this 
sort. Also auto bun per stickers are used widely, then also little 
platters for radio and TV advertising, etc., etc. as well as a 
constant flow of short snappy news items and stories for the news
papers. Again, little biographies and items with photos of the 
different cast members for their hometown papers. All of this 
I'm sure Ray is conscious of and is working at as best he can. 
Money is a question of course. But to cut short the pronotion, 
hoping to bring in enough box office return to do this sort of 
thing later is once more putting the cart before the horse. I 
am sending you a paperback copy of my latest published play, 
"Cross and Sword." You will see that there are no cast or scene 
illustrations in it -- only shots of the amphitheatre on the covers 
I wanted good inside pictures, but those taken were so atrociously 
amateur I couldn't use them. I'm sure we'll have plenty of good 
ones for the "Texas" book. The colored shot of the canyon with 
the fiery lights streaming down on the stage which you hâ .̂  on 
the folder would be gorgeous for our cover. How about a Quanah 
Parker night, with his descendants — especially his daughter, 
Mrs. Neda Birdsong of Cache, Oklahana — present? Etc. 

Always "etc." 

Lo \« to all. 

Signed by 

Paul Green 
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U^TK^ 

PAUL G R KEN 
OLD LTJTRA «OAD 

CRArtL HlLL.NOtTH C / t O U N A ITSM 

July 3 , 1966 ^yK^-y^ Dear Margaret and B i l l : 

I ara so pleased thet the opening went as well as i t 
did, and once more I congratulate us a l l on you two fine people 
and your leadership in th i s venttire. 

Now with the beginning begun, I'm sure you and I 
agree tha t we must with a l l concentration and dispatch perfect 
our production to the l imi t . We are in competition with mass 
entertainment media of s l ick persuasiveness and the more professional 
and high-qxoality we make our offering the be t te r we thrive and beat 
back these media 's th rea t . So — l e t ' s stay r igh t in there unti l 
the technical problems are licked — unt i l f i r s t we have got full 
and fiery use of the grea t Canyon backdrop in the two f inales , 
the one which brings Calvin and Elsie together a t the end of Act 
One (with a 6 or 7 second repr ise and overspi l l af ter Elsie has 
exi ted which brings on the intermission) — and the same at the 
end of the play af te r the final soaring "We l ive and belong" has 
gone by and the cas t has exited - - i f i t wi l l work there — I ' l l 
say more on th i s par t i cu la r point further on in th i s note — in 
fact on both these points) , unt i l second we have got our scenery 
and props f lexible and smoothly cooperating, unt i l th i rd we have 
the l ighting cooperating and giving i t s soul in proper and imagina
t ive emphasis much as the music does — Erin and the boys wil l work, 
work, work here and study, study — of course I rea l ize sonething 
of the d i f f i c u l t i e s under which the technical s taf f — Erin, John, 
Wes, Joe, B i l l , and others — has had to labor, but , as I say, now 
tha t we're opened we can l ick these problens and soon, and unt i l 
fourth our disturbing noise i r rupt ions are "exting uls.hed". 

Since we've got our s c r ip t cuts working maybe we can 
go back and include the wagon and the cow crossing the p la ins , 
with a re turn to Uncle Henry's b i t of narrat ion which refers 
to i t , sayiivg the few words about Calvin 's reading up on dry 
farmii^ , e t c . Eva's possible mooing can be pret ty much controlled 
by having her nose ha l te r ra ther t igh t so that she won't open her 
mouth to give forth — or a t l ea s t i t used to work on an old cow 
I had — and i f necessary keep her off a good deal during the 
grave scene. One of the main reasons I think we could out the cow 
and wagon scenelet back successfully i f time allows is that af ter 
watching rehearsals I know tha t the audiences are going to l ike 
our Calvin so much that they wi l l enjoy further knowledge and sight 
of him in act ion. Then too Marge r e t says the cow and Calvin team 
are on the payroll anyway. This reason actual ly doesn' t count. 

Now back to the iight-and-sound mat ter . Let ' s don't 
stop unt i l we've made use of th is technique to the uttermost m 
the scenes made for i t . The sunmer stoim should and must be a 
knock-out — tha g rea t Canyon wall must become a ferment o£ l ights 

I I I I I I I I I 
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and l i g h t n i n g , t he r o l l i n g thunder a l r e a d y r e c o r d e d w i l l p a s s . 
What we need i s t h a t f e r m e n t . Bui ld up the works . Let -11 t.-.e 
l i g h t s a v a i l a b l e s u r g e i n and out-r- t hose a long the roadway — 
everywhere up the Canyon. Don ' t worry about r e a l i s m too .vuch. 
Remember t he e f f e c t s a r e coming th rough C a l v i n ' s i m a g i n a t i o n , 
and what we want i s fo r the e n t h r a l l e d aud ience to say a loud 
amen t o i t s e l f con f i rming h i s e x u l t a n t words , "Now w a s n ' t t h a t 
someth ing — w a s n ' t i t ? " E t c . Then a f t e r E l s i e ' s e x i t b r i n g back 
as I s a y , a few seconds r e p r i s e of t h i s eye and ear r i o r y to 
keep Act One from having to end on the i i iT i inn t iveness of our L i t t l e 
E l s i e ' s s m a l l , however r e a l , speech . As to the f i n a l e ^f Act I '^o, 
i t may be t h a t we should l e t the ac ' rors ^ave t n e i r f u l l co,-^.ple":er:t 
of c u r t a i n c a l l s even a f t e r the h o r s e s '•"?v e rone off and tben exi*" 
i n t h e d a r k , and then the house l i g h t s ;;" = i:: ••".n-i trie -zec'zcie o^ 
l i g h t could be an added coda e x t r a to the p lay and fcr tne =!'icier. ve 
o n l y - No doubt you w i l l f ind j u s t how b e s t to do t h i s , " u t I ; e l t 
t h e p l a y ended w i t h t h a t f i n e fo r t l s s l .TO of vo ioe md l i f t e d hqrid- -
"̂ //e l i v e and be long 1" ;aid r i g h t on t h i s t'^.e audfe.nco, I Lt^Iieve, 
w i l l app laud and a p p l a u d . But t h e r e i s nc quest!':^n T to '. JW 
and how much l i g h t and sound to use on the - a l -
We know -

Excuse me for t e l n g ever so -ucn c c . o e r n e d L 2 -^ * 

f e e l we have a chance - - and I'-n only repea t in .^ -.y for-
for someth ing r e a l l y f i n e nere and c e s i d e c ^ l^ve t'^e oeoolc -TO 
a r e working so hard to .Tiake i t s o . So ':oi-;e t'-ier vo ~ : v e . .i.Lo;.sl 

I should t h i n k t h a t in ei^.ot or t. • -y- . : , IL oo 
r tu in ing smoothly end then I ••.'ill *:'rli:r; 'cl^.:.'<r^. . .t •? " =: o '- .er 
l o o k . Let me icnow when a l l i s re- jdy. 

!'.uch I^ve to c 

I f o r g o t to .-"ention toe ^r^ 
d o e s n ' t q u i t e come off y e t ^rA *" . i s , . 
t he costumes and the I l g h t i r . r . '. : tPT^y ^-..ar" o*' iLj- 't o ''.iL= , 
scene i s wrong. I t should -p^o-ie ••:"•' .-=-'• -:•; -;• l-i'*<---i: •- -'" , 
ieraonic l i g h t i r . F . Maye i t i s too .^. 'v r •[< -• ,, • . .. r -,:• .: i 
They now a re s o f t ^nd fer t in l .oe . ^'-''^y "o>^ij.. • ^ ;i "'̂  ':! -'.••. 
Uncle Her^y speaks of the p r s i r ' e ''.r'^' .•" ' t •: •̂ •- '•-

/aid tr.ei. -̂ f :o':ri;e r r i i . .^1 ;• ' ; ;• ••' - .. | 
I n t e r i o r set t ing^ f - r th^ L^.,ro^('. •;. ' .o .. ..o ' :-c ^:r -'• i 
e l r l s a r e d ress i i . r . ^ ^^' '-'"•̂  V''^'-'/ 3'"- ''•'- ""'* ' r i . e ' ?;•,.- i:: j 
5 t . Louis where she i s wr i t ' : . ) - ^ or .t-" v_-r. i 

i 
W e i l , I hope tr.e-.e o r i n s ': :'• . . r u i 

g e t he lp anywhere I c .n and BVAUVZ V ^ . C - . - ^ C- ' -^ •- . - i.:y«=s t ior . r . ; 
V/hen I was •wri t ing movie s o r l p t . ; f j - •.LJ.. . . ^ ' ' . ' " J > V 'I: ^'-•' \ 
them home for h i s s t a i - l e - a n lu r - ad -.-d f ; r r . r : : ,-^ - 1 -
s u g g e s t i o n s . "He r e a d s 'er^ .^^.'Le I c j r r y • - oufL^: -" - i s -^.e.sd, ' 
s a id W i l l . I always ."ot he lp ' T o - t h i - s t - ^ . - a i i . I ' ..loe:- vnat 
happened to him a.-'ter ^^'III d i e d . I ' ,TI ^.-.d'.: - cop ' .c i z-: ^ • ' :. .̂o 
Margare t Harpe r , tr:e : t a f f , and to Va.i Crove for t- .Flr '.;i; o r -^ t i o n . 
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'H^^^L^^ ^7<^-:?^^c 

Tl- 4803 Timberline Drive 

July 4, 1966 

y^-^ Dear Paul: /^-^L . ^ ^ ^ ^ ^ ^ r l ^ ^ ^ u . . ^ / / ^ 

What a really great Fourth of July! Elberta and I have just 

returned from Palo Duro Canyon where we were invited to attend open

ing night of "Texas". For many years, I have hoped again and again 

to be able to attend an opening of another symphonic drama. It has 

now been 25 years since I was in "The Lost Colony", and I have wanted to 

get to the opening of all the others. The Palo Duro setting was abso

lutely beautiful on the evening of July 1. The temperature was perfect, 

there were no raosquitos, and the moonlight was very gentle, and the 

show was a colorful, musical, delight. 

But I was invited not only as the representative of the' Univer

sity of Texas, but also as the reviewer for the .Austin .American States

man, our local newspaper. You see, Paul, I have become the critic rather 

than the playwright, and now I must beg your indulgence to permit me to 

tell you how this experience has struck me, for the .Austin paper, I 

have done nothing but praise the show "TEXAS" because I believe 50 

thoroughly in your outdoor symphonic dramas that I want nothing for it 

but good attendance and ultimate success. 

.At the moment, "TEXAS" is not nearly so much a symphonic irama 

as it is a musical comedy revue. That may be what you intended, but 

it seems to me a far inferior play to The Common Glorv and The Los-

Colony simply because its so poorl/ staged. You will notice that t.nose 

which are most successful have all relevant and integrated scenic units 

and props. This one does not as vet, and I ara hoping that someone can 

develop it before it fades awav In the .hope that vou iic not reallv 

intend what I saw, let me put mv comments m tne fcr cf cuescions. 
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2. 
t I II II 

Did 70U intend that there should be the two long sessions of 

song and dance in medleys of different old tunes without any connection 

to the play? If they were shorter and a part of the action, you could 

have kept in the bedroom scene and the scene of washing in the iron pot. 

Those who saw those scenes thought they were good and more helpful to 

the plot. Of ourse there has to be mu.sic and dancing and singing, the 

thunder andlightning with the chorus and orchestra i.'̂ just out of this 

world. They put on tape a perfpctlv wonderful rape of nn actual storm 

in the canyon which was beautiful to hear. 

But did you not intend that the side .stages .-"hould he an jnterrated 

part of the setting. Uncle Henrv's house could h'̂  hmlt stnrf l̂ 'ft 

without any trouble and it wouJd bp a pe^-manent onr^ rf rhr n.utiral 

setting. The sod house needs to be out in thp -^(^il at thp --irp of the 

stage where it looks natural and made of rarth. A P t>ip la'.̂  offices 

and commission offices on stage rieht could be in a neutral interior 

which would be appropriate to all those scenes on that side. And could 

there not be a more natural fire pit built in the center half wav back 

that would have the red plow of fire in it. 

You see the real backdrop which neefl.«̂  to pp u'̂ .-l "lorp in th'̂  plav 

(When Newberv and Flsie are seeinp thp liehr in I'Ĵ ilvm'": cii^in, wr nei^'^ 

to see it instead of a man on a horsp in n sio'lirht .vnicn "laK '̂s no sen 

cries out for more natural (imiis nnd ^c^nf^r. all t,i'̂  • •• tl'-'-'i-h. Ttir rc 

horse and bupgy and the real fiinprr.l pf-ĉ "-'̂  ion < ^ n >,s(inir IJI, \->it si nr 

there is a miniature railroad 'n th-- canvon, it r̂.ild -,00" I'-asonaMe 

to run sore thing like that across th(> stape luicklv an.! nnt '-ako tip 

chorus of people founder while thev wait for t hr IM r T'' • n-ot 1 le-t rain. 

The track could go just upstage of the real crave sciiinr if vou needed 

to hide it through the first half of the plav. 

II I II I II I I 

I I I I I I I I I 



295 

3. 

You were quoted as saying that after the bugle call from the 

canyon rim then hell breaks loose, but unfortunately, it is too light at 

8:15 for anyone to notice the bugler on horseback, so it was assumed to 

be a sound effect. In order to point it first, why not a smoke bomb 

which would dwindle to a cowboy's camp fire up there and then the bugle 

call which would pull the eyes up theie instantly? 

There is no question about the heauty of the sound and lipht 

effects, but there is need for some good old fashioned theatrical 

visual eff̂ " cts as well. Only in one spot did I see an awkward blackout 

scene when Calvin has had a little tiff with Elsie at the party, he 

runs back to theparty after a little thought and the audience applauds 

but the final moment comes immediately after that when Uncle Henrv 

exits and the audience feels mislead. Should not thes" scenes be reversf 

so that the audience feels the last thinp to happ'^n is Calvin's change 

of mind to return to the partv? 

I know you d o n ' t have Sam Selc i rn to p u l l t h r s p t h i n r s top r t h'^r , 

but I s u r e do w i s h t h a t the T e x a s ?;how r o u l d ^n a <= i-o'd as th r o t h - ^ r s . 

I do no t mean to be a c a r p i n p c r i t i c .•• i t h on ! v d e s f r , , r t ; o n in -^infi. | 

I 

I t h i n k "Texas" c o u l d be made i n t c on(^ of t hp TT s t •.•.vr-mic of rhrm i 

a l l . and I t h i n k you have a b f ^ a n r i f n l s '^^^inp ' ' ^ i t- . ! 
I 

Please forgive* these pickvnmsh re-arrs. I -r •"!-• n^t "> sav } 
I 

a word of these matters to ^ith^- thp Texa.- rat .rs or to the -̂i -actors | 
i 

and producers. I have onlv the i-r.litest hope-; lor th^ nlay. j 

Conpratu^^lations on another op'^nmr ..f m )th'i show. j 

Sincerely as '̂ vrr , 

' \ 
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PAUL G R E E N 
OLD LYSTRA ROAD . , ^ , , _ j . n (̂  O ^ . ^ 

CHAPEL HILL,NORTH CAROUNA 27514 

•.Irs. ? l e s H a r p e r , P r e s i d e n t , 
Texas Panhand le H e r i t a g e F o u n d a t i o n , 
Canyon, T e x a s . 

Dear ' t a r g a r e t : 

In t he "'.ain I was ver3.'' '•"'-'ipcy over t he "Texas ' p r o d u c t i o n . 
I t was a joy to see t oe ^rine young ^o lks "'oing t h e i r 'io so b e c u t i -
f u l l y . /ind how the a u c i e n c e love-^ your ^"ra- 'atio o h i l d , and i t i.-
y o u r s — i t was n o t " l a i d by a buzza rd" nor "hat.-p.eo by the s u n . " 
I c o n g r a t u l a t e you on w'lat ycu and your h e l p e r =• h^ve wrough t . There 
were a few t h i n g s I could he lp v .hi le I '.'jas " there, .'n'^ '-^e:fore your 
board meet ing on Suncay the !!oores anri I - o t t o r e t h e r -̂ no vjent 
t h r o u g h the s c r i p t a g a i n , "ade sof'e s r a l l c u t s •zr.''' i n s e r t e d a ''evj 
t h i n g s , one of the.'̂ ^e l a t t e r be ing a b i t o*" n a r r a t i o n , as E r in -urge.^ted 
to e x p l a i n t o the ^unsnowing ones in t h e aud ience the oi.^r.if"ic3nce of 
t he S ix F l a g s . The costuir^es s r e rood , the bonces ^ i n e , the s i n g i n g 
good e x c e p t in a few p l a c e s , t . e p r o p e r t i e s .-nc! t.oe r i d i n g good, and 
t h e l i g h t i n g p a s s a b l e ('..'e ought to h^ve t.o':.t spot on v.u3nari on to.e 
r o c k ) . The a c t i n g i s p r e t t y s a t i s f a c t o r y t . i rou^ '^cut . I s^y " . . r e t t y 
s a t i s f a c t o r y " fo r 3or.:e tv;o or t h r e e of our r.a^n ones a r e n o t p u t t i n g 
o u t to f u l l c a p a c i t y . But the d i r e c t o r s a r e a l e r t t o t . i i s ?nd no 
doubt t h i s l a c k w i l l oe remedied n e x t s e a s o n . 

But I must r o i s e rij i a r :en t aga in over the v.eak f i n a l e s , 
t h e two p l a c e s i n the p r o d u c t i o n v;aere froii long t i n e back I had 
h i ? h hopes for t e c h n i c a l sp lendor and g l o r y - - to.e t r u e son e t l u r i e r e 
t e c h n i q u e , f i r s t t o be used in l i v e dra.-na i n .-."ierica and '.;r.ich would 
be overwhel-Tiing ixi i t s e f f e c t . I blew ••:y top the o t n e r .".ight to f ind 
t h a t a l l ::':Y p r a y e r s and p l e a d i n g o.ad ducded. E r in say.s the r e a s o n 
•..'e d o n ' t have the '>ind of f i n a l e s I - .ant ^or each rcct ( -ee TO/ l e t t e r 
too to tne s t a f , J u l y 3 l a s t ) i s t h a t the equipTient i s no t a v a i l a b l e 
for i t . I nave to t a k e ciis word .̂ "or t h i s , tpougb. I '^o b e l i e v e t h a t 
v.'ith ^ l o t of q u i c k - h o o t i n e in an̂ ^ ou t of" roadway I i :Chts , an-̂ ' o t ; :er 
a v a i l a b l e s p o t s Oi.on': v;itb t'^e p r e s e n t lonr •./ink.'; o:̂  •lor'^^less l e a t 
l i g h t n i n e s o - e b e t t a r e ' f e c t ooul'^ be h?^ even no-':, ' . ' e l l , as I ur^jed 
S:und3y a t the " ; e e t i n ? , o i e a s e . p i e c e s "or nex t yecr : e t Er in or •.;oo-
ever i s t o be your t e c h n i c a l - :- irector to ro out -n-^ -'in':^ '-'ovs on-" 
.'oeans to •=^rin?' t h e s e f i n a l e s "o f ' . e i r " ; ! l l -n - o r ea t i - - e e y e - a n ^ - e a r 
e x p l o s i o n on'' '"'or;". '-lere i - a c is l iens- 'e t ' le t ' " .e t e c o n i c a l T ^ i ^ t 
of tr.e the. ' - t re _eaoc Joyoa^ l : ' to - e e t . I -^-ve *:•? -.--ke a l i v i r . - ' ' " o -
• . r i t i r .E ' o l a " " ~n':- i t i " orec-'^ricJ= one r t "-o-t , ;i'.io o le t r u e [ o l ' ' 
•..c o i l o'^e ---^^-e^ io " " t i . - o i o e r ^ ' ^ l l e n o e . " i ' b o : " ' "• o e -ou l -ta — c - . 
I 0.7) s t a r v i n g ^"or t'^.e two l i r o t and soun^ ' " i n o l e s . Eee'-i "-e. 

:..n'' ?-•"•, l e t ' " f e t oo.-e soark i in .^ -.r.d ^ c - ' - n t i c cov."cy 
-'resG T'or oiur Eo'-e, wtiat , I d o n ' t knov;. but o o - - e t : i n ~ . In t-.e o c r t v 
scene -.•.•̂ 'ere he ^-'ouid -'re.'^s to k i _ i , r e E l s i e , o.ic c ^ o t - e s - r e os 
• m i n t e r e s t i n r - s o Fulmar I r u s h - - - • - -^ -^^ ' ^-'s... r -^ ^ .̂  
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might have cape-lilCe tow racks or c lo ths to -lelp ther.'; "ex t inguish" 
the f i r e . Some b e t t e r pantomi;;;e might r e s u l t . This rood 
sugges t ion comes from Van's wife , Joan. She 's ^ f i r s t r a t e 
choreographer and her r e a c t i o n counts for a l o t . 

I meant to suggest to the Moores tha t for Ca lv in ' s 
words about not needing a wife out there any more "than a goat 
needs a trombone" to s u b s t i t u t e sn old phrase I used to hear as 
a boy, ' ' than a hog needs a s i d e - s a d d l e , " but I forgot i t . I 
recom.mend the change, but B i l l can dec ide . 

Love to all. 

V 

cc to the staff and to Van Grove 



I I I I 
I I I 
I ! 

298 

P A U L G R E E.N 
OLD LYSTRA ROAD Novefflber 5, 1966 

CHAfEL HILL, NORTH CAROLINA 27514 

Mrs. Pies Harper, P r e s i d e n t , 
Texas Panhandle Her i tage Foundation, I n c . , 
Canyon, Texas. 

Dear Margaret: 

Our Outdoor Drama I n s t i t u t e Conference has ended. Mark 
Sumner did us a l l a good job , and the whole U.S. i s in his deb t . Ray 
R a i l l a r d was with us a hundred per cen t , and everybody del ighted in 
him. E l i z abe th and I were pleased to have him - t ay with u,s too . The 
e x h i b i t he brought along to presen t to the Freedom's Foundation was 
a beau ty . You folks ought to win not only one of t h e i r gold medals 
but a f a i r cash award. I w i l l keep my f ingers cro .̂<=ed in "prayer . " 

I have j u s t been in consu l t a t i on with my publ isher Samuel 
French (25 West ^5 th S t r e e t , New York C i t y ) , and he says now tha t to 
inc lude the music in the play volume as wr i t t en w i l l run the cost up 

3ve 

book would sell for about a dollar, maybe a tiny bit more. I'll have 
to get Van Grove or somebody to do a good four-part arrangement so that 
it can be made available for schools, singing groups, and so on. The 
two above songbooks have been well distributed, and this has helped the 
two plays concerned quite a bit. '/.'hat should the title be? --"TEXAS 
SONGBOOK -- Being the folksongs, hymn tunes and dances used in the Palo 
Duro Canyon drama?" I'll have to write another stanza or two for "Texas 
Forever ." 

I keep thinking of the many improvements for our next 
season, and one of the musts is a better and more noiseless way of 
shifting scenery and properties. A repeat call. We all remember that 
the word is "flow" -- flow, flow, flow one into the other sequentially, 
as it were musically :'nodula ting. And always of cour'̂ e is our still-
awaited adequate SON ET LUMIERE disolay. '̂ e must nave thatl 

And this leads me to urge that we go very -̂ low in olanning 
to follow "Texas" next year with any other oroduction after it-̂  closing. 
If you put on something akin to it in material and subject matter in 
the same amphitheatre the public certainly will confuse the one with 
the other and we will suffer by word of mouth. 

Elizabeth joins me in love to you and the faraLly always. 

1/ 
cc to the Moores, Ray R a i l l a r d , Mark Sumner 
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November 14, 1967 

Dear Paul: 

Your nice letter came yesterday - and you are wonderful to put in 
so much time and thought. I haven't reread the script because I wanted 
to get clear away from it and then go at it again when I had the time to 
do something about It. It has need of this of course and was done much 
too hurridly. It is lucky that we couldn't do it in October - but 
enough was done so that the little excerpts really delighted the Travel 
Counselors. Mr. Tom Taylor wrote that the evening was spectacular -
far beyond his expectations - and that he and the deputy director of 
the Parks Department are already arranging for a plane to bring up a 
group of people in Austin who must see " T E X A S". 

The reason for not getting back to the script is that I have been 
lost in the mailing list. We keep in touch with about 20,000 people and 
had our lists on IBM which the college ran for us. Because so many of 
our addresses were long: John Jones, Travel Editor of the Local Daily 
News, etc., we had a very awkward system using three cards for each name. 
The corrections and additions became such a burden that we decided a year 
ago to transfer to a custom computer firm so that we could have more 
help - and we did. The man in charge was a genius and worked out a very 
neat system of resorting and shuffling, etc. - but he neglected to tell 
us that it would only work with a three line address. He gave our 
precious cards to some key punch operator without much sense and told 
her to reduce the addresses - which she did by eliminating the names of 
firms in some cases (leaving Miss Susie Smith with the number of an 
office building housing thousands) or by leaving out the street addresses 
for firms and newspapers. We didn't realize this until the man and the 
keypunch operator both left the firm in September. We went to see how 
they were coming for our fall mailing and discovered the confusion. She 
threw away our cards when she finished. I'm sure other accounts were 
as confused as ours. The new man is very nice and patient and of course 
they are doing them all over - but we have gone back to our original 
sources to find the addresses again - which has taken some time to say 
the least. Of course the list will be in beautiful shape when we get 
through - but re-doing it has eaten up a month. 

I have saved the best news.- Each year each of the four regions of 
Texas chooses the most significant contribution to the fine arts of the 
state for recognition - and " T E X A S" is to receive the award this 
month at the Board of Directors' dinner on November 29 in Fort Worth. 
They do it through a person, always - so I am to receive the honor for 
all of us. This is the second year of such an award. The first went to 
Bob Nail - so we are in very good company, especially since " T E X A S" 
is relatively new in the history of the state. 

We have been discussing ways to sharply distinguish between any light 
and sound show we do - and our major production. As you do, we think this 
is very important. Perhaps the introduction to the L and S could invite 
them to return to " T E X A S" on (and mention the next performance.) I 
really believe that if we are careful, che supplementary show will arouse 
interest and curiousity about the big one - if we all think of ways to io it. 

Love, 

Margaret Harper 
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P M • L G R I f V 

O I' LYSTRA »l .) 

CIUriL m i i SOITH CA«' 1.INA 27M4 

January 19, 1968 \/ 

Dear Bill and Margaret: 

Right after seeing the oroduction of Tr;,̂ :̂ :̂  last season 
I set down a lot of notes relative to *he show •.vhich I thought 
you might be glad to have at the prot>er time. Now th^t "ou 
have started your working for the 1968 season, maybe this is 
the time for me to send them on to you. Thev are made with
out any sense of criticism in the least. From the •:ioint of 
view of your swelling crowds alone it is obvious that you are 
making a fine success with the draraa. But I .̂M aiwavs in the 
hope that we can do better from day to clay, and I look forward 
to the time when we will have to enlarge the ainpb.i th.eatre tre
mendously so as to accommodate our, Sdy , ,'00" peoole a night. 

There is a little gao in our continuity r:rjnt at ' :u' 
opening of the play. 1 hope '.-.e can heal *• h i ; tinv but still 
important matter. When the truninet sounds its call, and t!ie 
spotlight climbs up the mountain to fasten on the Toxas Hangers, 
I imagine that the daylight will be so strong that the soot will 
hardly register. Is there anv wav that we could star*̂  a sound 
effect in or around the amphitheatre and have the sounH climb 
up the mountain along with the s-^otlight and reside for an 
instant in the Rangers and their "tru.^oets." Then, as described 
in the published scrint, let the ~ascadc n-̂  >ound f.nr le from 
sr>eaker to speaker successive! v '̂ own to reach -rhe center stage 
and "explode" into our stage .musicians and "he "dancim in" of 
the cast. .AS it is now, we hear and see the trumneteer and then 
there is no liaison between 'him "and the oeninning of the overture 
down in front of the audience. briefly then, can se at least 
splice the trumpeteer from high LIO on the canyon rim to our 
beginning action down below. 

Again, there's a bit of confusion as to the audience's 
identification of the overture as overture. I could feel as I 
sat in the audience last summeWand the overture continued from 
selection to selection a bit of inquiry among the audience as to 
just where the play was tending. It is only after the overture 
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'̂ . ^s rendered that Uncle Henry sneaks of it in his narration 
-'/: ^s an overture. But this is too late for the audience. fs 
' • . there any way that we could have a voice -- say, yours, Bill 

— which could speak up something about "Good evening, ladies 
and gentlemen. Welcome to our play," etc. and then refer to 
the overture material as overture? Just a few words would do. 
What do you two think about this? Do you think such identifica
tion is necessary? I do. 

'"•i - Don't ycxi think we should keep our little grouo of musicians 
a little freer in movement and position? As it is. r am afraid 
they play too much on the right side stage, and I am sure that 
this is disruptiveA^or ̂ Ne'^cVudience immediately close by. 

I consider that everything that hapoens in connection with 
the play is part of the performance. I am all agreement in 
wanting our production to be democratic, but art should ta'^ j 
precedence over any political nhilosoohv ooint of view. The | 
two or three times I have b«>en Mresent at a oerformanC(> the I 

I intermission announcers have had verv weak voco'^. I unc'.er-
stand that you like to oass this littJe '.lit of rosoonsibi I i tv I 
in sequence to members of the cast, but I think those who officiate I 
in this particular should do it with noo(i zest, sonoritv and 

• . authority. I love John Handy as a oerformer on the fiddle, but j 
•:.:', when in his little piping voice he tries to announce things to i 
•/.'•: the overflow audience and in a halting hesitant .-manner, the | 
Xî-,;!.' result is not good. I would suggest that two neople do the ! 
-f/f V. intermission job -- one to make the announcement and one to ' 
',-' move alertly and professionally out to make the presentation, 
' '. \ and thus push things along. To have to wait for someone at the 

far right back to make his wav rlown and all the wav around to 
{' pick up his triangle is too costlv t n time and dispatch. i 

I 
As we mentioned at our before- iawn conference last sumne r , ' 

let the two horsemen on the -apoer bluff keeo their flags on the 1 
horses' off side and in a horizontal position unseen till thev I 
raise them aloft in unison to mar'< the beginninn of the olav- | 
This raising might occur on the first four trumnet notes. ; 

• t 

The "Cowboy and the Lady" ballad in the second overture 
V-;!'% • didn't quite make a go of it last season when I saw it. The 
.•.',*̂> payoff in the ballad is the "leave vou rocking a cradle" line. 
-̂,..._ The young lady who sang these words did not sing them clear Iv 
•%,', enough for the audience to net them. And the dancer -̂ laving 

the part of the seduced and ruined lady should fir st and singly 
do the pantomime of fondling the tinv woods colt which the hand
some Texas had left with her. Then following this single oanto-
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mime on the mother's part, let the other girls on the reprise 
repeat with her this fondling lullaby motion and thus the 
audience reception and enjoyment are full and complete. 

/\/': I ajn ajfraid the chuck wagon scene wasn't as good in 1967 
1-* as it was in 1966. Last season it was too long in group action 
'.; and lacking enough in separate and individual doing. .Nor did 
<•• the audience get Dave's order to Cude about riding herd tonight." 

Dave spoke the line too fast so that later when we see the lone 
figure of the cowboy motionless on his horse in the distance, we 
don't associate him with the riding herd job. Also in this 

' :̂  scene Dave and Elsie were not separated enough from the chuck 
.1, wagon environment for the audience to give them its comnlete 

I-'..'- attention, since some of the attention was eaten away in the 
Oj.-̂ i,.. direction of the wagon group. As we all know, the audience 
--'î ^̂ ^ pretty much accepts changes of olace in this tvpe of -̂ rana without 
-••^-'^" ' much difficulty. So I see no reason whv the riaht sir'e stage might 
V'̂ r- not represent a vantage ooi-it for Dave and F.lsie to IOOK off into 
r\ > the night. As I remember, the scene was nlaved -hi=; 'Aav in 1966. 
"•'-""' If the two go up onto this side stage and are in goor' illumina

tion and the chuck wagon oeooie are motionless and orettv much 
blacked out, then Dave's crude love-naking and ^llsie's romantic 
concentration on the far-off light in Calvm's dugout vould come 
across .more satisfactorily. 

I ajn sure you are taking care in the '68 season to see 
that the voices of Calvin and Dave as well as their costumes 

'-'- ' and physical size are clearly differentiated. In the right 
-'. •", side stage scene last summer where Uncle Henry was having it 
'-.;--;•='•• out with the land commissioners, Pave with his hat on looked 

.''.:•'' very much like Calvin, and a great many oeooie in the audience 
at first mistook him for Calvin. Also to be sure that the 

•' • audience knows who Dave is in this scene, let L'ncle Henry 
insert in his dialogue something like the following -- 'lave 
Newberry here is right. The law is uniust when it ta.kes awav 

• •' from a man what is rightfully his," (gage 92 m the nublished 

version). 

Shouldn't the bit of dialogue bef«een the de:irious Calvin 
; and his mother's ghost have more directional annositenoss and 

,.' " other-world quality. 

>H-' 
^';jK:'^r<_' The Old Nokoni scene was verv good and it could be even 
••'̂ fi'- better if the audience could clear Iv understand what the old 
jv'i^-'^ chief says. Couldn't we cut his soeeches in half and get 
''y' quickly to his question as to what the white man intends to 
V '̂ do with the mother earth? The fact that he is old and about 
.:•,' to die should not enervate what he says to such a point that 
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.;̂ .JV h^^ words are indistinct. In "Rigoletto," for instance, the 
'^^•^''''• daughter Gilda,when strangled in a sack, recover s enough to 
/•'>̂  stick her head out and sing her piteous aria in full strength. 
'..'.••.• And in "La Traviata',' Violet ta, although dying of tuberculosis 
":-'•- and lying exhausted on her couch, still sings full and strong 

toward the audience her rapture of love. So let Nokoni get 
bis words out and with strength enough to keen the scene from 
sagging. 

We need good wor'K done on the finale of Act 1. '• e '̂ nst 
separate the dramatis oersonae :n this scene so that t.hev are 

, •••, not b*tter-mixed in one conglomerate. Tt ought not to be too 
--"••/• ' difficult to soace the thunder rolls of the stom so that the 

story-line words of Calvin anr' lis e can come through. Jn 
\^..rl- actual nature, thunder clans come i nter-ii ttent 1 v. I have ex-
»!'.' , p>erienced a lot of thunder storms and have always been able 

; },. to carry some kind of conversation between thunder clans. 
*""• Thunder is never a constant roar. '.\indstorms of*en =ire. P.ut 
''; ., nevertheless the wind and the thunder and the st ̂ ry line should 

not work to mutual confusion. So T do hone vou will work this 
scene out to its full oo'̂ er . 3ut of course, in or̂ 'er to get 
this result each constituent in the .scene must stand j_ n '•'uil 
expression for itself. 

Elsie's letter-wr 1 ti ng scene Lvst year lacked the e'-iotional 
appeal of the preceding year. There was not enough vearning and 
anguish in it. The lighting too seemed too general anr too bright, 
and Elsie sat U D too straight and ale'-t for a heart-aching and 

^~ >••' sorrow-filled woman. And her "invoking" the appearance of Cal-
j-.v, . ' vin through her yearning lacked anv dream quality at the begin-
-••̂  • ning. As she sang the song, almos"- lost in her remembrance, it 

'. ;-j was this reraembranci ng which should seem to her and the audience 
:'•'_.:/.' at first to "create" Calvin. So when she first looks un and sees 

him, she subjectively sees hi-n as m a ^'ream. "I'he" the dawning 
realization comes over her that he is there in flesh an*̂* blood 

;"; ' • And with her crv of recognition "CAivin!" *he anc'ience should 
get a thrill down its indivi''ual backbone So lot the anguish 
and the yearning and the drea-^ (jualitv cone first, anr' -.hen î t̂ 
the actualization come "It's vou, it's vou I " IITO shoulc' '"̂  

.,, taken in the scene so as to oe* all the emotional richn^^ss out 
• ^ •, of it, for this is the climax of the play. 

',.,• ^''>'0 I have wondered if the setting-uo of Calvin and luck's 
^^L^* chopping scene couldn't be made easier by disoensino with the 
.ii"|:'*Vyi' scattered timbers and have Calvin and Tuck come walking into 
• ••r;̂'̂ '̂'; the scene with one tihiber or log on their shouIcH-rs -- one at 

/•' each end -- and Calvin carrying his axe and TucV. his saw. Tliey 
' • • ' . , " *-

file://'./indstorms
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V l ^ ' have been down in the draw and cut the log and are bringing 
y^;-/;, • i* "^"t *0 split. Thev dron the log ^^own and Calvin, after 
•"̂ f'g getting a bit of wind back, turns attackingly toward the log 

.J.: with his axe. Tuck is already •^'-ettv much exhausted and shows 
I't as he fans himself. Elsie enters and the scene goes on as 
before. 

i 
V.ouldn't it be better to reverse the direction of the • 

railroad builders? Shouidri't they move from right to left 
which is the way later the trail comes in. 

., ., Would it be possible in the funeral march as the ! 
•'•''' procession nears the right rear to have the light gra^'aa'. ly ' 

come up illuminating a little church steeole far uo * he • 
,..,, incline in the distance -- the churchyard beina whe-e the i 

-•.-'' procession is headed. j 
• • » I 

.'' I hope you have workec) o u t some wav of h a v - n g a dr ,\.TI.. 13 c 
i l l u m i n a t i o n - - not f u l l and o'-iwerful a s a t t h e erid of t h e n l a v j 
- - come on t h a t huge f a c a d e of t h ' ' c l i f ^ ^ u r i n o t h e i n » e r - j 
m i s s i o n or i m m e d i a t e l y a f t e r t h e awar-i n^-ps^ n t a t ' n,n . ' l o s ' , 
of t h e a u d i e n c e r e m a i n s " a i t i no in t h e a:nohi ' h^^a ' v •= ' u r i n o | 
t h e i n t e r m i s s i o n . I t would h e l o t h e -.vho.f n i 1 •'• i - .•• nos-^hT '^ I 
f e e l i n g of the envircMiment i ' s h -̂  n i I I ' l r j n a i m n of iln j 
c l i f f h e l p e d the a u d i e n c e t o >• i''-.- anc* ex-)t>'-i er c e t h i s r a r v o j i 
of n a t u r e f a c i n g them t . h e r e , ':•. : ^e and i fnrT:o'.ah Le in * ho n i j h t . | 

i 
I think it very imnortant that ^ddie Thoinas out on a 

little extra weight. Can this l-e done? Last season he seemed 
.̂ so tense and drawn that his battle to tame the land ap(:)eared 
,' to be an overwhelming one for his strength. 

Vv'ell, as I say, these -ire gust sngjestions and not 
criticisms. I feel very oroi' I ox what vou folks have done 
and I am anxious to ac'd -ny helo on'iniallv as time goes on. J 
Were you two satisfied with ''e • aoe • i t^cordi ng? r wasn't. \ 
I'd like your reaction to this item 'hough. • 

I 
Uith af f ec 11 rina te greetings \s ali-.a.s. i 

\ 

L 
Mr. and Mrs. William M. Moore Directors 

,.-j^^ TEXAS, Canyon, Texas 

V^TJil'- cc: Messrs. Joe Batson and 'U1 1 Rhew 
••.'•";' Mr. Royal Brantley 
• '••• Mrs. Pies Harner 

Mr. Raymond Raillard 
Mr. Isaac Van Grove 

I 
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P A U L G RE E.-^ 
OLD LYSTRA .î OAD 

CHAPEL HILL, NORTH CAROUNA 27514 

August 20, 1968 

Dear Margaret: 

Just to follow up a bit on my telephone conversation with you 
a couple of days ago. 

To repeat, I am bitterly sorry that I simply cannot get out 
to see the play this season. But I keep a close and zealous eye 
across the great distance to what is being offered there in the 
canyon. Of course I am delighted that everything is going so well, 
and from the figures I have had it seems that you fol.ks may even 
get your attendance up to 70,000 -- if the weather continues favor
able. This is a real record for outdoor dramas, that is, a steady 
climb in attendance from season to season. 

About the billing and the advertising matter for the play. I 
have found in traveling around the country and in working with 
these different drama projects that the .American oeople are keenl' 
interested in history, and the oarents take their children,or vic( 
versa,to these dramas in the main for history, knowledge and in
spiration. So that was why I suggested that maybe for next season 
in your folders, your orogram statements and your newsoaoer releases 
(all forms of oromotion) you might well emohasize the word history 
along with the words "musical romance" or "musical drama." You 
have already used a more or less fitting caption on your souvenir 
programs, ".A Musical Romance of Panhandle History." Maybe though, 
some defining image terms somewhere in your descriotive material 
would help, such as: 

T E X A S 

LV 

:e 

I needn't spill over anymore for fear of more confusion than 
logic. But anyway, not only the history but the ^usic, romance 
and light-and-sound splurge should continue to be emohasized. 

All I am trying to say here, Margaret, is that I think 'he 
publicity can make a little more vivid the attractive and various 

.A Drama of Panhandle History 1 

With Music, Dance and 

Spectacular Sound and Light Effects 
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ingredients that make up the production, 
doing a wonderful job in your promotion. 

You, of course, are 

I'll see you all next season. Love to Pete and Wanda, the 
Moores, Wam, the Hesses, the Br^antleys, the whole company, and 
especially the Har] 

Mrs. Pies Harper 
Director of Public Relations 
The Texas Panhandle Heritage Foundation, Inc. 
Box 268, Canyon, Texas 
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July 4, 1970 

Dear Paul: 

We wish you weren't so far away, and that you could come often = 
so that we could visit about the show at times when we weren't in the 
confusion of opening night festivities - and exhausted with the 
final surge of getting the show on. Please come often. 

As you saw, we have made a great effort to comply with your 
requests. The overtures were timed from the first rehearsal so that \ 
they would fit in the minutes you suggested. We cut out several solos • 
and quartet numbers. Changes of scenery and props and costumes were i 
rehearsed like ballets to eliminate almost all of the awkward bridges i 
between scenes. Kate's washing entrance and her placement and Neva's I 
letter writing entrance were changed and we have followed many ' 
other smaller suggestions of yours which have strengthened the show, I 
We are always grateful that you take time to keep thinking about j 
" T E X A S" and working on it and we wish that we could always find : 
"instant compliance" with your wishes. I 

I 
We also realize that we haven't taken time to write about our j 

problems - as we always seem to be working under pressure when they ' 
arise, and so sometimes our solutions seem to depart from your intent. ; 
Here is a report - with some background. , 

I 

FROM BILL AND MARGARET MOORE: i 
We agree with you that the letter writing scene is still weak. [ 

We are working now to move it to the other side of the stage so that ' 
it will be away from the confusion of the dugout movement. And while ' 
we are at it, we'll try once more to have Elsie start with a partly 
writen letter which she reads and then adds to. 

The sound equipment has been tested many times since its failure -
and seems to be in good order now. Equally important, we have a backup 
system ready to plug in in case of further trouble. The boys in the 
sound booth appreciated your kind remarks in this crisis. 

We are intrigued with your suggestion that the girls peep-out 
during "Goodnight Ladies" and as soon as we can find a way to fasten 
something behind them so that the one dimensional nature of the j 
house doesn't show, we'll have them there. 

Our main problem during rehearsals was the pace and timing of the 
girls dressing room scene. It's development did not grow with the 
rest of the show. Royal Brantley's discussion will tell you more about j 
this. 

FROM ROYAL BRANTLEY: 1 
In the exhaustion and confusion of opening night, I did not think \ 

to talk to you about the musical change in the women's dressing room I 
scene as I had intended. It grew out of a problem which has always existed 
but which stood out more this year because the pace of the rest of the show 
had speeded up. This scene is the hardest one in the show to move and the 
Moores have always had to work with it out of proportion to its length and 
importance. Along in the rehearsal period, ic occured to us that the girls 
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were taking their timing from the leisurely 3/4 beat of the song. 
We found that singing the song faster did not change this much. In 
an experiment we tried a song with a quicker 4/4 rhythn and the 
dialogue picked up immediately. I then set about to find something 
from the period of our show which would have the same effect - and 
found that "Careless Love" did - so we put it in for your reaction. 
I regret very much that I did not know the very bawdy connotations 
that it has and failed to talk to you about it. 

Now that you have seen how the scene moves, paced by a 4/4 
beat, would you consider choosing a song in that rhythm for us 
to use to^.spark the scene. As you recall, "Love is a Rider" was 
moved over from the Overture when you decided that the first one 
suggested was less effective than you had hoped it would be. 

I haven't spoken to the quartet about "Silver Threads." This 
is the reason. The boys were not satisfied with it on opening night. 
On their own accord they worked out a little different business for it. 
In pantomine they ask Uncle Henry to sing with them and with a 
gesture to his head indicate that the song is for him. Much to our 
surprise, each time it has been done this way, the audience has res
ponded with the considerable applause. We used to feel that this little 
section was a bridge device to get the next scene ready. Now it gets 
rapt attention and seems to have become a warm moment which the 
audience clings to. We'd like to leave ic in until you see it again 
as it has become a small bridge between the young and che old. 

FROM MARGARET: 
Your comments about the triangle have led us to much discussion 

about the intermission. We are planning a bulletin board and already 
have a fram which can be used to list groups and distinguished guests 
so we'll only introduce earth shaking people like the Paul Greens. 
The triangle ceremony was cut out last year to the point where the 
honoree stood in the spotlight in his place and an usher went to 
him. This cut down the time and worked very well. 

This little tradition fills a need for us which we don't know how 
to fill any other way. One of the prime characteristics of the psychol
ogy here is a feeling that local affairs cannot be of wide interest. 
This was shown in the lack of emphasis of che Palo Duro Canyon.itself 
which existed until we began to work, and still exists in many areas. 
"How could we put on something of interest to New Yorkers, or Californians 
or Englishmen?" was a frequent, early question. The triangle ceremony 
has done more to break this down than anyChing else we have done. People 
constantly remark: "The triangle has gone to someone from oucside 
the USA every night this week." or "Four countries were represented 
in the audience last night." or "My cousin who is a missionary in .Africa 
is visiting me. What night will she have the best chance of winning the 
triangle?" 
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3. 

Our local people are still surprised that travelers come from afar, 
and the triangle ceremony shows them that this continues to be true, '••^e 
know it breaks into che effect a little. Can you chink of any better 
way to create the atmosphere of reassurance we need? .About a third 
of our audience is made of people who have seen the show before -
bringing new friends and new visitors. 

Last night fifty unexpected campers held up the audience at 
the gate so we started a little late. Until then we had finished 
each night (after opening) between 11:15 and 11:17. As you see 
the reviews refer to "faster paced show", etc. 

We'll try to do better about talking over our problems with 
you as they arise. We're proud of "T E X .A S", and we appreciate you 
and want to have it as close to your dream as possible. 

Do come again - next time on a normal night (if these exist 
in our business.) 

As ever, affectionately, 

Margaret Harper 
(also signed by) Margaret Moore 

Royal Brantley 
William A. .Moore 

Note: We don't like the long wait after the Socialism scene either. 
Can you think of a way to get Calvin 5c Kate moved faster? 
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P.\UL GREEN-
OLD LYSTRA ROAD 

CHAPEL HILL,NORTH CAROLINA 27514 

April 19, 1971 

Dearest Margaret: 

This is written as it were between stops. For the last few 
v/eeks I have been traveling from one project to another and so 
have hardly kept up with friendships' devoirs. But last night I 
got the chance to read your revised "They Came From Spain" script 
ajid once more was in a state of hurrahs over the amount of knowledge 
you have accumulated while working on it. Of course, as I read I 
did a lot of imagining and trying to imagine how you would produce 
it. No doubt Bill Moore or whoever has been chosen to direct it is 
figuring out or v̂ill figure out ways and means. If you successfully 
bring off the combination of film and three-dimensional stage pro
duction (live bodies, horses, changing equipment, etc.), you will 
have enlarged the perspective of all of us quite considerably. And 
ahead of time I send you my thanks. And, of course, ray fingers are 
crossed! 

Give Pies and the children our love. And best too to Ray and 
Bonny. 

Affectionately alv;a.ys 

no 

Mrs. Pies Harper 
Fifth Avenue 
Canyon, Texas 
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August 30, 1971 

Dear Paul and Elizabeth and Rhoda: 

The curtain is down - and we only regret that one of our rains 
came on your particular Saturday. The show this season was the best 
we have ever had by far. We have never had so many excited comments 
upon it. Charlotte Brantley's costumes in the opening in the colors 
of the Canyon were breathtaking so that the audiences often gasped 
when they came on. Neil did his choreography in several places, 
expecially the Plum Pickers' scene, like a series of character 
studies- and vignettes here and there on the stage and these were 
unusual and delightful. The singing was fine and the dancing 
buoyant. 

In fact, at the beginning of the season, the actors had to stretch 
to make the dramatic part of the show as exciting. Calvin, particularly, 
had never played outdoor before and was a little stiff in his movements, 
though it did not show in his fine voice. After a week or so, however, 
he became much easier and thoroughly enjoyed the role. Neva Chowning 
finally obtained her divorce last fall, and was much more relaxed and 
easy on the stage - losing most of the restlessness you noticed last 
summer. Kate and Tuck found even more ways to entertain the audiences 
and the new Aunt Anna was a delight. The new Dave had the audiences 
with him all the way. 

The letter writing scene has always been a problem as you well 
know. Much of the difficulty was that the instruments back stage were 
not loud enough on stage for Calvin and Elsie to get their pitches 
and they were never comfortable in the song. They moved the set to 
the other side. Elsie read the letter she had already written except 
to cross out "no, I'll not say that", then stands Co hear "her" Cune 
in her recollection as it was played and sung off stage. Calvin appeared 
on stage in the spot, looking up and down the street for numbers, and 
of course, finally finds her, I found myself looking forward to it -
and I didn't think much about it the other way. 

Jim did the ranch house over completely and it has much more charm, 
and real windows which go up and down. The gals appear and wave in 
"Goodnight Ladies" and the aucy.ence always chuckles and enjoys iC. 

We are braced for Thursday - and che show almosc seems Co be shaping 
up as a worthy companion Co yours - if che experimenCs work. How you 
have survived so many of Chese experiences, I shall never understand. 
Our principal problem has been Che assumpCion of Che Dallas experts chat 
no one here knows what he is talking about. They insisted on a "fool 
proff" sound track which anyone could operate by pushing a button. Of 
course it used very little of our sound system and we were tearing our 
hair. Finally we persuaded Eddit to use chis for a kind of insurance, 

I I 
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but to prepare one as well, designed for our system and using all 
of its capabilities. When we had the first real run through Sunday 
morning at 3:00 AM after "T E X A S" closed, the stuff on our system 
sounded superb. The fool proof - absolutely automatic tape bellowed, 
then died to nothing, then squeaked and sqawked. Now we are noticing 
a new attitude when Bill Rhew and Pat Jarrett say something will or 
won't work out here. Except for you, Paul, you trusting Darling, we 
have had to go through this every cime someone has come in from che 
outside to work with us. We expect it now, of course, brace ourselves, 
quietly work to have the answers ready when the visiting experts 
finally realize that need to rely some on the local experience. 

Later reports will follow. 

Affectionately, 

Margaret Harper 
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PAUL G R E E N 
OLD LrSTRA ROAD 

CHAfEL HILL, NORTH CAROLINA 27514 

October 22, 1971 

Mrs. Pies Harper 
Fifth Avenue 
Canyon, Texas 

Dear Margaret: 

It was good to talk to you yesterday on the phone about 
things in general out there and about "Texas" and your "They Came 
From Spain" especially. On second thought I have decided to write 
you, in addition to our talk, some of my thinking on the drajnatic 
doings in Palo Duro Canyon. 

First I want to say that you are the real begetter of the play 
"Texas." I wrote the script, but you provided the energy and the 
expectancy that produced it. As time passes, both you and I and 
everybody concerned will do what we can to improve this drama. So 
far it has been highly successful, and we will all work to make it 
more so. 

"They Came From Spain" bothers me. Remember v/hen you were at 
our Conference here last year we thoroughly discussed the script 
you were providing and urged that you have a good dramatic story 
before you embarked on a production. When I saw the show the other 
night, I found that little improvement in the script had been made, 
and so pretty much all the way through the showing I was confused 
as to the importance of this character or that character and unclear 
most of the time as to what was happening and why. The audience re
acted the same way I did. 

Truly, Margaret, I don't know what can be done to improve your 
"play." What disturbs me most is the effect this newest offering 
will have on "Texas." I am sure the public will associate the two 
and even now and then mistake the one for the other. Just a few 
days ago a Scripps-Howard man was through here. He said he had heard 
a lot about outdoor drsuna and was planning to v/rite something about 
it, but, he sf.id, he had just seen one outdoor drama in Palo Duro 
Canyon and found it very poor. So I am sure his article — if he 
writes it — will not be as enthusiastic for the outdoor plavs as 
it would have been if he had not seen "They Came From Spain." 

Frankly, I think "Spain" should be limited to this one season 
only. You have had your experience in this medium of light and 
sound, and I would say thanks be and let it go at that. As to the 
people who have invested in it, let the.m all be thankful for what 
you have done for them and for the Panhandle already. From now cr. 
we should concentrate our efforts on making "Texas" into the tri
umphant thing it was meant to be from the first — adding to it 
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Mrs. Harper 
October 22, 1971 

more power of light sjid sound as we go. 

I know you want my honest thinking and this is it. The 
profession of playwriting, Margaret, doesn't belong to every
body. 

My best to Pies and the children. 

VYP"-' 

With love as alw,jty«, Q, 

cc: Mr. Russell Carver 
Mr. Pete Gilvin 
Mr. Ray Raillard 
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P M ' L G R E E N 

CHAPEL HILL, NORTH CAROLINA m \ t 

July 26, 1972 

Mr. and Mrs. William A. Moore, 
Directors, TFXAS, 
Canyon, Texas. 

Dear Bill and Margaret: 

Elizabeth and I are finally oack home after stopping 
off in Oklahoma to see our daughter and in St. Louis to nave 
a survey Look at the theatre in the park there- What a stupen
dous thing the people of that city have endov^ed themselves withl 
But I'm sure they've never produced anything there as enjoyable j'̂  
as our TEXAS. Elizabeth and I both are still savoring the -\1 \l 
"stupendous" thing you folks -- staff, actors, technicians, ''' \ ^ \ -< 
musicians, dancers, all -- \\5ve brougnt into being there Ln \ .V 
that canyon. In a Wordsworthian sort of impassioned recollection [ (̂- \ 
Me still see the gorgeous costumes, the dances, the lighting \ l y 
(and hear the thunder rolling), the flags '-avlng, and on and on. r , 
I think TEXAS has the making of the happiest perhaps of all the U , 
outdoor dramas In this country. Already frr>n; the above praising W'(y*'' 
you can tell I think you have gone a long -way toward that \y 
eventuality — you t-wo, Margaret, Ray, Royal, N'eil, Charlotte, 
Pat, Jim, and the whole company gathering well-deserved laurel 
wreaths, night after night. Amen 1 

Now with so much accomplished, you will, I am sure, 
take my suggestions in the spirit in which they are given --
a spirit of helpfulness. I know you want Just as I do to "aake 
what is good better and the better ultir.ately oest. The following 
items are set down in no particular order, and no doubt some of 
them you already are aware of and planning to remedy as soon as 
possible. 

1. The production is still '̂ o'̂ e '̂  to 10 •^inutes +"00 lone. 
The first overture could W P I I ^care two numbers and_the second 
at least one. More than once in the first, '•'le audience me 
said, "Now the play is ready to start, that is, the story is 
ready. But no, here comes still another na~ber." True these 
numbers are all attractive, out there's too -r.̂ ĉn of t.-iem. Now 
this matter was r.ade plain last y^ar, and some cutting -as done 
in the total play's length. -till more needs to oe done here. 
The first part of the fire dance -- that '-hich precedes t.ie re
awakening of the flames -- couid be ciit a third too. Yesi ko.<^ 
the funeral procession ts too slow and long. 

2. We would love twice as much as we £et of the figure and 
trumpet sound of the Texas ranger. Wonderful I 

3. We should never let the sound which is suoposed to 
come from a human source reach sucn a tremendous vol-oj-e as *:o 
be inhuman. The ot.aer night the funeral procession, "rne railroad 
diggers, the dead mother's voice, etc. were overwhelmingly 

file:////5ve
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f o r t i s s i m o . D o e s n ' t .°at nave a monitor syste^n so t n a t he can 
" h e a r " what the aud ience h e a r s - - damp n i g h t or d ry? 

^. I missed Eva, the cuggy horse d r i v i n g , the cowboys and 
t h e i r h o r s e s coming in a t the f i n a l e , e t c . P l e a s e get them 
back . 

5- More w h i t e Light i s needed on the g i r l s d r e s s i n g for 
t he p a r t y s c e n e . Too d u l l now. ;i.<^o more wh i t e l l g n t on the 
m o t h e r ' s g h o s t , and c o u l d n ' t she have a whi t e grave d r e s s ? A 
b e t t e r l i g h t too i.s needed on the n i g h t cowboy and ho r se* 

6 . About the Loudness aga in - - I Like the t r a i n sound in 
Uncle Henry ' s dreaci but T.ost of h i s d reaming-sounds s r e so Loud 
t h a t he would oLast him.-^elf out of h i s " l e e p . 

7 . Don ' t l e t the a c t o r s -hout so -.uch. Tucker could we l l be 
t a u g h t to v a r y h i s d e l i v e r y . Uncle Henry t o o , and tne same 
goes fo r Ka te . 

8 . And the dreac. f i g ' j r e of "Ca lv in" tne judge snould be 
C a l v i n and Lighted so we can see him. The v o i c e t h e r e Is too 
Loud t o o . 

9 . The d r a m a t i c use of the cl imax Dolt of l i g h t n i n g i s to 
" f l i n g " E l s i e i n t o C a l v i n ' s a rms . I f she i s in n i s arms b e f o r e 
hand , then the use i s for s t a g e e f f e c t o n l y , and of course drama 
as a r t s u f f e r s t h e r e b y . 

10. There shouLd be more p i c k i n g of plums in t h a t d a n c e . 
There I s now the f r a i l e s t b i t of p i c k i n g , and t h i s i s q u i c k l y 
absorbed i n t o a d i n g - a n - s i c h dance . Good but no t q u i t e enough 
t o t he p o i n t . 

1 1 . I do hope the -cother ' s ghost can be Toved f a r t h e r down 
s t a g e t o her l e f t - - put her on a nidden s t e p l adde r or box i f 
n e c e s s a r y - - so t h a t a l l peop le in the aud ience can see t .er . 
Those who buy t h e i r t i c k e t s have a r i g h t to -ee a l l and hear 
a lL of tJB pLay. 

12. I hope the -^horus f i n a l e to the p lay -sn r^ provided 
w i t h a c o n c l u d i n g n o t e of r e s o l u t i o n . The o tne r n i g h t i t dldn'*. 
q u i t e end r i g h t - - i t hung. 

1 3 . P l e a s e l e t a sr i r l or ""wo snow yparn ing toward the cow
boys as t hey say g o o d n i g h t . New *e have only ' ' L u t t e r l n g hands 
and the a u d i e n c e on the far r i g h t ( f a c i n g the s t a g e ) c a n ' t see 
t he h a n d s . Keep the hands t o o . 

Ik, The e n t r a n c e of Kate t e l l i n g t h a t Ca lv in has f a i n t e d 
o u t s i d e t he door a t iJncle H e n r y ' s house i s now o'' too wild a la rm. 
But even so Uncle Henry could fai^ble wi th g e t t i n g h i s boots on 
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long enougn to nelp CaLvin and Kate get OVHT -to the dugout 
of s ickness thus cu t t i ng the 'wait in darkness" "to a minimum. 
The segue music needn ' t wait but could cpgln as i s , fading 
out when the Light comes up in the dugout. And be .sure *hat 
Kate and Tuck's loud dia logue is not a l l said across Ca lv in ' s 
d e l i r i o u s bed. Most of i t could be in the yard o u t s i d e . 

The TEXAS product ion i s so b a s i c a l l y r i c h , colorful and 
GoapelLing tha t the fLaws must not be comprofuLsed - i t h , and I 
beLieve you won' t r e s t t i l l you've got the production as good 
as i t i s pos s ib l e to make i t - - if not t h i s year , then the 
next - I have no apologies for con t inua l ly r i d i n g herd as i t -ere 
You both are p r o f e s s i o n a l s and as such you know, to r e p e a t , I 
appLaud and app rec i a t e the beau t i fu i th ings you and the s t a f f 
and personnel have provided us" wi th , even as i snow my concern 
for o ther m a t t e r s . Speaking -^.^-ward.'^, I d o n ' t object to d b i t 
of p r a i s e , but I a l - ays am eaeer to get c r i t i c i s . r , tha t w i l l 
help me provide a b e t t e r s c r i p t . I w i l l cu t , s l a sh , wr i te and 
r e - w r i t e from dawn to dawn i f necessary . So i t is from th i s 
sub jec t ive philosophy of t h e a t r e a r t I t a i k frankLy and wri te 
f r e e l y here my t h i n k i n g s . 

AffectionaJtely, ^ 

Qy 
c c . Brant leys 

Harper 
Hess 
J a r r e t t 
Kemmerling 
RaiLLard 
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P A U L G R E E N 
OLD LYSTRA ROAD 

CHAPEL HILL. NORTH CAROLINA 275U 

February 22, I98O 

Mr. Don Williams 
53i2 - 49th street 
Lubbock, Texas 79^14 

Dear Don: 

I am glad to give my permission for use in your 
dissertation on the subject of TEXAS ray correspondence 
with the Texas Panhandle Heritage Foundation relaLiv-? 
to the drama. 

Congratulations on your soon-to-be-achieved Ph.D. 
We'll look forward to seeing you at TEXAS this summer. 
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TIXAS PMHMDLE HiniTADE FOUNDJLTm. INC. 
A NON-PROFIT ORGANIZATION) 

PRODUCERS OF THE TEXAS" MUSICAL DRAMA 
TELEPHONE 806 655-218; — P 0. BOX 268 — C A N Y O N TEXAS 7901S 

March 12. 19 30 

To Whom it May Concern: 

E. Don Williams has the permission of the Te.xas 
Panhandle Heritage Foundation to use some of the 
correspondance between the Foundation's officers 
and Paul Green concerning the production of "TEX.\S 
in his disser ta t ion. 

( 
Sincerely / ' / 

Rayri/ond Rai l lard, Executive Vice President 
< ^ - - ! 



APPENDIX B: SPEAKING SCHEDULE CONCERNING THE THEATRE 

IN THE PALO DURO CANYON AND THE TEXAS PANHANDLE 

HERITAGE FOUNDATION 
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1961 AMARILLO 

Junior Pyirian Society 
MH (Margaret Harper) 

October 20 Junior League 
MH 

Amarillo Fine Arts Council 

Mrs. B. R. Barfield, Sr. 
i7th and Tyler 
Mrs. Lela Puckett 

Amarillo Country Club 

Amarillo Club 

1961 AREA 

June 20 

July 7 

July 17 

July 21 

August 11 

October 4 

October 4 

October 12 

October 24 

October 26 

November 3 

November 7 

November 14 

November 16 

December 31 

Memphis 
(First talk, MH) 

Littlefieid (MH) 

Perryton Lion's Club 
(MH) 

Tulia 

Silverton 
Bank Community Room 
Pete Cowart, MH 

Perryton 

Pampa 

Hereford 

Tulia 

Tulia 

Pampa 

Pampa 

Junior C of C 

Pampa Lion's Club 
Bill Moore 
Borger Paragon Club 

Virginia Browder 
First Presbyterian Church 

Mrs. WDT Storey 
Mrs. Dunlap 

Mr. Shakleford 
Dorothy Aubrey 

Mrs. A. D. Parker 
Miss Mildren Hulsey 

Mrs. Fred Mercer 

Mrs. Helen Rogers 

Mrs. Rom Rose 

Mrs. Cavness. Board 
Meeting Federated Clubs 

Chamber of Commerce 

Club: Mrs. Parker and 
Mildred Hulsey 

Kiwanis Club - Pete Cowart 

PTA Council - Mrs. Cree 

Godfrey 
Marguerite Lewis 
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1961 CANYON SPEAKING ENGAGEMENTS 

July 21 Kiwanis Club 

Library Association 
luncheon 
WTSU 

Frank Blackburn 
Mrs. Linnie Harter 

1962 AMARILLO 

March 9 

April 6 

April -

April 12 

May 14 

May 19 

May 19 

June 1 

September 20 

October 19 

English Teachers' Con
vention (MH) Amarillo College 

Panhandle Press Con
vention (MH) 

Kick-off dinner for the 
fund raising campaign at 
Vic-Mon Motor Hotel 
(Later Holiday Inn West) 
Meeting held in cooper
ation with the Amarillo 
Area Foundation (MH) 

Officers' Club, Amarillo 
Air Base 

Troy Martin 

Mrs. Monteith, 
Mrs. Baker: wives of 
the commanding generals 

YWCA Board (MH 

CPA Auditing Service 
Virginia Allen, speaker 

AAUW (MH) Betty Sterqueil 
Burkella Ochsner 

Lion's Convention (MH) 
Vic Mon Motor Hotel Mrs. Floyde Garwood 

Officers' Wives Club 

29th Century Club (MH) 

Thalia Club (MH) 

Mrs. Baker 

Mrs. D. S. Hoover 
1400 Jackson 
Mrs. Fisher 
Mrs. Bob Crudgington 

Symphony Guild 
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1962 CANYON 

June 25 

1962 AREA 

February 13 

March 2 

March 4 

March 7 

March 7 

April 2 

April 3 

April 4 

April 10 

April 9 

April 13 

May 8 

May 30 

July 26 

July 10 

October 11 

October 15 

October 

Rainbow Girls 
Masonic Hall over 
Thompsons 

Borger 

Happy 

Silverton 

Borger 

Arne Community 

Hereford Rotary 
Pete Cowart and 
Bill Moore 

Spearman Lions 

Sudan Rotary 

Plainview 

Clarendon College 

Shamrock (Eckhardt) 
Federation convention 

Muleshoe Rotary 
Edith Echhardt 

Hereford Lions 

Pampa Lions 

Hereford Lions 

Claude: Unity Study 
Club 

Dumas Classroom 
Teachers (Eckhardt 
and Moore) 

Pampa Geneological 
Society 

Mrs. Glen Dowlen 

20th Century Club 

Music Club 

Ref. Mrs. McCarley 

Ref. Mrs. Avent Lair 

Ref. Mrs. Gwen McFarland 

Tom Gooch, 

Gladys Terry 

Vaughn 

Caprock Convention 
Mrs. A. E. Boyd 

Kenneth Vaughn, pres 

Tony Bartos 

A. 0. Gant 

Ruby Sears 

Carroll Harrell 

Virginia Leake 

Tracy Carey 
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October 28 

November 15 

November 15 

November 19 

December 6 

Plains 

Perryton 
Pollyanna Club 

Perryton Club 

Tulia 

Tulia: Representa
tives of all Clubs 

Ref. Mrs. P. W. St. Remain 
Box 987, Glendale 

Mrs. Jerry Conner 
Mrs. Henry Hale 

Ref. Mrs. H. E. Toies 

Mrs. A. D. Parker 
Miss Mildred Hulsey 

1963 AMARILLO 

January 10 

March 14 

April 2 

April 9 

April 9 

May 15 

June 13 

June 20 

July 17 

Speaking of Living 
Club (MH) 

Athenean Club (EE) 

Study Club (MH) 

Marilyn Campbell 
Mrs. Darrell Hoover 

6117 Calumet 

Mrs. E. K. Jones 

Amarillo Music Teach
ers' Association (EE) Margaret Heiny 

(MH) Mrs. Farraby 

Civitan Club (MH) 

Retail Credit Execu
tives (MH) 

Downtown Rotary (MH) 

Rotary Club 

West ?Amarillo Optimists 
(E. Melin) 

Jerry Merchant 

Bill Wilshire 
Pioneer Natural Gas 

Guyon Saunders 

1963 AREA 

January 15 

February 19 

1950 Study Cliib: - Mrs. Dale Lewis 
Floydada (Rosa Cowart 
and Bonnie W.) 

Friona material sent to Mrs. Frank Spring who 
spoke 

February 25 Happy PTA (MH) Helene McFarland 
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February 28 

March 2 

March 5 

March 6 

March 7 

March 14 

March 19 

March 19 

March 20 

March 26 

April 3 

April 22 

May 2 

July 17 

September 

October 3 

October 4 

16 

20th Century Club; 
Spearman 

Plainview 

20th Century Club (MH) 

Study Club: Memphis 
(MH) 

Wellington Music Club 
material sent to 

20th Century Club 
Dinner 

Hereford Study Club 
(RC) 

Wellington (MH) 

20th Century Club 
Guest D^Y (MH) 

Book Review Club: 
Dimmitt (MH) 

Sudan (MH) 1935 
Study Club 

P l a i n v i e w (MH and RC) 

DTimas 

Clarendon (MH) 

Federated Women's 
Clubs 

Happy Music Club at 
theatre (Rosa C. and 
Bonnie W.) 

Mrs. Frances Hudson 

Mrs. Walker B. Jones 
Mrs. F. M. Chesser 

Mrs. Clayton Miles 
Maggie Scoggins Hunt 

Mrs. R. S. Green 
Virginia Browder 

Mrs. Clyde Drake 

Mrs. Sheets 
Mrs. L. S. McLean 
Mrs. C. U. Pop 

Mrs. Cavness 
Mrs. Dean Elliot 

Virginia Browder 

Dociles Cliib: Higgins Mrs. Bernard 

Mrs. Tom Rose 

Mrs. Pearl Sheffy 

Mrs. Ves Terry 

Mrs. Emerald Cummings 
Cactus 

Mr. and Mrs. Bray 

Mrs. Glen Dowlen 

October 7 Sunray Mrs. Latham Hunt 
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October 9 Paragon Club at 
Theatre: Borger 
MH and Bonnie Whittington 

Mrs. Marguerite Lewis 

1964 CANYON 

March 

March 

March 23 

April 4 

April 7 

April 7 

April 7 

April 7 

April 7 

April 19 

April 20 

Sue Hite Club 
(M. Moore) 

Lion's Club (Bill Moore) 

Canyon ?Chamber of Commerce (MH) 

AAUW (MH) 

Chamber of Commerce 
(Charles Donnell) 

Rotary (MH) 

Business and Profes
sional Women 

Canyon Women's Book 
Club 

Canyon Classroom 
Teachers 

Jr. Women's Book 
Club (EE) 

Music Arts Club (MH) 
Combined meeting with 
Dawn 

Home Demonstration 
Council (MH) 

Mrs. Clay Cooper 

Bill Davis 

Tommy Pierce (MH) 

Mrs. L. H. Owens 

Mrs. Betty Brown 
Mrs. Dan Sanders 

Jo Carol Lindsey 
Jo Bryan 

Virginia Allen 
Mrs. Tolle 

Mrs. Hodges 

1964 AMARILLO 

February 12 

March 24 

March 30 

Potter Randall Citi
zens' Committee (MH) 

Amarillo Board of 
Realtors (MH) 

Amarillo Evening 
Lion's Club (MH-EE) 

Lewis Dodson 

M. C. LeMasters 

H. C. LeMasters 
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April 1 

April 3 

April 24 

Amarillo C of C 
Tourist Committee 
(MH & EE) 

Hotel Owner's Associ
ation (MH-EE) 

Fine Arts Council, 
C of C (MH) 

? Caldwell 

1964 AREA 

March 5 

March 10 

Tulia Study Club (MH) 

Women's Study Club: 
Tulia 
(Marguerite Lewis and 
Bonnie W.) 

Miss Mildred Hulsey 

Literary Arts Club (RC) Mrs. Ray Caraway 
Mrs. Reid 

March 20 Caprock District Fed. 
Club, Levelland 
(EE and BW) 

Mrs. Bill Davis 
Mrs. 0'Donnell 

March 26 Top 1' Texas Federated 
Clubs, Borger 
(EE and RC) 

Mrs. Dolly Lynch 
Mrs. E. H. Morris 

Canadian 

April 10 Dalhart: Presidents 
of all Women's Clubs 
(MH-M Lanham) 

Earl Wilbur 
Mrs. S. M. Hunter 
Mrs. Johnson 
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In order to keep the musical drama " T E X A S" in the public eye, 
there is a year-around publicity campaign. The following steps are 
used. Since larger and more interested audiences have appeared for 
" T E X A S" each year, this may have a connection with the effectiveness. 

It is important to remember that no publicity will attract people 
to a poor show. Word of mouth is the most powerful persuader to come 
or stay away. 

1' On the night of the last performance of a season, a short 
report of the season with a summary of attendance is mailed out to news
papers, radio, and television within a 100-mile radius. It is also 
sent to certain regional papers as far away as 500 miles. 

2. Before November 15 a fall announcement giving the dates of 
the season to come is mailed to map makers, guide books, travel orga
nizations, and magazines - as well as to the rest of the mailing list. 
This is timed so that the information may be included in annual publi
cations. It usually features a reprint of an outstanding review of the 
show, and also has striking photographs. 

3. Starting the first of January are the auditions for " T E X A S . " 
They are held in Canyon, Lubbock, Dallas (Texas), and in Oklahoma City. 
Auditions news-releases go to a 500-mile radius: college newspapers 
and newspapers in college towns, other publications, radio stations, 
directors of college and community theatres, choirs, and dance groups. 
In addition to revealing talent, reports of these auditions create 
interest in " T E X A S " and underline the far-reaching character of the 
show. This serves as midwinter publicity. 

4. During the off-season - Raymond Raillard, the executive direc
tor, assists the Amarillo Board of Convention and Visitors and the Texas 
Tourist Development Agency in manning exhibits at travel shows across 
the nation. Three handsome free-standing displays eight feet high with 
very large color pictures advertise " T E X A S" at these shows. Mr. 
Raillard also visits travel agencies wherever he goes. 

Mr. Raillard and Mrs. Margaret Harper (public relations) make fre
quent speeches about the show and other outdoor drama subjects at clubs, 
radio, and TV stations in the area, and at many conventions and state 
and area meetings. They also serve as consultant for outdoor theatre 
projects from coast to coast. 

Prints of beautiful photographs are ordered in quantity at this 
time. 

5. The Annual Meeting and the membership drive focus attention on 
the project in the spring. At the Annual Meeting, Board members are 
elected and plans are discussed for the next season. There is also a 
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program of interest to the members. The invitations to this meeting 
include membership information and a return envelope for membership 
fees. 

Members are listed in the Souvenir Program, receive a free copy, 
are admitted to the Gala Opening of the season and to one other per
formance with no farther charge. 

6. In March the distribution of the Brochures begins. 

In addition to a short description of the show and some striking 
pictures in four colors, the Brochure contains dates, times, prices, 
places to apply for tickets, and a seating chart. 

As soon as possible after March 1, 30 thousand are mailed coast 
to coast with a return card for ordering more, and a tip-sheet greeting 
note. The list includes publications, motels, and other attractions 
from coast to coast on routes which are convenient for reaching us, 
travel agencies, 12,000 area people who have shown interest in the show, 
etc. Working with the orders on the return cards and other requests, 
about 360,000 were distributed last year. 

7. About the middle of March a feature story with a striking 
photograph is sent to 1500 publications (newspapers and magazines, etc.) 
nationwide. 

8. In May and June posters and bumper stickers go into distri
bution. 

9. Late May and early June - rehearsal period - News-releases go 
to a 500-mile radius every week. 

Professionally made radio tapes and TV spot announcements of high 
quality are sent to 250 radio stations and 150 TV stations. 

Announcements are released concerning the availability of a very 
good 5-minute film of the show. 

10. Gala Opening. A theme is planned for the Gala Opening each 
year. An Art Competition featuring this theme has its final judging at 
the show and its awards presented there. A folder with the history of 
the theme is presented as the opening night program. Developments from 
the theme serve to make interesting news-releases. 

11. Run-of-the-show. Every aspect of the show serves for news-
releases: distinguished guests, amusing incidents, background stories 
on every part of the operation, reports of attendance, landmark guests 
(the millionth, for example), reports of surveys of reactions to the show 
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or of distances traveled by the audience, etc. At least one a week 
should be released to the 500-mile area. 

This brings us back to the report of the last night of the season. 

NOTES: Whenever something is mailed out about "T E X A S," it is 
accompanied by a brochure. 

The design on the brochure should be an invitation to open and explore. 
The flyer should fit easily into display racks with the name of the 
attraction near the top to stick up above the rack. Paper should be 
stiff enough to stand up. 

An announcement for people already interested can be a single 4x8 sheet 
telling where to buy tickets, the dates, the prices, etc. 

An attempt to introduce people to the show and to intrigue them should 
be bigger to tell the story. It should have vivid pictures. The ad
vertising men sometimes say that to change an image, four colors are more 
effective than black and white. 

In brochure distribution, remember campgrounds, bus stations, airports, 
restaurants, filling stations at key points, rent-a-car counters. 

Since " T E X A S " is non-profit, and its customers come from everywhere, 
we do not buy advertising. We do place small announcements of time and 
place in two regional papers nearest the production: Amarillo and 
Lubbock. Remember that an organization paying for space ads must pay 
for radio and TV time as well. 

For "T E X A S," we prepare the most attractive materials we can design 
professionally prepared in the hope that writers and radio and TV sta
tions will be intrigued and use the information. This has worked well 
with us. 

Most of our customers decide to come far in advance of their arrival. 
The impulse attendance noticed in other tourist activities does not 
apply to "T E X A S." 

DIRECT MAIL: If you use direct mail at all, join--the Direct Marketing 
Association, 6 East 43rd. Street, New York, New York 10017. Send a 
member to one of the workshops. The week-long sessions held by Edward 
Meyer are particularly helpful. 

The basic problem facing the arts is that all of the attendance for all 
live presentations of any kind comes from 20% of the people. 

The great problem is to increase the size of this proportion and coax 
more people to try living entertainment. 
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Institute of Outdoor Drama 

University of North Carolina 

Chapel Hill, North Carolina 27514 

>^ai^. 

Palo Duro Canyon Pioneer .Amphitheatre 

Canvon. Texas 

TEXAS 

A/nphitheatre: 1 ,D44 seats 
Main Stage: 5 0 x 8 0 ' 
Two Side Stages; 25 'v40 ' 

Cast and Crew: 100 

Author; Paul Green 

Year ot Opening; 1966 

First Directors: Margaret Moore 
William Moore 

Usual Season: Six nigiits per week during the sunimer 

Maximum Possible Gross Per Weeic: 526,796 

Production Organization: 

Texas Panhandle Heritage Foundat ion, Inc. 

TEXAS is produced by che Texas Panhandle Hentage 
Foundat ion , Inc., in association with West Texas State Uni
versity. 

The Pioneer .Amphitheatre in .vhich the drama is playea 
was built through rhe et'torts ot :he Foundation and the 
State ot Texas. 

Story of the Plav 

TEXAS depicts :he ,truajiie between "-he cattlemen and 

the farmers ot T.^.\as at the turn ot che century. 

Calvin Armstrong is a young man who has Ljme JJCK to 
Texas atter vears ot absence to work his tjchcr s now de
serted tarm. 

He represents -he new Texas, che tarmer, and he JrcirTis 
of i state populated more ov people than bv cattle 

Opposed Co him is Uncle Henrv an old cattleman who 
has watched Texas -^ow and noss cannot v i s to the fu
ture. 

Not long -itcer Calvnn oeijins work on his tarm, Uncle 
Henrv s niece, Elsie, come^ t rom St. Louis tor i .isit She 
does not like this vast, unpopulated land. Calvin has ^nov^m 
Elsie vears oetore. The voung people are actractcci to eacn 
other, but he isn t her onlv suitor. Dave .Newberrv . Uncle 
Henry s foreman, is also drawn to Elsie 

Friction quickly develops between Caivin and Dave. 
They diifer in their opinion of what Texas future will hold 
An unspoken antagonism springs up le 'ween ncm over 
Elsie. 

Calvnn works hard on his tarm. but he tinds time to 
encouroijc the farmers to support the railroad tfiat is to De 
laid in :hcir section ot Texas. 
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Texas 

But Uncle Henry opposes it because it wiU cut through 
his lands. When he goes to argue his case lor the cattlemen 
with a petition, he finds an even larger one signed by the 
farmers. And he is told that Calvin has sent letters to the 
legislators in support of the biO. 

While Uncle Henry is away, the young people enjoy a 
plum-picking party in the canyon, but a thunderstorm traps 
Elsie and Calvin in the canyon. Through the beauty of the 
storm, Calvin is able to convey to Elsie how he feels about 
Texas, and she begins to share his feelings. 

Suddenly, Calvin kisses her, but then pushes her away. 
Calvin busys himself on his farm, worried about a 

drought that is wasting the land and killing his crops. 
Dave tries to propose to Elsie, but she refuses to listen 

to him. 

She visits Calvin, but the two lovers cannot speak to 
each other of their feelings. Calvin wants to ask her to 
marry him. But he remembers his mother who died on the 
plains, and he does not want to subject Elsie to the same 
hard life. 

Upset by the incident, she suddenly decides to return to 
St. Louis. 

Meanwhile, the cattlemen lose their fight, and the rail
road ties begin breaking up the broad plains. 

Calvin comes to Uncie Henry with a surprising request. 
He wants to name the new town that will grow up around 
the depot Henryanna, in honor of Uncle Henry and his wife 
Anna. Uncle Henry is proud of the honor and peace is 
restored between the two men. 

But Calvin has been working too hard. The drought 
has nearly destroyed his crops, and he worries about 
Elsie. As he leaves Uncie Henry's ranch, he faints. He is 
sick tor two weeks and nothing seems to help him. 

Suddenly, rain begins to tad. With the ram comes hope, 
and Calvin begins to recover. 

Elsie, back in St. Louis, tinds she is no longer happy 
there. She misses her Texas friends; most of ail she misses 
Calvin. Remembering, she begins to hum a song they once 
sang together. 

Suddenly, someone is singing with her. Calvin stands in 
the doorway. He has come to take her back to Texas as his 
wife. 

In the last scene, Caivm and Elsie arrive on the first train 
to ride the new rails to Henrvanna. The people of the new 
town welcome them back to their home. 

History of the Eh-oduction 

TEXAS premiered July 1, 1966. By 1973, it had been 
seen by almost 600,000 people. 

TEXAS is performed in the Palo Duro Canyon Pioneer 
Amphitheatre. 

The amphitheatre was completed in 1964 through the 
efforts of the Texas Panhandle Heritage Foundation. 

In 1965 it hosted THL'NDERING SOUNDS OF THE 
WEST, which played to 36,000 people. TEXAS has played 
during the summer season since that rime. 

In September and October of 1971, THEY CAME 
FROM SPAIN was presented in the theatre. 

TEXAS 

CanyM. TeiM 

Further information on TEXAS 
mav be obtained by writing TEXAS. 
Box 268, Canyon. Te.xas 79015, or 
by telephoning (806 i 655-2182. 



APPENDIX E: SAMPLES OF TEXAS BROCHURES AND 

MEMBERSHIP LETTERS 



TEXAS PANHANDLE HEfllTAGE FOIDATION, INC. 
A NON-PROFIT ORGANIZATION) 

Box 268 — Canyon, Texas 79015 

January 1979 
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WANTED: YOUR VOICE, YOUR WRITING HAND, YOUR SUPPORT, AND YOUR FRIENDS 

REPORT 

During 1978: 
During 1978: 

During 1978: 

The millionth visitor came to see and hear "T E X A S". 
A fall program, "STARS", openeci in the theatre in September 
and drew enthusiastic audiences 
Our part of the theatre expansion program was completed: New 
entrance to the parking lot; new side stage buildings and new 
seats; a building for the cast backstage finished two years of 
Duilding improvements. The Texas Parks and Wildlife Department 
is just beginning its part of the new construction. It has 
awarded the contract to 3 ill Gilbert, jf .Amarillo, to add to 
the men's restroom, the men's dressing room, and to build a 
small area for electrical equipment. These additions vill be 
completed before Spring rehearsals. 

TO SUSTAIN AND CHERISH THE THEATRE - THE PANHANDLE'S CHILD IN THE CANYONl 

WANTED AND MEEDED ARE 

YOUR VOICE: 90% of our people come because of a friend's report. 

YOUR WRITING HAND: Over a third of our people come from more than 500 miles 
away: "friends of your friends." 

YOUR SUPPORT: The new construction has lowered our reserves which need to be 
restored. Your executive board has decided not to make any 
changes in the membership fees, but to urge vou to move to the 
next level: (two S5 memberships instead of one, family instead 
of two, etc.) Donations will oe very welcome. 

YOUR FRIENDS: A new generation has grown up since the TPHF was founded in 1961. 
If the theatre in the Canyon is to serve and thrive, this group of 
young people must understand the forces which nourish it. Persuade 
one or two to join, and send their checks vlth your own dues in 
the enclosed envelope or use t.ne attached pencil to send us cheir 
names and addresses so that we may invite them from here. 

NOTICE 

The ANNUAL MEETING will be Friday, March 9, 1979 in Amarillo at the Villa Inn -
Country Squire Dinner Theatre. Time is 11:30 business and lunch at 12:00 noon. 
$6.00 per person. Do include lunch reservations in your reply envelope. 

S wll̂ firely /^ 

Remember vou are 

'GeoQge Lokey, Preyldent 

the roots of the show. It cannot flourish without you I 
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'TEXAS'' Musical Drama 
A MUSICAL ROMANCE OF P A N H A N D L E HISTORY BY PAUL GREEN 

FIONtER AMPHITHIATRC 

Box 268 
CANYON. TEXAS 79015 

aoa-6ss-2ia2 

PRODUCED av THt TEXAS PANHANDLE HERITAGE FOUNDATION. INC. 
,A ^ON'PROFIT ORGANIZATION I 

RAYMOND RAILLARD. EXECUTIVE VICE PRESIDENT 

October 1969 

Dear Friend: 

So Dnany of you have recommended the " T E X A S" musical drama that 
attendance in 1969 jumped to 71,950 - 84% of capacity. Half of 
this number traveled over one-hundred miles to see the production. 

We are grateful to you. 

For the highlight of your vacation next summer, attend " T E X A S". 
In 1970 it will open on June 26th and close August 31st, playing 
six days a week. There will be no Sunday performance except for 
August 30th. 

The colorful setting and some of the vivid scenes from the show are 
reproduced in the enclosed reprint from TEXAS HIGHWAYS magazine. We 
hope you enjoy them. This article is only one of the many published 
this year about the production. 

Sincerely, 

m O-A, 1 
Mrs . Pies Harper 
Public Relations 

MH/bv 
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APPENDIX F: EXAMPLES OF PUBLICITY 

RECEIVED BY TEXAS 
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A NIGHTLY TOAST TO i [ | 
A MUSICAL DRAMA BY PAUL GREEN 

EXCERPTS FROM; 

Newsweek 
(from AMEDICA ONSTAGE, a !urv«y of 
Paul Or*«n 1 i«v«n ouldoor dramas play
ing in th« lummar or 1972! AuqutT 28, 

.America Onstage 
In Palo Duro Canyon, Texas, 

lasi week, onlookers whooped it 
up when J lone horseman wav
ing the stale flag posed dra
matically on the n m ot the 
canyon. 

To thousands ot theatre
goers this summer, 
episodes out ot . \mer ican 
history have taken on the 
immediacy ot current events 
in a series ot seven long-
running outdoor dramatic 
spectacles by the veteran 
.American playwright Paul 
Green, poster-like as histori
cal reconstructions, frankly 
inspirational in content. 

Green s "plays of .->imeri-
can life" are right at home 
in the settings the play
wright has chosen tor them, 
and their appeal—and longevity— 
IS greater than anything Neil Simon 
or David .Vferrick ever dreamed of. 

In ail s e v e n amphitrteaiers where 
Green's works are being olfered itiis 
summer, the place is as much the thing 
as the piay History lives. Who can doubt 
the hardship suffered by the Texas set
tlers when thunder and li^tnin? (Simulat
ed by a blast ot Jynamitei breatc against 
the awesome, craggy wails of Palo Duro 
Canyon, whose floor is tne stage for the 
seven-year-oid production of Texas'"^ 

Green calls his spectacles "symphonic 
dramas,' since they blend theater, music 
and dance. In reality, nowever. they are 
more like community festivals - with 
period music (chosen by Greeni, the live
ly dancing, the lavish use of spiectacic. 

•The purpose of my theater is to tell 
a good story and to (ell it well." the 78-
year-old Green told NewsweeK's Sunde 
Smith. 

People yearn for improvement, lor 
betterment. They lean toward the strug-
Sle." 

Throughout his long and prolific life. 
Paul Green has been writing about that 
struggle with missionary zeal. 

.Above all. he thinks of his works as 
"shrine dramas," making pilgrims of his^ 
audiences. 

Associated Press 
by William Gloy«r, dramo .yritw in lh« 
r«vi«w of fiii atXJO nnl« trip covaring out
door dramas from Manrto. N. C. lo 
Kodiak, Alaska. August 20, 1972. 

Of ail the visited shows, "Texas." 
25 miles from .Amarillo in a quar-
ter-billion-year-oid canyon cut deep 
by the Prairie Dog fork of the Red 
River, boasts the most spectacularly 
awesome entertainment effects. 

The road winds tortuously to the 
rloor of Palo Duro Canyon State 

Park where Paul Green's sym
phonic drama. ' T e x a s ' is now 

playing out its seventh summer 
of performances. 

Then the show begins. . \ 
lone rider theatrically silhou
ettes on the n m of a canyon. 

The salute to a land 
where the men are hand

some and the women never 
complain ' is jointly direct
ed by William and Mar
garet .Moore, veterans both 

of college dramatics. 

.Along with exuberant chore
ography, a simplistic narrative 

of settler feuds and vibrant singing, 
"Texas ' utilizes complex technical 
effects, climaxed by a thunderous 
display of "rained forked lightning. 

Now ill its seventh season, the Green 
opus traces origin to .Mrs. .Margaret Har
per, an ebullient achiever '^ho happened 
to read a .magazine storv about "The 
Lost Colony" and decided "'̂ hy not 
here:*'" for a differem regional salute. 

.A "sense oi pdgnmaae" is a quality 
stressed strongly 
by .Mark Sumner, 
director of the In
stitute of Outdoor 
Drama, m dis
cussing LUCSC 
regional epics. 

.All of which may 
be just a beginning, 

"Us fellows," Puliuer 
Dramatist Paul Green de
precates accomplishments thus far, "are 
like the guys who came before .Aeschylus^ 
and Sophocles in ancient Greece. 

Green. Sumner and 
other amphitheater 
acuvists, regard 'he 
exfubits as the first 
truly native thespic 
form, as .American in 
in origin as jazz and apple 
pie. 

The Texas Star 
from cevar and ftatur* anfcl* by Jun* 
Ang»rst«in daliv«r*d to naif tha hemas 
io r*x<u. 
Sundov, Juna 25, 1972. 

In the summer, as dusk begins to 
fall over the ancient *alls of Palo 
Duro Canyon, a rider on a huge 
white stallion makes nis way precari
ously up the steep cliff in front of 
the Pioneer Amphitheatre. 

M last, to the relief of the more 
chan l.JOO speclaiors watchin?. Dave 
Schuetie, a real Texas cowboy, reach
es the top. Cowboy and stallion stand 
poised on the nm of the 600-foot 
ciiff 

A bugJe echoes through (he canyon. 
Wiih a deft movement. Dave unlurls 
a gjani Lone Star flag. For an instant, 
the flag seems to tremble slightly; 
then, suddenly the canyon wmds ^asp 
u with tingers that take the rlag vio
lently outward. The result is only the 
first 01 many urforgeiiable moments 
for the evening as the tlag is spread 
like the wings of an eagle. 

From the canyon tloor. people seem 
(0 explode trom tne rocks ana oushes 
and the past comes to lUe as dancers 
and singers in brightly colored cos
tumes of the I880*s make the canyon 
resound w i t h the words Texas! 
TexasI" 

For the next two and a half hours. 
the audience is captivated by the 

realism of Puhtzer Pnze 
-vinner P a u l Greens 

musical drama. 
•TEXAS" 

Famous fo r his 
historical 3 u tdoor 
Iramas. Green has 

oven J pattern trom the con-
tlicti ot the early settlers in West 

Texas . the iove the Indians had 
tor the land the fickle element* 

of '.he Panhandle the acuvtty 
never ceases the canyon rever
berates with thunder that is now up
on botn actors jnd audience jn 

explosion ot hgntning fantastic 
ob ot :horeography m recreaung 
i olazing praine tire 

Reservations snould be made 
advance when possible. 

EIGHTH SEASON -1973 June 21st thraugli August 25th, 8-30 PJi 
Nightly excepf Sundays.- There will be one Sunday performonce, July T, 1973> 

file:///merican
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