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ABSTRACT 

In the 1980s, many colleges and universities face 

serious funding problems. Operational and instructional 

costs continue to increase over fixed or decreasing alloca

tions and revenues. Increased budget restraints and/or re

ductions continue to have adverse effects upon the quality 

of many programs including performing arts. To counteract 

the problems caused by budget restraints and reductions, 

arts administrators are being forced to find alternative 

methods of funding. If present trends continue, successful 

arts administrators will be those who become effective fund 

raisers. Unfortunately, for the performing arts administra

tor, no complete compilation of external fund-raising proce

dures and firsthand practical applications for securing 

external funding for the performing arts exists. 

This study addresses the problem of external fund rais

ing for the performing arts. It identifies basic steps in 

public and private-sector, non-solicited, sponsored-project 

fund raising and applies them to the development of a fund

ing model for small to moderate-size theatre arts programs 

at state-supported institutions of higher education. Though 

the study is limited to fund raising specifically for the

atre arts, the theories and procedures should be applicable 

to other fine and performing arts programs. 



The study was developed within the framework of a six 

month Internship with the Office of Development and the 

Office of Research Services at Texas Tech University. This 

internship provided the opportunity to: (a) observe and 

analyze practical concepts of institutional advancement, (b) 

examine literature on current fund-raising theories and 

procedures, and (c) examine available information concerning 

organized research units. The development of an organized 

research unit in theatre arts is the basic project around 

which this study was developed. 

While concentrating on the development of a sponsored 

project funding model for theatre arts, this study is or

ganized around four major areas: (1) a history of theatre 

arts education at Texas Tech University, (2) the development 

of a fund-raising model for theatre arts, (3) a time/cost 

analysis for the development of an organized research unit 

in theatre arts, and (4) an analysis and evaluation of the 

effectiveness of the funding model. 
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CHAPTER 1 

AN INTRODUCTION TO THE STUDY 

The Problem 

Education is in trouble in America, and the arts an 

humanities are in the greatest trouble of all. The "back to 

basics" movement in our schools has focused the nation's at

tention on problems of literacy and the acquisition of mech

anical skills. In the wake of increasingly stringent budget 

reductions, the arts and humanities are being labeled super

fluous. ̂  

In the 1980s, many universities face serious funding 

problems. State and local appropriations are the largest 

source of funds for public colleges and universities and 

comprise roughly 58% of their total budgets. Operational 

and instructional costs continue to increase over fixed or 

decreasing allocations and revenues. Between 1980 and 1984, 

expenditures per student, when adjusted for inflation, de

clined in public institutions of higher education. Expendi

tures per student (EPS) at doctoral degree granting institu

tions declined 2.1%, comprehensive institutions recorded a 

decline in EPS of 10%, and EPS at general baccalaureate 

^Helen Moglen, "Erosion in the Humanities," Change: The 
Magazine of Higher Learning, Vol. XVI, No. 7 (October 1984), 
pp. 49-60. 



degree institutions declined 9%.» Budgeting restraints, 

brought on by these fiscal imbalances, placed increasing 

emphasis on alternative methods of funding. 

A survey of classified job advertising in the Chronicle 

of Higher Education reveals that effective fund raising is 

now a major criteria in the hiring of educational admini

strators.* If budgetary problems continue to plagrue col

leges and universities, effective fund raising is likely to 

become increasingly significant in the hiring and retention 

of faculty. 

Many universities throughout the United States have or 

will experience budget reductions. The impact of these re

ductions has less effect upon those departments with a his

tory of external research funding. For example, chemistry, 

physics, and biology traditionally have used external re

search funding and, as a result, were less affected by the 

budget cuts of the 1980s. Unfortunately, performing arts 

programs at most colleges and universities lack strong 

histories of external funding. It was not until the late 

*Joyce D. Stern and Mary Erase Williams (eds.). The 
Condition of Education, Office of Educational Research and 
Improvement, U. 8. Department of Education (Washington: U. 
S. Government Printing Office, 1986), pp. 108-111, 

''Chronicle of Higher Education, January 1986 to 
December, 1986. A survey of classified job advertising in 
the Bulletin Board section of this paper. 



1960s that grants began to play a important role in the 

financial planning of performing arts programs.* 

Performing arts programs on college and university 

campuses and in the public school systems have a history of 

being marginally funded. Performing arts have traditionally 

been one of the first areas to be pared back in times of 

fiscal austerity and one of the last to be restored.* In

creased budget restraints and budget reductions continue to 

have an adverse effect upon the quality and quantity of per

forming arts programs. Administrators of successful pro

grams must find alternative methods of funding to counteract 

the problems caused by budget restraints and reductions.• 

In seeking external funding, the performing arts ad

ministrator can turn to two primary sources, government 

agencies (the public sector) and private foundations (the 

private sector).'' Unfortunately, for the performing arts 

administrator, no complete compilation of external fund-

raising procedures and firsthand practical applications for 

*Richard A. Weaver, "Grantsmanship," Theatre Southwest, 
Vol. II, No. 2 (February and March, 1976), p. 14. 

"National Research Center of the Arts, Inc., Americans 
and The Arts (New York: ACA Publications, 1981), p. 5, 

"National Research Center For The Arts, Inc., Americans 
and The Arts (New York: ACA Publications, 1985), p. 19, 

•'C. Reed Richardson, Grantsmanship Information: 
Guidelines, Outlines, Checklists, and Indices of Sponsored 
Project Funding - College of Agricultural Sciences, Texas 
Tech University (May 1985), p. 2-1. 



securing external funding for the performing arts exists. A 

literature search of three online computer databases re

vealed little research or practical application of existing 

funding procedures exists regarding external funding of 

performing arts programs. Even less has been applied to the 

funding of theatre arts programs,• 

This study will address the problem of external fund 

raising for the performing arts. It will examine and apply 

those fund-raising procedures that have been successful in 

securing external funding for other disciplines. This study 

proposes to identify the basic steps in public and private-

sector, non-solicited, sponsored-project fund raising and 

apply them to the development of a simple, sponsored-

project, funding model for small to moderate-size theatre 

arts programs at state-supported institutions of higher 

education. Although this study will focus on fund raising 

specifically for theatre arts, the theories and procedures 

described herein should be applicable to other fine and 

performing arts programs. 

The theatre arts sponsored-project funding model will 

be developed through the practical application of fund-

raising procedures employed by the Office of Development and 

the Office of Research Services at Texas Tech University. 

•A literature search was conducted by searching three 
online computer databases: Dissertation Abstracts, ERIC, and 
Books in Print. ERIC is the database of educational materi
als collected by the Educational Resources Information 
Center of the U. S. Department of Education, 



Texas Tech University is an ideal choice for this study 

because the University and its Theatre Arts Department are 

quite typical of a majority of small to moderate size thea

tre arts programs in America.* 

Non-solicited, sponsored-project fund raising is a 

multi-phased process. Phase I of sponsored-project funding 

begins with project design.̂ ** Consequently, in developing 

this study, the intern generated two sample projects: (a) 

the development of a center of excellence in theatre and, 

(b) the development of a funding plan for that center. 
r 

While concentrating on the development of a sponsored-

project funding model for theatre arts, this study will 

also: 

1. Survey the history of the Theatre Arts Department 

at Texas Tech University. The background and development of 

the Theatre Arts Department at Texas Tech is typical of most 

theatre programs in America. A survey of this background is 

helpful in understanding present fiscal conditions found at 

a majority of theatre arts programs at state colleges and 

universities. 

•Data from the 1985 survey conducted by the Higher 
Education Arts Data Services (HEADS) will be used to deter
mine what constitutes a small to moderate theatre arts group 
(see pages 17-18 of this study). 

*°Interview with Mr. John A, Anderson, Executive 
Director of Development, Texas Tech University, August 4, 
1986. 



2. Present a time/cost analysis for the development 

of a theatre center of excellence. This time/cost analysis 

should be very useful to those arts organizations who are 

considering public or private-sector fund raising. It will 

provide them with a realistic estimate of the requisite 

time, energy, and resources for such an endeavor, 

3. Analyze and evaluate the effectiveness of the 

funding model. 

Public and private-sector fund raising cannot solve all 

the financial problems confronting performing arts organi

zations today. It can, however, provide one possible solu

tion for those performing arts organizations faced with 

fixed and or decreasing allocations and revenues. 

History and Background of the Problem 

A survey of the development of the American Theatre 

from 1860 to 1940 reveals a history of abuses suffered by 

theatre artists at the hands of bad management. During this 

same period, the American theatre also experienced an over

all decline in artistic quality. The abuse of theatre art

ists and the decline in artistic quality are significant 

factors responsible for the suspicion and distrust that con

tinues to exist between artists and management today. This 

longstanding distrust between artists and management has 

been a contributing factor in the slow development and ac

ceptance of sound and effective principles of arts manage

ment, financial planning, and fund raising: 



. , . most theatrical artists continue to regard 
management (from producer to the box office treas
urer) with suspicion and distrust and most can 
cite numerous experiences with theatre adminis
trators that illustrate the lack of sympathy and 
understanding between artists and management. 
Often, however, the blame should be shared. If 
only a minority of administrators possess an hon
est and selfless commitment to the theatre, so 
only a minority of performers possess even a rudi
mentary understanding of the theatre's economic 
and administrative realities, ̂*̂  

In the latter part of the 1950s, a new type of arts 

manager/producer began to evolve and by the 1960s theatre 

management began to move away from an intuitive approach to 

one that was more rational and analytical. A report, pub

lished in 1965 by the Rockefeller Brothers Fund, attempted 

to identify and find practical solutions to the most serious 

problems then confronting the performing arts in America, 

The Rockefeller Panel Report was one of the first major pub

lications to recognize the need for changes in the manage

ment of performing arts organizations. The Rockefeller 

panel recognized the importance of a multitude of special 

talents needed by modern performing arts managers and at

tempted to redefine performing arts managers administrative 

responsibilities. The panel emphasized resourceful admin

istrative, business, financial (funding) talents and skills 

**̂ Stephen Langley, Theatre Management in America: 
Principles and Practice, (2nd ed, rev.; New York: Drama 
Book Publishers, 1980), pp, 21-23. 
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as qualities necessary for effective and successful arts 

management,^ * 

The two decades following 1950 witnessed an explosive 

growth in American educational and cultural institutions. 

Nowhere was the cultural boom of the sixties more realized 

than on college and university campuses and in the public 

school systems. During the cultural boom of the 1960s and 

70s, an impressive number of new, quality fine arts centers, 

theatres, and performing arts complexes were built. In 

addition to the construction of new facilities, there was 

also a significant increase in the number of fine and per

forming arts jobs, programs and presentations. 

The decades of the 60s and 70s witnessed a dramatic 

increase in public and private support for the arts. Many 

arts organizations began to employ personnel with the pri

mary function of soliciting funds. During this same period 

a new term was added to the arts vocabulary describing such 

personnel, "grantsman" and a new term describing their func

tion, "grantsmanship,"** Grants became, and continue to be, 

an important component in the financial planning of the most 

successful arts organizations. 

Unfortunately, despite the general continued growth of 

culture in the United States, arts organizations themselves 

^"Rockefeller Panel Report, The Performing Arts: 
Problems and Prospects (New York: McGraw-Hill, 1965), 
pp. 149-61. 

**Weaver, "Grantsmanship," Vol. II, No. 2, p. 14. 



are not thriving. Costs of production have continued to 

rise faster than income. Deficits are becoming larger, and 

financial crises are becoming commonplace.** To further 

complicate matters, the circumstances facing those organiza

tions seeking sponsored-project funds have changed signifi

cantly since 1971: 

"Real dollars" (i.e., actual purchasing 
power) available for these activities [seeking 
sponsored-project funds] have either declined or 
stabilized, with few substantial increases ex
pected in the years to come. A measure of the 
decline is seen in the National Science 
Foundation's estimate (1975) that while federal 
monies for research and development accounted for 
2.2 percent of the Gross National Product in 1966, 
this had dropped to 1.4 percent by 1975. 

During the 1960s, federal agencies provided 
over two-thirds of the monies made available 
nationally for sponsored-projects. This is esti
mated to have declined to fifty percent by 1975.*** 

In 1986, the federal government paid out over $700 per 

capita for defense but no more than 70 cents per capita for 

the arts,** With the decline in funding by the federal gov

ernment, more emphasis is now placed on private industry, 

foundations, state governments and other non-federal organi

zations as sources of support. However, Studies conducted 

for the National Endowment for the Arts in the 1970s clearly 

**American Council for the Arts, A Survey of Arts 
Administration Training 1985-86 (New York: American Council 
for the Arts, 1984), p. v. 

***Mary Hall, Developing Skills in Proposal Writing (2d. 
ed. Portland: Continuing Education Publications, 1977), p. 
xiii. 

**Amerleans and the Arts, p. 92. 
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show that box office receipts accounted for as much as 48 

percent of all revenues for performing arts organizations, 

while corporate giving contributed only a fraction of that 

amount, * "̂  

From the standpoint of raising money in the pri
vate sector, the public perception of a sharp 
growth in arts institutions' dependence on private 
giving may help raise the consciousness of indivi
duals and corporations and foundations to give 
more money. By the same token, however, available 
data would indicate that the private sector is now 
receiving more credit for supporting the arts than 
it deserves. If such private donors were to con
clude that there has been a sharp rise in private 
giving to the arts, then this in turn could lead 
to a sense of lessened urgency rather than height
ened need to support the arts.** 

The number and type of organizations and individuals 

seeking sponsored-project funds has also changed. There has 

been a significant increase in the number of educational 

agencies and institutions seeking funding: 

Of even more significance is the change in 
the distribution of such funds among different 
types of organizations. In 1965, 77 percent of 
all research and development monies were awarded 
to colleges and universities. By 1974, these 
groups received only 29 percent.** 

Considering the present trends, the future indicates 

that more individuals, in increasingly diverse organiza

tional settings, will compete for fewer dollars available 

from a more profuse array of sources. Only seven percent of 

* •'Americans and the Arts, p. 37 

**Americans and the Arts, p. 38 

**Hall, p. xiv. 
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all foundation proposals submitted are funded,"® When ex

amined against the sobering background of the foregoing sta

tistics, actual contributions made by the public and private 

sectors in support of the arts are less dramatic than the 

public perceives them to be. Although funding for the arts 

has increased slightly, money is still not available in suf

ficient quantity. Competition for every dollar for the arts 

is very intense. Performing arts organizations, to become 

consistently successful in public and private-sector, fund 

raising, must become knowledgeable of intelligent fund-

raising procedures. Only those organizations which are cap

able of developing sophisticated and carefully organized 

funding strategies are likely to be truly competitive. 

Regrettably, few performing arts artists and teachers 

have made attempts to obtain the knowledge and master the 

necessary skills to become effective fund raisers. In the 

past, most practicing artists and teachers have not consid

ered fund raising to be their responsibility. More regret

tably, heavy teaching and production loads prevent artist/ 

teachers, willing to pursue public and private-sector fund

ing, from doing so. So many important performing arts pro

grams and projects are impossible to implement, not only 

because of a lack of funding, but also because performing 

ao »A, Westley Rowland (gen. ed.), Handbook of 
Institutional Advancement (San Francisco: Jossey-Bass Inc., 
1986), p. 288. 
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arts artists and teachers lack the knowledge, skills, time, 

and resources to pursue such funding. 

Knowledge and the practice of effective fund-raising 

procedures and techniques is of ever increasing importance 

to the success of arts organizations. If present trends 

continue, successful arts groups will be those who, upon 

learning that the skills and talents of the artist must go 

beyond the making of art, are capable of overcoming those 

difficulties which prevent them from becoming effective fund 

raisers. 

Definition of Terms 

Various terms relating to funding and fund raising will 

appear throughout this study. This section presents those 

terms and their definitions. Fund raising, if not the most 

important term used in this study, is certainly the most 

often used. Fund raising is, in fact, part of a much larger 

activity known as institutional advancement. 

A. Westley Rowland, in A Handbook of Institutional 

Advancement, defines Institutional advancement as: 

, . . all activities and programs undertaken by 
cm institution to develop understanding and sup
port from all its constituencies in order to 
achieve its goals in securing such resources as 
students, faculty, and dollars. 

Institutional advancement staffs are responsible for 

external and internal communications, government and public 

relations, fund raising, and alumni relations. They are not 

directly concerned with the academic quality or performance 
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of their institutions. Instead, their task is to devise and 

achieve the means that will provide the academic enterprise 

with needed resources. 

In a typical institutional development program there 

are generally seven categories of giving: capital funding, 

planned or deferred giving, endowment, annual giving, desig

nated giving, unrestricted giving, and special events or 

projects. Capital funding is money raised for new construc

tion, renovation of existing structures, purchase and gifts 

of land, buildings, and equipment. Planned or deferred giv

ing usually takes place over an extended period and involves 

estate planning, assignment of life insurance annuities, se

curities, and real/personal property. Endowments denote 

funds raised for the establishment of academic professorial 

chairs, research programs, and student scholarships. Annual 

giving programs are programs used to raise money on a yearly 

basis for the continuing operational needs of an institu

tion. Designated or restricted giving is money given for a 

specific purpose. In most cases, the donor determines any 

restrictions placed on a gift. Unrestricted giving offers 

an institution the advantage of greater flexibility in that 

donations are not designated for a special purpose. Special 

events and project funding is money raised for special 
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activities such as productions, seminars, guest faculty, 

visiting artists, etc.** 

For this study, fund raising is used in a restricted 

sense and is defined as the solicitation of funds from gov

ernment agencies (public sector) and private foundations 

(private sector). The definition excludes funds provided by 

state or local government as part of an institution's normal 

budget allocations. In this study, allocations will refer 

to the distribution of revenues by state government in sup

port of colleges and universities. Subsidy will be used in 

the restricted sense of monetary assistance granted by a 

governmental agency to a person or a private commercial en

terprise. Financial aid from government agencies is usually 

assigned to recipients as a "contract" for specified ser

vices or as "financial assistance." Government may buy ser

vices but it may not make "gifts" to individuals and organi

zations.** 

Funding is defined as a source or supply of money. 

External funding is money obtained from a source other than 

the agency administering the program, activity, or project. 

Sponsored-project funding is a form of external funding so

licited from government agencies and private foundations. 

**John A. Anderson and Martin H. Mclntyre, 
"Development—An Old Word With A New Meaning," Journal of 
Physical Education, Recreation, and Dance, Vol. LVIII, No. 1 
(January, 1985), pp. 14-15. 

aa Langley, pp. 292-93. 
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A funding source refers to the federal or state agency, pri

vate foundation, business firm, or professional association 

most likely to provide funds for a project or activity,** 

This study is primarily aimed at small to moderate size 

theatre arts programs at state supported institutions of 

higher learning. These limitations were placed on the study 

because it is believed that small to moderate size theatre 

arts programs are more likely (a) to be experiencing fixed 

or decreasing allocations and revenues, (b) to lack a strong 

history of external funding, (c) to be adversely affected by 

the impact of budget reductions, and (d) to be most in need 

of the development of a fund-raising model. Though this 

study investigates small to moderate size theatre arts pro

grams, its findings can be used effectively by other or

ganizations with similar characteristics and in similar 

circumstances, 

This study uses statistics compiled in 1984-85 by the 

Higher Education Arts Data Services (HEADS) to determine 

those factors that constitute a small to moderate size the

atre arts program in America. HEADS Data Summaries In 

Theatre are compilations of data generated from the 1984-85 

annual reports required of all member institutions of the 

National Association of Schools of Theatre.** 

as Hall, p, 42, 

**Higher Education Arts Data Services, Data Summary 
(Reston, Virginia: 1985), p. i. 
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In the 1984-86 HEADS survey, eighty-six colleges and 

universities participated in the study. The participating 

universities represented thirty-six states and the District 

of Columbia. Figure 1-1. outlines those characteristics 

used in this study to determine what constitutes a small to 

moderate size theatre arts program. 

Other important terms related to this study are defined 

in the following paragraphs, A center of excellence, or 

organized research unit, is an identifiable unit within the 

university composed of faculty who, sharing a common inter

est, bind together in a common focus. Organized research 

units serve the university in the area of research in the 

same fashion that departments and colleges serve the in

structional functions. Major criteria for the formation of 

such units include: (a) relevance to the university's aca

demic, service and research mission, and (b) potential bene

fits to be gained by the formation of such a unit. Most 

universities have definite guidelines and procedures used 

for the establishment of centers of excellence.*" 

In the hierarchy of organized research units, projects 

are the basic unit: 

, . . "projects" are supervised by a principal 
investigator who directs the work of graduate 
assistants and part-time support personnel to 
achieve specified objectives. "Laboratories" are 
dedicated to a particular research thrust and are 
usually supervised by a group leader who is given 

*"Operating Policy and Procedure Manual (Texas Tech 
University, 1986), Vol. I, OP 32,20. 
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a half-time administrative assignment that allows 
for the coordination of research fellows and sup
port personnel. "Centers" are led by full-time 
directors who develop an area of research excel
lence through the reputations of laboratories and 
their research associates. Centers often have 
large full-time support staffs.*" 

Since this study will use the formation of a center of ex

cellence (ORU) for its basic project, it will not be neces

sary to explore the hierarchy of organized research units 

beyond the level of centers of excellence. 

Grants denote transfers of funds to individuals or or

ganizations to subsidize projects or programs. Matching 

grants and challenge grants are funds awarded to a project 

or program on the condition that it be matched by an equal 

amount of money either by the organization itself or from 

another outside source.*'' 

Gifts refer to goods or money given without expectation 

of compensation and the term usually applies to assistance 

given by private individuals. Corporate gifts are tax de

ductible financial assistance given in support of a program 

or project by a private corporation. One factor that 

generally distinguishes corporate philanthropy from founda

tion and government giving is the element of reciprocity. 

Foundation and government giving seeks to support projects 

*"Dr. Oliver D. Hensley, unpublished manuscript on the 
subject of Organized Research Units (Texas Tech University, 
October, 1986), p, 7. 

* •'Irving R. Warner, The Art Of Fund Raising (New York: 
Harper & Row, Publishers, 1975), pp. 86-87, 101. 
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primarily based on their merit and their potential benefit 

to the public. Businesses may ask for some type of return 

for supporting a project.** 

Carl R, Anderson defines management as: 

. , . the process of defining organizational goals 
and making decisions about the efficient and ef
fective use of organizational resources in order 
to ensure high organization performance. 

Managers are individuals who are responsible 
for setting organizational goals and who are given 
authority to make decisions about how resources 
will be used to achieve these goals.** 

Theo Haimann and William Q. Scott in their book on modern 

management say: 

Management is a social and technical process which 
utilizes resources, influences human action, and 
facilitates changes in order to accomplish organi
zational goals. 

Managers are those people who have authority 
to command action from others.*° 

The terms goals and objectives are often confused be

cause both describe a desired outcome. An organization's 

goals are the purposes toward which the organization is 

directed. Goals tend to be abstract in content, broad in 

scope, and focused on the long term. Objectives, however, 

are clearly stated, specific planned steps an organization 

takes in attempting to reach its goals. Objectives are more 

am Langley, pp. 298-300, 

**Carl R. Anderson, Management: Skills, Functions, and 
Organization Performance, (Iowa: Wm. C. Brown Publishers, 
1984), p. 6. 

*°Theo Haimann and William G. Scott, Management in the 
Modern Organization (Boston: Houghton Mifflin Company), 
p. 7, 
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likely to address more immediate accomplishments. Setting 

goals and objectives is a part of planning. Goals must 

first be set in order to determine what it is an organiza

tion desires; plans can then be developed in an attempt to 

achieve these goals.** Strategies, like objectives, are 

also plans, but they are broader in scope. They denote con

trolled, integrated programs designed to attain a specified 

objective.** 

The term model is defined as a useful replica of the 

structure of a particular process. It is a preliminary pat

tern serving as a plan from which a like or similar process 

can be produced. In a basic sense, models can be described 

as elaborate flow charts. 

Proposals for projects that suggested by the funding 

source itself, are called solicited proposals. Unsolicited 

proposals originate completely with the submitting organiza

tion. Unsolicited proposals are the most difficult to fund. 

Applicants attempting to fund unsolicited projects often 

spend several years locating support.** 

A preliminary proposal (letter of intent, letter of in

quiry) is an initial letter briefly describing the project 

**Anderson, pp. 18-19. 

**James F, Engel, Martin R. Warshaw, and Thomas C. 
Kinnear, Promotional Strategy: Managing the Marketing Com
munications Process (4th ed., Illinois: Richard D. Irwin, 
Inc., 1979), p. 3, 

**Hall, pp. 8-10. 
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in question. Qramtsmen send preliminary proposals to ascer

tain whether a foundation is interested in a particular 

project. Complete proposals are larger, more detailed docu

ments, the working plan of the project. A well written 

proposal is clear, concise, and written in a positive tone. 

The proposal document itself often determines whether a 

project is funded. Ideally, the full proposal adheres to 

the guidelines and basic format requested by the founda

tion.** 

Methodology 

The intern developed this study within the following 

framework: A six month internship undertaken with the 

Office of Research Services and the Office of Development at 

Texas Tech University provided the opportunity to observe 

and analyze practical concepts of institutional advancement 

at a major state university. Three reasons led to the 

selection of Texas Tech University: 

First, Texas Tech University is typical of many 

American universities and is an excellent choice to repre

sent those institutions and organizations this study is 

attempting to serve. Texas Tech University displays the 

following characteristics: 

1. Texas Tech is a multipurpose state university with 

a wide range of program offerings providing the opportunity 

3 4 Handbook of Institutional Advancement, p. 287. 
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for a liberal education for all students and for profession

al training at the undergraduate and graduate levels. Fi

nancial support for educational programs and general operat

ing expenses is primarily provided by appropriations from 

the state legislature, 

2. Texas Tech University has a moderate size stable 

enrollment of 23,000 students and is located in a non-

metropolitan environment. Lubbock has a population of 

187,000 which classifies it as a small to moderate size 

city. The location of the University in Lubbock places it 

outside the mainstream of cultural activity and development, 

3, Fine and performing arts programs at Texas Tech 

University have been located historically in the College of 

Arts and Sciences, Texas Tech University does not have a 

College of Fine and Performing Arts. 

Another reason Texas Tech University was selected for 

this study is because of the expertise available in the area 

of fund raising. Dr. Oliver D. Hensley, Associate Vice 

President for Research Services and Mr. John A. Anderson, 

Executive Director of Development, under whose joint direc

tion the internship would be undertaken are both respected 

experts in institutional advancement. 

Finally, Texas Tech University was selected for this 

study because it is enlarging its efforts in research activ

ities. The levels of quality, quantity, and funding of re

search have increased significantly during the last decade. 
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General administrative support for research has intensified 

at all levels. The University's promotion of organized re

search units, centers and institutes of excellence, is in

dicative of this support. Because the development of a cen

ter of excellence in theatre arts is the basic project 

around which this study is developed, it was imperative to 

secure an internship sponsor whose interests were compatible 

with this project. Texas Tech University's interest in or

ganized research units makes it an appropriate sponsor. 

The internship was designed through a cooperative ef

fort among the Department of Theatre Arts, the Office of 

Research Services and the Office of Development, On July 

27, 1986, a preliminary proposal for an internship was sent 

to Mr, John A. Anderson, Executive Director of Development 

at Texas Tech University, with a copy to Dr. Oliver D. 

Hensley, Associate Vice President of Research (See Appendix 

A). On July 2, 1986, Mr. Anderson responded and suggested 

that an internship was possible (See Appendix A). Following 

several visits with Mr. Anderson and Dr. Hensley, terms for 

an internship were agreed upon. On July 10, Mr, Anderson 

communicated through a formal letter the confirmation of a 

joint internship with the Offices of Development and 

Research Services (See Appendix A). After a series of tele

phone conversations, it was decided the joint internship 

would commence on August 1, 1986. In the time period from 

July 10 to August 1, Texas Tech University experienced 
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budget reductions and a hiring freeze. This turn of events 

called for a slight change in the proposed joint internship 

because the imposed hiring freeze prevented the Office of 

Research Services from employing the intern. The hiring 

freeze did not restrict the Office of Development and the 

Theatre Arts Department in the same way because monies that 

would be used in support of the internship were either part 

of the Enterprise Campaign or teaching assistantship funds 

and not restricted state allocations. 

Because of the hiring restrictions placed on the Office 

of Research Services, it was decided that the internship 

would be housed in the Office of Development and any daily 

responsibilities required of the intern would be performed 

for that Office. The Office of Research Services would con

tinue to assist in the internship in the areas of public-

sector funding, proposal writing, and organized research 

units but would not be involved in the daily work assign

ments of the intern. 

During the internship, besides observing and working 

with the Development staff in the areas of donor research, 

annual and planned giving, corporation/foundation solicita

tion, and individual solicitation; the intern served as the 

project director for the development of a center of excel

lence in theatre arts. The intern prepared a proposal for 

the development of a Center for the Advancement of 
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Professional Theatre Training and Applied Research, acronym 

"CAPTTAR." The CAPTTAR proposal (See Appendix B) was sub

mitted under the signatures of the Texas Tech University 

Theatre Arts faculty to the Board of Regents on October 3, 

1986. The Board approved the proposal on November 21, 1986. 

Following the approval of CAPTTAR by the Board of Regents, 

the intern submitted five full grant proposals and seven 

preliminary grant proposals to various Texas foundations 

(See Appendix C). 

Theories encountered in the research of sponsored-

project funding, organized research units, and proposal 

writing were combined with the practical application of 

these theories during the internship into an external fund

ing model for theatre arts programs. This funding model 

should be applicable to both fine and performing arts pro

grams . 

Survey of Current Literature 

A literature search was conducted by searching three 

online computer databases: Dissertation Abstracts 

International, Books in Print, and ERIC. Dissertation 

Abstracts International (DAI) covers virtually every 

American dissertation accepted at an accredited institution 

in the United States since 1861. Books in Print is an index 

to all books now in print that were published or exclusively 

distributed in the United States. ERIC is the online 
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equivalent of Current Index to Journals in Education and 

Resources in Education. 

In searching the ERIC database, 40 journal articles and 

ERIC research reports were found dealing in some way with 

the subjects of fund raising, fine arts, theatre arts, pro

grams and centers. Most of the material in these articles 

are irrelevant to this study. Very few articles directly 

addressing the issue of sponsored-project funding for the

atre arts programs have been written. 

There are two reports compiled for Arts, Education, and 

Americans, Inc. The first, "Ideas and Money for Expanding 

School Art Programs," was written in 1980. The second was 

prepared by Alan C. Green and Nancy Morison Ambler in 1981 

and is entitled "Developing Financial Resources for School 

Art Programs." Both of these documents provide brief but 

useful information on the subject of fund raising for the 

arts. Both reports, however, are primarily aimed at elemen

tary and secondary school arts programs and do not focus on 

higher education. A 1980 work by Virginia P. White, "Grants 

for the Arts," is predominately a reference book providing 

useful source information. 

The online computer database, Books in Print, was 

searched using title and subject heading fields. Ten books 

were located covering financing or funding of theatre arts, 

fine arts, or performing arts. Of the books found, only 

three had any direct relationship to this study: Financial 
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Practice for Performing Arts Companies: A Manual and 

Financial Management for Arts Organizations, both by Mary M, 

Wehle, and Financing a Theatrical Production by Joseph 

Taubman. These three books provide excellent information on 

the subject of financial management and management structure 

but do not offer simple, practical fund-raising methods and 

procedures that can be used by theatre arts programs. There 

are several texts, directories, and reference books dealing 

with the subject of fund raising for the arts. Since they 

do not deal with the specific issue of sponsored-project 

funding for theatre arts programs, they are not listed here. 

The Dissertation Abstracts International computer data

base was searched by relating fund raising, theatre arts, 

and models or methods. Although sixty-eight dissertations 

relating to these concepts were retrieved, none of them re

lated directly to this study. The DAI database was searched 

again deleting the terms methods or models. The search was 

restricted to the title field of the records and retrieved 

dissertations relating fund raising and marketing to theatre 

arts, fine arts, and performing arts. Only two citations 

were found: "Pricing The Performing Arts: A Study of Pric

ing Theory Employed By Selected Members Of The Ohio Regional 

Association Of Concert And Lecture Enterprises," by Oliver 

Chamberland and "Marketing The Performing Arts: The Jeffrey 

Ballet's Twenty-fifth Anniversary Season," by Dale Lynn 
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Hearth. Both of these dissertations deal specifically with 

marketing and management but not with fund raising. 

The computer search was expanded again in the DAI data

base using a truncation of the word finance and using the 

word theatre as opposed to theatre arts. An additional four 

dissertations were found: "Correlates Of Successful College 

Fund Raising," by George Jeffry Paton; "A Model Graduate 

Curriculum In Fund Raising Administration For American 

Higher Education," by Ernest William Wood; "Foundation Fund 

Raising By Private Liberal Arts Colleges," by Bruce Alan 

Mack; and "Factors Which Influence Private Philanthropic 

Foundations To Award Grants To Cumberland College," by James 

Harold Taylor. Each of these dissertations deals with fund 

raising for colleges as opposed to fund raising for perform

ing arts. 

Organization of the Study 

This study is organized into the following chapters and 

appendices: Chapter One is an introduction to the study and 

presents the purpose of the investigation. It will present 

the problem the study proposes to examine, the history and 

background of the problem, key definitions and terms, the 

methodology used in conducting the investigation, and the 

organization of the study. 

Chapter Two presents an historical survey of the devel

opment of theatre arts program at Texas Tech University. The 

development of theatre arts at Texas Tech is typical of the 
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development of many theatre arts programs. Using Theatre 

Arts at Texas Tech University as an example, characteristics 

are outlined that tend to explain why theatre arts programs 

lack strong histories of external funding. 

Chapter Three provides an outline and descriptive 

analysis of the fund-raising concepts and procedures built 

into the sponsored-project funding model developed for the 

Theatre Arts Department. Chapter Four traces the steps act

ually used in the development of CAPTTAR, the Center for the 

Development of Professional Theatre Training and Applied 

Research (August 1 to February 1, 1986). 

Chapter Five presents a time/cost analysis for the 

development of the proposal for the Center for Advancement 

of Professional Theatre Training and Applied Research. The 

time/cost analysis covers the period beginning with the 

identification of the need for a center of excellence to the 

approval of the proposal for the center by the Texas Tech 

University Board of Regents (August 1 to November 21, 1986). 

For those organizations contemplating seeking public or 

private-sector funds. Chapter Five provides realistic esti

mates of time, energy, and resources which must be committed 

to such an enterprise. Chapter Six is a summary and conclu

sion of the study, including recommendations for administra

tors of other performing arts groups who may be interested 

in public and private-sector funding. Appendices and a 

bibliography of fund-raising literature complete the study. 
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Disciplinary Imperatives 

An examination of existing literature in the area of 

public and private-sector funding for performing arts pro

grams suggests there is a need for increased work and re

search in this field. The available literature is insuffi

cient in addressing the needs of performing arts organiza

tions. With increasing operating expenses and decreasing 

revenues, performing arts organizations must find alterna

tive methods of funding. Funding from government agencies 

and private foundations are two sources of additional reve

nues; however, decreases in public and private-sector fund

ing have greatly increased the competition among performing 

arts organizations for these financial resources. Only 

those organizations which are capable of developing sophis

ticated and carefully organized fund-raising strategies are 

likely to be competitive in public and private-sector, fund 

raising. Performing arts organizations have a definite need 

for effective fund-raising procedures by performing arts 

organizations. This study proposes to help meet those needs 

by providing a sponsored-project funding model that can be 

used by various performing arts organizations. The succes

ses in sponsored-research funding experienced by the Office 

of Development and the Office of Research Services at Texas 

Tech University prove what can be accomplished through the 

application of intelligent funding procedures. 
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Characteristics (per academic year) 1984-85 

Number of majors 

Number of faculty 

Number of productions 

Production expenses 

Operating expenses 

Faculty salaries 

a, full professor 
b, associate professor 
c, assistant professor 
d, instructor 

104 or less 

9 or less 

10 or less 

$ 42,381 or less 

$ 88,225 or less 

$ 36,700 
$ 27,400 
$ 21,500 
$ 19,100 

iiiiiiiHiiyiiiuiiiiiniyiiiiiiiMiiiim^ 

Fig. 1-1. Characteristics: Small to Moderate Size 
Theatre Arts Departments - HEADS Data Survey 



CHAPTER II 

TEXAS TECH UNIVERSITY THEATRE 

Introduction 

A successful fund raiser must be familiar with the 

history and goals of his organization before developing a 

fund-raising plan, A fund raiser who disregards the his

torical background and goals of his organization is likely 

to develop fund-raising plans that are created in a vacuum. 

Such plans are intuitive rather than rational and seldom 

prove successful. Most successful fund raising is associ

ated with a project or activity designed to fulfill a 

specific need. A knowledge of the history and goals of the 

organization is essential in deciding whether a proposed 

project will contribute to achieving the goals or solving 

the needs of the organization and those it serves.* 

This chapter presents an historical survey of theatre 

education at Texas Tech University. The survey is concerned 

only with the major events which had a significant impact on 

the development of the Department and its abilities and po

tential for successful fund raising. This survey, in addi

tion to providing the background necessary for the develop

ment of a fund-raising model, will provide a better 

*Hall, p. 12. 

31 
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understanding of the difficulties facing theatre arts facul

ties in the area of fund raising. 

An Overview 1925-1986 

Texas Tech University began its history as Texas 

Technological College. Created by legislative action on 

February 10, 1923, the College was first accredited by the 

Southern Association of Colleges and Schools in 1928 and has 

remained accredited since that time. The founders of the 

University conceived Texas Tech as a broadly based, multi-

disciplinary institution. In 1924, Dr. Paul W. Horn, Texas 

Tech University's first president (1925-1932), stated that 

the College would have not one but two broad roles—cultural 

and utilitarian. Dr. Horn stressed that these roles would 

not be segregated by discipline, but rather would cut across 

and be an integral part of Texas Tech's entire educational 

program: 

The cultural in education is not opposed to 
the utilitarian nor is the vocational opposed to 
the cultural. It is largely a matter of emphasis. 
The question as to whether the value of a subject 
is chiefly utilitarian or chiefly cultural depends 
more upon the man who teaches it and the way he 
teaches it than it does upon the subject itself.* 

In 1935 a Division of Graduate Studies was established; 

in 1954, it became the Graduate School. Texas Technological 

""Foreword: The College That Is To Be," Bulletin of 
Texas Technological College, Vol. I, No. 1, quoted in Ruth 
Ann Andrews, The First Thirty Years; A History of Texas 
Technological College 1925-1955 (Lubbock; Texas Tech Press, 
1956), pp. 15-16. 
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College formally became Texas Tech University on September 

1, 1969. The University is one of four state institutions 

of higher education authorized to offer programs through the 

doctorate degree.* 

Today, Texas Tech University is a comprehensive, multi

purpose state University. Texas Tech offers a wide range of 

programs that provide the opportunity for a liberal educa

tion for all students. Undergraduate and graduate profes

sional training is also available. Texas Tech University 

enrolls approximately 23,000 students in courses offered in 

seven colleges and two schools: the College of Agricultural 

Sciences, the College of Architecture, the College of Arts 

and Sciences, the College of Business Administration, the 

College of Education, the College of Engineering, the 

College of Home Economics, the School of Law, and the 

Graduate School,* 

Theatre; The Early Years 1925-1950 

When Texas Technological College opened in the fall of 

1925 there were six buildings and 914 students." Since the 

very beginning of the College, theatre activity has been 

*Institutional Self Study, 1984, Texas Tech University, 

*Bulletin of Texas Tech University; Undergraduate 
Catalog 1986-87, Vol, LXII, No, 3 (Lubbock: Office of Offi
cial Publications, 1986), pp. 11-13. 

"Ruth Horn Andrews, The First Thirty Years: A History 
of Texas Technological College 1925-1955 (Lubbock: The Texas 
Tech Press, 1956), pp. 3-21. 
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present on the campus. The first play was presented by the 

Dramatic Club on October 27, 1925. The Dramatic Club, if 

not one of the most popular clubs on campus, was one of the 

largest. In 1926 its membership roles listed 104 members, 

twelve of which were faculty,* 

The credit for this early interest in theatre goes to a 

member of the original faculty. Miss Ruth Pirtle, Miss 

Pirtle was hired, without a degree, by President Horn as a 

full professor of English and public speaking. Two years 

later, in 1927, she received a bachelor's degree from 

Columbia University and became head of the Department of 

Speech that was separated from English."' During this same 

year. Miss Annah Jo Pendleton joined Miss Pirtle as a facul

ty member in the Department. 

Miss Pirtle was very active in Theatre activities both 

on the campus and in the community: 

Besides teaching. Miss Pirtle put on pageants, 
coached plays, directed for a time the Lubbock 
Little Theatre, and in the spring of 1929 started 
the one-act play tournament of West Texas that in 
1933 became the Texas Intercollegiate One-Act Play 
Contest. . , . 

During several summers. Miss Pirtle conducted 
groups of students on tours to New York. . . . 
through the academic year she took parties of 
students to Amarillo, Abilene, Dallas, or wherever 

"Andrews, pp. 163-64, p. 342. 

'Jane Gilmore Rushing and Kline A. Nail, Evolution of a 
University; Texas Tech's First Fifty Years (Austin: Madrona 
Press, 1976) , p. 38. 
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else some worthwhile dramatic offering was to be 
presented,* 

In 1941, Miss Pirtle retired from the University and 

Miss Pendleton became head of the Speech Department. Miss 

Pendleton remained in this position until 1950 when, upon 

her request, she was replaced by Dr. P. Merville Larson. Dr. 

Larson remained the head of the Speech Department until 

1970.* 

During the early years, theatre, like the other arts 

on campus, was considered to be an extra-curricular pastime, 

not serious academic work. In her book. The First Thirty 

Years, Ruth Andrews says of music; 

. . . [music] is offered the students more as a 
rounding-out of the general educational work, as a 
recreational feature, as an inducement toward 
wholesome expression in individual life, than as a 
purely scholastic course.*° 

Unfortunately, theatre arts at Texas Tech University contin

ued to be thought of as predominantly an extra-curricular 

activity long after programs in art and music had gained 

academic respectability. 

From 1941 to 1954, theatre remained an activity of the 

Speech Department. During this time there was never more 

thcui one full time Theatre Arts faculty member. In 1952, 

the college hired Mr. Ronald Edward Schulz (1952-1972) to 

•Andrews, p. 139 

•Andrews, pp. 139-40. 

*'̂ Bulletin Texas Technological College, Vol. 1, No. 4, 
quoted by Andrews, p. 137. 
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replace Miss Cecelia Thompson who was on leave of absence to 

complete her doctorate. With the return of Miss Thompson in 

1954 and the retention of Mr, Schulz, the full-time theatre 

faculty numbered two. They produced three major productions 

each year.** 

The Speech Department was housed in the Speech build

ing: 

, . . a small stucco edifice originally used for 
some other purpose. . . . The building contained 
an auditorium seating about one hundred in raked 
rows. The stage was elevated one foot, with a 
proscenium opening twenty-two feet wide and about 
eight feet high; it was about eighteen feet deep 
and there were three to four feet of offstage 
space on each side; there was no fly space, the 
ceiling being about nine to ten feet above the 
stage floor, which was hardwood. . . . 

In addition, there was a Theatre Workshop, a 
temporary building . . . It contained a large 
room used for scene and property construction and 
storage; another large room—the Green Room—used 
as a work area and for some classes; five or six 
small rooms . . . used for storage, costume con
struction, makeup, etc; and two offices for facul
ty.** 

By this date, it is interesting to note. Art and Music had 

achieved departmental status. Music, with 9 full-time and 3 

part-time faculty, was housed in its own building.** 

Dr. Thompson left the University in 1956. Mr. Schulz 

continued the theatre program alone. There were no 

**Interview with Mr. Ronald E. Schulz, retired Director 
of Texas Tech University Theatre (1952-72), January 7, 1987. 

**Letter from Ronald E. Schulz, retired Director of 
Theatre, Texas Tech University (1952-1972), February 2, 
1987. 

1 3 Andrews, pp. 137-138. 
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increases in Theatre Arts personnel until 1959 when Miss 

Shirley Cadle (1959-61) joined the faculty as designer/ 

technical director. At this time, the number of regularly 

scheduled productions produced each year was increased 

from three to four. There were also a varying number of 

student directed shows. 

Participation in productions was open to all students 

of the College even if they were not registered in courses 

in the Department of Speech. Attendance at performances was 

open to the public, with the majority of the audiences com

ing from the student body.** 

From 1952 to 1962, theatre arts activities were funded 

by the Department of Speech, by allocations from student 

fees, and by income from ticket sales. Dr. Larson, Head of 

the Speech Department controlled all budgets and he alone 

determined how money would be allocated and to whom. Conse

quently, from year to year. Theatre rarely knew what their 

budgets would be, making planning very difficult.*" 

In 1961, Shirley Cadle left Texas Tech to pursue her 

doctorate and: 

I was relieved of production responsibilities this 
year to have time for doctoral research. The pro
duction program was handled by June (Mrs. James) 
Bearden, regfularly on the faculty at Lubbock 

**Report to the Special Activities Committee Of the 
Institutional Self-Study by Ronald E. Schultz, Director of 
Theatre, Texas Tech University, March 6, 1972 (in the files 
of the Theatre Arts Department). 

*"Interview, Schulz, January 7, 1987. 
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Christian College in charge of speech and theatre 
but engaged by Tech occasionally to fill in during 
these years.*" 

In 1962, Ronald Fields (1962-63) joined the faculty as 

designer/technical director. Mr. Fields remained for only 

one year before he left to pursue his doctoral degree. 

Theatre: Years of Transition 1963-1982 

Beginning in 1963, long awaited and exciting changes 

began to take place for the Theatre Arts Area. Dr. Clifford 

C. Ashby joined the faculty as the scene designer/technical 

director. Dr. Ashby also directed one show each year. In 

1965, the University increased the theatre arts faculty 

again with the hiring of Mary Louise Evans as the costumer. 

Miss Evans, however, became ill and resigned before the end 

of the fall semester. June Bearden from Lubbock Christian 

College filled in the remainder of the year. In 1966, Larry 

Randolf joined the faculty as costumer bringing the total 

number of full time Theatre Arts faculty to three.*"' 

The growth of Theatre Arts was given great impetus by 

the completion of the University Theater Arts building in 

the Spring of 1964. During the summer following the com

pletion of the Theater building, a student-directed produc

tion ushered in the beginning of a summer theatre pro-gram. 

The following year, the number of summer productions was 

*"Schulz letter, February 2, 1987. 

*"'Schulz letter, February 2, 1987. 
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increased to three. Since 1965, Theatre Arts faculty have 

continued to produce three summer productions in addition to 

their fall and spring semester offerings.** 

In 1968, William Tolliver joined the faculty as the 

teclinical director. With the hiring of Mr. Tolliver, the 

number of full time theatre arts faculty was increased to 

four, Schulz, Ashby, Randolf and Tolliver. 

From 1964 to 1972, there was extensive development of 

the academic programs in Theatre Arts. In 1968, teacher 

certification in drama was approved and in 1969, a theatre 

concentration beceune one of several possible specializations 

for those students majoring in Speech. In 1970, the BA and 

MA degrees were offered.** 

In 1970, the Department of Speech became the Department 

of Speech and Theatre Arts and the University named Dr. 

William Keith Ickes as Chairman of the Department.*° Under 

Dr. Ickes' administration. Theatre budgets became more for

malized and, for the first time, specific allocations were 

made to Theatre on an annual basis. The allocation of spe

cific budgets greatly simplified Theatre planning. During 

*"Interview, Schulz, January 7, 1987. It should be 
noted that the Summer Theatre Program begun in 1964 grew 
into what is now Summer Rep and in 1980 moved into the Civic 
Center in downtown Lubbock. 

**Schulz letter, February 2, 1987. 

**̂ Bulletin of Texas Tech University; Graduate Catalog 
1970-71, Vol. XLVI, No, 5 (Lubbock: Office of Official 
Publications, 1970). 
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this year, Mr. Max De Voider replaced William Tolliver 

(1966-70) as technical director.** 

In 1971, Wayland Winstead replaced Max De Voider (1970-

71) and Larry Randolf, on leave for the year, was replaced 

by Faith Adams. During this year, the first Masters degrees 

in Theatre Arts were offered.** The following year saw the 

institution of the PhD in Fine Arts and the creation of a 

fifth position in Theatre Arts. In the spring of 1972, Mr. 

Schulz resigned as Director of Theatre and in the fall of 

1972, the University hired Dr. Richard A. Weaver as the new 

Director of Theatre Arts. In 1972, the Theatre Arts faculty 

included Weaver, Ashby, Schulz, Randolf, and Winstead.** 

In 1974-76, there occurred two major developments in 

Theatre Arts at Texas Tech University: first, a sixth posi

tion was created in Theatre with the hiring of Professor Joe 

Kaough and second, the Department of Speech and Theatre Arts 

ended. The Speech and Theatre faculties were organized into 

three separate Divisions: Speech Pathology and Audiology, 

Speech Communication, and Theatre Arts. The creation of 

separate divisions did not, however, give each division 

**Schulz letter, February 2, 1987. 

a ai 'Bulletin of Texas Tech University: Undergraduate 
Catalog 1971-72, Vol. XLVIII, No. 4. 

a3i 'Bulletin of Texas Tech University: Undergraduate 
Catalog 1972-73, Vol XLVIV, No. 4. 
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autonomy.** Because of internal problems within the 

Department, each division was created as a sub-unit and was 

administered by another department. The Division of Speech 

Pathology and Audiology was assigned to the Psychology 

Department, the Division of Speech Communication was as

signed to the Department of Mass Communications, and the 

Division of Theatre Arts was assigned to the Department of 

Music, This arrangement was administratively and manageri-

ally ineffective and contributed to a worsening of internal 

problems within the Divisions. The following year, each 

Division, though not an autonomous department, reported 

directly to the Dean of Arts and Sciences.*" This Division 

structure continued until 1983 when each of the divisions 

became an autonomous department. 

Though the years from 1974 to 1983 reflect some growth 

and development in Theatre Arts, they are also characterized 

by a constant turnover of Theatre Arts faculty. In 1975, 

Dr. Forrest Newlin replaced Wayland Winstead (1971-75), In 

1976, Dr. George Sorensen replaced Joseph Kaough (1974-76) 

and Larry Randolf was relieved of his production respon

sibilities at mid-year. Jay Roberts replaced Mr. Randolf 

(1966-77). In 1977, Norman Hamlin replaced Dr. Newlin and 

Nancy Steele replaced Mr. Roberts. In 1978, Mr. Hamlin 

**Bulletin of Texas Tech University: Undergraduate 
Catalog, 1974-75, Vol. L, No. 6. 

*"Interview with Dr. Richard A. Weaver, Chairman of 
Texas Tech University Theatre (1972- ), January 9, 1987. 
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(1977-78) was replaced by Amarante Lucero and in 1980, Miss 

Steele (1977-1980) left and Dr. Newlin returned. In 1981, 

Amarante Lucero (1978-81) left and Mr. Francis Fuselier 

joined the faculty. 

Between 1974 to 1981, there was at least one personnel 

change each year. In the years 1976, 1977, and 1978, there 

were two personnel changes each year. During this time, 

there were a total of ten faculty changes. In 1983, an 

attempt was made to establish a seventh faculty position. 

The position was to be that of a full-time faculty technical 

director who would supervise the construction of stage scen

ery and properties for both Music Department and Theatre 

Arts Department productions. Final details for this posi

tion could not be mutually agreed upon by both departments 

and the plan was abandoned.*" 

The constant turnover among Theatre Arts faculty from 

1975 to 1983, particularly in the areas of design and tech

nical theatre, was unquestionably detrimental to the conti

nuity, stability, and growth of the Theatre Arts Program. In 

1978, both Dr. Robert W. Corrigan and Dr. Lewin Qoff, exter

nal reviewers for the Theatre Arts Academic Program Review, 

expressed concern over the lack of continuity in the Theatre 

Arts Area.*"' 

*"Interview with Dr. Weaver, January 9, 1987. 

"•'Texas Tech University, Academic Program Review: 
Theatre Arts, Section 3 (Lubbock, Tx., 1978-79), pp. 1-13 
and pp. 1-7. 
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This writer did not find any records to document rea

sons for the large number of personnel changes in Theatre 

Arts; however, some Theatre Arts faculty believe a long 

history of weak central administration leadership and sup

port is responsible for the slow growth and development of 

theatre arts at Texas Tech University.** These faculty 

members feel the lack of administrative leadership, support, 

and understanding has forced Theatre Arts faculty and Staff 

to bear very heavy teaching and production loads. It is 

believed these heavy teaching and production loads lead to 

rapid disenchantment with the Theatre Arts Program and con

tribute to frequent faculty resignations. It is generally 

accepted by most Theatre Arts faculty, that the early estab

lishment of a College of Fine Arts at Texas Tech University 

would have contributed greatly to the development and 

strength of, not only theatre arts, but all the arts on 

campus. Dr. Robert Corrigan stated in the 1978 Theatre Arts 

Departmental review: 

I concur with its [faculty proposal for the estab
lishment of a College of Fine Arts] essential 
finding that the arts will not be able to reach 
their full potential on the campus until such a 
division is created. Moreover, the need for this 
division will grow as the battle for funds and 
other resources becomes greater. If the 
University is, in fact, committed to education and 
performance in the arts, then it clearly must give 
the arts advocacy and political base that it needs 
to survive and, if necessary, compete with other 
disciplines on the campus. But I think the issue 
is more important than survival and competition. 

""Weaver interview, January 9, 1987, 
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Rather it is without question the best structure 
to take advantage of the opportunities that pre
sent themselves both to the arts and to the campus 
at large. The establishment of the College would 
allow for greater flexibility of resources both 
human and financial.** 

Theatre Arts Today; 1983-1987 

In 1983, the Division of Theatre Arts became the 

Department of Theatre Arts, fifty-eight years after the 

first production was presented on campus, Theatre Arts 

finally achieved autonomy. Dr. Richard Weaver was named 

the Chairman of the Department. The years since 1983 have 

seen the implementation of the BFA and MFA degrees (1983), 

the stabilizing of the Theatre Arts faculty, the completion 

of an addition to the Theatre Arts Building (1985), and the 

establishment of the Center for the Advancement of Profes

sional Theatre Training and Applied Research (1986). 

Since 1983, there have been no increases in the number 

of Theatre Arts faculty nor have there been any changes in 

full-time personnel. Dr. Richard A. Weaver, Chairman; Dr. 

Clifford C. Ashby; Mr. H. Francis Fuselier; Dr. Michael C. 

Gerlach; Dr. Forrest A. Newlin; and Dr. George W. Sorensen 

comprise the present Theatre Arts faculty. 

In 1985, the addition to the Theatre Arts Building was 

completed. The new addition houses a new Laboratory Theatre 

and new offices for Theatre Arts faculty. Original plans 

'"Academic Program Review; Theatre Arts, 1978-79 
Section 3 pp. 2-3. 



45 

for this new addition called for new scene and costume shops 

but these plans were eliminated because of a lack of funds. 

The new Laboratory Theatre, a small three-quarter arena, of

ficially opened in the Spring semester with a production of 

Crimes of the Heart directed by Mr. Ronald Schulz. 

The Center for the Advancement of Professional Theatre 

Training and Applied Research, an organized research unit, 

was approved by the Texas Tech University Board of Regents 

on November 21, 1986. "CAPTTAR" is designed to provide fac

ulty and students with additional educational experiences 

with professional actors, directors, designers, and play

wrights. The Center will act as a theatre resource and re

search consortium for Texas Tech University and the West 

Texas region. "CAPTTAR," when funded, has the potential of 

establishing the Theatre Arts Department at Texas Tech 

University as one of the premier departments in the United 

States. 

Analysis; Theatre Arts History 
and Development 

In an examination of the development of the arts at 

Texas Tech University, it is significant that the 

Departments of Art and Music achieved academic autonomy 

during the early development of the University. This auton

omy gave art and music advantages in their development not 

shared by theatre and dance; advantages such as a clear 

identity, singleness of purpose, advocacy, and a stronger 

administrative and political base. In comparison, theatre 
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arts developed as an extra-curricular activity of the Speech 

Department and Dance developed similarly in the Women's 

Physical Education Department, 

Past and present Theatre Arts faculty argue that a lack 

of autonomy in the early years of theatre arts development 

retarded the development, growth and strength of the Theatre 

Arts Department at Texas Tech University. A comparison of 

the Art, Music, and Theatre Arts Departments as represented 

by the statistics presented in Figures 2-1 through 2-4 tend 

to support this argument,*** 

In attempting to find reasons to explain why Art and 

Music at Texas Tech University experienced greater and more 

rapid growth and development than did Theatre Arts, one must 

not overlook the benefits gained by Art and Music from 

strong programs in Music Education and Art Education, Both 

these programs have not only attracted large numbers of stu

dents, but have firmly established music and art in the 

public school curriculums and built strong bases of support 

for art and music throughout the State. Theatre Arts did 

not develop a strong program in Theatre Education. The his

tory of the development of theatre in America might be quite 

different had theatre established strong programs in the 

public schools. 

*°The data depicted in Figures 2-1 through 2-4 was 
compiled from Texas Technological College catalogs, Texas 
Tech University catalogs, and from statistics furnished by 
the Texas Tech University Office of Statistics and Reports. 
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Observations 

An examination of the history of theatre development at 

Texas Tech University seems to support the belief that the 

strength and growth of theatre arts was hampered by its late 

development as an autonomous department. Earlier autonomy 

would have provided theatre with stronger advocacy and bet

ter enabled it to compete with other arts programs for funds 

and other resources. This was not the case, however; and, 

as a consequence, the Theatre Arts Department today is con

siderably smaller and receives far less support than either 

the Art or Music Departments. Over the twelve year period 

from 1974 to 1986, Theatre Arts Production budgets increased 

an average of only 5% per year. According to the Bureau of 

Labor Statistics, the consumer price index for the same 

twelve year period rose approximately 9.9 % per year. 

Theatre Arts Department budgets for the last twelve years 

have not even kept up with the cost of inflation. 

In 1986, the Departments of Art and Music have facul

ties that are 6 to 7.5 times larger than the faculty in 

Theatre Arts. This is a very disturbing statistic since 

Theatre generates almost 2 times the FTE as that generated 

by Art and almost 3 times the FTE of Music, Furthermore, 

Theatre generates almost 3.6 times as many student credit 

hours/$1000 of faculty salary as Music and almost 2.25 times 

that of Art. With approximately only 1/7 the number of fac

ulty. Theatre Arts contributes approximately 1/4 of the 
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total combined formula-generated salaries of Art and Music. 

In comparison with Art and Music, Theatre Arts faculty 

teaching loads appear inequitable. 

If the University considers the statistics sited in 

this study to be the norm for the Departments of Art, Music, 

and Theatre, two conclusions are immediately evident: First, 

if there are no increases in the number of Theatre Arts fac

ulty, if teaching loads remain inequitable, and if produc

tion responsibilities remain at current levels. Theatre Arts 

faculty will continue a high rate of turnover. Rapid facul

ty turnover, in turn, causes a consequential lack of program 

continuity, stability, and growth. 

Second, if the Departments of Art and Music continue to 

receive disproportionate shares of administrative funding 

and support, alternative sources of funding for the Theatre 

Arts Department will become increasingly more important. 

Unfortunately, in view of their heavy teaching auid produc

tion responsibilities, Theatre Arts faculty will continue to 

find it difficult to seek the external funding so desperate

ly needed for the development of its programs. 

In a series of meetings with Dr. Richard Weaver and 

Theatre Arts faculty in July and August of 1986, it was 

determined that the following difficulties face the Theatre 

Arts Department at Texas Tech University. At the present. 

West Texas suffers a lack of professional level performing 

arts activity. There is no professional theatre training in 
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the West Texas region. The only Theatre Department in the 

Southwest that is a member of the League of Professional 

Theatre Training Schools is at Southern Methodist 

University. Other students in the Southwest generally have 

no opportunities to: 

1, Work with professional actors, directors and de

signers and make critical professional contacts. 

3. Prepare for, or gain entrance into, theatrical 

unions and organizations. 

4. Work with, explore, or keep abreast of new ma

terials, techniques and equipment in theatre design and 

technology. 

5. Work on the production of new playscripts. 

6. Work on the production of theatre for children. 

Patrons of the performing arts are similarly stifled. 

With the exception of three symphony orchestras, the oc

casional infrequent tour of an East Texas dance company. 

West Texas residents have little chance to consume perform

ing art of the highest quality.** 

Dr. Weaver and the Theatre Arts faculty are confident 

the challenges facing Theatre Arts in the Southwest can be 

met if adequate funding can be found to support the faculty, 

research, and programs needed to address the problems. 

**Meetings with Dr. Richard A. Weaver, Chairman and the 
Faculty of the Theatre Arts Department at Texas Tech 
University, July and August, 1986. 
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miiiHiiiii 

Number of Faculty 1986 

Art 

Music 

Theatre 

31 full-time 

44 full-time 

6 full-time 

Facilities 

Completion of Art Building 

Completion of Music Building 

Completion of Theatre Building 

Autonomous Department 

Art (Department of Applied Arts) 

Art (Department) 

Music 

Theatre 

Departmental Major - First Offered 

Art (Bachelor of Science) 

Art (Bachelor of Arts) 

Art (Bachelor of Fine Arts) 

Music (Bachelor of Music) 

Theatre (Bachelor of Arts) 

Theatre (Bachelor of Fine Arts) 

5 part-time 

2 part-time 

0 part-time 

1970 

1951 

1964 

1930 

1972 

1925 

1983 

1950 

1964 

1972 

1952 

1971 

1982 

MlliyilillUlllllllilliH 

Fig. 2-1. General Statistics: Art, Music, euid Theatre 



51 

WillllllliH 

Fig. 2-2. Faculty Generated Salaries and FTE 
Art, Music, and Theatre 1984 
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1 Number of Majors/Department 1986 

1 ^̂̂  
1 Music 

Theatre 

1 Actual Faculty 

1 ^̂̂  
1 Music 

1 Theatre 

1 Semester Credit 

1 ^̂̂  
1 Music 

H Theatre 

1 Students Taught 

1 ^̂̂  
1 Music 

Totals 

497 

263 

77 

Faculty 

36 

46 

6 

FTE Fall 1986 

Totals 

34,00 

48.55 

7,50 

: Hours 

Totals 

6800 

5929 

2636 

Faculty 

36 

46 

6 

Taught Fall 1986 

Faculty 

36 

46 

6 

: Fall 1986 

Totals 

2518 

3218 

Faculty 

36 

46 

No./Faculty i 

13,80 1 

5.71 1 

12.83 1 

No./Faculty 1 

.94 1 
1.05 1 

1.25 1 

No./Faculty 1 

188.88 1 

128.89 1 

439.33 1 

No./Faculty 1 

69.94 1 

69.95 1 

1 Theatre 1546 6 257,66 i 

Fig. 2-3. Number of Majors, Faculty FTE, Hours and 
Students Taught; Art, Music and Theatre 1986 
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Theatre Arts Production Budgets 

1974-75 

1975-76 

1976-77 

1977-78 

1978-79 

1979-80 

1980-81 

1981-82 

1982-83 

1983-84 

1984-85 

1985-86 

$ 36,000 

36,000 

37,000 

37,000 

31,000 

35,000 

39,000 

42,000 

49,170 

51,000 

54,000 

58,300 

Total increase over 12 years $ 22,300 

Average increase/year of $ 1,858 or 5% 

Hii i jyi i i i^ 

Fig. 2-4, Theatre Arts Production Budgets 1974-86 



CHAPTER III 

THE SPONSORED-PROJECT FUNDING PLAN 

Introduction 

With the increase in competition for sponsored-project 

funds, success in fund raising is no longer assured simply 

because an individual or organization has a good idea. Dr. 

Mary Hall says in her book. Developing Skills in Proposal 

Writing, "The days of simply submitting a proposal to get 

money are long gone, if they ever existed," Because of the 

increased competition for available arts funding, performing 

artists are being forced to learn the hard lesson that the 

skills of the artist must go beyond the making of art. To 

become or to remain successful, performing arts groups must 

acquire the knowledge and skills necessary to become effec

tive fund raisers. 

Because sponsored-project funding, the focus of this 

study, is only one aspect of institutional development; it 

will be helpful to examine the relationship of sponsored-

project funding to the other components that constitute an 

institutional development program. John A. Anderson and 

Martin H. Mclntyre, in their article. Development: An Old 

Word With A New Meaning, provide a detailed description of 

the institutional development process, the various 

54 
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organizational levels, the functions performed at each 

level, and the inter-relationships of the total process (See 

Figure 3-1). 

Anderson and Mclntyre identify four organizational 

levels: departmental, school/college, institutional, and 

donor. The academic department is the fundamental unit and 

key ingredient of a development program. Faculty make de

cisions that chart direction, establish needs, euid set 

goals. Upon determination of a departmental development 

program, faculty submit it to the school/college in which it 

is housed so that it can be coordinated with other develop

ment plans un-der consideration by the school/college. If 

the target populations being solicited are friends and alum

ni, the school/college advisory committee is important to 

the success of the program. Prior to the submission of the 

departmental development program, a school/college advisory 

committee must be firmly in place: 

This advisory committee is composed of school/ 
college wide influential friends and alumni who 
are willing to advise on financial matters, work 
in the development effort, and support the effort 
through personal gifts. . . . The structure and 
function of this body is critical because in fact, 
it is this group of people who through business 
and personal contacts actually procure the gifts.* 

The third level of organization in the Anderson/ 

Mclntyre model is the institutional level. The institu

tional development office assists in the assignment of 

*Anderson and Mclntyre, "Development—An Old Word With 
A New Meaning," pp. 72-78. 
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development objectives to categories of giving. Typically, 

development programs will encompass seven categories of 

giving: capital funding, planned/deferred giving, endowment, 

annual giving, designated giving, unrestricted giving, and 

special events/projects,* 

Donor level is the fourth organizational layer de

scribed by Anderson and Mclntyre, The identification and 

cultivation of donors, the key element in a successful de

velopment campaign, is one of the most time-consuming tasks 

in fund raising. Donors are divided into four different 

categories; friends, corporations, foundations, and alumni. 

The first category of donor support, friends, is very 

important to an organization involved in fund raising. 

Anderson and Mclntyre point out that nearly one-fourth of 

all contributions are made by friends. Since approximately 

25% of all contributions are made by donors in this category 

of support it is important for departments, schools, col

leges and institutions to develop a systematic procedure for 

searching out friends. 

Corporate and foundation funding are also important 

categories of donor support. Because corporate giving is 

becoming more institutionalized, requests for funds submit

ted to a corporation must be directed to those interests and 

objectives which the company will support. Broad scale 

*The definition of these terms can be found in this 
study in Chapter I, Definition of Terms, p. 16. 
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proposal submissions to several corporations are not likely 

to be time/cost effective. Consequently, a direct appeal to 

business corporations should be channeled through the insti

tutional development office. The professional development 

staff will help in identifying the interests of a corpora

tion, preparing the necessary documents, specifying who in 

the corporation handles such requests, making the appoint

ment, and presenting the proposal at the corporate office. 

The mechanics of approaching a foundation are similar to 

those of approaching a corporation and the development of

fice staff is also prepared to help in all phases of solici

tation from foundations. 

Alumni are a very important category of donor support. 

According to Anderson and Mclntyre, alumni contribute about 

one-fourth of an institution's voluntary support. Depart

mental alumni, like departmental friends, provide a rich en

vironment for donor cultivation. 

A graphic representation of the organizational levels 

and development processes of the Anderson/Mclntyre institu

tional model can be found in Figure 3-1. Upon examining the 

Anderson/Mclntyre model, it is possible to trace the devel

opment of a departmental funding project through the various 

organizational levels to the donor most likely to fund the 

project. Using the organizational levels and development 

process of the Anderson/Mclntyre model as a base, various 

ideas on project design, proposal writing, planning, and 
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principles of management by objective were combined with it 

to create the sponsored-project funding model for the 

Theatre Arts Department at Texas Tech University (See Figure 

3-2) . 

The development of a fund-raising plan and the prepa

ration of a proposal normally follow a well established pat

tern. Today, most managers view planning as a process in

volving various steps which must be completed in order to 

reach a particular objective. In their book. Management in 

the Modern Organization. Haimann and Scott list the follow

ing basic characteristics of good plans. They content that 

good plans are: (a) based on clearly defined objectives, (b) 

clear, (c) compatible with other plans of the organization, 

(d) reasonably economical taking into consideration the re

sources of the organization, and (e) flexible. These five 

principles were employed in the development of the Theatre 

Arts fund-raising model and the related "CAPTTAR" project. 

Louis Masterman makes a useful analogy in his book. The 

Applicant's Guide to Successful Grantsmanship. Masterman 

points out that grantsmanship has all the basic elements of 

effective marketing: the product to be sold, the customer, 

the salesman, product timing, product competition, and 

product packaging.* 

*Louis E. Masterman, The Applicants Guide to Successful 
Grantsmanship (Cape Giradeau: Keene Publications, 1978), 
pp. 5-6. 
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In Masterman's comparison, the product is the program 

or research idea. Masterman points out that in grantsman

ship, as in marketing, there is no substitute for a good 

product. The customer is the funding agency which must be 

sold the program or research idea. Again, as in marketing, 

the product must be aimed at the right customer. In grants

manship for higher education, the salesman is often more 

than one person. Depending on the nature of the project and 

the agency being solicited, others may be involved in sell

ing the idea. Members of the sales team, in addition to the 

project director, might include the institutional develop

ment officer, the institutional president, members of the 

board of directors, or an outside person who may be a friend 

of both the agency and the institution. Timing the intro

duction of the product to the customer relates to the grant 

application deadlines of the agency being solicited. The 

competition is the thousands of applicants who are competing 

for the same funding dollars. Finally, the packaging in 

grantsmanship is the grant application.* 

Many grantsmen consider sponsored-project funding to be 

a multi-phased process. C. Reed Richardson in his hand-book 

on grantsmanship describes the business of getting a grant 

as a three phase process. He divides the process into the 

*Masterman, pp. 5-6, 
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pre-application phase, the application phase, and the post-

application phase," 

Masterman states that roughly forty percent of all 

grant solicitations fail because of inadequate or careless 

preparation of the grant proposal. In view of this fact, 

this study places greater emphasis on the word proposal as 

opposed to application. Furthermore, proposal seems to be 

the term more commonly associated with grant writing. For 

these reasons, the three phases of the sponsored-project 

funding model developed in this study are entitled; Phase 

I: Pre-proposal, Phase II: Proposal, and Phase III; Post-

proposal . 

Phase I; Pre-proposal 

Phase I of the fund-raising process represents the 

period of preparation. During this period the grantsman 

prepares for the writing of the proposal, the selection of 

funding sources, and the requests for funds. Phase I is 

divided into three substages, each of which must be care

fully planned by the principal investigator/project direc

tor. The three stages, diagramed in Fig. 3-2, are: project 

design, proposal preparation, and university review. 

"C, Reed Richardson, Grantsmanship Information; 
Guidelines, Outlines. Checklists, and Indices of Sponsored 
Project Funding - College of Agricultural Sciences, Texas 
Tech University (May 1985), p. 2-7. 
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Project Design 

During the project design stage, the grantsman must 

conduct a thorough investigation and analysis of his organ

ization. One of the purposes of this investigation and 

analysis is to examine the goals and objectives of the or

ganization and to determine if they are being realized. An 

organization's goals and objectives often lead to a particu

lar project or area of research that fulfill a definite need 

of the organization or the organization's target market. 

This project or research may be of interest, not only to the 

principal investigator/project director, but also to funding 

agencies as well. If clearly defined goals and objectives 

have not been formally identified, the organization has vio

lated fundamental principles of management and any long 

range planning undertaken by the organization will be mean

ingless. Moreover, the absence of clearly defined goals and 

objectives would make it impossible to evaluate the perfor

mance of the organization, and to determine the organizat

ion's needs. In the competitive climate of the 1980s, or

ganizations failing to follow rational principles of manage

ment face doubtful futures. In addition, such lack of di

rection and planning often become obvious to potential fund

ing sources and greatly inhibit the possibility of fund-

raising success. 

In its attempt to understand itself, an organization 

must also learn how it can fulfill the needs of its target 
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market. Along with establishing clearly defined goals and 

objectives, it is important that an organization evaluate 

its strengths, weaknesses and resources. All personnel, 

programs and services, facilities, equipment, budgets, re

venues, support groups, reputation and market position must 

be carefully analyzed. An examination of the current lit

erature on management and marketing will uncover several 

plans for conducting organizational diagnostic analyses. 

Dale L. Hearth in his study on marketing the performing arts 

has excellent sections on the subject of organizational di

agnostic analysis as does John 0. Whitney in his book deal

ing with companies in financial difficulty." In addition, 

FEDAPT, the Foundation for the Development of the American 

Professional Theatre, has published several documents deal

ing with the process of organizational analysis. 

Upon completion of a careful and honest examination of 

the total organization and its position in the market, it is 

possible to determine, among other things, the organiza

tion's; 

1. History of external funding. 

2. Capability to pursue external funding. 

"Dale L. Hearth, "Marketing the Performing Arts; The 
Jeffrey Ballet's Twenty-fifth Anniversary Season" (unpub
lished Ph.D. dissertation. Department of Theatre, Texas Tech 
University, 1984), pp. 164-71 and John 0. Whitney, Taking 
Charge: Management Guide to Troubled Companies and 
Turnarounds, (Homewood, Illinois; Dow Jones-Irwin, Inc., 
1987), pp. 99-116 and pp. 222-71. 
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3. Capability to successfully respond to requests for 

full proposals. 

4. Target market needs. 

5. Short-term, intermediate and long-term needs. 

6. Personnel interests and expertise. 

Upon determination that the organization is capable of pur

suing external funding and developing a full proposal, in

terested personnel within the organization will become 

principal investigators or project directors. 

Project designs fall into two major categories, soli

cited projects and unsolicited projects. For solicited 

projects, the principal investigator designs a project in 

direct response to an announcement by a sponsoring organiza

tion. In designing his project, he incorporates into his 

design those elements which satisfy the specified require

ments of the funding sponsor. In the arts, most projects 

are initiated in the unsolicited category. In designing an 

unsolicited project, the principal investigator/project di

rector identifies a particular need in his area of interest, 

defines a project that fulfills this need, and then proceeds 

to identify potential sponsors. The "CAPTTAR" project as

sociated with this study was developed as an unsolicited 

project. 

During the process of project selection, the principal 

investigator/project director should try to identify a 
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project that: embodies creative and innovative ideas, builds 

upon the strength of the individuals involved, and takes 

into account the organization's capabilities. In the hand-

^°°^' Tips For Proposal Writers, three questions are sugges

ted for selecting a project; 

1. Does the project contain an innovative, creative 

concept or idea that is responsive to a pressing issue or 

problem? 

2. Does the project director/principal investigator 

and the other individuals associated with the project have 

the necessary background, experience, interest and ability 

to accomplish successfully the project (and do their resumes 

reflect these four qualities)? 

3. Is the project a good "fit" with the obvious in

stitutional characteristics which can support and strengthen 

the project? If the answer to any of the above questions is 

no, then the principal investigator/project director should 

find ways of refining and developing the project idea until 

all negative answers have been eliminated."' 

In designing the project, the principal investigator/ 

project director must be very careful in defining the prob

lem that the project will address. The definition of the 

problem often determines the best approach to a solution; 

People often confuse problems, needs, and solu
tions. In the statement of the problem, you are 

"'Tips For Proposal Writers, Kansas State University 
(Manhattan: Graduate Services and Publications, 1982), p, 3. 
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describing and documenting what is wrong (e.g., 
students are not learning quickly enough). In 
identifying the needs, you are suggesting what 
must be done to correct the problem (e.g., we need 
to adopt more effective teaching methods, or we 
need improved science laboratory facilities). The 
solution you offer describes the activities to be 
undertaken to meet the need (e.g., we will reorga
nize the course using an audio/visual tutorial, 
self-paced learning format, or we will purchase 
and install a gas chromatograph)." 

It is very effective to define a solution to a problem from 

a problem/needs perspective. Furthermore, the activities of 

the project should have a direct relationship to the state

ments of problem and needs. 

Included in the project design must be a preliminary 

analysis of the resources required for the success of the 

project. The principal investigator/project director must 

carefully study and analyze personnel requirements, building 

space, use of facilities, equipment, supplies, and other 

miscellaneous requirements. Following this analysis, the 

principal investigator/project director must translate the 

work of the project into those resources which are to be 

provided by the organization and those to be provided by the 

sponsor. Detailed planning is very important. One of the 

most frequently heard criticisms of project proposals is the 

lack of specificity about what activities are to be accom

plished, how and by whom they will be accomplished, when 

will they be accomplished, and at what cost.* 

'Tips For Proposal Writers, p. 6. 

'Masterman, pp. 12-14. 
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Throughout the process of project design, help, guid

ance and advice are available from many sources: 

The importance of consulting help for the grant 
writer cannot be overemphasized. Frequently it 
can mean the difference between approval and re
jection, success and failure. More often it can 
prevent the need for extensive rewriting. Usually 
it can save time in preparing the application. And 
finally, consultation on the preparation of a 
grant application almost invariably will increase 
the odds for approval.*° 

The principal investigator/project director can turn to 

several sources for assistance during the project design 

stage. First, he can consult published materials. There 

are many books and pamphlets on the subject of funding, 

grantsmanship, proposal writing, etc., most of which are 

excellent. They differ from each other primarily in the 

areas of emphasis. There are also a number of several ex

cellent directories which can be used to locate funding 

sources. For a listing of published materials, see the bib

liography attached to this study. Unfortunately there are 

very few publications dealing specifically with the subject 

of funding for theatre arts. 

In addition to published materials, principal 

investigators/project directors can turn to colleagfues for 

assistance. Colleagues can be used in a variety of ways: 

as sounding-boards, as participants in brainstorming ses

sions, as information sources (colleagues who have already 

been successful in obtaining grants), as readers and 

***Masterman, p. 18. 
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critics, and as co-investigators. Advisory committees, com

prised of knowledgeable colleagues outside the immediate or

ganizational unit, can also be of valuable assistance. 

Perhaps two of the most important sources for grants 

information and assistance are the Office of Research 

Services and Office of Development. The professional staffs 

of both these offices can be of immeasurable assistance 

throughout the funding process. The Office of Research 

Services is dedicated exclusively to assisting those persons 

interested in securing public-sector funding for sponsored-

research projects. 

Lastly, principal investigators/project directors can 

obtain assistance from representatives of foundations and 

federal funding agencies and from professional grantsmen. 

Professional grantsmen offer their services as either re

viewers, writers, or as trainers. 

In The Applicant's Guide to Successful Grantsmanship, 

Masterman says: 

. . .the grant writer need not operate in a 
vacuum; indeed, he should not. Obtaining grant 
funds is a highly competitive business, and to 
be successful a person needs all the help he 
can get.** 

During project design, the experience and advice of others 

may lead the principal investigator/project director to the 

design of a better project in a shorter period of time. 

X 1 Masterman, p. 22. 
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A sponsored-research project must be designed to ful

fill the needs of the organization and the requirements of 

the funding sponsor. Regardless of whether the project is 

solicited or unsolicited, the principal investigator/ 

project director must have a detailed knowledge of potential 

funding sources. 

There are three primary sponsored-project funding 

sources: agencies of the federal government, agencies of 

state government, and private foundations and corporations. 

Each of these institutions sponsors projects in a particular 

area of interest. Although there are actually hundreds of 

federal and state agencies distributing grant and contract 

monies, appropriate federal and state sources of funding are 

often difficult to identify. This problem is due in part to 

a lack of published information about many of their funding 

prograuns. Unfortunately, there is no single reference 

source to consult for information on all state and federal 

funding opportunities. There is, however, one major dis

tinction between federal and state funding sources that the 

principal investigator/project director needs to bear in 

mind—regardless of the subject matter, state agencies spon

sor projects designed to solve problems of particular inter

est to the state in which the agency is located. 

Private foundations and corporations also offer 

sponsored-project funding. These institutions are dedicated 

to maintaining and distributing funds to encourage a wide 
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range of research and projects. There are two major dis

tinctions between foundation and corporate project sponsor

ship. First, corporate funding is often limited to applied 

research in areas of immediate interest to the corporation. 

Second, projects sponsored by private industry are usually 

initiated by the principal investigator/project director, 

rather than through published sources.** 

For the beginning fund raiser, the process of locating 

funding sources is often confusing, frustrating and time 

consuming. In the final analysis, for the novice or the ex

pert, the most efficient and effective places to begin 

searching for a funding sponsor are the Office of Research 

Services and the Office of Development. At some institu

tions of higher education, the grantsman may find that the 

Offices of Research Services and Development are combined 

into one office or, if not combined, may operate under dif

ferent names than those used in this study. If this is the 

case, the grantsman should seek out corresponding offices or 

those persons responsible for institutional development. 

In beginning the search for funding sources, whether 

government agencies or private foundations and corporations, 

the first task of the principal investigator/project direc

tor is to obtain the program guidelines of the funding or

ganization. These guidelines identify the objectives of 

their projects, eligibility requirements, amount of funds 

**Handbook Of Institutional Advancement, pp. 268-76. 
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available, application procedures, review criteria, and 

deadlines. It is the task of the principal investigator/ 

project director to match his interests with those of the 

funding organization. The guidelines of a funding organiza

tion are the best aids for determining which funding organ

izations should be solicited for funds. From the funding 

guidelines, the principal investigator/project director can 

determine; 

1. The interests, objectives and priorities of the 

funding source. Do the objectives of the project and the 

objectives of the funding source match? 

2. The eligibility requirements. Is the organization 

seeking funds eligible to apply? 

3. The financial range of grants or contracts. Does 

the funding source award grants or contracts in the amount 

being sought? 

4. The method of application. What are the applica

tion procedures of the funding source? 

5. The project evaluation procedures. What criteria 

will be used in evaluating the proposed project? 

6. The application deadlines. What are the deadlines 

for application? 

Upon selecting several potential funding sources, most 

experienced grantsmen make a preliminary contact with the 

funding organization before submitting a formal or full 
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proposal. Dr. Mary Hall says in her book. Developing Skills 

in Proposal Writing: 

It is seldom a good idea to Jump from the step of 
identifying potential funding sources to the step 
of submitting a complete proposal. In fact, this 
so-called "blind submission" is rarely followed by 
experienced proposal writers.** 

There are two types of initial contact that are made 

before submitting a full or formal proposal. The first of 

these is a letter of intent. This letter usually contains a 

description of the proposed project, an estimated budget, 

and information on the applicant. The format for a letter 

of intent is often specified by the funding source. 

The second type of document is a pre-proposal. Most 

pre-proposals range in length from three to ten pages. The 

purpose of a pre-proposal is to determine whether the fund

ing source will give serious consideration to a formal pro

posal. The outline depicted in Figure 3-3 is representative 

of many pre-proposals.** 

Proposal Preparation 

The preparation of a formal project proposal is a con

tinuation of the work done in Project Design. The proposal 

is a working plan and fully describes the project in tech

nical and financial detail. It establishes that the project 

**Hall, p, 57. 

**Dr. Oliver Hensley, "Preparing The Prospectus" 
(Office of Research Services, Texas Tech University, 1986), 
pp. 1-6, (Mimeographed.) 
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fulfills a need which is beneficial to the project organiza

tion, the targeted market, and the funding sponsor. The 

proposal reveals the extent to which the project organiza

tion, the funding sponsor, and the targeted market must bear 

the cost of the project. A realistic and accurate project 

budget is an important element of a formal proposal. Simply 

put, a formal proposal provides the funding source with the 

who, what, when, where, why, and how of the submitted proj

ect. 

The most indispensable element of a good proposal is an 

imaginative creative project developed during the Project 

Design stage of Phase I. No amount of writing skill can 

save or sell an unimaginative or needless project. On the 

other hand, a well-written proposal can make a creative, 

well planned project seem even better. 

A well-written proposal is clear, concise, and positive 

in tone. Document presentation is very important. The pro

posal document itself is often a significant factor in the 

approval or disapproval of a request for funds. Many a good 

idea has not been funded because of a poorly written propo

sal. Despite the emphasis placed on the mechanics of writ

ing the proposal, the principal investigator/project direc

tor must guard against the temptation to sacrifice content 

in favor of writing style.*" The intent of any proposal 

must be to create in the reader's mind a clear image of the 

*"Hall, p. 85. 
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objectives of the project, the importance of the work to be 

done, and the soundness of the plan. 

Admittedly, there are as many different ways to write a 

proposal as there are proposals to be written; however, each 

usually requires similar information in several well-defined 

areas. Figure 3-4 depicts an outline of the major compo

nents of a formal proposal and the order in which they are 

generally arranged. The outline for a full proposal is sim

ilar to the pre-proposal outline shown in Figure 3-3. 

The first part of a formal project proposal is the 

title page. Generally, the title page of a formal proposal 

will include the following; the title of the project, the 

name of the applicant and organization, the name of the 

funding agency, the dates of the project, total budget re

quest, aind the signatures of authorized personnel approving 

submission of the funding request (See Appendix B).*" 

The introduction, the second part of a formal proposal, 

is a summary of the information contained in other parts of 

the proposal. It should contain some reference to the fol

lowing: statement of need, objectives, procedures, evalua

tion and distribution. The proposal writer should stress 

the end-products of the project. The introduction, usually 

250 to 500 words in length, provides the reader with a 

brief, general description of all facets of the project 

which are covered in detail in the body of the proposal. 

*"Hall, p. 90. 



74 

Though there are close similarities between the two, the 

introduction of a formal proposal should not be confused 

with the abstract used in identifying funding sources (See 

Appendix B) . *"' 

The third section of a formal proposal describes the 

project in detail. This section should contain a clear and 

precise statement of the problem to be addressed and the 

need for its solution. In expressing the value of the pro

ject, its significance, relevance, and innovativeness should 

be emphasized. The description of the project should clear

ly outline the project objectives and how they will be met. 

In describing how the project objectives will be met, the 

logical connection between the project objectives and defin

ed problem/needs should also be emphasized. Specifics con

cerning project management, such as the date projected for 

the beginning of the project, the time period for which 

sponsorship is requested, and the resources required for 

carrying out the project, are also included in section three 

of the formal proposal.*" 

The description of the project is the most important 

element of the proposal and often plays a large role in the 

selling of the project. Not only does it contain the bulk 

*''Texas Tech University Sponsored Research Guide, 
material prepared for publication. Professor Charles W. 
Brewer, Director of Technical and Professional Writing 
(Lubbock: Office of Research, 1974), p. 10. 

l a Hall, p. 90. 
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of the project information, but it also defines the benefits 

to be gained by the targeted market, the project organiza

tion, and the funding sponsor (See Appendix B).** 

In the Formal Proposal Outline found in Figure 3-4 of 

this study, it should be noted that all formal proposals do 

not contain Part III, Section B, Related Research. General

ly only those proposals that are more research oriented con

tain this information. If included, the information is usu

ally compiled in a separate section of the proposal labeled. 

Related Research. *•=» 

The fourth section of a full proposal provides a de

scription of the expected results of the project. In addi

tion, this section describes how the knowledge gained from 

the project will be shared with the targeted market and 

other interested parties. Frequently this section details 

plans for progress reports required by the funding sponsor 

(See Appendix B).** 

In a full proposal, the fifth section provides a de

scription of the facilities and equipment required for the 

project and how these will be provided. This section will 

also include any unique facilities and equipment available 

**Texas Tech University Sponsored Research Guide, 
p. 10. 

ao Hall, p. 90. 

**Texas Tech University Sponsored Research Guide, 
p. 10. 
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to the project organization that will facilitate the project 

(See Appendix B).** 

The sixth section of a full proposal is a budgetary 

description of the project. It presents in detail the fi

nancial resources required of both the project organization 

and the funding sponsor in carrying out the project. The 

budgetary description is usually divided into categories 

such as personnel, supplies and materials, travel, data 

processing, facilities and equipment, and indirect costs 

(See Appendix B),** 

The final section of a full proposal lists the person

nel who will work on the project and describes what each 

will do. These personnel include the principal investigator 

or project director, co-investigators or fiirectors, research 

associates, graduate assistants, graduate and undergraduate 

students, clerical and other staff. The backgrounds and 

credentials for personnel should also be included. Vitas or 

resTimes are often included for personnel who possess out

standing qualifications. Consultants should also be identi

fied, their backgrounds given, and their use justified.** 

If any of the personnel connected with the project are 

also faculty, the percentage of time devoted to the project, 

relative to full-time academic appointment, should be 

**Hall, p, 90. 

**Masterman, pp. 98-113 

**Masterman, pp. 91-95. 
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listed. It should be made clear which personnel positions, 

if any, are new positions and the methods to be employed in 

selecting persons to fill them.*" 

In summary, the grant applicant should remember that 

some funding organizations do have specific format require

ments for proposals. Most federal agencies, foundations, 

and corporations publish guidelines for proposal preparation 

which the grant applicant should follow meticulously. Ordi

narily, these guidelines are not very detailed; however, 

they may require a proposal format slightly different from 

the general format outlined in this study. The bibliography 

attached to this study lists several excellent publications 

on the subject of proposal writing. 

Proposal Review 

The final stage of Phase I: Pre-proposal, is Proposal 

Review; 

All universities have some kind of presubmission 
review process which grant writers must be aware 
of when they plan the timing of the preparation 
and submission of an application.*" 

Depending on the nature of the project organization and the 

project being proposed, a project proposal will go through 

many reviews before it is finally submitted to a funding 

source. Since such reviews are usually time consuming, they 

*"Texas Tech University Sponsored Research Guide, 
p. 11. 

as Masterman, p. 65. 
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must be taken into account when planning for a submission 

deadline. One useful planning technique is to incorporate 

all review steps into a schedule so that each step can be 

monitored and checked off as it is completed. Figure 3-5 

depicts the proposal review schedule used for "CAPTTAR" in 

this study. To avoid unnecessary delays, it is helpful to 

have more than one copy of the proposal prepared so that 

review can take place at different levels at the same 

time.""' A proposal describes a project from the point of 

view of the principal investigator or project director. 

This point of view of the principal investigator or project 

director does not have the same perspective as his depart

ment chair, school/college dean, or his university. Alone, 

the principal investigator/project director cannot complete

ly anticipate the complex needs and objectives of these 

various units and organizations: 

Faculty and staff members of the University are 
encouraged to assist in the development of private 
support for Texas Tech. However, planned solici
tation of funds or property by anyone for the 
benefit of the University, or any agency thereof, 
shall be made only with prior approval of the 
President or his designated representative, in 
this case, the Vice President of Development. This 
is to ensure the continuity of development efforts 
and to prevent embarrassing duplication of re
quests. Any dean, director, faculty/staff member 
or student who wishes to undertake any type of 
fund-raising program or solicitation of contribu-

"'Planning meeting with Dr. Oliver Hensley, Associate 
Vice President of Research, Texas Tech University, August 8, 
1984. 
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tions in the name of the University from any 
source(s) shall adhere to this policy."" 

University review is the submitting of the proposal to 

each of several directors and administrators of organiza

tions involved with the project. All proposals must first 

be reviewed by the departmental chairman of the principal 

investigator/project director. The chairman's review en

sures the overall project design contributes to departmental 

activities. The chairman verifies that; 

. . . the project is designed with adequate so
phistication, technical competence, and quality to 
represent the work of the department. He also as
certains that the project is designed to enhance 
the academic role of the department by contribut
ing knowledge and skill which improves instruction 
that the department offers its students.•• 

The chairman, like the principal investigator/project 

director, is responsible for the success of the project. If 

the project is approved, the chairman must contribute those 

resources of time, money, facilities, and personnel he has 

available toward the successful completion of the project. 

In many departments, faculty committees review proposals. 

Committee review has the advantages of ensuring thorough 

proposal consideration, better departmental understanding of 

""Policies and Procedures Manual for Institutional 
Development (Office of Development, Texas Tech University, 
Lubbock, Texas, 1983), p. 7. 

""Texas Tech University Sponsored Research Guide, 
p. 19. 
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the projects of faculty, and better communication about de

partmental commitments of time and resources.*° 

After reviewing and approving the proposal, the depart

mental chair forwards the proposal along with his recommen

dations to his school or college dean. The primary differ

ence between the review by the School or College dean and 

the review of the departmental chair is that the dean re

views the proposal in relation to the over-all work of all 

the departments in the school or college. The dean reviews 

and approves the commitments made by the chairman of the 

department, and, in addition, makes additional commitments 

to the project,** 

Upon completing his review, the dean forwards the pro

posal to the Office of Research Services for further re

view. The Office of Research Services examines the proposal 

to review the accuracy of the project's budget. Any budget 

anomalies are called to the attention of the dean, the de

partment chair, and the principal investigator/project di

rector. The Office of Research Services also reviews the 

proposal to determine if it needs to be reviewed by other 

organizations on campus. For example, proposals directed to 

the private sector would be forwarded to the Office of 

*°Texas Tech University Sponsored Research Guide, 
p. 19. 

**Texas Tech University Sponsored Research Guide, 
p. 20. 
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Development, whereas other proposals might be routed to 

other areas depending on the nature of the project.*" 

After submitting the proposal to the appropriate of

fices for review, the Office of Research Services forwards 

it to the Vice President for Academic Affairs and Research 

for final review and approval.** In certain special cases, 

final review and approval may be at an even higher adminis

trative level. For example, the "CAPTTAR" project, because 

it was being developed as an organized research unit, re

quired review and approval by the University Board of 

Regents.** 

Phase II; Proposal 

Phase II of the fund-raising process is the period in 

which the project proposal is submitted to the funding 

source. Upon completion of Proposal Review in Phase I, pro

posals may be submitted to the funding source. Before sub

mission, the proposal should once again be thoroughly check

ed for completeness and accuracy. Any changes to the propo

sal made during the review process should be reflected in 

the final version. 

*"Texas Tech University Sponsored Research Guide, 
p. 19. 

**Texas Tech University Sponsored Research Guide, 
pp. 20-21. 

**Operating Policy and Procedure Manual, Vol. I (Texas 
Tech University, Approved by the Board of Regents, October 
3, 1981), OP 32.20. 
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Most funding sources indicate the number of copies of 

the proposal document they wish to receive and the methods 

of document reproduction they prefer. These and any other 

recommendations by the funding sponsor about document pre

sentation (paper size and color, format, typing, binding, 

etc.) should be meticulously followed. 

The method of transmittal of the proposal to the fund

ing source is a subject of debate. Dr. Hall says in her 

book on proposal writing: 

One of the last minute traumas which the unwary 
writer may experience is the decision about how to 
transmit the proposal to the funding source. Some 
writers argrue that the originally signed copies 
should be sent airmail with a delivery receipt re
quest. Others say that when dealing with federal 
agencies, this "special" mailing process actually 
takes longer than the use of normal first-class 
mail or submission of all of the proposals through 
parcel post. Still others follow a process of 
hand-carrying all significant applications, feel
ing that the costs are justified in knowing that 
the proposal reached its correct destination on 
time,*" 

Proposal writers who use some form of registered deliv

ery, can prove when their proposals were mailed. If the 

proposals are lost or delayed, they will not be counted as 

late should they arrive after the application deadline. 

This is an important factor the proposal writer may want to 

consider when determining the method of proposal transmit

tal. Regardless of which approach is chosen. Hall advises 

*"Hall, p. 284. 
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the proposal writer to leave ample time for the proposal's 

delivery. 

Concerning the question of hand-carrying proposals to 

the funding source, there is another factor that should be 

considered. Besides being assured the proposal reached the 

funding source, is there a further advantage in making a 

personal contact? There are some grantsmen who believe 

that, in fund raising, people give money to people, not 

projects. The potential danger in this statement is it may 

lead the novice fund raiser to believe if he doesn't know 

someone personally, he will never obtain funding. 

In The Art of Fund Raising, Irving R, Warner says: 

Having friends is nice, and having foundation 
friends is nice, too. But your project better be 
a good one. If it is and you know somebody, 
you're in fine shape.*" 

After submitting the proposal, the grant applicant 

must be patient. Most funding sources quickly acknowledge 

receipt of an application. The tendency to immediately 

bombard the funding organization with telephone calls and 

telegrams to see if the proposal has arrived, must be 

controlled. Regardless of all the horror stories, very few 

proposals are lost in the mail.*'' Enclosing a self-

addressed, stamped card with proposals often ensures that 

the grant applicant is notified promptly of the proposal 

*"Warner, p, 149 

*"'Hall, p. 284. 
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arrival at the funding source. Even then. Hall recommends 

waiting fifteen days after the proposal is mailed before 

telephoning the funding source. 

Phase III; Project Followthrough 

After submission of the proposal to the funding source, 

a project may be funded or rejected. Under some circum

stances, the project can be altered so that it may be fund

ed. Upon completion of the funding organization's review, 

the principal investigator/project director will receive no

tice that the proposal has been approved or rejected. 

In the event the proposal is not approved, it is impor

tant for the applicant to obtain from the funding organiza

tion either a copy of the reviewer's comments or some other 

feedback on the strengths and weaknesses of the proposal. 

Obtaining this information is particularly important if the 

project was rejected so that the same mistakes can be avoid

ed in the future. Some funding agencies furnish such infor

mation automatically as a matter of policy; others do not. 

If a written review or report is not automatically sent by 

the funding agency, the information can usually be obtained 

by a polite telephone call. Generally a friendly call to 

the funding agency requesting a report produces better re

sults than a formal letter because it is more personal. In 

addition, people will often provide information on the tele

phone that they would not put in a letter. A telephone call 

also allows for questions and clarifications. 
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If a funding sponsor approves of a project except for 

certain aspects of it, the sponsor may request that negotia

tions be held to reformulate the project. Negotiations may 

focus on either project content, budget or both. The nego

tiation stage is a very critical time in the funding pro

cess. C. Reed Richardson states; 

. . . the applicant must be responsive, candid, 
open-minded, and totally convinced that his or her 
ideas are sound. Any explanation and defense of 
the proposal should be handled in a positive man
ner that shows an understanding of the research 
problem and enthusiasm for this field of research. 
One should expect and be open to suggestions for 
modifying the proposed plan of research.*" 

Dr. Mary Hall makes the following suggestions about 

negotiations. She suggests that the grant applicant ask the 

funding source for a written list of the items that will be 

negotiated. This list should be obtained before any discus

sions are held. The list will not only help in the prepara

tion of an effective defense, but it will force the funding 

source to be specific in its negotiations. The gramt appli

cant should resist any efforts to make spur of the moment 

modifications and should ask for time to study the suggested 

revisions. Depending on the importance of the revisions, it 

may be better for the applicant to propose the preparation 

of a new proposal. Dr. Hall also suggests that cuts in the 

budget should be resisted unless the total scope of the 

project is reduced. Moreover, she emphasizes the importance 

"Richardson, p. 2.15. 
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of taking good notes on all agreements made during negotiat

ing sessions.** 

Ordinarily, once a project is accepted for sponsorship, 

the project officially begins. Normally, award letters or 

contracts are sent to the project organization, copies for

warded to the principal investigator/project director and 

others involved in the project. In this official notifica

tion, the correspondence will state that the project has 

been funded and that the project organization is authorized 

to establish an account to receive the grant funds; 

You should never start spending money just because 
you hear your project is successful, however. 
Until an official confirmation of the expenditure 
authority is received, any premature expenses may 
be disallowed.*** 

Though receipt of the award notice or contract is the 

formal beginning of the project, it is not the end of admin

istrative activity. With the formal beginning of the proj

ect, budgets and personnel, facilities, and equipment sche

dules must be prepared to reflect the financial terms of 

the award. As the project progresses, the resultant work 

may require that changes be made in the initial plans. 

Periodic reports will have to be prepared and submitted to 

the funding sponsor. As the scheduled project draws to a 

close, principal investigator/project director must prepare 

and submit final reports to the funding agency. If the 

**Hall, 290-91 

**»Hall, p, 290 
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project is to continue into the second year, continuation or 

renewal of funding sponsorship must be obtained. 

Most funding sources have established procedures for 

the refunding of projects. In the event the funding source 

committed itself to a one year award only, the principal 

investigator/project director is faced with going through 

the entire funding process again—determining appropriate 

funding sources, writing letters of inquiry and abstracts, 

and submitting another proposal for review. 

In conclusion. Dr. Hall sums up the entire process very 

nicely: 

All of this may be rather overwhelming to the per
son who has just completed a first proposal and 
has vowed never to do another one (at least not 
immediately). But writing proposals is akin to 
the well-known potato chip ad; It is difficult to 
eat just one of them. The mark of a good project 
is the extent to which it does prompt exciting new 
ideas that are worthy of external support. I^ 
during the preparation of a debut proposal, you 
have realized that proposal preparation is really 
a process that, with some variation, is similar 
from application to application, the second and 
third proposals really will be easier to digest.** 

4 1 Hall, p. 295. 
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Fig. 3-1. Development Model: Organization and Process 
(Anderson and Mclntyre) 
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Fig. 3-2. Sponsored-project Funding Model: Theatre Arts 
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Fig. 3-3. Pre-proposal Outline 
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Fig. 3-6. Proposal Review Schedule 



CHAPTER IV 

THE INTERNSHIP: CAPTTAR 

Introduction 

Chapter IV demonstrates the practical application 

of the sponsored-project funding model developed for the 

Theatre Arts Department at Texas Tech University. This 

Chapter details the steps and procedures used in the actual 

development of the organized research unit, CAPTTAR, Chap

ter IV will trace the development of the CAPTTAR project 

proposal through the following stages: project design, pro

posal preparation, proposal review, and submission for spon

sorship. 

CAPTTAR: Project Design 

CAPTTAR is the result of a joint internship undertaken 

with the Office of Development and the Office of Research 

Services. The internship was proposed by a doctoral student 

in Theatre Arts whose career interests and objectives are in 

the area of Fine Arts Administration. At the time the in

ternship was proposed, the student had completed the requir

ed course work for the Ph.D in Fine Arts and he was ready to 

begin his dissertation research in the area of funding. The 

doctoral student proposed that the joint internship with 

Development and Research Services would enable him to gain 

93 
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valuable experience in funding procedures at a major state 

university. The proposed internship would serve as the 

basis for the student's dissertation which, upon completion, 

would function as an information source concerning public 

and private-sector fund raising for theatre arts. The in

ternship was approved on July 10, 1986 (See appendix A). 

In meetings with Dr. Richard Weaver and Theatre Arts 

faculty in late July of 1986, several ideas for major the

atre projects were generated. It was Theatre Arts plan to 

develop these ideas into individual projects and submit them 

to funding sources for sponsorship. In discussing this ap

proach with Mr. Anderson in Development and Dr. Hensley in 

Research Services, Dr. Hensley advised Theatre Arts against 

a "shopping list" approach in seeking funding for program 

needs. Dr. Hensley suggested that perhaps all Theatre's 

needs could be met under one comprehensive project, the 

development of an organized research unit or center of 

excellence. 

Dr. Weaver decided that the idea of developing an or

ganized research unit in Theatre Arts should be studied and 

that an oral report should be presented to the Theatre Arts 

faculty at their scheduled faculty retreat on August 27, 

1986. The intern, working with Dr. Hensley, Mr. Anderson, 

and Dr. Weaver, conducted an examination of organized re

search units and prepared a report. The intern presented 

the report to the Theatre Arts faculty at their August 
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retreat. The oral report on organized research units cover

ed the following topics of information: 

1. Current state of the arts in America. | 

2. Advantages of a theatre center of excellence to 

faculty, staff and students. 

3. Suggestions to the faculty regarding advantages of 

the center to the department. 

4. A list of possible projects that the center might 

undertake. 

5. Examples of how the activities of the center might 

help Texas Tech University reach its institutional goals and 

objectives, 

6. Organizational charts depicting how the center 

might be organized. 

7. An outline of the University regulations concern

ing the establishment of centers of excellence. 

8. The basic steps needed to found a center of excel

lence, including Board of Regents approval. 

9. How the project could be accomplished with a mini

mum involvement of Theatre Arts faculty time and energy. 

Following discussion, the Theatre Arts faculty unani

mously decided that the department should go forward with 

plans to develop a theatre center of excellence at Texas 

Tech University. After the decision was made to develop a 

center of excellence, the intern met with individual faculty 
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to solicit their ideas concerning the development of a cen

ter of excellence in theatre. 

The project design stage for CAPTTAR began with an or

ganizational analysis of the Theatre Arts Department. Carl 

R. Anderson says in his book. Management Skills, Functions, 

and Organization Performance: 

Developing a topflight strategic planning system 
is one of the most important things managers can 
do to ensure business success. Strategic planning 
is the management decision and goal-setting pro
cess that aligns the organization with its indus
try and external environment. Managers make de
cisions in four distinct areas in order to have a 
sound strategic plan. These are analyzing the 
external environment, formulating, the organiza
tion's stratesry* designing and organization that 
implements the strategy as planned, and managing 
strategic change. Strategic management research 
indicates that these four areas are crucial to 
organization performance in the long run. . . . 
An organization must do a thorough analysis of its 
industry environment before developing a strategic 
plan.* 

Anderson points out that strategic planning is the key com

petitive link between the organization, its environment, and 

its long-term health and performance. 

Organizational analyses can be divided into two dis

tinct areas of examination. The first area, the internal 

environment or resources of the organization, is concerned 

with those factors that the arts organization can, for the 

most part, control. These factors include management skills 

and functions (decision making, interpersonal relations, 

goal setting, planning, organizing, directing, staffing. 

*Anderson, p. 315. 
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controlling) , the organizational structure and system, the 

actual product and how it is marketed, and financing. The 

second area, the external environment, is comprised of those 

factors the organization cannot directly control such as the 

economic/financial conditions, political/legal factors, dem

ographic trends, social/cultural trends, technological 

changes, and competition." 

The diagnostic analysis of the Theatre Arts Department 

began with an examination of the department's internal en

vironment. Departmental goals were the first area of the 

organization to be examined. The goals of the Theatre Arts 

Department are clearly stated in the Manual of Operations 

and Procedures for the Texas Tech University Theatre: 

1. To train professional theatre practitioners in the 

art of play production. 

2. To train leaders in theatre arts for the region 

and the nation. 

3. To educate the general population of Texas Tech 

University in the appreciation of dramatic production by 

providing a varied season of high quality dramatic produc

tions annually. 

4. To produce a representative sampling of great 

plays of the past and present in a four-year cycle. 

5. To provide a cultural resource for Texas Tech 

University, the city of Lubbock, and the West Texas area. 

"Anderson, pp. 314-16. 
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6, To provide a base of theatrical information and 

expertise, and to serve as a reference resource for the West 

Texas area,* 

The goals and objectives of the Theatre Arts Department 

were then compared with the goals and objectives of Texas 

Tech University. This comparison was made to determine if 

the goals and objectives of the Department were compatible 

with the goals and objectives of the University. In the 

Institutional Self Study conducted in 1984, Texas Tech 

University stated: 

Texas Tech's original purpose, and still a major 
commitment, was primarily to provide education to 
its students through teaching. As the institution 
has developed, its purpose has broadened to in
clude in a real sense research and public service. 
This broadened purpose is a manifestation of the 
University's continuing effort to maintain consis
tency with contemporary needs of society, 

Texas Tech has not yet achieved its purpose 
to an optimum degree, nor will it because of the 
changing nature of this purpose. It is encased in 
an evolving role consistent with its desigrnation 
as one of the four major publicly supported com
prehensive universities in Texas; and indeed the 
conclusion seems apparent that Texas Tech 
University is emerging as a leading educational 
institution regionally, nationally, and interna
tionally.* 

To help fulfill this emerging role during the coming 

decade, Texas Tech lists six objectives. The University 

will continue to; 

*Manual of Operations and Procedures for the Texas Tech 
University Theatre (Theatre Arts Department, Texas Tech 
University, Lubbock, Texas, 1979), p. 1-2. 

*Institutional Self Study (Office of the President, 
Texas Tech University, Lubbock, Texas, 1984), p. 26. 
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1. Seek, recruit, retain, and develop students of the 

highest quality. 

2. Strengthen academic programs at both the under

graduate and graduate levels. 

3. Recruit, retain, develop and promote the most com

petent professional faculty it can attract; individuals who 

are committed to excellence in helping the institution ful

fill its teaching, research and service mission. 

4. Expand and strengthen its research thrust. As a 

result, additional attention must be given to securing the 

necessary support for this effort from all available 

sources. 

5. Make a major effort in resource procurement. 

6. Further emphasize its public service mission par

ticularly to the region and the State of Texas." 

A cross examination of the goals of the Theatre Arts 

Department with those of the University revealed no inherent 

incompatibilities. Since no incompatibilities were found, 

the next step was to determine whether the goals of the 

Department were being realized and, if so, to what degree? 

If the goals of the Theatre Arts Department were not being 

realized, what were (a) the causes, and (b) the solutions? 

An examination of the history of the Theatre Arts 

Department clearly Illustrates that departmental goals have 

never been adequately fulfilled. It is also unfortunate 

"Institutional Self Study, pp. 25-27. 
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that when departmental goals were met, they were done so at 

the expense of a very dedicated but overworked and over

extended faculty. 

In 1973 and in 1978, two written reports were submitted 

by the Theatre Arts Department to central administration at 

Texas Tech University. Both of these reports detailed crit

ical shortages in personnel, space, equipment and budgets." 

In the 1972 report, Ronald E. Schulz, Director of Theatre at 

Texas Tech University states; 

It is the opinion of the Director that this weak
ness [standards of the program are not high enough 
in relation to the purpose of the program] at 
Texas Tech as well as at other institutions may be 
attributed largely to inadequacy of the faculty. 
Faculty members must spread their efforts over a 
larger area of responsibilities in areas for which 
they are not qualified by training or experience. 
. . . A faculty which may be adequate for an 
Avocational or possibly even a Liberal Arts-
Humanistic program is attempting to conduct a more 
professionally oriented program, with the conse
quences that might be expected. . . . It is recom
mended that the University administration consider 
making a commitment to the development of a strong 
Pre-Professional program in Theatre Arts.^' 

As evidenced by the Academic Program Review of 1978, 

little was done to overcome the shortages in personnel, 

space, equipment, and budgets outlined six years earlier in 

the 1973 report. The Internal Review Committee, while 

"The two reports referred to are: (1.) Report on the 
University Theatre to the Special Activities Committee of 
the Institutional Self-Study, 1972 and (2.) Academic Program 
Review, 1978. 

•'Report to the Special Activities Committee of the 
Institutional Self-Study, pp. 5-6. 
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recognizing the dedication and ingenuity of the Theatre Arts 

faculty, also realized the Theatre Arts Program had reached 

a critical period and was concerned about the danger of de

cline in the program without increased support by the 

University: 

Until the Division of Theatre Arts is established 
as a department with a strong chairperson who in
sists on a full faculty, full staff, proper equip
ment, and a suitable budget, there is little need 
to plan for advancement in the future. If immedi
ate action is not taken to support Theatre Arts 
properly, a serious retrenchment in the program 
will be necessary. The University is deserving of 
the kind of program now being attempted by Theatre 
Arts, which will serve, if properly supported, as 
a sound base for further developments. The 
University will realize only that kind of program 
in Theatre Arts which it is willing to support ad
ministratively and financially." 

It is significant that in 1972 the Theatre Arts faculty 

numbered five full-time faculty and the Department offered 

the Bachelor of Arts and Masters of Arts degrees. In 1986, 

the Theatre Arts faculty numbers only six full-time faculty 

but the Department now offers, besides the Bachelor of Arts 

and Masters of Arts degrees, the Bachelor of Fine Arts and 

the Masters of Fine Arts degrees. Theatre Arts also par

ticipates in the interdisciplinary Doctoral program in Fine 

Arts. 

Since the Academic Program Review in 1978, little has 

been done to eliminate the problems caused by inadequate 

personnel and budgets. The completion of the new Laboratory 

'Academic Program Review: Theatre Arts, p. 26 
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Theatre and the purchase of some lighting, sound and com

puter equipment provided some relief in the areas of space 

and equipment. Despite these gains. Theatre Arts continues 

to suffer severe shortages in the areas of faculty/staff, 

budgets, space and equipment. 

In 1986, meetings with Dr. Richard Weaver, Chairman of 

the Theatre Arts Department, and with members of the present 

faculty and staff, revealed the consensus that shortages in 

faculty/staff, budgets, space and equipment continue to have 

a negative impact upon the entire Theatre Arts program. Of 

particular concern to Dr. Weaver and the Theatre Arts facul

ty and staff, was the negative effect the continuing lack of 

adequate resources has upon the professional theatre train

ing mission of the Department. For example, inadequate 

funds prevent the implementation of a professional guest 

artists program, the establishment of a professional resi

dent company, and the establishment of a touring company. 

The inability to implement these programs prevents recipro

cal agreements between the University Theatre and major the

atrical unions. Furthermore, considerable increases in the

atre resources are required before the Department of Theatre 

Arts can significantly increase its assistance to the 

University in reaching its institutional goals and objec

tives in teaching, research and service, student and fac

ulty recruitment, and resource procurement. 
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In continuing the organizational analysis, the intern 

examined the organizational structure of the Theatre Arts 

Department. An examination of the organizational charts in 

Figures 4-1, 4-2, and 4-3 reveals a traditional and sound 

organizational structure.* 

Unfortunately, personnel shortages within the Theatre 

Arts Department require the filling of many important organ

izational positions with the same person or with students, 

thus weakening management effectiveness. In Figure 4-1, 

each area of specialization within the organizational struc

ture (acting, directing, etc.) has only one full time facul

ty member. Moreover, it should be noted that the Chairman 

of the Department, in addition to his duties as chair, also 

functions as the Director of Theatre and the Area Director 

for management. 

These staffing patterns betray the stated goals of the 

University in that they are incompatible with the desire to 

attract, retain, and develop students and faculty of the 

highest quality. They are also incompatible with the stated 

goals of the Theatre Arts Department in that they do not 

provide adequate personnel to offer high quality profes

sional theatre. 

The diagnostic analysis of Theatre Arts' Internal en

vironment also reveals violations of the span of management 

"Manual of Operations and Procedures for the Texas Tech 
University Theatre, pp. 6, 55, 126. 
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principle of management. Among modern managers, it is gen

erally accepted that there is a limit to the number of per

sons an individual can effectively manage. 

In Figure 4-2, the Front of House Organizational chart 

illustrates three major departmental positions; promotion 

director, business manager, and house supervisor. Each 

position is responsible for the supervision of several per

sons. Present staffing conditions in Theatre Arts, require 

that the departmental secretary fill all three of these im

portant positions. It is unrealistic to believe that she 

can effectively manage each of these positions besides her 

secretarial duties. In most organizations of the size and 

complexity of Theatre Arts, each of these positions filled 

by the departmental secretary would be considered a full-

time position necessitating the hiring of four full-time 

personnel. 

Though inadequate budgets and space continue to handi

cap the growth and development of the Department of Theatre 

Arts, the examination of the internal environment shows that 

the greatest problems facing the Department are in the area 

of staffing. Faculty and staff shortages have an adverse 

effect on: (a) teaching and production effectiveness, (b) 

faculty, staff, and student recruitment and retention, (c) 

program development and research, (d)service and outreach, 

(e) image and reputation, and (f) resource procurement. 

Shortages in faculty/staff make it extremely difficult, if 
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not impossible, for Theatre Arts to exercise control over 

its internal environment—management functions, organiza

tional structure, the market products (students, productions 

and services), and financing. 

After examining the Theatre Arts Department's internal 

environment, the diagnostic analysis focused on the depart

mental external environment. In a series of meetings with 

Dr. Weaver and the Theatre Arts faculty, several external 

environment factors were determined to have the greatest 

significance for the Theatre Arts Department at Texas Tech 

University. These external environment factors can be di

vided into three major groups: economic, demographic, and 

social/cultural. 

Several economic factors impinge upon the Theatre Arts 

Department at Texas Tech University. Operational and in

structional costs for higher education have continued to in

crease. Declining oil revenues have forced budget reduc

tions at Texas Tech and other state universities. Budget 

restraints and reductions have not only limited program de

velopment, but have also forced reductions in programs and 

services for many academic programs. Theatre arts at Texas 

Tech University does not have a strong history of external 

funding. In the decade before 1987, Theatre Arts has re

ceived approximately ten grants. By comparison, the 

Chemistry Department received roughly twenty times as 
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many.*o Reductions in student financial aid have made it 

more difficult for students to attend or remain in colleges 

and universities. Overall economic conditions and a de

crease in leisure time have made people more selective in 

the use of leisure time.** 

Demographic factors also have a significant impact upon 

the Theatre Arts Department at Texas Tech University. The 

strong growth experienced by Lubbock, Texas in the late 

1970s and early 1980s has leveled off. Lubbock is a medium 

sized city whose economy is predominantly based on energy, 

agriculture and Texas Tech University. Populations in West 

Texas are widely scattered over considerable distances. 

Scattered populations in West Texas have a negative impact 

on attracting students, faculty, audiences and high quality 

cultural events. Lubbock, located 300 miles from the near

est metropolitan area, is isolated from the main-stream of 

fine and performing arts development and professional activ

ity.** 

Cultural and social factors also have an effect on 

theatre programs and activities. A 1984 survey of public 

opinion shows a rising sentiment among the population that 

the young people of America are being short-chsmged by the 

*«*Weaver interview, January 9, 1987. 

**Amerleans and the Arts, pp. 2-20. 

**Meetings, Weaver and Theatre Arts faculty, July and 
Augrust, 1986. 
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way the arts are handled in public education. Furthermore, 

this survey reveals that cuts in public school arts appro

priations and budgets have weakened arts programs in our 

public schools. Because West Texas lacks a history of suc

cessful commercial theatre arts organizations. West Texans 

interested in attending theatre arts events must patronize 

amateur community or school productions. West Texans, for 

the most part, are denied access to high quality, profes

sional theatre productions. There are no professional the

atre training programs in the West Texas area. The Theatre 

Arts Department at Southern Methodist University is the only 

theatre program in the Southwest that is a member of the 

League of Professional Theatre Training Schools. In the 

Southwest, novice theatre artists and students generally 

have no opportunities to: (a) work with professional actors, 

directors, and designers, (b) make critical professional 

theatre contacts, or (c) gain entrance into professional 

theatre unions or organizations.** 

The examination of the Theatre Art Department's inter

nal and external environment revealed several problem areas 

that called for attention. The faculty determined that they 

produce four basic products: students, productions, re

search, and services. Though each of these products is a 

separate entity with a potential market of its own, each is 

**Meetings, Weaver and Theatre Arts faculty, July and 
August, 1986. 
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influenced by, dependent upon, and linked to the others. 

Weaknesses and strengths in one product area have a direct 

effect upon other product areas. For example, if the qual

ity of students attracted to the program is reduced, then 

quality of productions, research and services declines. If 

the quality of productions and research is reduced, then the 

quality of the student graduates declines. 

From the departmental analysis, the Theatre Arts fac

ulty developed the fqllowing series of problem statements: 

1. Theatre students of the highest quality are not 

attracted to and/or retained by Texas Tech University in 

sufficient numbers. 

2. Theatre Arts falls short in its mission to offer 

professional theatre training. 

3. Theatre Arts faculty and staff are overextended. 

4. Theatre Arts budget allocations are inadequate. 

5. Theatre Arts lacks adequate rehearsal, storage, 

and production shop facilities. 

6. West Texas is denied theatre of the highest 

quality. 

Continuing the diagnostic analysis, the Theatre Arts 

faculty agreed upon the following needs statements; 

1. The cultural isolation of West Texas, resulting 

from its geographical location outside the main-stream of 

theatrical development and professional activity, needs to 

be overcome. 
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2. The level of professional theatre training should 

be increased and the professional reputation of the theatre 

arts program should be enhanced. 

3. Theatre Arts students should be provided the op

portunity to attend professional theatre productions of the 

highest quality, 

4. Theatre Arts students should be provided the op

portunity to work with professional theatre actors, direc

tors, designers, and playwrights? 

5. Theatre Arts students should be provided the op

portunity to work toward entrance into theatrical unions. 

6. The quality of Theatre Arts productions should be 

raised? 

7. The Theatre Arts Department should develop strong

er links with the West Texas public school system. 

8. The Theatre faculty should become more actively 

involved in basic and applied research. 

9. Theatre Arts Department requires additional fac

ulty and staff. 

10. The Theatre Arts Department must increase its 

financial resources. 

Upon determination of the problems and needs of the 

Theatre Arts Department and its target markets, attention 

was focused upon (a) the significant resources available to 

the Theatre Arts Department and (b) Theatre Arts' capability 

of pursuing sponsored-project funding. 
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The significant resources available of the Theatre Arts 

Department were divided into the following categories: uni

versity resources, departmental resources, facilities and 

equipment resources, and miscellaneous resources. In the 

category of university resources, the faculty agreed that 

the geographic location of the University is conducive to 

the department serving the West Texas region. In addition. 

Theatre Arts faculty believe the University's interest in 

organized research units could be a significant factor in 

the development of theatre programs that would serve all 

West Texas. The faculty was very encouraged by a growing 

administrative interest in theatre arts and by the increased 

interest in the Theatre Arts Department by the Offices of 

Development and Research Services. The following were also 

considered to be significant university resources: (a) the 

existing programs in art, music, and dance; and (b) clearly 

defined institutional goals and objectives that are com

patible with the goals and objectives of the Theatre Arts 

Department. 

In the second category, departmental resources, the 

Theatre Arts faculty recognized the Fine Arts Doctoral 

Program as a significant resource. The Doctoral Program 

continues to bring experienced doctoral students into the 

Theatre Arts Department thereby increasing the level of 

talent available for production, teaching, management, and 

research. The Theatre Arts faculty also believe that the 
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department's strong history of productions and the faculty's 

active participation in state and regional theatre organiza

tions are also important departmental resources. In addi

tion the faculty considered the following to be further de

partmental resources; (a) flexibility of theatre programs, 

and (b) growing theatre season ticket sales. 

In the category of theatre facilities and equipment, 

the Theatre Arts faculty believe the present theatre facili

ties and equipment are weak. Though adequate for mainstage 

performances, they are inadequate for teaching and rehearsal 

requiring the use of other spaces on campus. Theatre Arts 

faculty are unanimous in their belief that the following are 

definite facilities and equipment resources: (a) new lab 

theatre addition, (b) new departmental computer equipment 

and programs, and (c) excellent theatre location on campus 

which provides easy access, good parking, and safety for 

theatre students and patrons. 

The Theatre Arts faculty listed the following as other 

resources. First, the Department's access to information, 

statistical, and reference systems and services would be of 

great benefit to a fund-raising project or activity. The 

faculty also felt that the strong, local interest in theatre 

productions coupled with the Department's strong local repu

tation, provides a strong base of theatrical support. Fin

ally, the faculty considers the lack of local or regional 
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competition to be a definite resource because it leaves the 

theatre market open for development. 

Although Theatre Arts had no significant history of 

external funding, an examination of the available resources 

revealed that the department possessed the necessary capa

bilities to pursue sponsored-project funding. Upon reaching 

this decision, the Theatre Arts faculty directed the intern 

working with the Office of Development and the Office of 

Research Service to proceed with the development of plans 

for the establishment of a center of excellence in theatre 

arts and to generate a proposal in support of those plans. 

Proposal Preparation and Proposal Review 

A timetable for the entire project was developed and 

approved by the Theatre Arts Department, the Office of 

Development, and the Office of Research Services (See 

Appendix B). In addition to the project timetable, a propo

sal review schedule was developed and approved (See Figure 

3-5) . 

From August 29 to September 16, 1986 meetings were held 

with all parties involved in the project. The purpose of 

these meetings was to solicit ideas for the development of a 

center of excellence in theatre. The results of the diag

nostic organizational analysis greatly facilitated the prep

aration of the proposal. Because of the organizational 

study, all parties were now in basic agreement about the 

problems and needs facing the Theatre Arts Department and 
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its target markets. The organizational study also revealed 

a basic commonality existing among the faculty regarding 

professional interests and beliefs. This agreement contri

buted greatly to a feeling of unity and optimism concerning 

the project; and, because of this, it was easy to reach a 

quick consensus on proposed solutions to the problems and 

needs facing the department. 

Using the needs statements developed from the diagnos

tic analysis. Theatre Arts faculty posed a series pf ques

tions in four categories. In the Group I category, ques

tions were asked relating to professional quality produc

tions and professional theatre training; What can be done 

to counteract the negative effects of cultural isolation 

experienced by West Texans? How can theatre training and 

theatre performances at Texas Tech University be raised to a 

professional level? How can Texas Tech students be provided 

opportunities to (a) gain membership in theatrical unions, 

(b) work with theatre professionals? What can be done to 

provide more theatrical experiences for Texas Tech theatre 

students? How can the reputation of the Theatre Arts pro

grams be enhanced? How can the marketability of theatre 

students at Texas Tech be enhanced? What can be done to en

courage and support basic and applied theatre research at 

Texas Tech University? 

In answer to the Group I needs questions, the Theatre 

Arts faculty proposed, as a solution, the establishment of a 
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professional resident theatre company employing professional 

guest artists. This company would be capable of limited 

tours in the West Texas region. The institution of a resi

dent professional theatre company employing professional 

guest artists as performers and teachers will aid in the 

creation of a professional environment. This environment 

would be more nearly akin to that which faculty and students 

would experience in the commercial theatre. The resident 

professional compamy would raise the quality and standard of 

theatre productions and provide faculty and students with 

role models from the actual world of professional theatre. 

In addition, faculty and students would be provided impor

tant professional contacts and valuable information about 

the latest concepts and ideas in theatre (agents, resumes, 

auditions, interviews, unions, etc.). Contacts with theatre 

professionals could help to provide students with a realis

tic understanding of the advantages and disadvantages of a 

life in professional theatre. Finally, the resident profes

sion company would help the department in obtaining impor

tant accreditation from the National Association of Schools 

of Theatre and in obtaining membership in the League of 

Professional Theatre Schools. 

In the Group II category, questions were asked relating 

to audience development; How can future theatre audiences 

be developed in West Texas? What can be done to develop a 

greater understanding and appreciation of theatre among the 
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youth of West Texas? What can the Theatre Arts Department 

at Texas Tech do to assist the University in its service 

mission to the West Texas region? 

In answer to the Group II needs questions, the Theatre 

Arts faculty proposed, as a solution, the establishment of 

a touring children's theatre company and creative dramatics 

program, both providing strong theatre programs in the pub

lic schools. The institution of a touring children's the

atre company/creative dramatics program would help to solve 

the foregoing problems by producing and touring theatre for 

children throughout the West Texas region. 

Besides the production of theatre for children, theatre 

programs could be developed in cooperation with the public 

school systems. Various classes and workshops would be 

designed and made available to the community and the public 

schools. Working with boards of education and school prin

cipals, it should be possible to develop officially endorsed 

programs that relate to regular classroom instruction. Such 

progrcuns could bring lecture-demonstrations to the schools, 

bring young students to the University Theatre, or both. 

Children's theatre and creative dramatics programs will de

velop needed ties with the public school system and will 

assist in the development of stronger theatre programs in 

the public schools. Children's theatre and creative drama

tics can also be used very effectively as an outreach tool 
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and can help the University in its service mission to West 

Texas. 

The questions posed in the Group III category were re

lated to new plays and playwrights and new theatrical forms: 

What can be done at Texas Tech to aid the development of new 

plays and playwrights and in particular, Texas playwrights? 

What can the Texas Tech University Theatre do to provide a 

forum for the exploration of issues and ideas facing today's 

society? What can be done to provide Texas Tech students 

and faculty with the important opportunity of working with 

or attending the production of new scripts? What can the 

Theatre Arts Department at Texas Tech do to assist in the 

development of new theatrical forms? 

The Theatre Arts faculty at Texas Tech University, in 

answer to the questions posed in Group III, proposed the 

establishment of a new plays and playwrights' program. The 

new playwrights' program would help address the foregoing 

problems by bringing new playwrights to the Texas Tech cam

pus to work with teams of qualified professionals in the 

production of their new scripts. These productions would 

receive full production support and would be presented as a 

part of the University Theatre regular main stage season. 

Audience critiques would be held after each performance and, 

upon closing, a guest critic would conduct a critique of the 

final performance. The new plays and playwrights' program 

could also provide playwrighting workshops and seminars and 
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assist in the development and exploration of new dramatic 

forms. 

In the final category. Group IV, the Theatre Arts 

faculty posed questions on the subject of student, faculty 

and staff recruitment: What can be done to enhance the re

cruitment and retention of students, faculty and staff of 

the highest quality to Texas Tech University? In answer to 

the Group IV needs questions, the Theatre Arts faculty pro

posed the establishment a theatre center of excellence dedi

cated to the study and production of theatre of the highest 

quality. 

The four "needs solutions" outlined above became the 

framework upon which plans for a theatre center of excel

lence at Texas Tech University were based. On September 17, 

1986, a proposal was submitted to Dr. Richard Weaver auid the 

Theatre Arts faculty. At this meeting, the center was named 

the Center for the Advancement of Professional Theatre 

Training and Applied Research, "CAPTTAR." Furthermore, it 

was suggested that CAPTTAR would consist of seven laborator

ies each administered by a laboratory director who would re

port directly to Dr. Weaver, the center director. The seven 

proposed laboratories and their directors were; 

Laboratory 1 - Design and Technology 
Dr. Forrest Newlin, Laboratory Director 
Mr. Francis Fuselier, Associate Director 

Laboratory 2 - Professional Training 
Dr. George Sorensen, Laboratory Director 
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Laboratory 3 - Management, Marketing, and Promotion 
Dr. Richard Weaver, Laboratory Director 

Laboratory 4 - Theatre for Children and Creative 
Dreunatics 
Dr. Michael Gerlach, Laboratory Director 

Laboratory 6 - Playwrighting and Dramatic Literature 
(no faculty assigned) 

Laboratory 6 - Theatre Education 
(no faculty assigned) 

Laboratory 7 - History, Theory and Criticism 

Dr. Clifford Ashby, Laboratory Director 

The proposal was developed under the following head

ings; Title Page, Abstract, The Problem, CAPTTAR Mission, 

CAPTTAR Projects, Structure of CAPTTAR, Benefits of CAPTTAR, 

and Appendices (organizational charts, sample laboratories 

and personnel vltae).** The proposal attempted to define 

the problems of the department and its target markets, out

line solutions and provide budgets (See Appendix B). 

Following discussion, the Theatre Arts faculty approved 

the overall concept of the center as presented in the propo

sal. It was then decided that each faculty member would 

carefully study those parts of the proposal directly related 

to his specific laboratory. 

**October 5, 1986 was the deadline for submission of 
the proposal to the administration for proposal review. Be
cause of the limited time frame, it was decided that only a 
representative sampling of the seven laboratories would be 
included in the Appendix of the original proposal. Work on 
plans for all seven laboratories would continue and, when 
complete would be combined with the initial proposal. 
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Prom September 18 to September 22, the Intern met with 

individual faculty members. The purpose of these meetings 

was to collect and assimilate ideas and suggestions result

ing from the faculty study of Individual laboratories. As a 

result of these meetings, the following proposal revisions 

were suggested. 

First, under the present organizational structure of 

the Theatre Arts Department and the proposed structure for 

CAPTTAR, Dr. Weaver would serve as the Departmental chair, 

the Director of CAPTTAR, the Director of Laboratory 3, a 

faculty member, and a practicing artist. Because of the 

responsibilities demanded of each of these positions, such 

an organizational structure would be unrealistic. In view 

of this fact. Dr. Weaver should be nauned as the Director of 

CAPTTAR for an interim period only and until a full time 

Center Director can be hired. 

Second, the number of laboratories was reduced from 

seven to six and some of the names were modified as follows; 

Laboratory 1 - Design and Technology 
Dr. Forrest Newlin 

Laboratory 2 - Professional Theatre 
Dr. George Sorensen 

Laboratory 3 - Management 
Dr. Richard Weaver 

Laboratory 4 - Theatre in the Public Schools 
Children's Theatre and Creative 
Dramatics 
Dr. Michael Gerlach 

Laboratory 5 - Playwrighting and Dramatic Literature 
Mr. Francis Fuselier 
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Laboratory 6 - International Theatre 

Dr. Clifford Ashby 

Third, the Associate Laboratory Director position was 

deleted from Laboratory 1 and Mr. Francis Fuselier was made 

the Laboratory Director of Laboratory 5. Laboratory 6 was 

expanded in its scope,and mission. 

After soliciting faculty suggestions, the proposal was 

rewritten and resubmitted to Dr. Weaver and the Theatre Arts 

faculty on September 24, 1986. Following discussion, the 

Theatre Arts faculty accepted the revisions and unanimously 

approved the proposal. The Intern prepared a final draft of 

the proposal (See Appendix B), Dr. Weaver submitted the 

proposal to Dr. Joe R. Goodin, Dean of the College of Arts 

and Sciences on October 5, 1986. No suggestions, revisions 

or deletions were made by Dr. Goodin. Upon Dean Goodin's 

approval, the proposal was forwarded to Dr. Oliver D. 

Hensley, Associate Vice President for Research and to Dr. 

Donald R. Haragan, Vice President for Academic Affairs and 

Research. Neither Dr. Hensley or Dr. Haragan suggested any 

revisions. Upon Dr. Hensley's and Vice President Haragan's 

approval, the proposal was submitted to the Board of Regents 

who approved it on November 21, 1986. 

Submission for Sponsorship 

Prior to the submission of the final draft of the 

CAPTTAR proposal to the Theatre Arts faculty, a grant ap

plication was prepared for submission to the Anne Bradshaw 
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Stokes Foundation. The purpose of this grant application 

was to solicit funds in support of the intern during the 

development of the CAPTTAR project. On September 12, the 

grant proposal was submitted to the Stokes Foundation. On 

November 23, 1986, a letter was received informing Mr. John 

Anderson, Executive Director of Development at Texas Tech 

University, that CAPTTAR had been awarded a grant of $6000 

(See Appendix E). 

At the same time the grant application was being pre

pared for the Stokes Foundation, research was also under

taken to identify potential funding sponsors for CAPTTAR. 

From the beginning, those involved with the CAPTTAR project 

felt that funding efforts should be concentrated in the area 

of sponsored-project funding. The structure and writing of 

the CAPTTAR proposal reflect this belief. The proposal was 

designed so that it might be submitted as a total project or 

broken into six individual laboratory projects. 

Of the primary funding sources available for sponsored-

project funding, efforts were concentrated on private foun

dations. The reasons for this decision were several. 

First, Federal and state agencies have more stringent 

deadlines for grant application. In a cursory examination 

of federal and state agencies, many of these deadlines had 

passed. Furthermore, later submission dates fell outside 

the time limits of the internship. Finally, most federal 
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agencies require on-site visits and evaluations which could 

only take place after the expiration of the internship. 

Second, the dollar amounts awarded in most federal and 

state agency grants were well below the dollars needed for 

the full implementation CAPTTAR. In addition, some federal 

and state programs only gave matching grants and CAPTTAR had 

no capital to use for a match. 

Third, the competition for federal and state agency 

grants is extremely Intense. Application for grants awarded 

for theatre by the National Endowment for the Arts place 

Texas Tech in competition with nationally and internationa

lly recognized schools such as Yale, Carnegie Mellon, and 

JulHard. Finally, corporate funding was ruled out because 

it offered a very limited number of funding possibilities. 

Once the decision was made to concentrate on private 

foundations for potential funding sponsors, the first ques

tion to answer was; Should the search for CAPTTAR sponsor

ship be limited to Texas foundations or should out of state 

foundations be solicited? It was decided by Mr. Anderson 

Dr. Weaver and this writer that CAPTTAR, because of its 

regional impact, would have greater appeal to Texas founda

tions. 

Upon deciding to concentrate on Texas foundations, 

research was undertaken to see if there were foundations 

listing Theatre as a specific category of support. The 
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Intern located twenty-two foundations meeting this criteria; 

however, the majority of them were (a) considered to have 

insufficient resources for funding a project of the size and 

scope of CAPTTAR, or (b) were restricted by the Office of 

Development to specific Texas Tech individuals or depart

ments (See Apendix D). 

The search for potential funding sponsors for CAPTTAR 

was expanded to include foundations that, in the past, had 

awarded grants to theatre organizations but did not list 

theatre as a specific category of support. This research 

produced a list of 152 Texas foundations that had awarded 

grants to theatre. The intern used three criteria to select 

foundations to be solicited for CAPTTAR. Which foundations 

have (a) purposes most compatible with the goals and objec

tives of CAPTTAR, (b) a history of awarding large grants to 

theatre ($500,000 and over), and (c) have the least geo

graphic restrictions? 

Using the criteria listed above, the list of 152 Texas 

foundations was reduced to twenty-eight. Unfortunately, 

because of the University's continuing capital campaign, 

twenty of these foundations were restricted by the Office of 

Development and were not available to Theatre Arts during 

the time of the internship (See Appendix D). 

The next task was to determine if the University had 

any contacts or associations with the remaining seventeen 

foundations. Further research was undertaken to determine 
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(a) if the University had alumni or friends associated with 

any of the foundations, and (b) if Texas Tech had, in the 

past, received grants from any of the foundations. The re

sults of the research on the remaining foundations was dis

couraging in that it revealed no strong contacts between 

Texas Tech University and any of the remaining foundations 

available to CAPTTAR, 

Letters of inquiry were sent to seven foundations. 

Full proposals were sent to five foundations. On January 

31, 1987, the internship which made this study and CAPTTAR 

possible, officially ended. As of that date, except for the 

grant from the Ann Bradshaw Stokes Foundation, CAPTTAR had 

not received funding from any of the foundations solicited. 

Conclusions 

Before the internship with the Office of Development 

and the Office of Research Services ended, additional re

search was undertaken to determine which other Texas founda

tions could and should be solicited in support of CAPTTAR or 

could any of the previously restricted foundations be made 

available to CAPTTAR? Second, which national foundations 

might be interested in CAPTTAR? Third, were there individ

uals who might be solicited in support of CAPTTAR, and fin

ally, what plans should be made and what steps should be 

taken to insure the continuance of CAPTTAR? 
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CHAPTER V 

TIME/COST ANALYSIS: CAPTTAR 

Introduction 

A time/cost analysis for the development of the Center 

for Professional Theatre Training and Applied Research at 

Texas Tech University may be very useful to arts organiza

tions who are considering fund-raising projects. This anal

ysis may serve as a model for estimating the time, energy, 

and resources necessary for the development of such proj

ects. The time/cost analysis of CAPTTAR uses a model for 

time/cost assessment developed by Dr. Oliver D. Hensley and 

Dr. Terry Mathias. The CAPTTAR analysis outlines, sequen

tially, the steps and activities associated with the devel

opment of an organized research unit (center of excellence) 

at Texas Tech University. In addition, this analysis (a) 

outlines the cost analysis design, (b) presents time esti

mate sheets, (c) presents the cost analysis algorithm, and 

(d) displays the results of the CAPTTAR time/cost analysis. 

The Time/Cost Study 

The CAPTTAR time/cost study covers two of the three 

phases employed in the planning, development, and funding of 

CAPTTAR. The two phases covered are PHASE I, PRE-PROPOSAL 

and PHASE II, PROPOSAL. PHASE I is divided into three 

128 
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stages; Project Design, Proposal Preparation, and Proposal 

Review. Each of these three stages is further divided into 

individual steps or events. Phase II consists of one stage. 

Submission for Sponsorship, which is also divided into indi

vidual events. 

The intern provided time estimate sheets to seventeen 

of the twenty-seven persons involved with the CAPTTAR proj

ect. Sixteen of these seventeen persons recorded the time 

they spent on forty-one separate events involved in the 

planning, development, and funding of CAPTTAR. Additional

ly, they provided time estimates on other activities not 

specifically identified on the time estimate sheets. One 

faculty member in Theatre Arts declined to participate in 

the study. His time was imputed from records of meetings 

held with this writer and other persons involved in the 

project. The President and the Board of Regents of Texas 

Tech University were not asked to keep time sheets. In

stead, Dr. Donald R, Haragan, Vice President for Academic 

Affairs and Research, communicated with President Cavazos 

and recorded the time the President spent on the CAPTTAR 

project. Dr. Harragan also attended the Board of Regents 

meeting and recorded the time the Board spent in the discus

sion and approval of CAPTTAR. 

Costs for this study are determined by finding each 

person's hourly wage rate and his costs for specific events. 

(See Figures 5-1 through 5-7.) Because direct costs 
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involved in this project (telephone, postage, duplicating, 

travel, etc.) are minimal, no direct cost figures are pro

vided. Indirect costs are based on the University's audited 

rate of 39% of total direct costs which, in this study, is 

39% of salaries and wages. The total project costs are cal

culated by adding the total of salaries and wages to the in

direct costs. The total project costs algorithm is: 

TPC = S & W + ICp* 

Results of the Time/Cost Analysis 

The total time expended on the CAPTTAR Project was 

898,25 hours (See Figure 5-2). The Project Director for 

CAPTTAR expended the greatest amount of time, logging a 

total of 572.25 hours. Despite the number of hours, his 

total costs for the project were only $2323.34. This figure 

is low because, as a graduate research assistant, his hourly 

wage rate was only $4.06/hour (See Figure 5-1). Ordinari

ly, projects of the size and complexity of CAPTTAR would be 

under the direction of a staff or faculty member who earns 

an hourly wage higher than $4.06/hour. Generally, project 

directors devote more time to a project than all others in

volved and, therefore, any increase in their hourly wages 

results in a significant increase in the total cost of a 

project. Since the hourly wage for the Project Director of 

*In the algorithm listed above, TPC represents total 
direct costs, S & W represents salaries and wages, and IC 
represents indirect costs. Indirect costs are determined by 
multiplying salaries and wages by 39.00%. 
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CAPTTAR is uncommonly low, the costs for CAPTTAR do not 

represent a realistic estimate of the total costs for large, 

complex projects. For example, an assistant professor of 

theatre arts at Texas Tech University has an hourly wage 

rate of $11.07/hour. Using this rate for the Project 

Director of CAPTTAR would have Increased the costs of the 

project by $4011.77. 

Excluding the Project Director, the hourly wage rates 

for the CAPTTAR Project range from $6.89 for a secretary to 

$67.18 for the President of the University (See Figure 5-1). 

The average hourly wage rate is $22.64. The total costs of 

the CAPTTAR Project are $12,867.37. 

Of the four stages examined in this time/cost analysis, 

the Project Design stage of CAPTTAR required the greatest 

expenditure of time and dollars. The Project Design stage 

consumed 326.72 hours and cost $4,336.54. The average cost 

per hour for the Project Design stage was $13.27/hour. 

The Proposal Review stage required the least in time, 

19.25 hours, and dollars, $893.63 (See Figure 5-8). Despite 

the low nximber of hours and cost, the Proposal Review stage 

has a much higher average cost per hour, $46.42. The in

creased average cost for Proposal Review results from the 

higher salaries of the personnel Involved in the review pro

cess. CAPTTAR was reviewed by: the University Board of 

Regents, the President of the University, the Vice President 

for Academic Affairs and Research, the Associate Vice 
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President for Research Services, the Executive Director of 

Development, the Dean of Arts and Sciences, and the Chairman 

of the Theatre Arts Department. Their salaries range from 

$17.69/hour to $67.18/hour, an average of $38.25/hour. The 

remaining twelve salaries range from $4.06/hour to $16.71/ 

hour, an average of $11.05/hour. 

The costs listed for Phase II, Submission for Sponsors, 

are incomplete. Much work remains to be done in soliciting 

funds for the CAPTTAR Project. As a result, the hours and 

costs reported for Phase II, Submission for Sponsors, are 

incomplete. As a result, costs for this stage of CAPTTAR 

and final total costs cannot be completely determined until 

project funding is found or the project is abandoned. Upon 

completion of the internship, a total of 896 man hours had 

been expended on CAPTTAR. Of these total man hours, 572 had 

been expended by the Project Director. 

The information provided by this time/cost analysis 

provides useful guidelines to those organizations consider

ing fund-raising projects or activities. Of these guide

lines, the time parameters of CAPTTAR are the most useful 

because expenditures of time remain more constant from proj

ect to similar project. Cost factors, though important, 

vary so significantly from project to project that the spe

cific dollar amounts presented in this analysis are relative 

and, therefore, are not as useful as guidelines. 
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In conclusion, the CAPTTAR time/cost analysis further 

clarifies the difficulties faced by the faculty of the 

Theatre Arts Department at Texas Tech University in seeking 

external funding. After an examination of the time/cost 

parameters of CAPTTAR, it is unrealistic to believe that 

Theatre Arts faculty, with their present teaching and pro

duction loads, could assume the additional time demands 

required for successful external fund raising. 
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HOURLY WAGE RATE: CAPTTAR PERSONNEL 

Hourly algorithm: 40 hr/wk x 52 wks = 2080 hr/yr 
Yearly Salary/2080 = hourly wage 

SALARY/HR 

$ 67.18 

48.08 

39.62 

34.86 

30.60 

29.71 

17.69 

16.71 

16.02 

15.19 

14.65 

14.61 

11.16 

11.07 

7.69 

7.65 

6.89 

6.89 

4.06 

1 PERSONNEL 

! 1. 

i 2 . 
1 

3. 

4. 

5. 

6. 

7. 

8. 

1 •̂ 
j 10. 

1 11-
12. 

13. 

14. 

15. 

16. 

17. 

18. 

19. 

(Average) 

SALARY/Y 

$ 139,740 

100,000 

82,404 

72,500 

63,654 

61,800 

36,797 

34,760 

33,324 

31,601 

30,480 

30,380 

23,208 

23,028 

15,996 

15,912 

14,328 

14,328 

8,450 

Fig. 5-1. CAPTTAR: Hourly Wage Rates 
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8.00 

PERSONNEL INDIVIDUAL COMMUNICATIONS OTHER 
ACTIVITIES (meetings, phone, 

letters, etc.) 

1. 

2. (9) 

3. 

4. 

5. 

6. 

7. 

8. 

9. 

10. 

11. 

12. 

13. 

14. 

15. 

16. 

17. 

18. 

19. 

TOTAL HOURS 

0.00 

0.00 

1.00 

2.00 

47.75 

22.75 

20.50 

7.50 

31.00 

6.00 

9.00 

4.50 

4.00 

4.50 

3.00 

0.00 

6.00 

6.00 

398.00 

573.50 

1.00 

(9X.25) 2.25 

1.00 

0.00 

9.50 

31.75 

47.00 

4.00 

16.00 

9.50 

3.50 

6.00 

0.00 

6.00 

0.00 

0.00 

0.00 

0.00 

166.25 

303.75 

3.00 

8.00 

TOTAL 
HOURS 

1.00 

2.25 

2.00 

2.00 

57.25 

62.50 

67.50 

11.50 

47.00 

15.50 

12.50 

10.50 

4.00 

10.50 

3.00 

3.00 

6.00 

6.00 

572.25 

19.00 896.25 

Fig. 5-2. CAPTTAR: Activity Hours 
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End; 

^SOl 

1. 

2. 

3. 

4. 

5. 

6. 

7. 

8. 

9. 

10. 

11. 

12. 

13. 

14. 

15. 

16. 

17. 

18. 

19. 

Lrect 

^NEL 

(9) 

TOTALS 

Cost algorithm: 

SALARY/WAGE 
COSTS 

$ 67.18 

108.18 

79.24 

69.72 

1751.85 

1856.88 

1194.08 

192.17 

752.94 

235.45 

183.13 

153.44 

44.64 

116.24 

23.07 

22.95 

41.34 

41.34 

2323.34 

$ 9,257.15 

Salary/Wage 

INDIRECT 
COSTS 

$ 26.20 

42.19 

30.90 

27.19 

683.22 

724.18 

465.69 

74.95 

293.65 

91.83 

71.42 

59.83 

17.41 

45.33 

9.00 

8.95 

16.12 

16.12 

906.10 

$ 3,610.29 

X 39.00% 

TOTAL 
COSTS 

$ 93.38 

150.37 

110.14 

96.91 

2435.07 

2581.06 

1659.77 

267.12 

1046.59 

327.28 

254.55 

213.24 

62.05 

161.57 

32.07 

31.90 

57.46 

57.46 

3229.10 

$ 12,867.44 

Fig. 5-3. CAPTTAR: Direct and Indirect Costs 
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PHASE I PRE-PROPOSAL - PROJECT DESIGN 

Events 

1. Orientation 

2. Research/ORU's 

3. Research/TTU 
ORU's 

4. Research/Arts 

5. Organizational 
Analysis/Theatre 

6. Resource Analysis/ 
Theatre 

7. Project Planning 
Sessions 

8. Project Design 

9. Project Approval/ 
Department 

10. Other Events 

TOTALS 

Salaries/ 
Wages 

$ 476.90 

199.87 

133.26 

109.19 

995.28 

/ 

120.55 

615.24 

364.07 

93.98 

11.47 

$ 3,119.81 1 

Indirect 
Costs 

185.99 

77.95 

51.97 

42.58 

388.16 

47.01 

239.94 

141 .99 

36.65 

4.47 

,216.73 

Total 
Search 
Costs 

662.89 

277.82 

185.23 

151.77 

1383.44 

167.56 

855.18 

506.06 

130.63 

15.94 

4,336.54 

ilMIUllllllllilillllllillllllHIItllHWIfflHiyilllllllllffllllillllll^ 

Fig. 5-4. CAPTTAR: Events Costs/Project Design 
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PHASE I: PRE-PROPOSAL - PROPOSAL PREPARATION 

Events 

1. 

2. 

3. 

4. 

5. 

6. 

7. 

8. 

9. 

Orientat: 
Proposal 

Proposal 

Proposal 

Proposal 

Proposal 

Proposal 

Proposal 

Lon/ 
Writing 

Planning 

Writing 

Review 

Rewrite 

Review 

Acceptance 

Proposal 
Preparatj [on 

Other Events 

TOTALS $ 

Salaries/ 
Wages 

$ 94.03 

209.28 

1647.47 

274.18 

92.37 

306.80 

106.18 

23.99 

11.48 

2,765.78 1 

Indirect 
Costs 

36.67 

81.62 

642.51 

106.93 

36.02 

119.65 

41.41 

9.36 

4.48 

,078.65 3 

Total 
Search 
Costs 

130.70 

290.90 

2289.98 

381.11 

128.39 

426.45 

147.59 

33.35 

15.96 

,844.43 

HIHIIIIIIIlUWIHIftlllllUlllllllillUllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllli 

Fig. 5-5. CAPTTAR: Events Costs/Proposal Preparation 
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PHASE I: PROPOSAL - PROPOSAL REVIEW 

Events 

1. Department 

2. Proposal Rewrite 

3. Dean/A & S 

4. Proposal Rewrite 

5. Development 

6. Proposal Rewrite 

7. Assoc. V. P./ 
Research Services 

8. Proposal Rewrite 

9. Vice President/ 
Research 

10. Proposal Rewrite 

11. President/Board 

12. Proposal Rewrite 

13. Other Events 

TOTALS 

Salaries/ 
Wages 

172.93 

000.00 

47.10 

000.00 

85.52 

000.00 

34.86 

00.00 

130.25 

000.00 

172.24 

000.00 

000.00 

642.95 

Indirect 
Costs 

67.44 

00.00 

18.37 

00.00 

33.35 

00.00 

13.60 

00.00 

50.80 

00.00 

67.17 

00.00 

00.00 

250.73 

Total 
Search 
Costs 

240.37 

000.00 

65.47 

00.00 

118.87 

000.00 

48.46 

00.00 

181.05 

000.00 

239.41 

00.00 

00.00 

893.63 

Fig. 5-6. CAPTTAR: Events Costs/Proposal Review 
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PHASE II: PROPOSAL - SUBMISSION FOR SPONSORS 

Events 

1. Research/ 
Funding Sources $ 

2. Planning Session/ 
Public or Private 
Sector 

3. Decision/Public or 
Private Sector 

4. Selection of 
Funding Sources 

5. Proposal 
Preparation 

6. Proposal Review/ 
Development 

7. Proposal Review/ 
Research Services 

8. Proposal Review/ 
Theatre Arts Dept. 

9. Proposal Rewrite 

10. Proposal Submission 

11. Proposal Followup 

12. Research/Additional 
Funding Sources 

13. Other Events 

TOTALS $ 

Salaries/ 
Wages 

498.82 

191.91 

94.31 

188.38 

327.79 

286.81 

61.20 

89.03 

110.47 

40.60 

392.41 

176.72 

270.16 

2,728.61 

Indirect 
Costs 

194.54 

74.84 

36.78 

73.47 

127.84 

111.86 

23.87 

34.72 

43.08 

15.83 

153.04 

68.92 

105.36 

1,064.16 

Total 
Search 
Costs 

693.36 

266.75 

131.09 

261.85 

455.63 

398.67 

85.07 

123.75 

153.55 

56.43 

545.45 

245.64 

375.52 

3,792.77 

Fig. 5-7. CAPTTAR: Events Costs/Submission for Sponsors 
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CAPTTAR: PHASE I AND PHASE II 

CAPTTAR STAGES 

Project Design 

Proposal Preparation 

Proposal Review 

Submission for Sponsors 

TOTALS 

HOURS 

326.72 

307.75 

19.25 

242.50 

COSTS 

4336.54 

3844.43 

893.63 

3792.77 

896.25 $ 12,867.37 

liiWHiiiiHiniiuiHiiiitmuiiiiiiiiiiiiiiiiiiiiiyyHiuiiiiuyiyiiioyiiiiiiiniH illllUIIIIIIIIIIII 

Fig. 5-8. CAPTTAR: Time/Costs for Phase I and II 



CHAPTER VI 

A CONCLUSION TO THE STUDY 

Faced with the hard reality of fixed and decreasing 

allocations and revenues for the performing arts, this study 

developed from a desire to find solutions to the financial 

difficulties experienced by many performing arts programs in 

American colleges and universities. As costs for the per

forming arts continue to rise and allocations and revenues 

continue to decline, alternative methods of funding must be 

found to counteract the erosion of quality in performing 

arts programs. The major premise of this study is that per

forming arts administrators and artists must, in addition to 

their other talents and skills, be effective fund raisers. 

This study was undertaken to assist performing arts adminis

trators and artists develop the knowledge and training for 

effective fund raising. This writer felt that the develop

ment of an appropriate external funding model for the per

forming arts would help accomplish that task. 

In search of a practical approach to performing arts 

fund raising, funding theories and procedures successfully 

used by other academic disciplines were examined. Following 

this examination, basic steps and procedures in public and 

private-sector, sponsored-project fund raising were identi

fied. Once identified, these fund-raising steps and 

142 
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procedures were applied to the development of a simple 

sponsored-project funding model for small to moderate size 

theatre arts programs at state supported institutions of 

higher education. To demonstrate the practical application 

of these fund-raising theories and procedures, two sample 

projects were generated, (a) the development of a center of 

excellence in theatre arts and (b) the development of a 

funding plan for that center. 

One of the major elements in the research for this 

study was the six-month joint internship with the Office of 

Development and the Office of Research Services at Texas 

Tech University. This internship provided the intern the 

opportunity to work with Dr. Oliver D. Hensley, Associate 

Vice President of Research Services, in the areas of public-

sector funding, proposal writing, and organized research 

units (centers of excellence). Furthermore, this internship 

allowed the intern to work with Mr. John A. Anderson, 

Executive Director of Development, and his staff in the 

areas of donor research, annual and planned giving, indivi

dual solicitation, and corporation/foundation solicitation. 

Finally, the internship provided the writer with the oppor

tunity to apply this valuable fund-raising training and ex

perience toward the development of a center of excellence in 

theatre arts. 

Working with the faculty and staff of the Theatre Arts 

Department, the Intern prepared a proposal for the 



144 

development of a Center for the Advancement of Professional 

Theatre Training and Applied Research, "CAPTTAR." The Texas 

Tech University Board of Regents approved the CAPTTAR propo

sal on November 21, 1986. 

Concurrent with the preparation of the CAPTTAR propo

sal, the intern developed and submitted a grant proposal to 

the Ann Bradshaw Stokes Foundation. The Stokes proposal re

quested a grant in support of the funding phase of CAPTTAR. 

On November 23, 1986, the Office of Development received no

tification from the Ann Bradshaw Stokes Foundation that the 

grant was approved. Judging from the successful approvals 

of the CAPTTAR and Stokes proposals, the proposal writing 

techniques utilized in this study can be effective. 

Following approval of CAPTTAR by the Texas Tech 

University Board of Regents, the intern sent seven letters 

of inquiry and five full proposals to seven Texas founda

tions. By January 31, 1987, the official completion date of 

the joint internship with Development and Research Services, 

the solicited foundations had not reached a decision con

cerning funding for CAPTTAR. Because the internship offici

ally ended before funding could be obtained, the results of 

this study are somewhat inconclusive. On the other hand, 

even if the before mentioned proposals are not funded, there 

are several indicators that support this writer's belief 

that CAPTTAR will receive funding with continued solicita

tion. 



145 

First, besides being an exciting and worthwhile proj

ect, CAPTTAR has the ability to appeal to and serve a large 

constituency. The CAPTTAR proposal has attracted interest 

from Texas foundations that have not previously supported 

research at Texas Tech University. Unfortunately, most of 

the foundations which in the past have been strong support

ers of research projects at Texas Tech, were restricted by 

the Office of Development to other academic units of the 

University. Foundations which are restricted to specific 

academic units cannot be solicited by other units of the 

University. As a result of these restrictions, those Texas 

foundations most noted for their past support of research at 

Texas Tech University could not be solicited in support of 

CAPTTAR. 

Second, CAPTTAR has attracted interest from Texas foun

dations that do not have the strongest histories of support 

for theatre arts. Those Texas foundations which are most 

noted for their past support of theatre arts—for example, 

the Moody Foundation, the Meadows Foundation, the Davidson 

Foundation, and the Amon Carter Foundation—were also re

stricted by the Office of Development to other academic 

units at Texas Tech and could not be solicited in support of 

CAPTTAR. It is generally felt by those Involved with this 

study that when restrictions are lifted from these and other 

Texas foundations, the prospects for successful funding of 

CAPTTAR will greatly improve. 
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Lastly, one other factor that must be taken into con

sideration concerning funding for CAPTTAR is the depressed 

condition of the Texas economy. Many Texas foundations have 

been adversely affected by the economic difficulties facing 

the state and, as a result, have been forced to redefine or 

restrict their funding priorities. As a result, CAPTTAR, 

because of its size, scope, and expense, is at a disadvan

tage when seeking funds. It is the opinion of this writer 

that with a stronger Texas economy, the chances of success

ful funding for CAPTTAR will multiply. 

The arts have become a more Important and more indis-

pensible part of the lives of the American people. The past 

decade has witnessed a major growth in attendance and par

ticipation in the arts: 

At a time when disenchantment with the leadership 
of most major institutions [in America] remains ^ 
high, the fact that appreciation of and involve
ment in the arts continue to grow is a monumental 
tribute to the job that has been done by those in 
the arts. For they have had harder times finding 
the resources to meet the growing needs in the 
arts. Basically, they have done just that, albeit 
not without enormous sacrifice.* 

Despite the continued growth of the arts in the United 

States, commercial and educational performing arts organiza

tions themselves are not thriving. Costs for performing 

arts productions and education continue to rise faster than 

revenues and allocations. Financial crisis in the perform

ing arts are becoming commonplace. These financial 

*Americans and the Arts, p. 34. 
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difficulties are further complicated in that arts organiza

tions seeking public and private-sector funding are finding 

the competition for these funds very intense. In opposition 

to the increased competition for public and private-sector 

funds is a decrease in the amount of funds available. Faced 

with the increased competition for fewer funding dollars, it 

is imperative that performing arts managers and administra

tors become knowledgeable and skilled in the practice of 

effective fund raising. 

Recommendat ions 

Five major recommendations are suggested as a result of 

this study. First, performing arts administrators must rec

ognize the need for strong fund-raising programs. Knowledge 

and the practice of effective fund-raising procedures and 

teclini<iues are of ever Increasing importance to the survival 

of arts organizations. Artists and teachers no longer can 

afford to ignore their fund-raising responsibilities if they 

wish the arts to survive. In view of the increased competi

tion for fewer funding dollars, artists and teachers must 

become knowledgeable of intelligent fmid-raising procedures. 

To accomplish this mission, performing arts administrators 

should recogn̂ ize the need for further research in the areas 

of funding and fund raising. 

Little research or practical application of existing 

fund-raising procedures has been applied to the funding of 

performing arts programs. Along with increased funding 
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research, performing arts administrators should create or 

strengthen courses of study in the area of fund raising for 

the performing arts. Because of the increased necessity for 

external funds, courses in performing arts management and 

funding should be required of all performing arts majors. 

The second recommendation resulting from this study is 

that performing artist/teachers must be awarded the neces

sary release time if they are to pursue public or private-

sector fund raising effectively. Too many performing 

artist/teachers are prevented from actively pursuing exter

nal funding because of heavy teaching and production sched

ules. Heavy teaching and production loads prevent Texas 

Tech University theatre arts teacher/artists from pursuing 

public and private funds. This inability of the Theatre 

Arts faculty to pursue external funding was a contributing 

factor in the development of this study. Except for the 

Departmental Chair, Theatre Arts faculty have been only 

marginally involved in the development and funding of 

CAPTTAR. The inability of the faculty to be actively in

volved has made CAPTTAR more of an Individual rather than a 

departmental project. This writer believes fund raising for 

CAPTTAR will be more effective if Theatre Arts faculty can 

become more actively involved in the fund raising process. 

Of even greater importance to the success of CAPTTAR is the 

appointment of a full-time Center Director who has the time 

to actively pursue funding for the continued financial 
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support of the Center. Without the appointment of a full-

time Center Director and without greater faculty involve

ment, CAPTTAR has little chance for survival. Unless ade

quate funding in support of CAPTTAR can be found soon many 

of those involved with this project are concerned that the 

Center will be dissolved by the University Administration. 

In view of the above concern, the third recommendation 

this study makes is that the Theatre Arts Department, the 

Office of Development, and the Office of Research Services 

redefine the funding priorities of the CAPTTAR project. One 

of the major premises of this study has been that Theatre 

Arts faculty do not have time to pursue public and private-

sector funds. Moreover, there is no reason to believe that 

Theatre Arts faculty, during the 1987-88 academic year, will 

have any more free time than they have had since this study 

was undertaken in 1986, Therefore, it is this writer's 

recommendation that the number one funding priority for 

CAPTTAR should be the securing of funds to hire a permanent, 

full-time Center Director. Further attempts to fund the 

entire Center should cease and all available energies should 

be directed to this end. The primary responsibility of the 

CAPTTAR Director would be to secure the funding necessary 

for the implementation and continuation of the Center and to 

administer those funds and the activities of the CAPTTAR 

Laboratories. 
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Furthermore, the second funding priority for CAPTTAR 

should be the funding of Laboratory 2, Professional Theatre. 

The implementation of the resident professional theatre com

pany and the employment of professional guest artists will 

significantly improve: 

1. the quality of education in theatre arts. 

2. the reputation and image of the Theatre Arts 

Department, its faculty, and Texas Tech University. 

3. the quality of theatrical performances. 

In addition to the above improvements, the Professional 

Theatre Laboratory will have the most positive impact upon 

the Theatre Arts Department. Of the six Laboratories pro

posed by CAPTTAR, Laboratory 2 will attract the greatest 

number of theatre students and theatre patrons to Texas Tech 

University. This increase in students and patrons will pro

vide additional revenues for the University and the Theatre 

Arts Department and will enhance their national image and 

reputation. 

The fourth recommendation of this study is that, in the 

future, the Theatre Arts Department might be well-advised to 

concentrate their fimd-raising efforts in the areas of edu

cation and training. In his book, An Applicants Guide to 

Successful Grantsmanship, Louis Masterman points out: 

In terms of program areas, education leads the way 
and receives approximately 36 percent of all edu
cation funds. The fields of health, welfare and 
scientific research follow with about 14 percent 
each. Thus over three-fourths, 78 percent of all 
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foundation grant money goes to support activities 
in these areas." 

In light of Masterman's statistics, grant applicants seeking 

funds for education, health or welfare have a better chance 

of being funded than those seeking funds for other purposes. 

Future grant applications written in support of CAPTTAR 

should perhaps emphasize more the educational aspects and 

benefits of CAPTTAR. Likewise, it might be more effective 

to solicit funding sources which are primarily interested in 

education and training. 

Because of the limited amount of time available to 

Theatre Arts faculty for the pursuit of external funding, 

the faculty must be selective in choosing funding sources. 

The fifth recommendation of this study is that Theatre Arts 

should concentrate its fund-raising efforts in the private 

sector because, for the present, the Theatre Arts Department 

is not capable of being competitive in public-sector fund 

raising; 

. . . of over $64 million awarded for mental 
health research, training and service grants to 
152 applicants in 47 states revealed that three 
states (six percent of the states) received 42 
percent of the awards and 33 percent of the money. 
The states incidentally were New York, California, 
and Massachusetts. Eleven percent of the $64 
million went to only two (one percent) of the 152 
recipients (New York Medical College and the 
University of California). Of the $13 million 
awarded for mental health research, five percent 

'Masterman, p. 7. 
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of the recipients received 36 percent of the 
funds.* 

This writer found himself facing similar statistics 

when applying for grants from the National Endowment for the 

Arts in support of CAPTTAR. First, the Theatre Arts 

Department and CAPTTAR did not meet the eligibility require

ments for most of the NEA funding categories. Second, in 

those cases where the Department and CAPTTAR could meet the 

eligibility requirements, they were competing against pro

fessional theatre programs such as Yale and JulHard. The 

Theatre Arts programs at these universities are already what 

CAPTTAR is attempting to help Texas Tech become. The 

Theatre Arts Department at Texas Tech was advised by the 

representatives of NEA that, though they may be eligible for 

application, there was little, if any, possibility of the 

University Theatre receiving any NEA awards in the near 

future. 

Unfortunately, in the world of fund raising, the bib

lical quotation, "Ask and you shall receive," does not 

necessarily apply. Masterman records three reasons so few 

get so much: (a) they submit more applications, (b) they are 

very systematic in their approach, and (c) they have a 

successful record of previous grant funded projects. 

. . . It is a truism, however that the more 
applications an agency submits, the greater are 
its chances of having some of them approved. It 
is not uncommon for the big timers to have many 

'Masterman, p. 8 
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applications in the review mill at any given 
time.* 

Masterman goes on to point out that the larger agencies 

submit application upon application. Operating on a percen

tage basis, they know from past experiences that in the long 

run enough grant applications will be approved and funded to 

make the effort worthwhile." With its limited resources of 

personnel, time, and money; the Theatre Arts Department at 

Texas Tech would do better to expend any future fund-raising 

energies on foundations and individual solicitations. 

If the Theatre Arts Department at Texas Tech University 

continues to experience budget restraints or reductions and 

if adequate external funding cannot be found, theatre arts 

progrsuns will inevitably suffer reductions in quality. Con

tinued restraints or reductions in funds will eventually 

force the Department to reduce offerings in the classroom, 

in production, or both. Reductions in program offerings 

will begin a negative spiral, which if not restrained, can 

destroy the Department. Reductions in program offerings 

limit the student market which, in turn, lead to declines in 

enrollment. Declining enrollments can cause further de

creases in budget allocations and possibly to reductions in 

faculty and staff. These reductions force greater cutbacks 

in program offerings which further limit the student market. 

^Masterman, p. 8. 

^Masterman, p. 8. 
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further reduce revenues, and further Intensify the negative 

spiral. Such negative spirals influenced the phasing out of 

theatre programs at Lamar University, Northwestern Louisiana 

State University, Houston Baptist University, and other 

theatre programs throughout the country. 

Performing arts programs, in attempting to avoid the 

negative spiral caused by program reductions, typically at

tempt to maintain current course offerings and production 

progrsuns. Instead of cutbacks in courses and the quantity 

of productions, reductions are made in scholarships, assis-

tantshlps, and production budgets. Reductions in student 

financial aid do not provide viable solutions to the prob

lems associated with a negative spiral. On the contrary, 

reducing financial aid may make it impossible for talented, 

but financially less fortunate, students to remain in the 

program. As a result, reductions in financial aid can 

further reduce enrollments, revenues, and the quality of 

programs. 

On the other hand, departments caught in a negative 

spiral will not solve their problem by reducing production 

budgets. Unless prior production budgets were significantly 

inflated, such reductions soon can diminish the quality of 

production. Reduced production budgets and low production 

quality can have a negative effect on faculty/staff morale. 

Poor morale contributes to a lack of productivity and fre

quent faculty/staff turnovers. Faculty/staff turnovers, in 
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turn, contribute to program instability. Diminished produc

tion quality and program instability can also have a nega

tive effect on student interest and morale which can lead to 

additional declines in enrollment. Finally, diminished pro

duction quality has a negative effect on patron support. 

Reduced patron support further limits revenues and increases 

the destructive effects of a negative spiral. Attempting to 

maintain a department's status cjuo while reducing budgets 

can be, at best, only a short term solution to a negative 

spiral. A department, faced with the destructive effects of 

a negative spiral resulting from continued budget restraints 

or reductions, must find alternative sources of funding. 

In conclusion, this study has presented a fund-raising 

model that can be used by various arts organizations. This 

model is based both on theoretical considerations and prac

tical experience. If an organization follows and applies 

this model in a systematic manner, and if the project for 

which funds are sought is worthwhile and properly presented, 

and if the right funding agency can be found, and if it is 

approached in a persistent but cooperative manner, chances 

are good that organization's fund-raising efforts will be 

successful. 
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July 2, 1986 

Mr. Donald W. Seay 
105-A South Troy 
Lubbock, Texas 79416 

Dear Donald; 

I have reviewed the proposal for a joint internship with 
Research Services and Development. I do not find anything 
in the proposal which would prohibit our participation and I 
am looking forward to visiting with you further. 

One item which I think needs clarification is the method of 
evaluation. I do not feel that the measurement of success 
can be based on the amount of funds generated. There are 
too many intangible factors involved in funds generation 
through the private sector and it is possible that some mon
ies could come in after the internship has been completed. 
Prior to our getting together for the next visit I will give 
this additional thought and meet with Dr. Hensley and see 
what his feelings are about this type of evaluation. 

Please call be before July 8 so we can discuss the possibil
ity of this internship. 

Sincerbely, 

hn A. Anderson 
xecutive Director 

cc: Dr. Oliver Hensley 
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July 10, 1986 

Mr. Donald W. Seay 
105-A South Troy 
Lubbock, Texas 

Dear Don: 

This will confirm our discussions relative to your serving 
an Internship with the Office of Development for a six month 
period commencing August 1, 1986. We will commit a sum of 
$2,500 toward the stipend during this period. I understand 
that the Office of Research Services will also participate 
in this internship with a similar financial commitment. 

The focus of your internship with our office will be on 
private sector fund raising. I anticipate that you will 
have an opportunity to work with my staff on various areas 
we deal with on a daily basis: donor research, annual giv
ing, corporation/foundation solicitation, planned giving, 
and individual solicitation. 

It is my understanding that the Internship and the written 
documentation generated as a direct result of the intern
ship, as guided by Dr. Hensley and myself, will be accep
table (assuming all standards are met) to your advisor and 
be credited toward your doctoral degree. 

In addition to the stipend assistance I am pleased to offer 
you office space, a telephone, associated office supplies, 
and a minimal amount of clerical assistance. 

Please call me during the week of July 
the arrangement. 

28 so we can finalize 

Sincenely 

n A. Anderson 
xecutive Director 

cc: Dr. Oliver Hensley 
Dr. Richard Weaver 
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PROPOSAL FOR JOINT INTERNSHIP 

WITH RESEARCH SERVICES AND DEVELOPMENT 

The Problem 

Today, many universities face serious funding problems. 

Operational and Instructional costs continue to Increase 

over fixed or decreasing allocations and revenues. Budget

ing restraints, brought on by these fiscal imbalances, place 

and increasing emphasis on alternative methods of funding. 

Budgetary problems are such that effective fund raising is 

now a major criteria in the hiring of administrators and is 

likely to become increasingly significant in the hiring 

and/or retention of faculty. 

Declining oil revenues forced budget reductions in 

Texas universities. The impact of these reductions had less 

effect upon those departments with a history of external 

funding, for example. Chemistry, Physics, and Biology. Un

fortunately, at Texas Tech, Fine Arts programs do not have a 

strong history of external funding; this is particularly 

true of the Theatre Arts Department. In spite of this fact. 

Theatre Arts faculty have generated a number of worthwhile 

ideas for projects: 

1. A guest artist program. 

2. A resident professional theatre company. 

3. Theatre for children program. 
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4. New plays program 

5. Theatre, Music, and Dance faculties could col

laborate on a major project, the creation of a Center for 

Performing Arts, 

The implementation of the above projects would es

tablish the Theatre Arts Department at Texas Tech University 

as one of the premiere departments in the United States. 

Regrettably, after generating exciting project ideas. 

Theatre Arts faculty are unable to realize their projects 

because heavy teaching loads and production responsibilities 

prevent them from actively pursuing necessary funding. An 

examination of statistics published in the latest TTU annual 

report may help to clarify some of those factors which make 

it impossible for Theatre Arts to be effective fund raisers: 

1. Theatre Arts is one of a few departments that gen

erates more in faculty salaries than it spends. 

2. Theatre Arts has one of the highest ratios of 

student credit hours per one thousand of faculty salaries 

(31 student credit hours per $1000 of faculty salaries), 

3. Theatre Arts has one of the highest ratios of stu

dent credit hours to FTE, 

The Proposal 

Current circumstances present the Theatre Arts 

Department with a unique opportunity. As a Ph.D. student in 

Fine Arts Administration, I am naturally very interested in 

fund raising. Furthermore, I have completed my coursework 
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and I am ready to begin my dissertation research in the area 

of funding. As the Director of Theatre at St. Edward's 

University, I had some involvement with development and fund 

raising; however, I have had no exposure to funding proce

dures at a major state university. To gain the experience 

necessary for my career objectives as well as for my disser

tation, I propose an internship split between the Office of 

Research Services and the Office of Development. The in

ternship will be supervised by Dr. Oliver Hensley, Associate 

Vice President for Research and Mr. John Anderson, Executive 

Director of Development. The dissertation will be directed 

by Dr. Richard Weaver, Chairman of the Theatre Arts 

Department. The Internship may be outlined as follows: 

I. Duties 

A. While working as an intern, I will discharge 

those duties assigned by Dr. Hensley and Mr. 

Anderson (to be determined). 

B. I will conduct proposal research in the area 

of Fine Arts with an emphasis on Theatre Arts 

projects (to be determined). 

C. The information and data gathered as a result 

this internship will provide the basis for my 

Ph.D. dissertation. 

II. Timetable: August 1, 1986 through May 30, 1987. 

A. August 1 to August 31, 1986 

1. Orientation/Familiarization. 
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2. Preliminary work with Fine Arts Faculty 

to determine potential projects. 

B. September 1, 1986 through February 28, 1987 

1. Conduct research. 

2. Generate proposals. 

C. March 1, 1987 through May 30, 1987 

1. Follow through on proposals. 

2. Write dissertation. 

III. Budget 

Internship salary Total $5000 

Divided: Research Services $2500 

Development $2500 

IV. Evaluation 

The internship will be evaluated by Dr. Hensley 

and Mr. Anderson in a brief written report. The 

measurement of success will be based on the com

pletion of the dissertation. 

V. Vitae 

See attached. 
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TIMETABLE FOR THE DEVELOPMENT 

OF A CENTER OF EXCELLENCE IN THEATRE ARTS 

Phase I 

Orientation and Research 
August 1, 1986 to August 31, 1986 

Phase II 

Planning and Development of Center and Proposal 
September 1, 1986 to October 1, 1986 

Phase III 

Submission of Proposal to Administration for Approval 
October 2, 1986 

Phase IV 

Funding the Project/Public and Private Sectors 
October 3, 1986 to January 31, 1987 
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PROPOSAL 

CENTER FOR THE ADVANCEMENT OF 

PROFESSIONAL THEATRE TRAINING AND APPLIED RESEARCH 

"CAPTTAR" 

Submitted By 

Texas Tech University Theatre Arts Department 

Date; October 3, 1986 

Dr. Richard A. Weaver 
Chairman/Theatre Arts 
Director of Proposed Center 
Director of Proposed Lab. 3 

Dr. Michael C. Gerlach 
Director of Proposed Lab. 4 

Dr. Forrest A. Newlin 
Director of Proposed Lab. 1 

Mr. H. Francis Fuselier 
Director of Proposed Lab. 

Dr. George W. Sorensen 
Director of Proposed Lab. 2 

Dr. Clifford C. Ashby 
Director of Proposed Lab. 
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CAPTTAR ABSTRACT 

The Theatre Arts faculty of Texas Tech University pro

poses the establishment of a Center for the Advancement of 

Professional Theatre Training and Applied Research. The 

Center, identified as CAPTTAR, will involve faculty and stu

dents in educational experiences with professional actors, 

directors, designers, and playwrights. In addition to pro

viding professional theatre training, CAPTTAR, will function 

as a theatre resource and research consortium for Texas Tech 

University and the West Texas region. 

Specifically, CAPTTAR, will establish a Professional 

Resident Theatre Company, a Children's Theatre Company, a 

Creative Dramatics Program, and a New Plays and Playwrights 

Program. CAPTTAR, will promote applied research in all 

areas of Theatre Arts. The Center will be divided into six 

laboratories: Theatre Design and Technology, Professional 

Theatre, Theatre Management, Theatre in the Public Schools/ 

Children's Theatre-Creative Dramatics, Playwrighting and 

Dramatic Literature, and International Theatre. CAPTTAR, 

has the potential of establishing the Theatre Arts 

Department at Texas Tech University as one of the premier 

departments in the United States. 
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CAPTTAR PROPOSAL 

CENTER FOR THE ADVANCEMENT OF PROFESSIONAL 

THEATRE TRAINING AND APPLIED RESEARCH 

"CAPTTAR" 

The Problem 

A 1984 survey of public opinion, conducted by Louis 

Harris for the American Council of the Arts, revealed that a 

majority of Americans believe that the fine and performing 

arts are important to the business, economy, and quality of 

life in their communities. This survey further revealed 

that people living in rural areas, particularly those in the 

southern region (including West Texas), believed that arts 

facilities and the arts events available to them were inade

quate. Although West Texans, like the rest of America, per

ceive the need for fine and performing arts, they are large

ly denied access to high quality performances and presenta

tions. The reasons for this are several: 

First, unlike Central and East Texas, the population of 

West Texas is scattered over vast distances. Distance and 

scattered populations have historically hindered the success 

of commercial performing arts organizations in the Southwest 

and West Texas in particular. First class Broadway produc

tions (original cast companies) rarely appear in the 
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Southwest. As a result. West Texans interested in attending 

performing arts events must patronize amateur community or 

school productions. Though amateur productions have played 

and will continue to play an important and necessary role in 

the overall cultural development of our country they are, 

by themselves, insufficient. 

Second, the lack of availability of high quality per

forming arts events produces a negative image of the per

forming arts and contributes to a disinterest among perform

ing arts patrons. The lack of professional quality produc

tions creates a negative spiral for both the creators and 

consumers of the performing arts. The 1984 Harris survey 

revealed that the single most important reason given for 

non-attendance at performing arts events was the "low qual

ity" of available events. 

Third, disinterest on the part of arts patrons poses a 

serious threat not only to the potential success of profes

sional performing arts groups but to amateur groups as well. 

The Harris survey also documents that with the decrease in 

available leisure time, Americans have become more selective 

in how they will spend that time. 

Fourth, students seeking training in performance arts 

recognize the importance of commercial experiences and con

tacts to their training programs. Given a choice, out 

standing performance arts students elect training programs 
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affiliated with, or situated in close proximity to profes

sional activity. 

Fifth, the lack of high quality performing arts pro

grams and events has a broad negative impact on institutions 

of higher learning and on the communities where they are lo

cated. Because the majority of Americans perceive the arts 

as fundamentally important to the quality of life, the 

availability of high quality arts events is an important 

factor in attracting and keeping outstanding faculty, staff 

and students. Quality of life is also a very important 

factor to business and industry in determining where they 

will locate or expand. 

At the present time. West Texas suffers a dearth of 

professional level performing arts activity. Furthermore, 

there is no professional theatre training in the West Texas 

region. The Theatre Department at Southern Methodist 

University is the only theatre department in the Southwest 

that is a member of the League of Professional Theatre 

Training Schools. Other students in the Southwest generally 

have no opportunities to: 

* Act in companies with professional actors. 

* Work with professional directors. 

* Work with professional designers. 

* Make critical professional contacts. 

* Gain entrance into professional theatre unions and 

organizations. 
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Patrons of the performing arts are similarly stifled. 

With the exceptions of three symphony orchestras, the occa 

sional traveling class "C" New York touring production, and 

the infrequent tour of an East Texas dance company. West 

Texas residents have little chance to consume performing art 

of the highest quality. 

The Texas Tech University Theatre Arts faculty firmly 

believe that the exciting challenges facing the performing 

arts in the Southwest and in particular West Texas can and 

must be met. The Theatre Arts faculty is confident the for

mation and implementation of the Center for the Advancement 

of Professional Theatre Training and Applied Research will 

help West Texas meet these challenges. 

CAPTTAR Mission 

The Center for the Advancement of Professional 

Theatre Training and Applied Research, CAPTTAR, will be 

designed to provide professional theatre training and to 

function as a theatre resource and research consortium for 

Texas Tech University and the West Texas region. Specifi

cally, CAPTTAR will undertake: 

1. To provide Texas Tech Theatre Arts students with 

professional theatre training in the areas of acting, di

recting, stage management, theatre management, and 

design/technical theatre. 

2. To provide the youth of West Texas with theatrical 

experiences of high quality. 
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3. To advance applied research in the areas of the

atre design and technology, theatre education and training, 

theatre management and marketing, playwrighting, and drama

tic theory, and theatre history and criticism. 

4. To provide professional theatrical entertainment 

for the Texas Tech University community and the residents of 

Lubbock and vicinity. 

CAPTTAR Projects 

Meeting the Theatre Challenges in West Texas 

The Center for the Advancement of Professional Theatre 

Training and Applied Research is designed to counteract the 

negative spiral confronting theatre creators and consumers. 

To meet the challenges facing West Texas Theatres, CAPTTAR 

proposes the: 

1. Establishment of a Professional Resident Theatre 

Company in Lubbock, Texas, This resident company, utilizing 

professional guest artists, will significantly increase the 

level of theatre performance for West Texas patrons. At the 

same time, the professional company will dramatically im

prove the quality of training offered to Texas Tech Univer

sity Theatre students. The use of professional guest art

ists will also enable Texas Tech Theatre students to par

ticipate in the membership candidate program of Actors' 

Equity Association. Membership in this theatrical union is 

essential to those students who plan acting careers in pro

fessional theatre. 
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2. Establishment of a Children's Theatre Company. 

This Company, based in Lubbock, will also serve as outreach 

program by, (a) touring Children's Theatre productions in 

West Texas, (b) conducting workshops, seminars, and short 

courses for community groups, public schools, teachers and 

students, and (c) serving as a reference and consulting re

source. 

3. Establishment of a Touring Company. This program 

would not only benefit West Texas communities by providing 

them with high quality theatrical performances but would 

also provide a much needed experience for theatre students 

in acting, directing, design, and management. 

4. Institution of a New Plays and Playwrights 

Program. This Program will foster and encourage new play

wrights by producing premier productions of new scripts. The 

playwrights will be brought to the campus to work with teams 

of qualified professionals in the production of their 

scripts. 

5. Development of projects to promote and advance 

applied research and training in the areas of Theatre Design 

and Technology, Professional Theatre, Theatre in the Public 

Schools, Creative Dramatics, Playwrighting/Dramatlc Literat

ure, Theatre Management, and International Theatre. 

CAPTTAR will broaden and expand the scope of theatre 

training and research at Texas Tech University and will 
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encourage and develop close associations with national and 

international theatre organizations. 

Structure of CAPTTAR 

CAPTTAR will be under the direction of a center direc

tor. In the organizational/funding phase of CAPTTAR, Dr. 

Richard Weaver, Chairman of Theatre Arts, will serve as the 

interim Center Director until funds can be obtained to hire 

a full-time Center Director. It should be noted that the 

early hiring of a full-time Center Director is of the high

est priority. 

CAPTTAR will exist as a parallel but interwoven struc

ture within the organization of the Theatre Arts Department. 

The Center will consist of six separate laboratories. Each 

laboratory will be under the supervision of a Laboratory 

Director who will report directly to the Center Director: 

Laboratory 1 - Theatre Design and Technology 
Dr. Forrest Newlin/Laboratory Director 

Laboratory 2 - Professional Theatre 
Dr. George Sorensen/Laboratory Director 

Laboratory 3 - Theatre Management 
Dr. Richard Weaver/Laboratory Director 

Laboratory 4 - Theatre in the Public Schools 
Children's Theatre/Creative Dramatics 
Dr. Michael Gerlach/Laboratory Director 

Laboratory 5 - Playwrighting/Dramatlc Literature 
Mr. Francis Fuselier/Laboratory Director 

Laboratory 6 - International Theatre 
Dr. Clifford Ashby/Laboratory Director 



182 

During the organizational/funding phase of CAPTTAR, direc

tors for the six laboratories will be drawn from the current 

Theatre Arts faculty. 

Funding of CAPTTAR 

No funds are being requested from the University for 

the organization and funding phase of CAPTTAR operations. 

The use of the Theatre Arts Chairman and Theatre Arts fac

ulty as the Center Director and Laboratory Directors elimi

nates the need for hiring additional supervisory personnel. 

In the initial phase of operations, CAPTTAR staff will be 

drawn from the existing Theatre Arts faculty, staff, and 

students. Funding for CAPTTAR will be allocated from ex

isting Theatre Arts Department budgets and from outside 

sponsors. The majority of funding necessary for the con

tinued operation of the Center and for each Laboratory will 

be secured from both the public and private sectors. It is 

anticipated that additional revenues will be generated from 

increased ticket sales and from fees charged for the various 

services CAPTTAR will offer (seminars, workshops, classes, 

consulting, etc). 

As funding is secured for each of the Laboratories and 

as the activities of the Center become more demanding, fac

ulty involved with CAPTTAR will recjuire release time from 

their departments. Faculty time will be contracted by the 

Center on a part-time basis. 
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The Benefits of CAPTTAR 

The benefits of CAPTTAR to the University, the Theatre 

Arts Department and to Lubbock and the West Texas region are 

many and varied. In addition to ending the negative spiral 

of Theatre Arts in West Texas, the creation and implementa

tion of the Center for the Advancement of Professional 

Theatre Training and Applied Research will enhance and com

plement the Interdisciplinary Studies Program in Arts 

Management, the existing Ph.D. in Fine Arts, and the B.F.A 

and M.F.A Degree Programs in Theatre Arts. 

CAPTTAR will increase Texas Tech University's ability 

to attract and retain high quality students and faculty. The 

Center will expand the student market to a national base. 

CAPTTAR will improve the attractiveness of West Texas 

to professionals who want to locate in a cultural center. 

The Center can have a significant impact on the economy of 

West Texas. 

CAPTTAR will assist the Theatre Arts Department in es

tablishing ties with other disciplines at Texas Tech, the 

public schools, other College and University Theatre 

Departments and programs. Community Theatres, the League of 

Professional Theatre Schools, the Association of Dinner 

Theatres, the University Resident Theatre Association, and 

professional Theatre Unions. 

CAPTTAR will be of significant assistance to the Texas 

Tech University Theatre Arts Department in qualifying for 



184 

accreditation from the National Association of Schools of 

Theatre. 

The establishment of CAPTTAR will increase the possibi

lity of securing external funding for Theatre Arts students, 

faculty, programs, facilities, and equipment. As operation

al and instructional costs for education continue to in

crease over fixed or decreasing allocations and revenues, 

alternative methods of funding are imperative to the contin

ued growth and success of educational programs. 

Finally, the Center for the Advancement of Professional 

Theatre Training and Applied Research will dramatically fa

cilitate the University's meeting its institutional goals in 

the areas of teaching, research, and service. CAPTTAR will 

establish the Texas Tech University Theatre Arts Department 

as one of a few outstanding Theatre Programs in the nation. 



185 

APPENDIX 

CAPTTAR LABORATORIES 
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LABORATORY 1 

THEATRE DESIGN AND TECHNOLOGY 

The establishment of Laboratory 1/Theatre Design and 

Technology is of fundamental Importance to the successful 

attainment of the goals and objectives of the Theatre Arts 

Department at Texas Tech University. The benefits gained by 

the establishment of this Laboratory will assist in estab

lishing the Theatre Arts Department at Texas Tech University 

as one of the premier theatre programs in the country. 

The Problem 

At the present time. West Texas suffers from a lack of 

professional level Theatre activity. Furthermore, there is 

no professional theatre training in the West Texas area. The 

only Theatre department in the Southwest that is a mem

ber of the League of Professional Theatre Training Schools 

is Southern Methodist University. Other students in the 

Southwest do not have adequate opportunities to: 

1. Work with professional designers and technicians. 

2. Make critical professional contacts. 

3. Prepare for, or gain entrance into, theatrical 

unions and organizations. 

4. Work with, or explore new materials and techniques 

in theatre design and technology. 
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5. Keep abreast of new equipment in theatre design 

and technology. 

6. Establish contacts with professional theatres and 

design studios. 

7. Actively participate in applied research in 

Theatre Design and Technology. 

The implementation of Laboratory 1/Theatre Design and 

Technology will help to eliminate these problems and assist 

in meeting the challenges facing theatre in the West Texas 

region. Laboratory 1 will: 

1. Contract guest designers and technicians to work 

with faculty and students in production and in the class

room. 

2. Assist in the creation of a professional environ

ment more nearly akin to that which faculty and students 

would experience in professional theatre. 

3. Raise the quality and standard of theatre produc

tions, 

4. Make possible the production of certain scripts 

which, because of design/technical demands, could not be 

effectively produced. 

5. Provide faculty and students with important pro

fessional contacts. 

6. Better prepare students for entrance into various 

theatrical unions. Membership in various theatrical unions 
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is essential to those students seeking work in professional 

theatre. 

7. Assist the Theatre Arts Department in obtaining 

accreditation from the National Association of Schools of 

Theatre. 

8. Assist the Theatre Arts Department in becoming a 

member of the League of Professional Theatre Schools. 

9. Provide a resource for research in Theatre design 

and technology. 

Organizational Structure and Budget 

Laboratory 1/Theatre Design and Technology will be 

under the direct supervision of a laboratory director. Dr. 

Forrest Newlin. As the Director of Laboratory 1, Dr. Newlin 

will be directly responsible to the Director of CAPTTAR and 

will exercise a broad range of administrative and artistic 

responsibilities. The duties of the Director of Laboratory 

1 may be outlined as follows: 

1. Assume responsibility for the planning, organiza

tion, and administration of Laboratory 1 and its staff, (a) 

departmental undergraduate and graduate students, (b) resi

dent technical Company, and (c) children's theatre company. 

2. Assist in the planning and administration of the 

Laboratory budget. 

3. Assume responsibility for the recruitment of 

professional guest designers and technicians. 
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4. Assist in the planning and administration of the 

production budgets. 

5. Assist in the selection and scheduling of 

Departmental productions. 

6. Assist in the planning and coordination of teach

ing assignments with production assignments. 

7. Assist in recruitment and supervision of 

Laboratory 1 faculty and staff. 

8. Assist in student recruitment. 

9. Assist in the coordination of production staff and 

production meetings. 

10. Pursue funding. 

11. Design theatre productions. 

12. Teach 3 hours per semester. 

Resident Technical Company 

The Resident Technical Company is a subdivision of the 

Resident Professional Theatre Company. The Resident 

Technical Company will normally consist of a stage manager 

and three technicians. 

Entrance into the resident technical company will be 

determined by interview, portfolio, and recommendations. 

Each member of the Resident Technical Company will be award

ed a .50 graduate assistantship in the Theatre Arts 

Department. In addition to production responsibilities and 

activities, each member of the Resident Technical Company 



190 

will be expected to teach one, three credit course each 

semester. 

Professional guest designers and technicians will be 

contracted for three main stage productions, one each semes

ter and one during the summer. These guest artists will per

form as members of the Resident Professional Company. The 

best graduate and undergraduate Theatre Arts students will 

serve as apprentices to the guest artists. Continuation 

with the Resident Technical Company will be based upon an 

evaluation of the student's effectiveness as: 

1. a stage manager, designer, and/or technician. 

2. a student in the classroom. 

3. a positive contributor to the overall goals of the 

Theatre Arts Department. 

4. continued progress toward the successful comple

tion of the student's degree plan. 

Guest Artists 

Professional guest designers and technicians will be 

contracted and brought to the campus to work with students 

and faculty in productions and in the classroom. These 

guest designers will primarily be contracted from major re 

gional theatres and Theatre Arts Departments belonging to 

the Leagnie of Professional Theatre Schools. In addition to 

their production responsibilities, guest artists will be ex

pected to conduct seminars and workshops. The use of guest 

designers and technicians will assist in providing a broad 
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based guest artist program necessary for the training of 

students in professional theatre. Laboratory 1 will assist 

in preparing Texas Tech University Theatre students for en

trance into design and technical unions. 

Guest artists will be brought to the campus for various 

lengths of time: 

Guest Designers and Technicians 
Time on campus: six weeks to one semester 

Guest Actors/Actresses (See Laboratory 2) 
Time on campus: four weeks 

a. two weeks of rehearsal 
b. two weeks of performance 

Guest Directors (See Laboratory 2) 
Time on campus: five to six weeks 

a. four to five weeks of rehearsal 
b. one to two weeks of performance 

Guest Playwrights (See Laboratory 5) 
Time on campus: six weeks to one semester 

Technical Company/Children's Theatre 

The Technical Company of the Children's Theatre 

Company, CTC, is a subdivision of Laboratory 4/Theatre in 

the Public Schools - Children's Theatre and Creative 

Dramatics. The Children's Theatre Technical Company will 

normally consist of a stage manager and three technicians. 

Entrance into the Children's Theatre Technical Company 

will be determined by interview, portfolio, and recommenda

tions. Members of the Technical Company of CTC will each be 

awarded Theatre Arts Department scholarships. In addition 

to their technical duties on campus, members of the 

Technical Company of CTC will be expected to tour. 
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Archival Project - USA/20 

In addition to providing technical support for produc

tions produced by the Texas Tech University Theatre Arts 

Department, Laboratory 1 will initiate a major archival pro

ject, USA/20. The purpose of this project will be to estab 

lish a resource for the study of the original design works 

of major American scenic artists of the 20th Century. 

Upon establishing the location of these designs, each 

will be photographed, catalogued and the film processed into 

35mm color slides. Copies of these slides will be available 

to persons conducting research into 20th century American 

Theatre. 

In addition to the projects described above, Laboratory 

1/Theatre Design and Technology will also: 

* Develop apprenticeships and internships with re

gional professional theatres, film studios, and 

television studios. 

* Establish theatrical union affiliations. 

* Conduct workshops in design and technical theatre. 

* Sponsor master classes in design and technical 

theatre. 

* Host theatre symposia. 

* Promote Interdisciplinary studies. 

* Support applied research in Theatre Design and 

Technology. 

* Provide Consulting. 
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Chair/Theatre Arts 

C Center Director/Artistic Director 

Business 
Mgr. 

Associate 
Artistic Director 

Laboratory 1 Director 

student 
clerical 

RESIDENT 
COMPANY 

Stage 
Mgr. 

CHILDREN'S 
THEATRE CO. 

I 

I 
USA/20 

ARCHIVAL 
PROJECT 

Designer Designer 

I 
1 Stud. 

Assts. 

Tech. Dir Tech. Dir. 

Grad. 
Tech. 
Asst. 

Grad. 
Tech. 
Asst. 

Crew 
Head 

Crew 
Head 

rews 

] 

Grad 
Tech 
Asst 

Tech. 
Asst. 

:d: 
Tech. 
Asst. 

IZL-
Tech 
Asst 

Crew 
Head 

] [ 

Crew J jCrew j ICrew 

Crews 



194 

BUDGET 

LABORATORY 1 

Theatre Design and Technology 

SALARIES/WAGES $ 55 , 500 

Guest Designers/Technicians (3) at $ 5,000 ea. $ 15,000 

Graduate Assistants $ 36,000 
(4) Resident Professional Company $ 6,000 ea. 
(2) Archival Project $ 6,000 ea. 

Student Assistants $ 2 , 500 
(1) Children's Theatre Stage Manager $ 1,000 
(3) Children's Theatre Assistants $ 500 ea. 

Student Clerical $ 2 , 000 

OPERATING/GUEST ARTISTS $ 6 , 300 

Travel (3) Roundtrip Air Fares - $ 700 ea $ 2,100 

Housing (3) $ 700 ea $ 2,100 

Auto Rental (3) $ 700 ea $ 2,100 

EQUIPMENT ^ 1"̂ ' ^^^ 

Photography Equipment $ ^' ̂ ^0 
(2) Copy Stands $ 100 ea $ 200 
(2) 35mm Cameras $ 400 ea $ 800 
(2) Projectors $ 300 ea $ 600 
(2) Light Boxes $ 250 ea $ 500 
(3) Slide Files $ 600 ea $ 1,500 
Lighting Equipment $ 2 ,000 
Drapes $ 500 
Film/Developing 5 800 

Computer Equipment I' T 4AA " ' ̂  10, 500 
Tandy 3000 ^ * ' ̂ "° 
(1) 40 meg hard drive 
(2) 1.2 meg floppy drives 
2110 Printer ^ 1' 295 
Digital Plotter 5 ^ ' 0°^ 
CM-1 Monitor f ^^° 
Deluxe Graphics Adapter $ 400 
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EQUIPMENT Continued 

Light Pen $ 200 
Graphics Tablet $ 200 
Mouse $ 100 
Programs $ 2 , 475 

MS-DOS/BASIC 
CAD 
Word Processing 
Data 

$ 

$ 

$ 

$ 

100 
1,500 
275 
600 

TOTAL $ 79,200 
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LABORATORY 2 

PROFESSIONAL THEATRE 

Resident Professional Theatre Company 
Guest Artist Program 

The establishment of a Resident Professional Theatre 

Company/Guest Artist Program is of fundamental importance to 

the successful attainment of the goals and the Theatre Arts 

Department. The benefits gained by the establishment of such 

a program will help to establish the Texas Tech University 

Theatre as one of the premier theatre programs in the coun

try. 

The Problem 

At the present time, West Texas suffers a dearth of 

professional level performing arts activity. Furthermore, 

there is no professional theatre training in the West Texas 

area. The only Theatre department in the Southwest that is 

a member of the League of Professional Theatre Training 

Schools is Southern Methodist University. Other students of 

the Southwest have no opportunities to: 

* Act in companies with professional actors. 

* Work with professional directors and designers. 

* Work with professional playwrights on the produc

tion of new scripts. 

* Make critical professional contacts. 
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* Gain entrance into professional theatre unions and 

organizations. 

Theatre patrons are similarly stifled. With the excep

tions of amateur high school, college and community produc

tions or the occasional traveling class "C" New York touring 

production. West Texas residents have little chance to con

sume theatre art of the highest quality. 

The institution of a resident professional theatre com

pany employing professional guest artists will help to elim

inate these problems. The use of professional guest artists 

as performers and teachers will: 

1. Assist in the creation of a professional environ

ment more nearly akin to that which faculty and students 

would experience in professional theatre. 

2. Raise the quality and standard of theatre produc

tions. In the 1984 ACA survey, lack of quality was one of 

the major factors given as a primary reason for not attend

ing arts events. 

3. Make possible the production of certain scripts 

which, because of role demands, could not be effectively 

produced. 

4. Provide faculty and students with role models from 

the actual world of professional theatre. 

5. Provide faculty and students with important pro

fessional contacts. 
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6. Provide faculty and students with valuable infor

mation concerning the latest concepts and ideas in theatre 

(agents, resumes, auditions, interviews, unions, etc.). 

7. Provide students with a realistic understanding of 

the advantages and disadvantages of a life in professional 

theatre. 

8. Better prepare students for entrance into various 

theatrical unions, a necessity for those planning careers in 

professional theatre. Guest artists will also make it pos

sible for Texas Tech students to participate in Actors' 

Equity Membership Candidate Program. 

9. Assist the faculty in stressing the importance of 

theatre process over theatre product. A successful theatre 

production, though of great importance, is of little long 

term benefit to students who do not understand how that 

success was achieved. 

10. Assist the department in obtaining accreditation 

from the National Association of Schools of Theatre. 

11. Assist the department in becoming a member of the 

League of Professional Theatre Schools. 

Because guest artists can also teach classes and/or 

seminars, the establishment of a resident professional the

atre company employing guest artists will offer relief to 

the Theatre Arts faculty who, because of heavy teaching 

loads and production responsibilities, are hindered from 
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pursuing other educational and professional projects and 

interests. 

Laboratory 2 will also be involved in other related 

projects such as: 

* Workshops and master classes in acting, directing, 

design, and audition techniques. 

* Theatre symposia. 

* Archival development. 

* Development of professional theatre training and 

internships. 

* Publications. 

* Consulting. 

Organizational Structure And Budget 

The Resident Professional Theatre Company/Guest Artist 

Program will be under the direct supervision of the Center 

Director who will also serve as Artistic Director for the 

Company. Dr. George Sorensen will serve as the Director of 

Laboratory 2 and he will also serve as the Associate 

Artistic Director of the Resident Theatre Company. 

The Center Director/Artistic Director will be directly 

responsible to the Chairman of Theatre Arts and will exer

cise a broad range of administrative and artistic responsi

bilities. In professional theatre, it is generally accepted 

that the Artistic Director is responsible for making artis

tic decisions regarding productions. The responsibilities 

of the Artistic Director are outlined as follows: 
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1. Responsible for the planning, organization, and 

administration of the Professional Theatre Laboratory and 

its staff. 

2. Responsible for the planning and administration of 

the production and guest artist budgets. 

3. Assist in the planning and coordination of teach

ing assignments with production assignments. 

4. Assist in recruitment and supervision of faculty 

and staff. 

5. Assist in student recruitment. 

6. Determination of Theatre Seasons. 

7. Recruitment of guest artists. 

8. Recruitment and supervision of resident company. 

9. Coordinate production staff and meetings. 

10. Pursue funding and assist with public relations. 

11. Direct, design, and/or act in theatre productions. 

12. Teach 3 to 6 hours per semester. 

Resident Company 

The resident company will be subdivided into two 

groups, the acting company and the technical company. The 

resident acting company will normally consist of seven per 

formers, four actors and three actresses. The male/female 

mix of the company may vary depending upon the role de

mands of a particular season and the availability of other 

student talent at Texas Tech University. 
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Entrance into the resident acting company will be de

termined by audition, interview, and recommendations. Mem

bers of the resident company will be awarded a .50 graduate 

assistantship in the Theatre Arts Department and will be ex

pected to teach two, three credit courses each semester in 

addition to performing. Under normal circumstances, members 

of the acting company would not perform in every production 

but would alternate from production to production. 

The resident technical company will normally consist of 

a stage manager and three technicians. The resident techni

cal company will be under the supervision of Dr. Forrest 

Newlin, the Theatre Arts Department resident scenic de

signer . 

Entrance into the resident technical company will be 

determined by interview, portfolio, and recommendations. 

Members of the resident technical company will be awarded a 

.50 graduate assistantship in the Theatre Arts Department 

and will be expected to teach one, three credit course each 

semester in addition to their production responsibilities. 

Professional guest artists will be contracted for each 

main stage production. These cfuest artists will perform as 

members of the resident company. Student members of the re

sident acting company will serve as understudies to the 

guest artists and will rehearse the role to be played by a 

guest artist until the guest arrives on campus. Guest 

artists' schedules and budget restrictions will ordinarily 



202 

prohibit guest artists from touring; consequently, student 

understudies will play the guest artist's role in any out

reach or touring productions. 

Continuation with the company will be based upon the 

student's continued progress toward the successful comple

tion of a degree plan and an evaluation of the student's 

effectiveness as: 

* A student in the classroom. 

* An actor, actress, stage manager, or technician. 

* A teacher in the classroom. 

* A positive contributor to the goals and objectives 

of the Theatre Arts Department. 

Guest Artists 

Working with a West Coast agent, professional guest 

artists will be contracted and brought to the campus to work 

with students and faculty in productions and in classes. In 

addition to performance, guest artists will be expected to 

conduct seminars and workshops. The majority of profession

al guest artists brought to the campus will be television, 

film and stage performers; however, it is imperative that 

Texas Tech students and faculty also have the opportunity to 

work with professional directors, designers, and play

wrights. For this reason, a broad based guest artist pro

gram is planned: 

Guest Actors/Actresses 
Time on campus: four weeks (two weeks of rehearsal 
and two weeks of performance) 
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Guest Directors 
Time on campus: five to six weeks 
(four to five weeks of rehearsal and one to two 
weeks of performance) 

Guest Designers 

Laboratory 1/Theatre Design And Technology 
Time on campus: six weeks to one semester 

Guest Playwrights 

Laboratory 5/Playwrighting And Dramatic Literature 
Time on campus: six weeks to one semester 
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ORGANIZATIONAL CHART 

RESIDENT PROFESSIONAL THEATRE COMPANY/GUEST ARTIST PROGRAM 

Chair/Theatre Arts El 
Center Director/Artistic Director 

Student 
Assts. 

Designers 
-« I Resident Company I 

Tech. Dir. 

Crew Heads 

I 

Understudies 

Cast 

] [ 
I 1 

Choreographer I Music Dir. 

Associate 
Art. Dir. 

Directors I 4 Guest Artists/ I [Stage Mgrs 
r L 

1 
Asst. Stg. 

Mgrs. 

3: 
ICrews I 

. 

Dancers Orchestra 

[ 
I 

Chorus 
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BUDGET 

Resident Professional Theatre Company/Guest Artists 

Guest Art. 8 productions ($5000/prod.) 

Res. Comp. 
acting: 
stg. mgr: 
tech: 

Work Study 

7 grad. students ($6000) 
1 grad. student 
3 grad. students ($6000) 

$ 42,000 
$ 6,000 
$ 18,000 

Agent Fees 8 productions ($500/prod.) 

Pen./Wei. 8 guest artists ($500 ea.) 

Air Trav. 8 guest artists ($600 ea.) 

Lodgings 8 guest artists ($500 ea.) 

Auto Rental 8 guest artists ($500 ea.) 

Luncheons 8 productions ($100/prod.) 

Pub. Rel. 8 productions ($100/prod.) 

Adv./Promo. 8 productions ($500/prod.) 

Auditions 
travel: ^ 
lodgings: 
meals: 

Contingency 8 productions ($100/prod.) 

1,200 
400 
150 

$ 40,000 

66,000 

3,000 

4,000 

4,000 

4,800 

4,000 

4,000 

800 

800 

4,000 

1,750 

800 

TOTAL $ 137,950 
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LABORATORY 3 

THEATRE MANAGEMENT 

The establishment of Laboratory 3/Theatre Management is 

an essential step toward Texas Tech University Theatre be

coming a base of theatrical information and a reference re

source. The establishment of Laboratory 3 will Increase the 

kinds of theatre activities and services that can be offered 

to the University, Lubbock and the surrounding community, 

the state of Texas, and the Southwest region. 

The Problem 

Since 1970, sufficient data has been examined to indi

cate that the most stable and successful theatres are those 

which are organized and operated according to sound princi

ples of management, marketing, and promotion. Though qual

ity of production is still of paramount importance, theatre 

artists and managers can no longer rely on production and 

performance abilities alone. 

With the breakdown of resistance to modern management 

techniques, successful theatre managers and producers are 

adapting and/or adopting the same management skills, func

tions, and organizational systems employed by the most suc

cessful corporations in the world today. Today, theatre 
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organizations, unable to operate according to principles of 

sound business management, doom themselves to failure. 

One of the greatest problems facing small theatre or

ganizations today is their inability to establish and fol

low basic management skills, functions, and organizational 

structure. A small theatre's failure in management is often 

caused simply by the fact that they are small and do not 

have sufficient time, experience, expertise, finances,and/or 

support staff to operate in a more effective manner. 

Laboratory 3/Theatre Management, by providing manage

ment, marketing, and promotion services, can be of signifi

cant benefit to smaller theatre groups throughout the 

Southwest. These services will not only provide needed ex

pertise which may be lacking in smaller theatres, but will 

also free the limited number of personnel for other impor

tant tasks. By providing management services to smaller 

theatre organizations. Laboratory 3 will enhance their 

strength and quality throughout the Southwest. 

The Program 

Laboratory 3 will be under the direct supervision of 

Dr. Richard Weaver, the Director of Laboratory 3/Theatre 

Management. The Laboratory Director will be directly re

sponsible to the Director of CAPTTAR and will be respon

sible for the activities and projects of the Laboratory. 

Laboratory 3/Theatre Management will provide services 

and consulting in the areas of management, administration. 
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marketing, and promotion. Services and consulting will be 

provided by teams composed of faculty, staff, and students. 

Services that will be offered by the Laboratory as fol

lows : 

Support Services 

1. Packaged Promotion - Individual Productions 
or Season Campaigns. 
a. news releases. 
b. flyers. 
c. posters. 
d. newspaper advertising. 
e. radio and television advertising. 
f. special projects. 

2. Mailings. 
a. mailing lists. 
b. labels. 

c. general mailing support. 

3. Duplicating and Graphics Services. 

Research Services 

1. Marketing/Positioning. 

2. Time/Cost studies. 

Consulting Services 
1. Theatre Management and Administration. 

a. planning. 
b. organizing. 
c. directing. 
d. staffing. 
e. controlling. 

2. Ticket Office Operations, 
a. front of house operations. 

3. Marketing and Promotion. 
a. individual productions. 
b. season campaigns. 

4. Mailings. 

5. Fund raising. 
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6. Contractual. 
a. guest artists. 
b. staff. 
c. services. 

In addition to providing much needed services and 

consultation to various Theatre groups. Laboratory 3 will 

act as a living laboratory for Theatre Arts students by 

providing them with real experiences in management and ad

ministration. Laboratory 3 will also establish intern

ships with professional theatres to provide additional 

training for advanced students. Other projects that the 

Laboratory will be involved in are: 

* workshops, seminars, and classes. 

* archival development and publications. 

* interdisciplinary studies. 

* basic and applied research. 

In establishing itself as a base of theatrical infor

mation and expertise. Laboratory 3 will expand the opportun

ities to provide assistance in solving the practical prob

lems of theatre groups at the community, educational, and 

professional theatre levels. Publications generated by the 

Theatre Management Laboratory will facilitate the distribu

tion of research and resource material associated with the 

efforts of the Laboratory. 

In addition to creating a Theatre Arts resource. 

Laboratory 3 will enhance and compliment existing programs 

at Texas Tech University: 

* Interdisciplinary PhD Program in Fine Arts. 
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* Fine Arts Management Program offered by the 

Interdisciplinary Studies Masters Program. 

* Undergraduate and graduate programs in Theatre 

Arts, in particular, the BFA and MFA Professional 

Degree Programs. 

BUDGET 

LABORATORY 3 

THEATRE MANAGEMENT 

SALARIES/WAGES $ 60 , 310 

Graphic Artist $ 22 ,000 
Fringe Benefits (24.5%) $ 5,390 

Secretary/Clerical (1) $ 16,000 
Fringe Benefits (24.5) $ 3 ,920 

Graduate Assistants $ 12,000 
Two at $ 6,000 ea. 

Student Assistants $ 1,000 
Two at $ 500 ea. 

EQUIPMENT $ 17, 500 

Typewriters (2) $ 700 ea $ 1,400 

Duplicating Machine $ 800 

Computer - Multitasking/Multiuser $ 6,000 

Laser Printer $ 2 , 500 

Graphic Arts Supplies and Equipment... $ 4,800 

Office Supplies and Equipment $ 2,000 

TOTAL $ 77,810 
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LABORATORY 4 

THEATRE IN THE PUBLIC SCHOOLS 

CHILDREN'S THEATRE/CREATIVE DRAMATICS 

The establishment of a Children's Theatre/Creative 

Dramatics Program is of fundamental importance to the suc

cessful attainment of the goals and objectives of the 

Theatre Arts faculty at Texas Tech University. Through this 

program, the Theatre Arts Department will develop future 

audiences, elevate artistic standards, and increase appre

ciation of Theatre Arts. Programs with the public schools 

will be developed which will address various personal, so

cial, and educational problems facing our youth today. In 

recent times, creative dramatics has found wide acceptance 

among educators in a variety of classroom uses from 

kindergarten to junior high. Creative dramatics, in one 

form or another, has proven to be a useful tool in promoting 

a better understanding of a number of teenage problems: 

personality problems, family problems, child and sex abuse, 

substance abuse, pregnancy, abortion, and interracial 

relations. 

The Problem 

The responsibility of teaching children the art and 

craft of theatre is of paramount importance. Dedicated 
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artist-instructor-performers can be of great service as an 

adjunct to public school instruction and can stimulate young 

people in their artistic, intellectual and emotional devel

opment . 

No theatre in West Texas, through the use of Children's 

Theatre and Creative Dramatics, has adequately: 

1. Produced or toured Children's Theatre on a regular 

basis. 

2. Produced seminars, workshops or demonstrations in 

Children's Theatre or Creative Dramatics on a regular basis. 

3. Fostered the development and education of future 

audiences. 

4. Fostered the development of Theatre Arts appre

ciation. 

5. Developed Theatre Arts programs in conjunction 

with the public schools. 

6. Concerned itself with the personal and social 

problems facing our nations youth. 

7. Provided adequate training and opportunities for 

actors, directors, designers, or technicians in the areas of 

Children's Theatre and Creative Dramatics. 

Children's Theatre Company 

In partial solution to the problems outlined above, 

Texas Tech University Theatre will create a Children's 

Theatre Company. This Company will be under the direct 
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supervision of Dr. Michael Gerlach, Director of Laboratory 

4/ Theatre in the Public Schools - Children's Theatre and 

Creative Dramatics. The Laboratory Director will be directly 

responsible to the Director of CAPTTAR and will have a broad 

range of administrative and artistic responsibilities. 

The duties of the Laboratory Director may be outlined 

as follows: 

1. Responsible for the planning, organization, and 

administration of the Laboratory for Theatre in the Public 

Schools/Children's Theatre and Creative Dramatics 

Laboratory. 

2. Assist in the planning and administration of the 

Laboratory budget. 

3. Responsible for the planning and administration of 

the production and touring budgets. 

4. Responsible for play selection. 

5. Responsible for the booking and scheduling of 

Children's Theatre tours. 

6. Serve as the Artistic Director for Children's 

Theatre productions. 

7. Coordinate production staff and meetings. 

8. Coordinate promotion for Children's Theatre. 

9. Assist in student recruitment. 

10. Pursue funding in support of the Laboratory and 

its projects. 

11. Assist with public relations. 
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12. Direct, design, and/or act in theatre productions. 

13. Teach 3 to 6 hours per semester. 

The Children's Theatre company will produce two produc

tions per year. One production will be produced in the fall 

semester, the other in the Spring. Each production, after 

performing in Lubbock, will tour the West Texas region. 

Creative Dramatics 

In addition to the Children's Theatre company. 

Laboratory 4 will inaugurate a Summer Theatre Camp. This 

camp will be for high school teachers and students who are 

interested in an intensive two week theatre experience. The 

camp would offer instruction and experience in the areas of 

acting, directing, design, and technical theatre. 

Laboratory 4 will also develop programs in Creative 

Dramatics. These programs will be developed in cooperation 

with the public school system. Various classes and work

shops will be designed and made available to the community 

and the public schools. Working with boards of education 

and school principals, it is possible to develop officially 

endorsed programs that relate to regular classroom instruc

tion, bringing lecture-demonstrations to the schools or 

bringing students to special main stage performances at the 

theatre or both. 

For example, colorful and detailed literature 

concerning a particular play to be performed together with a 

teacher's manual could be made available to students and 
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teachers throughout the West Texas region to reinforce the 

performance experience. The play would be studied in the 

classroom as drama, as history, and as theatre. Special at

tention would be given scenery, props, and costumes and to 

the play's relationship with current day issues and prob

lems. 

Students and teachers could be transported to theatre 

to attend special performances. After the performance, 

teachers and students could meet with the director, design

ers, cast and crews of the production for a question and an

swer session. Other University productions could be made 

available on a limited tour basis in an attempt to reach 

those communities unable to travel to Lubbock. 

These and other projects can begin to meet some of the 

exciting challenges facing educators, practitioners and con

sumers of theatre in West Texas. These programs will encour

age and foster an increase in artistic standards and in the

atre appreciation and will assist in the development of fu

ture theatre audiences. 

The Children's Theatre and Creative Dramatics 

Laboratory will also develop needed ties with the public 

school system and will assist in the development of Theatre 

Arts programs in the public schools. Children's Theatre and 

Creative Dramatics can be used very effectively as an 

outreach tool and will greatly assist in providing more 

quality theatre experiences for the West Texas Region. 
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Other projects that Laboratory 4 will be involved in: 

* interdisciplinary studies. 

* drama therapy. 

* archival development. 

* consulting. 

* development of Children's Theatre scripts. 
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BUDGET 

LABORATORY 4 

Theatre For Children/Creative Dramatics Program 

SALARIES/WAGES $ 19 , 500 

Graduate Assistants $ 12,000 
Two at $ 6,000 ea. 

Student Technicians $ 1, 500 

Three at $ 500 ea. 

Student Stage Manager $ 1,000 

Acting Company $ 5,000 

Ten at $ 500 ea. 

EQUIPMENT $ 58 , 000 

Lighting Equipment $ 12,000 
Dimmer Board 
Instruments 
Cable 
Trees and Standards 

Sound Equipment $ 6 , 000 
Sound Board 
Speakers 
Cable 

Portable Stage $ 15 , 000 

Covered Truck (18 ft. gas)...$ 25,000 
(estimate Gene Messer Ford) 
air conditioned 
automatic transmission 
roll up rear door 
liftgate 

TRAVEL (Touring) $ 11,000 

Company of 15 (10 nights) 
Lodgings $ 5 , 000 
Meals $ 5,000 
Cont ingency $ 1,000 

SUB TOTAL $ 88,500 
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PRODUCTION EXPENSES $ 11, 600 

Two productions 
Scenery $ 3 , 500 
Costumes $ 3 , 500 
Props $ 2 , 000 
Sound $ 400 
Makeup $ 200 
Royalties $ 1, 500 
Scripts $ 100 
Contingency $ 500 

OPERATING EXPENSES $ 1, 400 

Advertising/Promotion...$ 500 
Printing/Duplicating.... $ 500 
Postage/Shipping $ 250 
Contingency $ 150 

SUB TOTAL $ 13,100 

TOTAL EXPENSES $ 101,600 



220 

LABORATORY 5 

PLAYWRIGHTING AND DRAMATIC LITERATURE 

New Plays And Playwrights Program 

The establishment of a New Plays and Playwrights Program 

is of fundamental importance to the successful attainment of 

the goals and objectives of the Theatre Arts faculty at 

Texas Tech University. Through this new program, we will 

encourage and foster, not only new plays and playwrights; 

but also, a better understanding and appreciation of the 

structure and form of dramatic literature and the issues, 

ideas and concerns of present day playwrights. 

The Problem 

In 1985, speaking to a group of Theatre Students in 

Austin, Texas, John Pielmeier, author of the widely ac

claimed play, Agnes of God, stated that one of the greatest 

difficulties facing new playwrights today is getting their 

plays produced. Mr. Pielmeier further stated that those 

playwrights fortunate enough to find a theatre willing to 

produce the work rarely have the opportunity of working in 

close collaboration with the producing theatre. Other the

atres, who may be interested in producing new scripts, do 

not have adequate facilities, personnel or budgets required 

for a first class production. 
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Subsequent discussions with students and faculty re

vealed that many have never had the opportunity to work in 

close collaboration with a playwright in the production of a 

new script. In a sampling of one hundred (100) theatre pa

trons, approximately 82% reported that they had never at

tended the premier performance of a new script. 

No theatre in West Texas adequately: 

1. Fosters the development of new plays. 

2. Fosters the education of new audiences. 

3. Provides a mechanism for assisting the playwright: 

a. in judging audience reactions to plot/plot 

development, character/character development, 

dialogue, conflict, etc. 

b. in judging the reactions of each member of 

the production team. 

c. in judging overall reaction to the script. 

d. in making rewrites. 

e. in testing rewrites. 

4. Provides opportunities for actors, directors, 

designers, or technicians to be involved in the important 

work of producing new scripts. 

5. Provides enough opportunities for theatre audien

ces to attend productions of new plays. 

The Program 

The New Plays and Playwrights Program will be under the 

direct supervision of Mr. Francis Fuselier, Director of 
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Laboratory 5/Playwrighting and Dramatic Literature. The 

Laboratory Director will be directly responsible to the 

Director of CAPTTAR and will have a broad range of admini

strative and artistic responsibilities. The duties of the 

Laboratory Director are outlined as follows: 

1. Responsible for the planning, organization, and 

administration of the Playwrighting and Dramatic Literature 

Laboratory and its staff. 

2. Assist in the planning and administration of the 

Laboratory budget. 

3. Responsible for the planning and coordination of 

the playwrighting competition. 

4. Responsible for the selection of playwrights and 

plays for production. 

5. Assist in student recruitment. 

6. Pursue funding in support of the Laboratory and 

its projects. 

7. Direct, design, and/or act in theatre productions. 

8. Teach 3 to 6 hours per semester. 

The New Plays and Playwrights Program will screen new 

and unproduced scripts from across the nation and select one 

for production. The playwright will be brought to the 

campus to work with a company of faculty and students in the 

producing of his/her play. The production will receive full 

production support and will be presented as a part of the 

Texas Tech University Theatre regular season. Audience 
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critiques will be held after each performance. Upon clos

ing, a guest critic will conduct a critique of the final 

performance. 

The New Plays And Playwrights Program can provide need

ed solutions to the problems outlined above. This program 

will encourage and foster new plays and playwrights and will 

provide an opportunity for theatre students and faculty to 

be involved on a regular basis in the important collabora

tion with new playwrights in the production of new scripts. 

In making it possible for theatre artists to produce new 

scripts, Texas Tech University Theatre will also be provid

ing the theatre audience of West Texas the opportunity to 

see and discuss new works by new playwrights. 

In addition to the New Plays and Playwrights Program, 

Laboratory 5 will also be involved in other related projects 

such as: 

* playwrighting workshops, seminars, and classes. 

* development and exploration of new dramatic forms. 

* archival development. 

* interdisciplinary studies. 

* consulting. 
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BUDGET 

LABORATORY 5 

New Plays And Playwrights Program 

SALARIES/WAGES $ 14 , 500 
Playwright 

Honorarium $ 1, 000 

Guest Critic 
Honorarium $ 500 

Graduate Assistants $ 12,000 
Two at $6,000 ea. 

Student Help $ 1,000 

TRAVEL $ 1, 200 

Playwright and Guest Critic 

Roundtrip Air $ 1,000 
Contingency $ 200 

OPERATING EXPENSE $ 3 » 600 

Housing $ 600 
Auto Rental $ 500 
Luncheons $ 200 
Reception $ 300 
Critique Refreshments $ 200 
Play Selection $ 1,500 

advertising 
postage 
printing/duplicating 

Contingency $ 800 

TOTAL EXPENSES $ 19 , 300 



226 

LABORATORY 6 

INTERNATIONAL THEATRE 

The Problem 

A 1984 survey of public opinion, conducted by Louis 

Harris for the American Council of the Arts revealed that 

West Texans, like the rest of America, believe performing 

arts are important to the education of their children and to 

the quality of life in their communities. Although West 

Texans perceive a fundamental need for performing arts, they 

are largely denied access to high quality performances and 

presentations. Distances and the scattered populations of 

West Texas have hindered the availability, growth and suc

cess of performing arts organizations. At the present time. 

West Texas suffers a distinct lack of high quality theatri

cal activity. West Texas is virtually isolated from the 

mainstream of American theatrical development and activity. 

This isolation deprives West Texans of cultural advantages 

readily accessible to more metropolitan populations. 

The problems associated with "cultural isolation" are 

of greater significance when viewed within the context of a 

world culture. Removed from the mainstream of American cul

ture, people of West Texas are even further isolated from 

the cultures of other countries. The Center for the 



227 

Development of Professional Theatre Training and Applied 

Research, CAPTTAR, is planned to counteract the negative 

effects of "cultural isolation" faced by the population of 

West Texas. 

The Program 

Laboratory 6/International Theatre will be under the 

supervision of a Laboratory Director, Dr. Clifford Ashby. 

Dr. Ashby will be responsible for the planning, organiza

tion, and administration of Laboratory 6. As the Laboratory 

Director, Dr. Ashby will report to the Director of CAPTTAR. 

The International Theatre Laboratory is designed to im

prove the knowledge, understanding, and appreciation of the

atre beyond the limitations of our own culture. The estab

lishment of the Laboratory for International Theatre is an 

essential step toward the University Theatre becoming a 

base of theatrical information and a reference resource for 

the state of Texas and the Southwest. 

Specifically, Laboratory 6/International Theatre will 

establish interactive relationships between the Theatre Arts 

Department of Texas Tech University and Theatre programs of 

other countries. Upon signing agreements, joint theatre 

projects will be undertaken. These projects will be design

ed to accomplish the goals and objectives of Laboratory 6. 

These projects will also enhance the work of the other 

CAPTTAR Laboratories. The projects of Laboratory 6 will: 
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1. Promote the international exchange of information, 

faculty, and students. Traveling abroad, Texas Tech 

University faculty and students will bring American ideas 

and culture to the countries they visit. Foreign students, 

from "sister" schools, will likewise visit this country to 

work with faculty and students at Texas Tech University. 

2. Promote the development of international theatre 

research and programs. 

3. Explore ways and means to finance joint projects 

through special government and other funding sources. 

The implementation of Laboratory 6 will greatly broaden 

the experience of faculty and students of participating or

ganizations and will provide them with opportunities for in

creased cultural understanding. Laboratory 6 will serve as 

a much needed catalyst for greater interdisciplinary re

search. In addition to conducting and sponsoring basic and 

applied the are research, the International Theatre 

Laboratory will also: 

* Promote international archival development. 

* Sponsor international workshops, seminars, master 

classes, and symposia. 

* Provide consulting and publish. 
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BUDGET 

LABORATORY 6 

International Theatre 

SALARIES , WAGES AND BENEFITS $ 2 , 000 

Graduate Assistants (2) $ 00,000 
provided from Laboratory 2/ 
Professional Theatre 

Student Assistants (2) $ 500 ea $ 1,000 

Clerical $ l, 000 

TRAVEL $28, 000 

Laboratory Director $ 11,000 

Travel to various countries to 
establish agreements of cooperation. 
Countries presently under considera
tion: China, Taiwan, Japan, Korea, 
Greece, England, France, East and 
West Germany, Poland, Hungary, New 
Mexico, Rumania, Yugoslavia, Chile, 
Czechoslovakia, and Argentina. 

Overseas air fares $ 8,000 
Food and Lodging $ 2,000 
Land based travel $ 1, 000 

Student Travel $ 17,000 

Six Texas Tech University Students 
traveling to six different countries 
to work with "sister" schools and 
theatre organizations. 

Overseas air fares $ 8,000 
Food/Lodging assistance.$ 7,200 
Land based travel $ 1, 800 

PUBLICATION/PRINTING $ 3 , 000 

TOTAL $ 33,000 
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CAPTTAR 

COMBINED BUDGET OF ALL LABORATORIES 

LABORATORY 1 $ 79,200 
Theatre Design and Technology 

LABORATORY 2 $ 137,950 
Professional Theatre 

LABORATORY 3 $ 77,810 
Theatre Management 

LABORATORY 4 $ 101,600 
Theatre in the Public Schools 
Children's Theatre/Creative Dramatics 

LABORATORY 5 $ 19,000 
Playwrighting and Dramatic Literature 

LABORATORY 6 $ 33,000 
International Theatre 

TOTAL $ 448,560 
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ESTIMATED BUDGET 

CAPTTAR - Full Operation 

SALARIES, WAGES AND BENEFITS 

Center Director/Faculty Appointment $ 35,000 
Fringe Benefits (24.5%) 8,575 

New Faculty Position (1) Technical Director 28,000 
Fringe Benefits (24.5%) 6,860 

Graphic Artist 22,000 
Fringe Benefits (24.5%) 5,390 

Secretary/Clerical (3) $16,000 48,000 
Fringe Benefits 11,760 

Laboratory Directors (3) 45,000 
50% Release Time 
(average $ 30,000/yr.) $ 15,000 
Fringe Benefits (24.5%) 11,475 

Laboratory Directors (3) 22,000 
25% Release Time 
(average $ 30,000/yr.) $ 7,500 
Fringe Benefits (24.5%) 5,513 

Graduate Assistants (18) $ 6,000 ea. 108,000 
(7) Resident Acting Company 
(6) Technical 
(2) Theatre in the Public Schools 

Children's Theatre/Creative Dramatics 
(1) Playwrighting and Dramatic Literature 
(2) Management 

Student Assistants (20) $ 500 to $ 1000 12,500 
(1) Children's Theatre Stg. Mgr. 

(10) Children's Acting Company 
(3) Children's Technical Company 
(2) Management 
(2) International Theatre 
(2) Playwrighting 
(2) Laboratory 1 Clerical 

SUB TO: 

$ 

$ 

$ 

$ 

$ 

$ 

AI 

$ 1-
500 
500 
500 
500 
500 

1,000 

,000 
ea. 
ea. 
ea. 
ea. 
ea. 
ea. 

$ 370,073 



232 

Guest Artists $ 60,800 
(8) Actors, Actresses, and/or Directors 

(average $ 5,000/production) $ 40,000 
Pension/Wellware (12%) $ 4,800 

(3) Designer/Technicians $ 15,000 
(average $ 5,000/production) 

(1) Guest Playwright $ 1,000 

Theatrical Agent 4,000 

EQUIPMENT 95,900 
Laboratory 1 
Theatre Design and Technology $ 17,400 
Laboratory 3 
Theatre Management $ 17,500 
Laboratory 4 
Theatre in the Public Schools 
Children's Theatre/Creative Dramatics $ 61,000 

PRODUCTION 11,600 

OPERATING 
Materials, Equipment, and Supplies 81,100 

Travel 59,050 
Guest Artists $ 7,300 
Auditions 1,750 
Lab 6/International Theatre Travel 28,000 
Lab Directors 12,000 
Center Director 10,000 

Housing (Guest Artists) 6,100 

Auto Rental (Guest Artists) 6,100 

Outreach (Touring) 25,000 

Publication/Printing 6,000 

Advertising, Promotion, and Public Relations 25,000 

Miscellaneous 10,000 

SUBTOTAL $ 390,650 

TOTALS $ 760,723 
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TEXAS TECH UNIVERSITY CONTRIBUTION TO CAPTTAR 

SALARIES/WAGES 

Faculty Salaries (6) 

Faculty Fringe Benefits (24.5%) 

$ 288,112 

$ 201,046 

$ 49,256 

Departmental Secretary (1) $ 15,912 
Secretary Fringe Benefits (24.5%) $ 3,898 

Teaching Assistants 

Part time hourly 

$ 15,000 

3,000 

PRODUCTION $ 149,000 

Texas Tech University Theatre 

Summer Repertory 

$ 62,000 

$ 87,000 

MAINTENANCE/OPERATIONAL/TRAVEL $ 16,147 

FACILITIES 
(based on 38.5% of CAPTTAR Budget) 

Theatres (2) and Equipment 
Scene Shop and Equipment 
Costume Shop and Equipment 
Office Space (9) 
Classroom Space 
Storage Space 

$ 292,878 

TOTAL $ 746,137 
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FOUNDATIONS SOLICITED FOR CAPTTAR 

Letters of Inguirv 

The Cullen Foundation 
Mr. Joseph C. Graf 
P. 0. Box 1600 
Houston, Texas 77251 
[...interest in cultural organizations, fine arts, and 
community development...] 

The William Stamps Parish Fund 
Mr. William S. Parish 
1100 Louisiana 
Suite #4500 
Houston, Texas 77002 
[...interest in cultural organizations, fine arts, 
education, and community development...] 

M. A. and Josephine R. Grisham Foundation 
Ms. Alamae N. Herndon 
P. 0. Box 1220 
Abilene, Texas 79604 
[...interest in higher education and fine arts...] 

The Humphreys Foundation 
Mr. L. Q. VanDeventer 
P. 0. Box 1139 
1915 Trinity Street 
Liberty, Texas 77575 
[...interest in higher education and cultural organiza
tions . . . ] 

The Tobin Foundation 
Mr. Arnold Swartz 
P. 0. Box 2101 
San Antonio, Texas 78297 
[...interest in education and cultural organiza
tions . . . ] 

James L. and Eunice West Charitable Trust 
Mr. Loren 0. Hanson 
2200 First City Bank Tower 
201 Main Street 
Fort Worth, Texas 76102 
[...interest in education, cultural organiza
tions, and community development...] 
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The J. M. West Texas Corporation 
Coordinator of Grants 
1000 Louisiana 
7th Floor - Allied Bank Building 
Houston, Texas 77001 
[,,.interest in higher education, fine arts, and com
munity development...] 

Formal Proposals 

1. The Brown Foundation, Inc. 
Ms. Katharine B. Dobelman 
2118 Welch Avenue 
P. 0, Box 13646 
Houston, Texas 77219 
[...interest in higher education, including medical 
education. Support also for secondary education, 
performing arts, social services and medical 
research...] 

2. The Cullen Foundation 
[...See above...] 

3. James L. and Eunice West Charitable Trust 
[...See above...] 

4. The Fondren Foundation 
Ms. Melinda L. Snell 
P. 0. Box 2558 
7 TOT 37 
Houston, Texas 77252-8037 
[...interest in higher education, fine arts, and com
munity development...] 

5. Ann Bradshaw Stokes Foundation 
Mr. William Stokes 
P. 0. Box 878 
Lake Dallas, Texas 75065 
[...strong interest in theatre arts...] 
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Foundation 

1. Alcon Research Found. 

2. Amirillo Area Found., Inc. 

3. Anderson (Josephine) 
Charitable Trust 

4. Brochstein Found., Inc. 

5. Clough Foundation 

6. Cook Foundation 

7. Davidson Family Charitable 
Found. 

8. Duddlesten Found. 

9. Farb (Harold) Found. 

10. Florence Found. 

11. Gordon (James C.) Found. 

12. Gray Found. 

13. Hawkins (Philip & Barbara) 
Charitable Trust 

14. Humphreys Found. 

15. Luce (W. P. & Beulah Found. 

16. McAdams (J. B. & Hazel) Found 

17. Midland Charities, Inc. 

18. Sarofim Found. 

19 Sharp (Walter Benona) Memorial 

Assets 

42,542 

8,371,985 

3,751,218 

862,633 

9,308,000 

394,665 

14,669,959 

260,637 

740,164 

782,328 

27,752 

682,972 

892,239 

3,863,729 

244,255 

121,350 

19,567 

167,281 

206,956 

too small) 

restricted) 

restricted) 

restricted) 

restricted) 

too small) 

restricted) 

too small) 

restricted) 

restricted) 

too small) 

restricted) 

restricted) 

solicited) 

too small) 

(too small) 

too small) 

too small) 

too small) 
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20. Stokes (Ann Bradshaw) Found. 

21. Wilson (Ralph) Public Trust 

1,472,613 (solicited) 

2,463,449 (restricted) 

22. Wolens Federation 266,599 (too small) 
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TEXAS FOUNDATIONS THAT HAVE GIVEN TO THEATRE AND 

ARE KNOWN BY TEXAS TECH UNIVERSITY DEVELOPMENT 

1. Abell-Hanger Foundation (restricted) 
[...higher education, cultural, youth 
activities...] 

2. Amarillo Area Foundation, Inc. (restricted) 
[...higher education, cultural, 
community, development...] 

3. Anderson (Josephine) Charitable 
Trust (restricted) 

4. The Brown Foundation (solicited later) 

5. Carter (Amon G.) Foundation (restricted) 
[...higher education, youth agencies, 
arts...] 

6. The Cullen Foundation (solicited later) 

7. Parish (William Stamps) Fund (solicited) 
[...cultural, fine arts, education, 
community development...] 

8. Fondren Foundation (solicited) 
[...higher education, fine arts, 
community development...] 

9. Grisham (M. A. & J. R.) Foundation (solicited) 
[...higher education, fine arts...] 

10. Harrington (Don & Sybil) Foundation (restricted) 
[...higher education, cultural, 
youth agencies...] 

11. Hobby Foundation (restricted) 
[...higher education, cultural] 

12. Hoblltzelle Foundation(restricted) 
[...higher education, cultural...] 

13. Houston Endowment, Inc. (restricted) 
[...higher education, cultural...] 
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14. Humphreys Foundation (solicited) 
[...higher education, cultural...] 

15. Kenedy (John G. and Marie Stella) 
Memorial Foundation (restricted) 
[...higher education, youth 
agencies...] 

16. Meadows Foundation, Inc. (restricted) 
[...arts, higher education...] 

17. Mobil Foundation, Inc. 
(restricted) 

18. Moody Foundation (restricted) 
[...performing arts, cultural, 
education...] 

19. Piper (Minnie Stevens) Foundation (restricted) 
[,..education...] 

20. Richardson (Sid W.) Foundation (restricted) 
[...higher education, arts...] 

21. Rockwell Fund, Inc. (restricted) 

22. Stokes (Ann Bradshaw) Foundation (solicited) 
[...theatre arts...] 

23. Strake Foundation (restricted) 
[...higher education, secondary 
education...] 

24. Texas Commerce Bank Foundation, Inc. (restricted) 

25. Tobin Foundation (solicited) 
[...education, cultural...] 

26. West (J. L. & E.) Charitable Trust (solicited) 
[...education, cultural, community 
development...] 

27. West Texas Corporation (J. M.) (solicited) 
[...higher education, fine arts, 
community development...] 

28. Young (S. D.) Family Foundation (restricted) 
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September 16, 1986 

Mr. William Stokes 
The Stokes Foundation 
P. 0. Box 878 
Lake Dallas, Texas 75065 

Dear Mr. Stokes: 

It was good to have the opportunity to talk to you about the 
enclosed proposal. As I mentioned, through this proposal 
the creation of a Center of excellence in Theatre Arts at 
Texas Tech University could become a reality. 

We appreciate your preliminary review and look forward to 
having an opportunity to visit with you while you are in 
Lubbock this coming October 23rd or 24th. Please feel free 
to contact either Don Seay or me if you have any questions 
concerning the proposal prior to our October meeting. 

Thank you for your continued interest and support of Texas 
Tech University. 

Sincerely, 

John A. Anderson 
Executive Director 

Enclosure 

cc: Mr. Don Seay 
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GRANT REQUEST 

ANN BRADSHAW STOKES FOUNDATION 

Introduction 

The Ann Bradshaw Stokes Foundation is to be commended 

for its continued support of Theatre and Dance. Your 

Foundation's previous support of Texas Tech University 

Theatre encourages us to submit this grant request. 

The Theatre Arts faculty at Texas Tech University will 

propose to their Board of Regents the creation of a Center 

for the Advancement of Professional Theatre Training and 

Applied Research (CAPTTAR). Following the University guide

lines regarding the establishment of centers of excellence, 

the Theatre Arts faculty believes that CAPTTAR will enhance 

the present theatre program at Texas Tech University. To 

substantiate and support the formal presentation of CAPTTAR 

to the Board of Regents, the Theatre Arts faculty is pursu

ing funding to conduct a study to prepare a plan of action 

for the formation, implementation, funding and realization 

of CAPTTAR. 

The Problem 

A 1984 survey of public opinion, conducted by Louis 

Harris for the American Council of the Arts revealed that a 

majority of Americans believe that the fine and performing 
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arts are important to the business, economy, and quality of 

life in their communities. The survey further revealed that 

people living in rural areas, particularly those in the 

southern region (of which West Texas is a part), believed 

that arts facilities and the number of arts events available 

to them were Inadequate. 

Although West Texans, like the majority of Americans, 

perceives the need for fine and performing arts, they are 

largely denied access to high quality performances and 

presentations. The problems facing the fine and performing 

arts in West Texas and, in fact, the entire Southwest, are 

several: 

First, unlike Central and East Texas, the population of 

West Texas is scattered over vast distances. Distance and 

scattered populations have historically hindered the success 

of commercial performing arts organizations in the Southwest 

and West Texas in particular. First class Broadway produc

tions (original cast companies) rarely appear in the 

Southwest. As a result. West Texans interested in attending 

performing arts events must patronize amateur community or 

school productions. Though amateur productions have and 

will continue to play an important and necessary role in the 

overall cultural development of our country, they are, by 

themselves, insufficient. 

Second, the unavailability of high quality performing 

arts events produces a negative image of the performing arts 
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and contributes to a disinterest among performing arts pa

trons. The lack of professional quality productions creates 

a negative spiral for both the creators and consumers of the 

performing arts. The 1984 Harris survey revealed that the 

single most important reason given for non-attendance at 

performing arts events was the "low quality" of events 

available. 

Third, disinterest on the part of arts patrons poses a 

serious threat not only to the potential success of profes

sional performing arts groups but to amateur groups as well. 

The Harris survey also documents that with the decrease in 

available leisure time, Americans have become more selective 

in how they will spend that time. 

Fourth, Students seeking training in performance arts 

recognize the importance of commercial experiences and con

tacts to their training programs. Given a choice, outstand

ing performance arts students elect training programs affil

iated with, or situated in close proximity to professional 

activity. 

Fifth, the lack of high quality performing arts pro

grams and events has a broad negative Impact on institutions 

of higher learning and on the communities where they are lo

cated. Because the majority of Americans perceive the arts 

as fundamentally Important to the quality of life, the 

availability of high quality arts events is an important 

factor in attracting and keeping outstanding faculty, staff 



247 

and students. Quality of life is also a very important fac

tor to business and industry in determining where they will 

locate or expand. 

At the present time. West Texas suffers a dearth of 

professional level performing arts activity. Furthermore, 

there is no professional theatre training in the West Texas 

area. The only Theatre department in the Southwest that is 

a member of the League of Professional Theatre Training 

Schools is at Southern Methodist University. Other students 

in the Southwest generally have no opportunities to: 

* act in companies with professional actors. 

* work with professional directors. 

* work with professional designers. 

* make critical professional contacts. 

* gain entrance into professional theatre unions and 

organizations. 

Patrons of the performing arts are similarly stifled. 

With the exceptions of three symphony orchestras, the occa

sional traveling class "C" New York touring production, and 

the infrequent tour of an East Texas dance company. West 

Texas residents have little chance to consume performing art 

of the highest quality. 

The Texas Tech University Theatre Arts faculty firmly 

believe that the exciting challenges facing the performing 

arts in the Southwest and in particular West Texas can and 

must be met. We believe the formation and implementation of 
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the Center for the Advancement of Professional Theatre 

Training and Applied Research will help us meet this chal

lenge. 

CAPTTAR Mission 

The Center for the Advancement of Professional Theatre 

Training and Applied Research, CAPTTAR, will be designed to 

provide professional theatre training and to function as a 

theatre resource and research association for Texas Tech 

University and the Southwest region. Specifically, CAPTTAR 

will undertake: 

1. the establishment of a professional resident the-

tre company in Lubbock, Texas. This resident company, 

utilizing professional guest artists, will significantly 

increase the level of theatre performance for West Texas 

patrons. At the same time, the professional company will 

dramatically improve the quality of training offered to 

theatre students. The use of professional guest artists 

will also enable theatre students to participate in the 

membership candidates program of Actors' Equity Association. 

Membership in this theatrical union is essential to those 

students who plan careers in professional theatre. 

2. the establishment of a theatre for children. This 

program, in addition to serving the Lubbock community, will 

also function as an outreach tool by (a) touring theatre for 

children productions in West Texas; (b) conducting work

shops, seminars, and short courses for community groups. 
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public schools, teachers and students; and (c) serving as a 

reference and consulting resource. 

3. the establishment of a touring company. This pro

gram would not only benefit West Texas communities by pro

viding them with high quality theatrical performances but 

would also provide a much needed experience for theatre stu

dents in acting, directing, design, and management. 

4. the institution of a new plays program. The new 

plays program will foster and encourage new playwrights by 

producing premier productions of new scripts. The play

wrights would be brought to the campus to work with a team 

of qualified professionals in the production of their 

scripts. 

CAPTTAR will advance applied research in the areas of 

theatre design and technology, theatre education and train

ing, theatre management and marketing, theatre history, dra

matic theory and criticism. CAPTTAR will broaden and expand 

the scope of theatre training and research at Texas Tech 

University and will encourage and develop close associations 

with national and international theatre organizations. 

The Proposal 

To further refine the goals and objectives of CAPTTAR, 

the Theatre Arts faculty requests funding in the amount of 

$10,000 from the Ann Bradshaw Stokes Foundation to employ a 

doctoral student to conduct a study. The purpose of this 
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study will be to prepare a plan of action for the formation, 

implementation, funding and realization of CAPTTAR. 

The CAPTTAR study will be conducted under the direction 

of Mr. Donald Seay, a qualified intern selected by and work

ing with the Theatre Arts faculty, the Office of Research 

Services and the Office of Development. Mr. Seay is a doc

toral candidate in Fine Arts Administration with an exten

sive background in Theatre and Fine Arts. He has completed 

all of the course work for his degree and is now ready to 

begin his dissertation research in the area of funding. 

Timetable 

Phase 1 - Orientation 

Augpist 1 - September 1, 1986 

Phase 2 - Research, Planning and Development of the Center 
Proposal 

September 2 - October 15, 1986 

Phase 3 - Submission of CAPTTAR Proposal to Texas Tech 
University College of Arts and Sciences 

October 15, 1986 

Phase 4 - Submission of CAPTTAR Proposal to Texas Tech 
University Board of Regents 

November 21, 1986 

Phase 5 - Development of a Plan of Action for the Formation, 
Implementation, Funding, and Realization of 
CAPTTAR. 

October 15, 1986 - March 15, 1987 

Phase 6 - Implementation 
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Salaries (Graduate Student) 

Travel 

Secretary/Clerical Wages 

Office and Equipment 

Support 

duplicating/publishing 
mailing 
telephone 
computer time 
office supplies 

</
> 

$ 

$ 

$ 

$ 

TTU 

1,500 

1,500 

1,500 

3,500 

2,000 

Sponsor 

$ 7,500 

0 

$ 1,500 

0 

$ 1,000 

TOTALS $10,000 $10,000 

Evaluation 

The study will be evaluated by: 

Office of Development 
Office of Research Services 
Theatre Arts Department 

Mr. John Anderson 
Dr. Oliver Hensley 
Dr. Richard Weaver 

Significance of the Project 

The successful completion of this study will be of sig

nificant benefit to all those involved in the project, oth

er theatre educators, and theatre arts departments and pro

grams in the following ways: 

1. This study will establish a source of information 

on funding theatre programs from the public and private 

sectors. 



252 

2. This study will establish a source of information 

concerning the formulation and implementation of centers of 

excellence in theatre arts. 

3. This study has the potential of assisting in the 

establishment of the Theatre Arts Department at Texas Tech 

University as one of he premier departments in the United 

States. This can be accomplished through the creation of a 

theatre center of excellence dedicated to the realization 

of: 

* a professional guest artist program. 

* a professional resident theatre company. 

* a theatre for children. 

* a new plays program. 

* theatre outreach programs. 

* various research laboratories. 

Vitae 

(SEE ATTACHED) 
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^. O. !Bo=c 878 

75065 

U October. 1986 ^"^'''^ ""^''-'''^ 
I214J ^2S.ig24 

hial 352-2412 
Mr. John Anderson, Ifixecutive Dtroctor 
Department of DBveloxment 
Texas Teoh Unlvetralty 
PC Box 4650 

Lubbock, TexaB» 79409 

Dear Mr. Anderson: 

I am sorry I missed you vben you, were in IDallas t h i s 
past week* 

I have your brochure, which proposes a grant of 
^10,000.00 r:^m the Foundation. 

Vie have a d i f f i c u l t y here in that our present pol icy 
s e t s a l imi t of 9d>000.00 on any project or on scholarships for 
an aoadeioic year» This was resultant fiirom the drop in interes t 
ra tes over the past two or three years, which, of course, cur-
tsii led our Income and required that we drop our l i m i t s . 

Will be glad to discuss h is with you when we are in 
Lubbock on 23-24 th i s month* 

With high regard. 

Sincerely, 

'-^irtfc: 
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October 31, 1986 

Mr. William Stokes 
Ann Bradshaw Stokes Foundation 
P. 0. Box 878 
Lake Dallas, Texas 

Dear Bill: 

I understand you had a last minute change in your schedule 
and were unable to come to Lubbock. I was looking forward 
to visiting with you and eager to discuss the "CAPTTAR" 
proposal submitted to you by Theatre Arts. Perhaps you 
would like for me to come to Dallas to visit with you. 

Enclosed you will find a copy of the new "CAPTTAR" budget. 
Following your recommendation. Theatre Arts has reworked the 
budget for the project and has brought it within the $6,000 
limit of the Foundation. 

I appreciate you giving the project your serious considera
tion. Please let me know if you require any additional 
information. 

Sincerely, 

John A. Anderson 
Executive Director 

Enclosure 

cc: Mr. Don Seay 
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BUDGET 

"CAPTTAR" 

Center for the Advancement of 

Professional Theatre Training and Applied Research 

TTU Sponsor 

SALARIES/WAGES 

Graduate Student $ 3,000 $ 5,000 

Secretary/Clerical 2,000 0 

TRAVEL 1,500 0 

OFFICE/EQUIPMENT 3,500 0 

SUPPORT 2,000 1,000 

duplicating/publishing 
mailing 
telephone 
computer time 
office supplies 

TOTALS $ 12,000 $ 6,000 
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crrnn JSxaashaux <Stokci. ^ouncLxtion 

£P. O. !BoK 878 

J^ixkc J-^alLus, \Jcx.ai. 

75065 

luil'tum <.V. ^'toU.., il... O^u^uc 20 .November, 1986 {svij 4Q-/-2^^'5 

(214/ ^2S- ig24 

fziaj 352-2412 

iiir. John Anderson, Executive Director 
Texas Tech Universi ty, Office of Development 
PC Box 4650 
Lubbock, Texas, 79409-4650 

Dear Lir. Anderson: 

I apologize for not notifying you of change in my plana 
on my projectec v i s i t to Lubbock for the Cooperative banquet. I found 
I had a conf l ic t with a day-long seminar in Housxon dealing with pr ivate 
roandations. I t ?ra3 a very Liiportant and pro ducting session; I had 
expended Foundation funds for advance t u i t i o n . And so Jihen I learned 
or t n i s confl ic t I had no choice but to cancel out the Lubbock t r i p . 

Herewith i s contract for the Foundation's contribution to 
estao2tlshment of '*CAPITAR.*' Please have those docunants executed by 

appropriate au thor i ty and re tu rn a copy to me; the second i s for your 
records* Also advise me of the time the funds should be advanced. 

I sha l l watch t h i s program with ;.iuch in teresx , as t h i s i s 
out of the norm for u t i l i z a t i o n of Foundation funds. 

u'ith high regard. 

Sincerely, 

"^ftTtLL P 
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November 24, 1986 

Mr. William Stokes 
Ann Bradshaw Stokes Foundation 
P. 0. Box 878 
Lake Dallas, Texas 75065 

Dear Mr. Stokes: 

Thank you very much for your wonderful award of $6,000 to 
support the Center for the Advancement of Professional 
Theatre Training and Applied Research at Texas Tech 
University. This grant will enable the Center, which was 
approved by the Board of Regents on November 21, to begin 
the necessary steps to take the program from concept to 
reality. 

In our proposal we indicated the grant would be used to 
prepare a plan of action for the formation, implementation, 
and funding of the Center. With the Board's approval on 
November 21, we are now in a position to implement our plan 
and continue our efforts to secure additional funding. 

In regard to the need for the funds from the Stokes 
Foundation, we would like to request $3,000 now, and the 
balance in February 1987. A special account will be estab
lished within the Office of Development to monitor and dis
burse the funds in accordance with the approved budget. A 
copy of the signed agreement is enclosed for your records. 

We are very excited about this project and the potential it 
has for the Theatre Department at Texas Tech. Your support 
is appreciated. 

Sincerely, 

John A. Anderson 
Executive Director 

Enclosure: Agreement 

CC: Dr. Richard Weaver 
Mr. Donald Seay 


