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INTRODUCTION 

Community theatres today face a persistent and critical problem. 

They must produce theatre in spite of a steadily increasing inflation. 

Production costs, royalties, personnel services, and all other theatre 

production expenses have increased in the past few years to such an 

extent that many community theatres may soon find it impossible to 

continue operation. In addition to the problem of inflation, community 

theatres face a growing retrenchment of funding from individual and 

corporate sources. Once the salvation of non-profit and community 

theatres, these financial sources are guarding their funds more care

fully than ever before. They expect community theatres to manage their 

financial affairs as efficiently as other businesses. The best managed 

theatre operations frequently gain the advantage in the competition for 

funds. 

Most community theatres do not utilize effective management 

techniques. Typically, they were formed by well-meaning citizens who 

were concerned primarily with theatre as recreation. The community 

theatre founders considered management an activity that businessmen 

participated in while the theatre was a place where management problems 

could be avoided. The dilemma has been compounded by the fact that most 

community theatre managers are trained in theatre production practice to 

the exclusion of theatre management practice. 

Few community theatre organizations systematically predict prob

lems. Rather, most choose to deal with problems only as they arise. 
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As a crisis confronts the theatre organization, the leaders make a 

decision to solve it. Each new crisis requires a new decision even if 

the same problem has arisen in the past. Similar problems recur 

periodically as personnel change. 

Crisis orientation in community theatre management practice 

fails to provide program continuity through long-range planning. 

Crisis management works well in some highly technical operations 

where rapid technological developments require whole assembly functions 

to change overnight. A community theatre, however, should strive for 

balance, continuity, and stability in order to assure a steady growth 

of volunteer personnel. Members of the community theatre organization 

must believe that the theatre in which they intend to spend their time 

and energy can serve their interest now as well as in the future. 

Community theatres require a system of planning and control 

that will enable the organizations to establish policies and deal with 

crises before they arise. Such a system should provide for thorough 

periodic evaluation of budget, personnel, marketing, and economic 

goals. Furthermore, the system must be simple enough that persons not 

skilled in management practice can execute it. One management system 

that has the potential of meeting these needs is management by objec

tives . 

Management by objectives emerged as a major force in management 

thought through the work of George Odiorne, Peter Drucker, John Humble, 

and others. Since its inception, the principles of management by 

objectives have been utilized by many major companies and organizations 

including General Motors, Du Pont, General Electric, and The United 



States Air Force. Recently, management by objectives has proven an 

effective approach to management in non-profit organizations such as 

hospitals and social service agencies. Community theatres have not 

heretofore used the principles of management by objectives, but the 

potential for implementation in theatre organizations is favorable. 

The purpose of this study is to examine the principles of manage

ment by objectives and to study their application to the operations of 

a community theatre through an internship in a community theatre. The 

project includes an evaluation of short and middle range objectives 

of that theatre with special emphasis upon the ability of theatre per

sonnel to execute the program effectively. The goals of this project 

are to serve as a model for management by objectives implementation in 

community theatre and to provide a significant addition to the litera

ture of community theatre management. No other study has attempted to 

achieve these goals. 

To study the problem, an internship was designed through a co

operative effort between Texas Tech University and the Lubbock Theatre 

Centre in Lubbock, Texas. Douglas Cummins designed the project as part 

of his doctoral program. He selected the Lubbock Theatre Centre as the 

site because it served as a model for typical community theatre opera

tions. Over its thirty years of existence, the Theatre Centre has 

struggled with many management problems peculiar to community theatres : 

a lack of purpose, budget deficits, personnel disenchantment, and 

management by crisis orientation. 

The internship developed in the following manner. On October 

17, 1977, the Lubbock Theatre Centre; Board of Directors approved an 



internship in principle and approved Douglas Cummins as a potential 

intern. The Intern then presented a dissertation prospectus to his 

graduate faculty planning committee consisting of Dr. Richard Weaver, 

Chairman, Dr. George Sorensen, Ronald Schulz, Dr. Douglas Andrews, and 

Dr. Harold Luce. The prospectus was approved by the faculty planning 

committee and subsequently was approved by the Fine Arts Doctoral 

Committee of Texas Tech University. The internship commenced on Sep

tember 1, 1978, and was completed on April 30, 1979. 

The results of the study are presented in the following order. 

Chapter One includes a justification of the study as a significant 

area of concern, a survey of the perceptions of community theatre, 

and a discussion of the central problem of the internship. Chapter Two 

presents an application of the principles of management by objectives 

to community theatre organizations. Chapter Three presents the histor

ical background of the development of management principles at the 

Lubbock Theatre Centre. An analysis of the present situation at the 

Lubbock Theatre Centre and a chronological description and analysis of 

the internship is included in Chapter Four. Chapter Five presents 

conclusions about the effectiveness of management by objectives for 

the community theatre and recommendations for future use of management 

by objectives in community theatre organizations. A production manual 

for the Lubbock Theatre Centre based upon procedures instigated during 

the internship is included in Appendix A. 

This study makes reference to several terms that have special 

meanings in context of the study. These terms are defined below with 

some discussion about their importance to community theatre management. 
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Non-profit, volunteer, locally operated theatres founded for the 

sole purpose of producing live theatre in a specific community by people 

from that locale are called community theatres. These theatres are 

staffed almost exclusively by volunteers. They are amateurs who work 

in the theatre for recreation. 

The amateur in the theatre is a person who does not receive finan
cial remuneration for his endeavors. He is not necessarily ignorant, 
untalented or inexperienced in theatre art. In fact, the amateur 
may be highly knowledgeable and gifted. He has simply chosen not 
to make his living in the theatre.^ 

A resident professional theatre is a non-profit, professional 

theatre that hires professional actors, technicians, office staff, and 

directors in order to produce theatre for a spcific community. The 

resident company may consider itself a community theatre in the sense 

that it serves an artistic function within the community. It does not, 

however, utilize the amateur talent within the locale and often imports 

all of its personnel from outside the community. 

Management is that area of theatre involving all the daily opera

tions. Theatre managers face the difficult job of "making human re

sources productive, of making people work together, bringing to a 

common task their individual skills and knowledge; a job of making 

strengths productive and weaknesses irrelevant."^ The manager of a 

community theatre represents many things to many people. 

From the economist's point of view, he may be regarded as any per
son who brings labor and capital together in order to produce an 
end product. From the landlord's point of view he is any person 

^Stephen Langley, Theatre Management in America: Principle and 
Practice (New York: Drama Book Specialists/Publishers, 1974), p. 165. 

2peter F. Drucker, Technology, Management, and Society (New York: 
Harper & Row, Publishers, 1970), p. 93. 



who manages a theatre building. Thus he may be an agent who finds 
performers to interpret a particular script; he may be a local bene
factor who constructs or operates a building in which actors may 
perform; he may be a publicity director who supervises the entire 
process from beginning to end. He is a matchmaker bringing together 
the idea, the artist, the place and the audience. He is any person 
engaged in setting goals, selecting plays, raising capital, hiring 
personnel or supervising and controlling a theatrical operation.3 

Traditionally, management is viewed as a process involving the 

functions of planning, organizing, staffing, directing and controlling 

in which decision-making is a unifying factor. At every point in the 

process the manager is called upon to make critical decisions and to 

be responsible for them. He plans budgets and time allocations in re

sponse to the goals of the firm. Organizing requires the manager to 

decide how to unify the various parts of the enterprise and to determine 

the systems for communicating and reporting. In staffing, the manager 

must find the right person for each position and direct the people in 

their work to see that the goals are fulfilled. Finally, in the control

ling function, managers may have to adapt the plan to meet unforeseen 

circumstances or to decide to change the whole system.*̂  

Governance in a community theatre involves policy making and 

long-range planning. A board of directors is the typical governing 

body of a community theatre. Their fundamental responsibilities gener

ally include the following: 

1. To set long-range goals and objectives. 

2. To safeguard and improve physical and financial assets. 
3. To insure the legality of the organization's activities. 
4. To approve the annual budgets. 

3Langley, p. 170. 

toward Carlisle, Management: Concepts and Situations (Chicago 
Science Research Associates, Inc., 1976), pp. 8-9. 



5. To receive annual reports from all leading officers and 
standing committees. 

6. To ratify the appointment of salaried personnel, especially 
the artistic director.5 

Those duties not specifically related to policy making, planning, and 

financial operation are delegated to management. The governance of a 

community theatre should not officially deal with the daily operational 

matters of the organization. 

An objective is a statement of purpose and results in terms of 

time, budget, or scope of authority. Objectives may be set for every 

area of the theatre operation, but care must be taken that they are 

specific and quantifiable. Furthermore, all people concerned with the 

work of the organization must agree to the objectives of the theatre. 

Administrators and artistic directors in all types of noncommer
cial theatre . . . must concern themselves with clarifying and 
stating their objectives, their methodology. To ignore this 
fundamental task (and many organizations do) is to risk the life 
of a project and to guarantee confusion. It is also to admit 
the absence of a plan." 

Trying to operate a theatre without clear objectives is like attempting 

to sail a boat without a rudder. The ship will soon founder and sink. 

The production area of a theatre refers to the specific group of 

people in the theatre responsible for producing plays, including direc

tors, actors, crew heads, designers, box office workers, and everyone 

involved in putting on a play. In a community theatre most of these 

people will be amateur volunteers working under the supervision of a 

professional artistic director. Sometimes professional scenic designers 

work in community theatre and supervise the work of the technical crews 

^Langley, p. 170. 

"Langley, p. 8. 
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in such activities as set building, properties construction, costume 

building, and lighting. 

The literature of community theatre dealing specifically with 

management is dated and fails to consider current theatre practice. 

Some works are valuable for their philosophical or historical value, 

however.7 Modern theatre management practice began as recently as 

1960; consequently these books fail to deal with the problems of grants-

manship, modern marketing practices, efficient accounting and auditing 

policies, and recent findings in audience attendance patterns. 

Management in the arts has changed in the past two decades as 

theatre organizations developed as business enterprises engaged with a 

myriad of competitors for an ever shrinking entertainment dollar. 

Degree programs in colleges and universities in arts administration 

stress the marketing and management of the arts. The work of Morison 

and Fliehr at the Guthrie Theatre demonstrated that market research and 

active promotion can build audiences efficiently. Theories of business 

^Organizing a Community Theatre (1945), edited by Samuel Selden, 
is a helpful series of articles on how to begin and operate a community 
theatre. Practical advice on how to gain community support is given. 
Sheldon Cheney's The Art Theatre (1917) examines the art theatre of 
Europe as compared with the commercial theatre of the United States and 
provides insight into the development of the early American Little 
Theatre movement. Curtains Going Up (1939) by Albert McCleery and Carl 
Click studies the independent theatre of America as the real regional 
theatre. The authors promote non-commercial theatre as the salvation 
of the American stage. Kenneth Macgowan's book. Footlights Across 
America (1929), chronicles the growth of the Little Theatre movement and 
justifies the necessity of local theatre groups. The Community Theatre 
and How It Works (1957) by John Wray Young is a general work on community 
theatre background and organization. Young includes a brief history of 
community theatre in America and some practical steps on how to begin 
a theatre. Elizabeth Sweeting's Theatre Administration (1969) is the 
British version of how to operate a community theatre. The problems of 
organization are delineated and some solutions are presented. 
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management formerly used only by businessmen are now essential tools of 

the contemporary theatre manager. Terms and concepts such as cash flow, 

financial stability, unit cost, accrual accounting, and contingency 

planning have become part of the vocabulary of the modern theatre 

manager. 

Information included in the seminal report on economics and the 

arts by William J. Baumol and William G. Bowen, Performing Arts: The 

Economic Dilemma, has changed the theatre manager's perspective on how 

the arts are funded. According to Baumol and Bowen, all performing 

groups will face a growing "income gap" between their income and their 

costs. In addition, they conclude that subsidy is now, and will con

tinue to be, a way of life for the performing arts organization. 

A few publications dealing with arts and theatre management 

consider current management practices and have proven helpful in com

munity theatre management. Stephen Langley's Theatre Management in 

America: Principle and Practice contains an excellent chapter on 

community theatre.' Other chapters on budgeting, box-office operation, 

general organization structure, and publicity apply directly to com

munity theatre. An appendix provides sample forms and check sheets. 

The Performing Arts Review, a quarterly publication which includes 

articles of interest to arts administrators in all areas of the per

forming arts, occasionally contains information that is helpful to the 

community theatre manager. Alvin Reiss has compiled several years of 

significant articles from The Peforming Arts Review into The Arts 

Management Handbook, a vital source for every theatre manager. Other 

helpful publications include: Jim Cavanaugh's Organization and Manage

ment of the Non-Professional Theatre, an essential addition to any 
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community theatre manager's library; The Business of Show Business by 

Gale Plummer, an elementary approach to theatre managing; In Search of 

an Audience by Bradley Morison and Kay Fliehr, a summary and analysis 

of their efforts to build an audience at the Tyrone Guthrie Theatre; 

and a series of reference books by Donald Farber on commercial theatre 

including From Option to Opening, A Guide to the Off-Broadway Producer, 

and Producing on Broadway.8 

A major difficulty facing the community theatre is the paucity of 

literature pertaining specifically to modern community theatre manage

ment problems. Much of the material relating specifically to the pro

fessional theatre can be adapted to the community theatre situation, 

but community theatre faces many problems unique to its operations. 

The large number of volunteer workers used in community theatre and the 

absence of outside subsidy for their operations create unique problems 

for the community theatre. Community theatres need information on how 

to deal with their exclusive management problems. This study proposes 

to examine one managerial approach to the solution of some common com

munity theatre problems. 

The literature of management by objectives is as varied as manage

ment by objectives is adaptive.5 Numerous journal and magazine articles 

8Some books such as The Community Playhouse by Clarence de Goriea, 
Oliver Hinsdell's Making Little Theatre Pay, How to Start a Theatre by 
Howard Lindsay, and The Practical Theatre by Frank Shay are charac
terized by a social group approach to community theatre and are of min
imal value to the community theatre manager. 

^Peter Drucker is perhaps the most prolific author on the sub
ject of management by objectives, having among his many works Managing 
for Results, America's Next Twenty Years, The Effective Executive, and 
Technology, Management, and Society. The recurring theme throughout all 
of Drucker's work is the necessity for careful economic analysis of the 
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have been written on the subject in addition to books on management by 

objectives. A complete listing of all publications dealing with manage

ment by objectives through 1975 is contained in Richard Mansell's A 

Comprehensive Bibliography on Management by Objectives. 

firm to determine the specific and limited results desired. He also 
stresses the importance of the "knowledge worker" who can utilize train
ing, skill, and thought in the contemporary organization. George 
Odiorne laments the decline of risk-bearing managers as the critical 
element in the deterioration of the capitalistic system in his Manage
ment by Objectives. Odiorne places great emphasis upon the creative, 
motivated, risk-taking individual. He asserts that management by ob
jectives allows managers to assume personal risks within the corporate 
structure, thereby providing dynamic and creative leadership. In 
Management by Objectives in Action John W. Humble recognizes the value 
of management by objectives for maximizing human potential and explains 
that all too often management becomes a series of reports, cautious 
budgets and rigid controls in which the major goal of the manager is to 
keep out of trouble. Dale McConkey emphasizes the value of managing by 
objectives as an integrative took in How to Manage by Results. He 
explains that management by objectives was first used as a performance 
review tool, but as businesses became more familiar with the approach, 
they discovered management by objectives was useful in all areas of 
management. In addition, McConkey makes a unique contribution to the 
literature with MBO for Nonprofit Organizations. He develops the 
premise that non-profit organizations are no different from profit-
making concerns in their need for effective management and provides a 
system for implementation of management by objectives into the non
profit system organization. Other books in the field include Beyond 
Management by Objectives by J. D. Batten which describes management by 
objectives as part of a total climate for results in which the person 
who can think, analyze, and make decisions is preeminent; Management by 
Objectives: Applications and Research by Stephen S. Carroll and 
Henry L. Tosi, a serious examination of research into management by 
objectives, especially in the areas of motivation, feedback, and par
ticipation theory; Effective Management by Objectives by William J. 
Reddin, an application of Reddin's 3-D Management concept to management 
by objectives; Management by Results by Edward Schleh, one of the early 
books in the field that approaches management by objectives as a tool 
for personnel appraisal; and Raymond Valentines's Initiative and 
Management Power, which emphasizes the importance of authority in a 
business enterprise and shows how objectives become influential in 
granting and accepting authority. 



CHAPTER ONE 

THE STUDY 

Community theatre represents a major economic and cultural 

force in theatrical activity in the United States. In a 1962 study, 

the Stanford Research Institute estimated that 18,000 volunteer, 

non-profit groups organized for the sole purpose of producing plays 

operated in this country. The National Theatre Conference (NTC) cal

culated nearly 3,000 of these groups produced theatre of acceptable 

standards and at least 200 reached a level of professional calibre. 

These groups present all types of theatrical entertainment; employ 

full-time and part-time workers, technicians, and musicians; and they 

perform for a wide range of audience. The Stanford Research Insti

tute estimated that in 1962 there were 50,000,000 spectators of non-

2 
professional, community theatre in the United States. 

Volunteer, community theatre represents an indigenous theatre 

drawn from the resources of its own community that provides a unique 

Robert E. Card, Marston Balch, and Pauline B. Temkin, Theater 
in America: Appraisal and Challenge (New York: Theatre Arts Books, 
1968), p. 40. 

2 
Card, Balch, and Temkin, p. 41. 

12 
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service. Frequently, in small cities and towns and in rural areas, 

community theatre presents the only available live theatre. 

Despite the social revolution caused by "automobility" with its 
profound changes in everyday living, America is still very much 
under the "hometown" concept of entertainment. Research in Wis
consin shows that only a relatively few citizens in communities 
under 10,000 travel far afield in search of cultural entertain
ment. When it comes to drama, even network television reaches 
far fewer people in such localities than the big-city resident 3 
imagines. Most of them accept what dramatic fare they can get. 

In addition, because of high operating costs and a lack of audience 

base, the resident professional company finds it nearly impossible to 

4 J. 
exist in any but the most populated areas. 

The community theatre is in a position, therefore, to provide 

a major economic, cultural, and social contribution to the American 

community. Community theatres have a profound potential economic 

impact on their communities and the nation. For instance, if each 

of the 3,000 performing groups the National Theatre Conference cited 

as producing plays of acceptable quality hired one managing director 

and one designer each at salaries of $10,000, the potential annual 

income generated would amount to $60,000,000. A dollar value placed 

on the volunteer contribution to community theatre across America 

would be staggering. "If calculated in dollars at one per hour, the 

3 
Card, Balch, and Temkin, p. 41. 

An excellent discussion of the difficulty of the small city 
to support a professional theatre company can be found in William J, 
Baumol, "Economics of Athenian Drama: Its Relevance for the Arts in 
a Small City Today," The Quarterly Journal of Economics 85 (August 
1971), pp. 365-76. 
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total value would run over a billion dollars." 

Local economies can be directly affected by community thea

tres also. Capital improvements, new theatre buildings, and lease 

incomes represent substantial economic contributions to local tax and 

income structures. Of the groups responding on an NTC survey, 33.2 

percent indicated they occupy their own building or were in the pro

cess of building one. An examination of the most recent edition of 

The National Directory for the Performing Arts and Civic Centers 

shows that nearly two-thirds of the community theatres listed lease 

or rent space while a third own their own facility. Of those owning 

their building, approximately 40 percent remodeled or renovated an 

existing structure. Some of these spaces included old churches, 

barns, apartment building basements, unoccupied office space, and 

community centers. 

An important economic principle at work in the community the-

Q 

atre is the "multiplier effect." Simply stated, the multiplier is 

the number of times the same money is spent in an economy. For in

stance, if a theatre pays $1,000 to a contractor to remodel a space 

for a theatre, there will be a secondary expansion of that thousand 

Card, Balch, and Temkin, p. 50 

Card, Balch, and Temkin, p. 60. 

^Janet Spencer and Nolanda Turner, eds.. The National Direct
ory for the Performing Arts and Civic Centers (Dallas: Handel and 
Company, Inc., 1973). 

^Paul Samuelson, Economics, 10th ed. (New York: McGraw-Hill 

Book Company, 1976), pp. 223-30. 
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dollars over and above the theatre's investment. The contractor will 

take the money and spend it on other goods and services in the com

munity, where it will continue to be re-spent. Economists call the 

tendency to re-spend this money the "marked propensity to consume" 

(MPC). Given a 2/3 MPC, simple arithmetic demonstrates how the thou

sand dollars can actually amount to $3,000 in a local economy. 

$1,000.00 

4-666.67 (2/3 of 1,000) 

4-444.44 (2/3 of 666.67) 

4-296.30 (2/3 of 444.44) 

-H97.53 (2/3 of 296.30) 

4- . . . 

4- . . . 

$2,999.9999 

or 

$3,000,000^ 

This means that a substantial amount of the money spent by a community 

theatre on renovation, rents, salaries, and other local expenses is 

multiplied within the economy and more than doubles in its overall 

effect. 

^Samuelson, p. 229. 
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A community theatre can also have a significant magnet effect 

upon a local economy. Convention and tourist bureaus use arts and 

entertainment opportunities to promote the city and to attract con

ventions. A vital and energetic community theatre provides a sig

nificant resource for the convention and tourist bureau and serves 

as a magnet to draw attention to the city. 

A further dimension of the local community theatre, though 

no less important than the economic, is the contribution to the total 

welfare of the community. The importance of the arts to the society 

has been well documented by no less important figures than Senators 

Claiborne Pell of Rhode Island and Edward M. Kennedy of Massachusetts. 

Senator Pell has said, "The arts and humanities are central not only 

to our national welfare today, but to the goals we seek for years 

ahead." He stated that the arts and humanities represent 

those cultural areas which widen the understanding of man in re
lation to his environment as well as to other men; man's ability 
to appreciate the past, to comprehend the present, to project 
soaring new thoughts and images, ideas and ideals into the future; 
man's ability to analyze wisely, to perceive and appreciate, to 
be fully aware of his particular moment in history in relation to 
other moments and eons of the past; and ultimately, man's ability 
to understand more completely his potentials so they may be 
realized. 

Senator Kennedy professed that 

we may make great strides in atomic energy, space exploration, in 
automation, in biology and chemistry. But we will still be dull 
listless men, amid all these wonders, if we do not expand the 
human mind and spirit . . . We must encourage the development of 

^^Claiborne Pell, Chairman of Joint Hearings before the 
Special Senate Subcommittee on Arts and Humanities, Washington, 
D.C., February 23, 1965. 
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culture, its expression of truth, and its broadening of all 
m e n . •'• ••• 

If the arts are to be the kind of influence the Senators envision, 

they must be made accessible to the greatest number of persons possi

ble. The community theatre represents one of the few forms of live 

performing arts most Americans will have the opportunity to witness. 

Community theatre's contribution to the social and cultural climate 

of a community can be profound. Negative perceptions of community 

theatre, however, cast doubt upon its ability to assume a place of 

importance in American performing arts. 

Since the studies by the Stanford Research Institute and the 

National Theatre Conference were made in 1962 and 1963, no major 

examinations of community theatre have been conducted. Scholars have 

not perceived community theatre as a subject worthy of examination 

and have shifted the emphasis of serious study to the professional 

theatre in general and to the resident professional company in par

ticular. Reports in the mid 1960s by the Rockefeller Brothers 

19 13 14 
Fund,-'-'̂  the Twentieth Century Fund, Thomas Gale Moore, and most 

•̂̂ Edward M. Kennedy, Testimony before the Joint Special Sen
ate Subcommittee on Arts and Humanities, Washington, D.C., February 
23, 1965. 

Rockefeller Brothers Fund, The Performing Arts: Problems 
and Prospects (New York: McGraw-Hill Book Company, 1965). 

-̂̂ Jilliam J. Baumol and William G. Bowen, Performing Arts: 
The Economic Dilemma (New York: The Twentieth Century Fund, 1966). 

"̂̂ Thomas Gale Moore, The Economics of the American Theatre 
(Durham, N.C.: Duke University Press, 1968). 
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recently by the American Assembly attest to this fact. The re

ports from these groups are informative and substantial, but none 

deals with community theatre. The following statement of the 

Rockefeller Panel is characteristic. 

Our study is limited to the live performing arts, and we con
centrate on the professional organizations . . . Our concen
tration bespeaks no disdain of the amateur and quasi-profes
sional performing arts . . . We do, however, feel it is on the 
professional that we must depend for the development and main
tenance of high standards of artistic performance.1° 

Though the Rockefeller Panel and the other studies do not profess a 

disdain for the amateur theatre, the omission of non-professional groups 

from the studies indicates the lack of recognition those organizations 

receive. 

Community theatre lags far behind other theatre groups, par

ticularly the resident professional company, in the important area of 

funding. The Ford Foundation refers to the community theatre as an 

antecedent to the resident professional company and speaks of the 

latter as the movement that "replaced amateur theatre following World 

War II." This perception, combined with the attitude that profes- \ 

sional theatre is the guardian of quality and high standards, limits 

the ability of community theatre to qualify for financial support 

•'•\cNeil Lot>rry, ed., The Performing Arts and American Society 
(Englewood Cliffs, N.J.: Prentice-Hall, Inc., 1978). 

Rockefeller Brothers Fund, pp. 9-10. 

•"•̂ The Ford Foundation, Theater Reawakening; A Report on 
Foundation Assistance to American Drama (New York: The Ford 
Foundation, 1970), p. 3. 

file://�'�/cNeil


19 

from funding sources outside its own community. Consequently, the 

resident professional company is the major recipient of federal and 

corporate grants to theatre,^^ while the community theatre manages 

to survive only on local contributions, box office sales, and season 

subscriptions sales.-^^ 

Trained professionals in theatre do not generally view commu

nity theatre as a primary source of employment. Consequently, the 

quality of community theatre productions suffers. The NTC attributes 

the lack of quality to the fact that community theatre 

has not developed enough men and women in its own ranks with an 
intellectual grasp of the theatre's nature and possibilities, 
hence, many people involved lack aesthetic sense or scope. 
Their concept of the theater is not to produce better plays but 
to attract larger audiences with popular plays—good or bad. 

Consequently, critics of community theatre argue that artistic offer

ings often cater to public taste, play down to audience intelligence, 

and promote escapism. In a typical comment one critic complains: 

Choosing bad plays, debasing taste and intelligence, is an 
abdication of community theatre's duty and purpose in the 

1 g 
The Annual Reports of the National Endowment for the Arts 

for 1976 and 1977 report grants to theatre groups in excess of 
$4,000,000 annually. None of this money was spent in support of 
community theatre. National Endowment for the Arts, Annual Report, 
1976 (Washington, D.C.: Government Printing Office, 1976), p. 119. 
Annual Report, 1977 (Washington, D.C.: Government Printing Office, 
1977), p. 114. Furthermore, the Ford Foundation report cited above 
shows no support of community theatre during the period 1956 to 1977, 
Theater Reawakening, p. 2. 

l^Gard, Balch, and Temkin, pp. 66-67. 

^^Gard, Balch, and Temkin, p. 56. 
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community which comprises its audience . . . They must resist 
continual adult child-cries for never ending fun and frolic.21 

While no easy achievement, well trained professional directors and 

designers could, nevertheless, attack this problem. They could help 

develop a sense of taste and sensitivity in community theatre people 

and raise the level of production quality. Graduates from theatre 

schools, however, generally choose community theatre only when other 

forms of employment in the theatre are not available. Community 

theatre is not considered "legitimate theatre." 

As the only live theatre for millions of Americans, and as 

a potential growth factor for the whole theatre industry, community 

theatre presents a challenge to new generations of theatre producers. 

The quality of community theatre requires professionals who choose it 

as a profession instead of settling for a community theatre job as a 

second choice. Before community theatre can assume the vital role in 

American performing arts its potential promises, however, it must 

solve some of its problems that create negative perceptions. 

The creators of the Little Theatres of the early twentieth 

century worked with a sense of mission to bring art to the provinces. 

They were imbued with a need to expand the borders of art in America 

and to bring culture to the land. Unfortunately, 

the energies dissipated quickly. For all its eloquent motives, 
the community theatre fell into the waiting hands of erstwhile 
amateur acturs, ingenuous matrons and clubwomen, and zealous 
businessmen who believed somehow, that selling plumbing supplies 

-iQgden G. Dwight, "Review," Register and Tribune (Des 
Moines, Iowa) in Card, Balch, and Temkin, p. 61. 
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had a natural kinship with selling theatre.^^ 

The Little Theatre movement degenerated into a directionless "hodge

podge" with no specific purpose or objective. 

A movement without an objective, if community theatre can be 

called a movement, lacks purpose, direction, and goals. The National 

Theatre Conference attempted to determine if the primary purpose of 

community theatre was artistic or social. The responses on the 

questionnaire were far from encouraging and betrayed the lack of di

rection in community theatre. The replies indicated 52.8 percent of 

those responding said they produced plays as absolute theatre; 26.4 

percent stated they produced theatre for social service; 13.9 percent 

indicated they produced for both reasons; 1.4 percent stated neither 

reason; 1.9 percent replied for other reasons; and 3.6 percent failed 

to answer the question at all. 

The large preponderance of "absolutes" is striking; but it may 
not be too trustworthy since many found the question confusing, 
and others were perhaps ashamed to admit that social services^— 
still less, sociability—is more important to their members. 

Furthermore, when the NTC asked what the purpose of the organization 

was, the responses were remarkably uncertain. 

A study by Ichak Adizes, which includes interviews with ar

tistic directors, administrative managers, and other members of thirty-

eight performing arts organizations, illuminates some of the problems 

22 
Joseph Golden, The Death of Tinker Bell: The American The

atre in the 20th Century (Syracuse, New York: Syracuse University 
Press, 1967), p. 164. 

23 
Gard, Balch, and Temkin, p. 46. 
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confronting community theatre."^ Adizes concludes that theatres are 

often characterized by conflicts between individual goals and organ

izational goals. Many theatres are founded or are profoundly influ

enced by a single strong individual, often a founding director or an 

artistic director. This person dominates the operation of the organ

ization and his or her personal objectives often become confused with 

the organization's objectives. When he or she leaves, the organiza

tion is left without direction and focus. Adizes also ascertains 

that performing arts organizations often suffer from conflicts be

tween governance and management, as well as between management and 

the production area due to differences of opinion over the organiza

tion's objectives.25 This kind of conflict is particularly debilit

ating to an organization and leads to the formation of cliques, de

velops rivalries and power struggles, and disrupts effective manag

ement . 

The lack of clear-cut objectives, therefore, leads to sev

eral problems. The NTC believes that low quality of production is 

directly related to a lack of objectives. With a better under-

Standing of their artistic goals, community theatres could produce 

drama of more significance. Adizes asserts that financial problems 

2^Ichak Adizes, "Introduction and Overview," California Man
agement Review 15 (Winter 1973): 99-101. 

^^Adizes, p. 101. 

26Gard, Balch, and Temkin, p. 49. 
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and organizational conflict result from a lack of objectives. 

A lack of defined goals and a sense of mission . . . does not 
allow for long-range planning, for definition of goals that can 
enable the justification of the means employed. Without a mis
sion we have inadequate marketing and we accept chronic crisis 
as a way of life rather than perceive it as a cost that can be 
avoided.2' 

Accepting crisis as a way of life in the community theatre 

leads to a form of management known as "management by crisis." This 

type of management is characterized by decision making only when 

problems arise. Actions are taken in the short term to solve imme-

28 
diate, pressing problems. Planning and forethought are frequently 

absent from the management process. Consequently, decisions are made 

under undue pressure, little time is allowed or available to weigh 

alternatives, and faulty conclusions can result. 

Sometimes, of course, artists work by crisis intentionally. 

By leaving some decisions to the last minute a sense of excitement 

and suspense can be infused into a production. The group antici

pates the unknown and creates effectively. When allowed to operate 

in the creative process, crisis is not entirely bad. It heightens 

intensity and develops creative tension that benefits performers. 

A form of management by crisis is a valid^ approach in some 

business sectors as well. Some highly competitive industries, such 

2^Adizes, p. 102. 

28Howard Sargent, Fishbowl Management, A Participative 

Approach to Systematic Management (New York: John Wiley and Sons, 

Inc.), p. 344. 
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as the computer industry, must be prepared to respond to immediate 

changes in technology and demand. As a crisis arises, they must be 

able to perceive the problem and respond according to plan. The or

ganization must be flexible to adjust to changing technology and al-

29 
low sufficient freedom of action to adapt to the new situation. 

Management by crisis in the theatre, however, is potentially 

dangerous. Working by crisis in the artistic area requires increased 

stability in the management area of the theatre. Artistic decisions 

left to the last minute may be creative and exciting, but without 

clearly understood budget restraints and deadlines, and well-delin

eated areas of responsibility, last minute artistic decisions keep 

the whole organization in a state of chaos and can often lead to 

shoddy productions. Poor budget planning often leads to cost over

runs and subsequent measures to cut costs. Cost cutting in this 

manner will eventually result in a deterioration of production qual

ity, leading to a consequential decline in audience support. 

A constant atmosphere of crisis leads to organizational prob

lems as well. Workers in the theatre lose confidence in the organ

ization. In the community theatre, where volunteers provide most of 

the labor, and where they work for enjoyment, pleasure, and fulfill

ment rather than pay, a constant series of crises can discourage and 

alienate the most devoted volunteer. 

^^Howard M. Carlisle, Management: Concepts and Situations 
(Chicago: Science Research Associates, Inc., 1976), p. 315. 
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Crisis orientation eventually leads to breakdowns in commun

ication between functional areas of the theatre. Most community the

atres are operated by volunteer boards of directors who meet monthly 

to review committee reports and to determine policy."^^ Such boards 

of directors deal ineffectively with crises as they occur when in

adequate planning and reporting systems are not present in the organ

ization. As breakdowns continue, problems tend to exacerbate into 

crises, and small conflicts grow into large and complicated.conflicts. 

Breakdowns in communication can often be attributed to a lack of 

skills, but more often than not the problem is rooted in the organi

zation's system of management. Community theatres on the whole have 

not been able to organize their management functions to maximize the 

communication capabilities of their organizations. Consequently, 

communication breakdowns occur and confidence in the enterprise 

erodes. 

The machinery necessary for providing effective management 

for the community theatre includes carefully set objectives, well 

conceived plans for their completion, and evaluation of their re

sults, coupled with a system of communication that keeps the entire 

organization informed of the progress of the project. Emergencies 

arise in every production company. Careful planning, however, allows 

time for the energies of the organization to respond to the emergen

cies and to solve them without crisis. In addition, the organization 

30 
Gard, Balch, and Temkin, p. 53. 
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should have its day-to-day operations under control. Thus, the 

energies of those in governance can be devoted to long range planning. 

Risks taken in advance can be taken with some idea of their conse

quence. Budgets based upon objectives are more readily justified 

and excess can be trimmed effectively without harming production 

quality. 

A tensionless, non-dynamic atmosphere is neither suggested 

nor advocated. In a balanced and effective system of management, 

however, the tension can be placed upon artistic matters. Artists 

can be free to work within the framework of the objectives and orga

nizational problems do not have to spill over into production. 

Management by objectives is an approach to management 

utilizing goal analysis, objective setting, plans, evaluations, and 

a thoroughgoing communication system. Through the objective setting 

process, management by objectives avoids management by crisis, allows 

risk within a dynamic atmosphere, and provides for regular evaluation 

of the system. Management by objectives has been adopted by many 

major industries, government agencies, and nonprofit organizations 

and has proven to be a successful and effective approach to manage

ment under the proper conditions and with adequate implementation. 

The following chapter applies principles of management by objectives 

to community theatre as an alternative to management by crisis. 



CHAPTER TWO 

APPLICATION OF MANAGEMENT BY OBJECTIVES 

TO COMMUNITY THEATRE 

Management by objectives is a technique particularly suitable 

for dealing with the most chronic problems typical of community thea

tre, the lack of objectives. Rather than being a single management 

theory or a set of rules, it is a way of thinking about the job of 

managing that can be used in a variety of ways. Consequently, the 

principles of management by objectives adapt readily to the problems 

of community theatre. 

Management by objectives stresses the importance of careful 

analysis of an organization in light of the results the members of 

the organization hope to achieve. The analysis of these results in

volves three dimensions: 

1) the present business must be made effective; 

2) its potential must be identified and realized; 
3) it must be made into a different business for a different 

time. 

Through careful analysis, change can be anticipated and a theatre can 

determine clearly what it should be doing in the near and distant fu

ture. Thus, the organization perpetuates itself beyond the life-span 

Peter F. Drucker, Managing for Results (New York: Harper 
and Row, Publishers, 1964), p. 4. 
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2 

or control of any one man or group of people. This factor is essen

tial in community theatres with a strong founding director or artistic 

director. Organizations created by such persons often reflect the at

titudes and goals only of that person. The perspective and goals of 

the organization can thus become one sided and limited, Moreover, the 

vacuum left upon the departure of an overly powerful artistic director 

often debilitates community theatre organizations beyond recovery. An 

organization with clearly analyzed goals can avoid the damaging effect 

of such personnel loss. Careful analysis of goals by all persons in 

the organization helps equalize undue influence of powerful Board of 

Director members by preventing them from dominating the goals of the 

organization with their own personal plans for the future. The re

sults of the organization, therefore, develop from corporate activity 

and decision making, rather than personal plans of any one person 

within the organization. 

Implementation of a system of management by objectives re

quires two distinctly related activities. First, the support of the 

highest level authority in the company must participate in setting 

overall targets for the year. Secondly, at the end of the year, man-

3 
agers compare actual results to the targets. George Odiorne divides 

the two steps in the following manner. 

Peter Drucker, Technology. Management, and Society (New 
York: Harper and Row, Publishers, 1970), p. 156. 

^George Odiorne, Management by Objectives (New York: Pitman 

Publishing Company, 1965), p. 69. 
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TARGET SETTING 

STEP ONE: Identify the common goals of the whole orga
nization for the coming year, including per
sonal goals. 

STEP TWO: 

STEP THREE: 

STEP FOUR: 

Clarify the working organizational chart and 
carry the objectives down the hierarchy. 

Set objectives for the next budget year with 
each person involved. State the objectives 
in quantifiable terms. 

Along the way during the measurement period, 
check performances against pre-planned mile
stones. This can be done through PERT, CPM, 
or any other planning method that stresses 
milestones for evaluation. 

EVALUATION 

STEP ONE: Analyze performance against budget. 

STEP TWO: Analyze step one goals in target setting in 
comparison with the actual results. 

STEP THREE: Cover other matters such as relationships on 
the job, personnel problems, job satisfactions, 
etc. 

STEP FOUR: Prepare to repeat the process for the coming 
year with adaptations relating to conclusions 
on performance for the past year.^ 

John Humble, a noted British proponent of management by ob

jectives, provides some basic questions an organization may ask it

self in determining its objectives.^ First, the organization should 

as "What is our competence?". For the community theatre, this 

Odiorne, pp. 69-72. 

John W. Humble, "Management by Objectives, Basic Concepts," 
Management by Objectives in Action (London: McGraw-Hill Book 
Company, 1970), p. 17. 
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question might be better phrased, "What kind of theatre are we most 

capable of producing well?". The leaders can ask the question and 

determine if they produce drama, comedy, musicals, opera, children's 

theatre, experimental theatre, or some other form best. The ques

tion attacks the same difficult to measure problems the National 

Theatre Conference confronted on their questionnaire with the ques

tions, "Do you produce theatre for artistic reasons, as a community 

service, or for social anjoyment?". According to the NTC, community 

theatres had a difficult time answering the question. Theatres.using 

management by objectives determine their competence and its motiva

tions as a prerequisite for continuing any other program. 

Determining the competence of the theatre leads the orga

nization to concentrate upon the single activity it does best. A 

community theatre producing a full season of plays including comedy, 

drama, musicals, and children's theatre, plus attempting to offer 

classes in acting and technical theatre, may be diminishing its 

total effect by attempting too much and by not concentrating upon 

what it can de excellently. 

Economic results require that . . . efforts be concentrated 
on the few activities that are capable of producing signifi
cant results. . . . No other principle of effectiveness is 
violated as constantly as the principle of concentration. 

Thus, those theatre that find themselves constantly expanding 

programs to increase their effect in a community may find, through 

careful analysis, that they should be concentrating their efforts on 

the one or two things they do especially well. 

^Drucker, Managing for Results, p. H . 
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Humble's second question asks, "Who really are our custom

ers?" The community theatre leadership should determine who attends 

theatre in their community, when they attend, and how often they go 

to the theatre. Furthermore, the theatre should ascertain wh^ the 

theatre patrons go to the theatre. A community theatre presenting 

serious, esoteric, or experimental theatre in a community expecting 

light comedy and musicals faces extreme difficulty in attracting 

audiences to its performances. This is not to suggest that a commu

nity theatre should pander to the public taste, or lower its stand

ards of quality in order to attract an audience. A community thea

tre that is aware of the level of appreciation of its audience, how

ever, will be better equipped to select plays the patrons will choose 

to see. Any theatre holding the laudable goal to raise the appreci

ation level of its audience must attract that audience into the thea

tre before it can achieve aesthetic growth. 

The use of market analysis, audience surveys, and economic 

analysis can greatly aid the community theatre in determining who its 

customers are. Heretofore, community theatres have relied upon the 

good will of the populace to fill their chairs, without regard to who 

Some publications dealing with audience analysis and devel
opment should be particular help to the community theatre manager 
trying to identify the audience. In Search of an Audience by Bradley 
Morison and Key Fliehr describes how a theatre can use surveys and 
questionnaires to identify the various groups who attend theatre; 
Baumol and Bowen's Performing Arts: The Economic Dilemma identifies 
the typical arts consumer In the United States; Subscribe Now! by 
Danny Newman encourages the use of direct mail subscription sales 
based upon market analysis; and The Performing Arts Review regularly 
features articles dealing with consumerism and the arts. 
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the audience actually was. A theatre using management by objectives 

will learn who sees the plays and how they respond to them, 

Humble asserts further that any system of managing by ob

jectives must ask,"What changes might happen that would threaten the 
Q 

Stability of the organization?" Many external factors can have ef

fects upon community theatres, but community theatre leaders rarely 

anticipate the changes. For example, new competition from such forms 

as sporting events, other performing arts groups, or other art forms 

can have deleterious effects upon the demand for community theatre. 

The introduction of a professional dinner theatre into a community 

could seriously reduce the community theatre audiences on certain 

nights. In addition, major economic changes in a community can alter 

the course of a community theatre drastically. In times of high in

flation and financial crisis, the entertainment dollar is generally 
9 

the first to be withheld by consumers. On the other hand, major in

dustrial or commercial development in a city could provide capital 

and personnel to help a community theatre grow beyond its expecta

tions. Management by objectives attempts to predict possible change 

even to the point of developing emergency goals to cope with unexpect

ed changes. 
Unexpected problems arise in every job because of changes in the 

o 
Humble, p.31. 

Thomas Gale Moore, The Economics of the American Theatre 
(Durham, N.C.: Duke University Press, 1968), p. 93. 



33 

environment, changed demand or users of the service, the errors 
of others, past errors not caught in time, acts of God or un
foreseeable forces. 

If, however, the organization is prepared for external change and 

has plotted a course of action with some idea of what changes are 

possible, a crisis of confidence and organization can be avoided. 

Peter Drucker asserts that change within an organization is a 

crucial and necessary process since what exists is getting old. 

Accordingly, Humble addresses the problem of internal change by ask-

12 
ing, "What are our plans to innovate in the coming years?." Bas- j 

ed upon the determined competence of the theatre, the audience pro

file, and the anticipated changes in the environment, an organization 

can make specific short and long range plans for innovation. Plans 

for new buildings, additional personnel, changes in the season of 

plays, additional programming, and other important internal adjust

ments can be formulated in light of the theatre's objectives. The 

community theatre management then determines the impact of the 

changes upon the theatre and makes plans to adjust to the new real

ity. Thus, the need for funds, space, personnel, and equipment are 

forecast and filled at the proper time rather than creating a crisis 

when the need arises. Many community theatres only change when cri

ses force them to. Often the impact of the change is undertermined 

Odiorne, p. 105. 

Drucker, Managing for Results, p. 8. 

12 
Humble, p. 31. 
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for some time. Management by objectives would help the theatre avoid 

the confusion of unforeseen conflict caused by unexpected internal 

change. It would also alleviate the problems caused by poorly plan

ned innovation. 

The answers to Humble's four questions become the "key re

sults" of the theatre and relate to everyone in the organization. 

Each person, whether volunteer or professional, 

must be clear about the results he is expected to secure, in 
line with company objectives, or he may direct his time and 
energy into unimportant tasks.-'••̂  

As he determines his key results, the manager develops performance 

standards in consultation with his superiors, usually members of the 

Board of Directors. He, in turn, develops standards with each of the 

other staff members, crew heads, and committee chairmen. He assures 

that the other standards are stated in quantifiable terms with spe

cific time, personnel and budgetary considerations. The evaluation 

at the end of the year is then based upon the standards or objectives 

formulated for each area. Each individual's efforts in the theatre 

are compared with the key results of the entire organization. Thus 

14 
the work of each person is integrated into the whole effort. 

Integrating the goals of each crew head and committee chair

man into the objectives helps reduce conflict between personal and 

corporate goals. All leaders in the organization become involved in y 

13 
Humble, p. 32. 

14 
Humble, p. 16. 
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the objective setting process and are allowed opportunities to in

corporate their personal expectations into their goals for the year, 

so long as they do not conflict with a key result of the organization. 

Odiorne asserts that this kind of participation in the goal setting 

process is a crucial factor in the success of managment by object

ives. High degrees of participation were found to have positive 

effects upon manager morale and effectiveness. People who develop 

their job expectations had a more personal interest in the total en-

1 f) 

terprise. Furthermore, research studies in the area of moti

vation, feedback, and productivity show that participation in goal 

setting and planning leads to higher levels of productivity and loy

alty. Conflict between factions in the organization is limited when 

all the groups in the enterprise participate in the objective setting 

17 
process. 

Participation is especially important for volunteers in a 

community theatre who have responsibility over important production 

and operational areas. They will be better integrated into the 

organization and will have stronger dedication to the goals of the 

theatre if they help in making the plans. Volunteers work for per

sonal fulfillment more than any other motivation, and a system whereby 

they actually help chart the course of the theatre will develop a 

Odiorne, p. 111. 

Odiorne, p. 112. 

^^Stephen J. Carroll and Henry L. Tosi, Management by Objec-

tives: Applications and Research (New York: The Macmillan Company 

1973), p. 90'; ~ 



36 

strong sense of commitment in them. Most volunteer managers 

will respond with vitality to really challenging objectives 
if they are involved in establishing them and if thev work in 
an organizational climate which encourages self-development 
self-control, and an easy flow of communication.^^ 

Conflict in community theatre inevitably arises between the 

management of the theatre and its governing body. Differences of 

opinion over budget, play selection, publicity, and areas of respon

sibility are common. These seemingly unavoidable crises can be 

forestalled by equitable participation in the objective setting 

process. The areas of concern that cause the most conflict can be 

presented and discussed and the objectives set in an atmosphere 

devoid of the pressures of production deadlines. Conflicts and 

disagreements in principle are not avoided, but the atmosphere 

in which they are approached can be created to avoid the explosive 

potential of time and budget crises. Objective setting takes place 

far in advance of the time when the objectives are to be implemen

ted. Consequently, the organization has adequate time to deal with 

conflicts and to make equitable solutions for all persons concerned. 

Resolution of conflict in a community theatre is not usually 

as simple a process as installing a system of management by objec

tives. Theatre groups generally consist of a large group of artis

tically inclined people concerned with the presentation of plays, and 

a smaller group of management oriented personnel who see the theatre 

as a business enterprise to be operated effectively. The basic dif

ferences between the groups can be considerable and often cause 

^^Humble, p. 18. 
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theatres to fail. Since the success of management by objectives 

depends upon the support of all the people in the organization, it 

is vital that both groups participate in the objective setting 

process and not simply submit reluctantly to the activity. The 

artists must be convinced that a well-ordered, smoothly running 

system will allow more freedom to experiment artistically. The set

ting of objectives at the beginning of the year can actually free 

them from the pressures of managing later in the season. Artists, 

furthermore, are not generally concerned with the problems of cash 

flow, indebtedness, and financial stability. They must be aware, 

however, that to gain the support of lending institutions and gran

ting agencies, the community theatres must show some measure of 

stability and responsibility. Support of artistic groups simply 

on their merit as innovative and creative entities may certainly 

be laudable and fervently to be encouraged, but it is rarely done 

by granting agencies and corporate enterprises. An artist hoping 

to work in a community theatre devoid of the pressures of good 

management and financial responsibility is naive. 

The managerial faction of the theatre, on the other hand, 

should remember that theatres exist first to create art and that 

creative artists require a degree of flexibility. The manager that 

requires the artistic director of a theatre to fully understand all 

the management principles required to operate a theatre efficiently 

is asking too much. A patient, understanding approach, coupled with 

real participation and open communication in setting objectives, can 

alleviate much of the trouble, however. If both factions can agree 
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to cooperate most of the tension can be relieved. 

A major benefit of management by objectives to the community 

theatre lies in its ability to improve communication systems by pro

viding a common language and terminology for all persons in the or

ganization. The objectives serve as a common base of understanding 

for the theatre. Their wording can be v7orked out to the acceptance 

of all concerned, whereupon they become the basis for all decisions. 

Policy manuals containing all the objectives for each area can then 

be developed and distributed to all members of the organization. 

Everyone can see their objectives in terms of time, budget, and 

personnel as they relate to everyone else's objectives. In a pro

duction organization, breakdowns in communication occur frequently 

due to crews working at different times, rehearsals occurring inde

pendent of work sessions, isolation of publicity personnel from the 

rest of the organization, and other similar problems. The problem 

is aggravated in a community theatre where volunteers do most of 

the work. Reporting the progress of each crew and committee is 

difficult due to the varied work schedules of the volunteers. 

Through the use of a manual this problem can be alleviated. Areas 

such as costumes and lighting and publicity would be interrelated 

through the objectives. Their deadlines for completion would be 

mutually agreed upon and all crew heads working on the production 

would be able to formulate their individual crew work schedules to 

the time and personnel requirements of all the other crew heads. 
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All units working on the production would function according to a 

unified calendar, and regular check points would be provided to check 

progress against preliminary goals. A report form for each crew head 

would be part of the manual. This form,or a copy of it, would be 

turned in at each of the check points. The theatre manager then 

would identify any functional areas not meeting its goals and make 

adaptations to bring the area into schedule. He also would inform 

all the interrelating areas of any difficulties that might affect 

19 
their work and make adjustments in the calendar to avoid crises. 

For example, an objective for a costumer may be to have all costumes 

ready for the production three days before the dress rehearsal. If 

the fabric the costumer expected to use does not arrive, rented mate

rial is delayed or not enough volunteers come to work on the cos

tumes, a serious crisis can result. The publicity pictures can be 

delayed, dress rehearsals will be disrupted, and the lighting design 

cannot be completed. Periodic progress checks against the time 

objectives could identify the problem before a crisis arises and new 

sources found for material or for rental of costumes. In the mean

time, the theatre manager can make adjustments in the other areas 

19 
Management by objectives is an approach to management that 

allows for management by exception. That is, the manager deals only 
with those areas that fail to function according to plan. The people 
who meet their checkpoints on time and budget are left to continue 
their work. The manager has time to deal with the exceptions to the 
rule. The resultant benefit to the manager is a reduced work load, 
less concern with trivial matters, a better system for reporting the 
progress of the organization, and time to deal with emergencies be
fore they become full-blown crises. 



40 

without causing a crisis. 

Easing crisis orientation in the production staff will help 

those theatres seeking high, quality productions to better reach their 

goal. Production quality is a highly subjective area, however. What 

constitutes a good or bad production provokes heated debate. Some 

principles of unity, variety, complexity, balance and taste are gen-

20 

erally accepted among theatre professionals, however. Using man

agement by objectives, a community theatre can evaluate its possibil

ities for excellence and concentrate upon productions through which 

they can achieve their highest level of quality. Given the princi

ples of good theatre, the community theatre can write objectives for 

production quality specifically relating to their theatre. For ex

ample: 

Our purpose is to produce productions of high quality character
ized by 1) unity of design, 2) completeness of overall product
ion detail, 3) believability in acting style appropriate to the 
script. 

Individual objectives for each component part of the organization, 

such as set design and construction, publicity and promotion, proper

ties, costumes, acting, play selection, and personnel can be written 

in support of the major objective. 

Play selection is a major area of conflict in community 

20 
For a thorough discussion of the principles of artistic 

criticism see Monroe Beardsley, Aesthetics, Problems in the Philos
ophy of Criticism (New York: Harcourt, Brace, and World, Inc., 
1968). 
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theatre and relates directly to production quality. Some theatres 

insist on producing plays that are of questionable merit, Others 

present plays that are beyond their capabilities to do well. In 

some organizations a volunteer play reading or selection committee 

chooses the season. In other groups, the artistic director chooses 

the plays. Whatever the manner of selection, conflict often arises 

over questions of taste, quality of writing, appropriateness for the 

community, and the theatre's ability to produce the play, A theatre 

using management by objectives can avoid much of this conflict by de

veloping objectives for play selection based upon the key results of 

the theatre. Plays are then selected, whether by an individual or 

a committee, not on personal whim or bias, but because they meet the 

objectives of the theatre. Such a set of objectives need not unnec

essarily limit the scope of plays a theatre may produce, however. 

Every performing group has a purpose. The community theatre that ad

heres to its purpose and presents plays worthy of performance that 

are within its level of competence will be in a good position to per

form high quality theatre, which will improve the theatre's long term 

position in the community both artistically and financially. 

Unfortunately, few community theatre organizations concern 

themselves with their long range financial condition. They concen

trate upon producing plays and hope the revenues will be sufficient 

to meet their costs. If demand declines, theatre managers rely upon 

intuition rather than planning and on hope rather than data to 
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improve audience response. Too often, standards of quality in play 

selection suffer in order to attract a less discerning audience. 

Careful results analysis and identification of the nature of the au

dience will enable the manager of the theatre to project future finan

cial goals and to make plans to accomplish them. Thus, the artistic 

needs of the theatre can be balanced against economic realities. For 

example, a theatre might decide: 

To present five plays of quality (as defined in the artistic 
objectives) resulting in a yearly increase in audience demand 
of five percent for the next five years. 

Annual checkpoints help the manager to monitor the progress of the 

theatre and plans can be changed when the results exceed or fall short 

of the expectations. 

Better economic planning, control, and record keeping should 

make community theatres more attractive to granting institutions and 

to professionals working in the theatre. Implementation of manage

ment by objectives should suggest to investors that the community 

theatre has a professional approach to management and organization 

and will be a sound investment possibility. Furthermore, a community 

theatre committed to professionalism in management, as well as profes

sional quality in productions, is more likely to attract talented and 

qualified personnel. Thus, two of community theatre's major problems, 

a poor image with granting agencies and low esteem among colleagues 

could be alleviated through the use of management by objectives. 

Care must be taken to avoid certain pitfalls in using manage

ment by objectives, however. If not carefully monitored, the use of 



production manuals and report forms can produce a paper mill that in

hibits effectiveness. 

Some ineffective MBO systems fill manual after manual with 
forms, procedures, and other time wasters, MBO managers should 
be analysis oriented not method oriented. A strict control 
should be exercised over every form and piece of paper built 
into the system.21 

Furthermore, forms for evaluation and too much written work in a com

munity theatre can easily discourage volunteer workers who come to 

the theatre for enjoyment and relaxation. Every report made in writ

ing should be thoroughly justified and approved by the volunteers be

fore its use is instituted. 

Objectives can be too numerous, too complicated, and not 

quantifiable. Objectives can be written for too many tasks or for 

too many areas of work. Schleh asserts that any position should have 

no more than five objectives and any objective that is no more than 

ten to fifteen percent of a job should be combined with another re-

22 
lated objective. In addition, care should be taken to assure that 

the objectives are written by genuine participation and not through 

an autocratic formula of dispensation. There is a danger of upper 

level management imposing their objectives in the name of partici

pation. This kind of activity will short circuit a management by 

•̂'"Dale D. McConkey, MBO for Nonprofit Organizations (New 
York: AMACOM, 1975), p. 88. 

^^Edward C. Schleh, Management by Results: The Dynamics of 
Profitable Management (New York: McGraw-Hill Book Company, 1961), 
pp. 22-3. 
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23 
objectives system rapidly. Participation is especially important 

for volunteers who hold positions of responsibility in the community. 

A series of goals and objectives handed down to them from the Board 

of Directors or the theatre manager will only serve to alienate vol

unteers who believe the community theatre is their theatre and that 

they should have some control over its operation. 

Community theatres generally experience a high turnover of 

volunteer personnel during a year. Consequently, a fairly large 

group of workers may be working with a set of objectives written by a 

previous set of volunteers. The leadership of the theatre, however, 

should remain intact within a year. A professional theatre manager 

and volunteer crew heads with some other essential workers generally 

work for an entire year. Moreover, a stable organization in which 

volunteers have creative and significant control should retain a high 

level of personnel from production to production. Newcomers in the 

theatre, however, would be expected to abide by the objectives until 

they are reformulated for the next year. 

A system of management by objectives is not entirely simple 

and takes time to implement. Some companies rush into implementation 

24 
or they expect too much too soon from the system. Most writers 

agree that a system takes at least three years for full imple

mentation and some even suggest a five-year time frame. A community 

Harry Levinson, '-'Management by Whose Objectives?" Harvard 
Business Review 48 (July-August 1970): 125-34. 

McConkey, p. 83. 
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theatre intending to begin management by objectives would be well ad

vised to try one functional area, such as production, first within a 

total plan for implementation. As that area functions effectively, 

other areas can be added to the system. 

Some community theatres face dire circumstances and may feel 

they lack the time to devote to full implementation of management by 

objectives. The long time needed to bring the system to fruition may 

see the collapse of the enterprise. Indeed, there are some community 

theatres in such poor condition that no new system of management can 

save them. Most organizations, however, do some things well, even 

though they may be struggling to survive. Management by objectives 

should assist these groups to concentrate upon their competence while 

they make gradual and lasting progress to improve their deficiencies. 

Furthermore, they can concentrate upon solving their most pressing 

problems with short term objectives while developing long term plans 

with their strengths. Management by objectives can help the community 

theatre to identify its strengths and weaknesses, integrate the 

efforts of all the people in the organization into a unified program, 

and through regular evaluation, help the theatre to make plans for a 

25 
lasting and stable future. 

2 S 
The conclusions above were reached after conversations with 

community theatre operators from across the Southwest who were meeting 
at professional association meetings , and through consultation with 
struggling community theatre groups in South Texas. 



CHAPTER THREE 

A BRIEF HISTORY OF MANAGEMENT AT 

LUBBOCK THEATRE CENTRE 

Community theatre began in Lubbock, Texas, in 1948, when a group 

calling themselves The Group Theatre of Lubbock produced a performance 

of The Man Who Came to Dinner in the Lubbock High School Auditorium 

under the sponsorship of the Lubbock Optimist Club.^ The group received 

positive response to the performance and decided to formally organize 

as The Lubbock Little Theatre with the avowed purpose "to promote a 

democratic and discriminating appreciation for the best in Little 

Theatre." The founders perceived the Theatre as a civic organization 

similar to other clubs and service organizations in the community.3 

A Board of Directors composed of eighteen members managed 

Lubbock Little Theatre. The president of the Board served as the busi

ness manager. The first vice-president solicited memberships and 

coordinated the various types of members in the Theatre. The second 

vice-president supervised the Playreading Committee as well as com

mittees on membership, auditions, personnel, stage sets, and properties. 

^Lubbock Little Theatre, "Statement of General Information," 
1949, mimeographed. 

^The Group Theatre of Lubbock, "Program Note for The Man Who 
Came to Dinner," n.d. 

"^"Statement of General Information. 

46 
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The Board also included a recording secretary and a treasurer.^ 

The Board nominated and elected directors for the plays from 

among the membership of the Theatre. In consultation with the Play-

reading Committee, who read plays and suggested them to the Board, the 

directors were given final approval over the plays they would direct. 

They were also free to select their own casts and crews. The directors 

prepared a budget for the show in cooperation with the Board and super

vised most of the operations of their productions.^ 

All other activities of the Theatre came under the jurisdiction 

of vice-presidents or committees under the overall supervision of the 

president. The president of the Board became the most important person 

in the organization. More authority and responsibility rested in that 

position than in any other. Throughout the history of the organization^ 

the Board looked to its president for leadership more than to any other 

person. 

The Theatre sold season membership subscriptions in order to 

generate operating capital. Categories of membership included Patron, 

for which a person donated $25.00 and received a reserved season ticket; 

Sustaining, for which a person paid $5.00 and received a reserved season 

ticket; and Active, sustaining members who wished to participate fully 

in production work.^ Workers in the theatre were required to be active 

members. According to Mrs. C. C. Caldwell, one of the founding members: 

4Lubbock Little Theatre, "Minutes of 20 May 1948," typewritten, 

5"Minutes, 20 May 1948." 

^"Statement of General Information." 



48 

Even the people who take part in the productions pay for the 
privilege of belonging to the theatre. Often we were accused 
of working for salaries, whereas in reality, we were working 
after hours to make a production a success, then paying for the 
opportunity of having had something to do with that production."7 

Members of the Theatre urged Lubbock citizens to join and to 

participate because Lubbock Little Theatre was "definitely a part of 

the community and here to stay."8 

Minutes of the Board of Directors' meetings, financial reports, 

correspondence, and interviews with former managers provide documenta

tion of the day-to-day operation of the Theatre. Committees reported 

to their chairmen who, in turn, made reports to the vice-presidents. 

Vice-presidents made monthly reports to the Board. Production details, 

play selection reports, committee appointments, and other operational 

matters dominated the minutes of the Board meetings for the first 

several years. 

The purchasing system for the Theatre was simple, if not business

like. Heads of committees, production crew heads, and Board members 

purchased for the Theatre by charging where the Theatre had accounts. 

If individuals spent money out of their pockets, they presented invoices 

or bills to the Board and received repayment. The system was informal 

and un-businesslike, but as long as the Little Theatre remained a small 

enterprise, the Board was able to handle the work load. 

For the first six years the Lubbock Little Theatre produced plays 

at the Lubbock High School Auditorium and the 0. L. Slaton Junior High 

^"Little Theatre Play to End Third Successful Season," Lubbock 
Avalanche-Journal, 15 April 1951, sec. 5, p. 1. 

^''Statement of General Information." 
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School Auditorium. Since production runs were only one performance the 

first year and two performances the second year, the Theatre faced 

little difficulty in renting the school facilities for their shows. In 

1950, however, the run increased to three performances and the organi

zation encountered difficulty in finding a place to rehearse and perform 

the shows. The schools declined to commit their facilities for more 

than a few days while the Theatre required a week or more for final 

rehearsals and performances. Moreover, they held early rehearsals in 

whatever space was available, however inadequate. As Lubbock Little 

Theatre became more successful, their need for a permanent home became 

, 9 
apparent. 

No existing theatre structure was available, and Lubbock had no 

buildings available that could be remodeled to fill the Theatre's needs. 

Consequently, in 1952, the Board launched a building fund drive to build 

their own building. Considerable assistance came from the City of 

Lubbock in the form of a twenty year lease for one dollar on a piece of 

property in a city park on Avenue P. With this help, and approximate

ly $60,000 raised locally, Lubbock Little Theatre broke ground at the 

12 
Avenue P site on April 26, 1953, and opened the theatre for operation 

9 
Interview with P. Merville Larson, former Board president, 

Lubbock, Texas, 26 April 1978. 

"Little Theater to Campaign for Funds for New Theater," Lubbock 
Avalanche-Journal, 24 April 1952, sec. 6, p. 2. 

•'••̂ "Little Theater's Fund Drive Initiated at Meeting Friday," 
Lubbock Avalanche-Journal, 31 August 1952, sec. 5, p. 1. 

"Little Theater Ground Breaking Ceremony," Lubbock Avalanche-
Journal, 26 April 1953, sec. 5, p. 1. 
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13 

on November 19, 1953. The building has since sustained several re-

modelings during the subsequent twenty-five years, but in 1979, it 

remained the community theatre playhouse for Lubbock, Texas. 

Owning a permanent theatre building, gaining more popularity, and 

developing increased attendance caused the management of the Theatre to 

become increasingly complex. Problems dealing with insurance, mainten

ance, scheduling, rental policies, building use and the increased costs 

each problem incurred took more time in Board meetings than production 

details. The group that began with the purpose to produce plays found 

itself spending less time on play production and more time and energy 

on business matters. By 1954, the Board had formed an executive com

mittee composed of the officers of the Board to serve as a clearing 

house for business matters. In 1956, the Executive Committee re-dis-
14 

tributed their labor. The president remained the general manager of 

the Board. The first vice-president coordinated the efforts of the 

Backstage Chairman, the Workshop Chairman, the Placement Chairman, and 

the Production Chairman. The duties of the second vice-president 

included supervision of the Promotion Chairman, Box Office Chairman, 

House Manager, House Superintendent, and Chairman of Extension. In 

addition, the Board opened a separate backstage account to deal 

specifically with production expenses. 

In its first ten years Lubbock Little Theatre grew in several 

1 3 
"Lubbock Little Theater to Open," Lubbock Avalanche-Journal, 

15 November 1953, sec. 5, p. 6. 

"^^"Minutes, 8 November 1956." 

"^^"Minutes, 8 November 1956." 
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areas. A children's theatre workshop opened in 1949 and by 1957 was too 

large for the Little Theatre to operate alone. Consequently, the Junior 

League of Lubbock agreed to co-sponsor the workshop in conjunction with 

the Theatre. During the siimmers the Theatre presented free melodramas 

in the parks. A Teen Theatre developed for high school and junior high 

school students,and the Theatre participated in a library program 

entitled Drama for Discussion. All the programs were staffed by 

volunteers. 

Although Lubbock Little Theatre was growing, its expansion 

lacked a perceptible plan or direction. Its growth was characterized by 

the introduction of multiple programs with little or no coordination. 

The little theatre club that had developed in living rooms and school 

auditoriums grew into a full-time, year round business with all the 

complexities of a business. With none of the management skills required 

by business the Lubbock Little Theatre remained a volunteer community 

organization that, after ten years, was still managed like a private 

club. 

The Board discussed the feasibility of hiring a business manager 

or a producer at numerous business meetings. The first official step 

in this direction did not occur until 1958, when Frank Rose offered his 

services to the Theatre as a full-time director. Although the Board 

18 
hired Rose to direct all the plays that season, the management of the 

•^^"Minutes, 8 August 1957." 

^^"Minutes, 5 June 1958." 

-^^"Minutes, 5 June 1958." 
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Theatre did not change. He had few responsibilities besides directing 

plays, and he had to clear all his actions with the Board. The managing 

authority of the Theatre remained with the Board of Directors. 

The Board did not hire Frank Rose for a second season. They de

cided, however, that having a managing director was a good idea. In 

April, 1959, the Board voted to look for a full-time managing director 

and appointed a search committee to fill the position at a salary of 

19 
$4,500 to $5,000. To accomodate the increased costs a full-time 

manager would incur, they raised ticket and membership prices. They 

made no studies concerning the effect higher prices would have on 

demand or if they would actually make more money. Consequently, the 

Theatre was soon to suffer severe financial hardships due to a gap 

between costs and income. 

The Board and the Theatre membership did not unanimously support 

hiring a managing director. Apparently, some people in the Theatre 

wanted a professional manager, while others advocated a volunteer 

21 
theatre. Jack Sheridan, Lubbock Avalanche-Journal Fine Arts editor, 

chronicled the story in his column. 

There are two factions girding for war within our only claim 
to community theatre and the situation bears all the earmarks of 
coming to a long-delayed head before too long. 

It's an open secret that the ruling body has finally come to 
the decision that if LLT is to make a definite and vital . . . 
contribution to the community, then a full-time manager-director-
producer is the answer. 

•^^"Minutes, 1 April 1959." 

^^"Minutes, 1 April 1959." 

'̂ 1 
- Interview with P. Merville Larson. 
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The opposing faction has other ideas, however. In the not-
too-distant future the situation may well develop into that kind 
of situation wherein the warm air meets the cold front and presto I 
turbulence.22 

The turbulence Sheridan expected apparently subsided, and in May, 

1959, Lubbock Little Theatre hired George Schwimmer as its first full-

23 
time managing director. 

This was not the last arena of conflict of personal goals for the 

theatre. On numerous occasions the Theatre personnel were split on 

basic differences of opinion over the direction Lubbock Little Theatre 

should take. Hiring a manager did not solve the problems of the organi

zation. Rather it only added another participant to the combat. The 

Board of LTC had much to learn about how to work with a managing 

director. 

A Board of Directors in a community theatre 

should not concern itself with selecting productions or with any 
of the routine day to day business of the organization. If a 
salaried artistic director is employed he should be given great 
amounts of flexibility in all areas of decision making. If the 
Board is unhappy with the results, it may decide not to renew his 
contract at the end of the year.2-^ 

Neither Schwimmer nor the Board exhibited knowledge of this basic 

principle of management. Conflict of responsibility and authority 

between the Board and the managing director marked much of Schwimmer's 

tenure. Much of it may have been due to a failure to state specifically 

"^"Sheridan's Ride," Lubbock Avalanche-Journal, 19 April 1959, 
sec. 5, p. 4. 

^•^"Minutes, 6 May 1959." 

0 f 

Stephen Langley, Theatre Management in America: Principle and 
Practice (New York: Drama Book Specialists/Publishers, 1974), p. 170. 
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what Schwimmer's duties were. No written position description or 

contract is on record. In October, 1959, six months after Schwimmer 

began, the Board called him to a special meeting to determine the 

division of responsibilities between him and the Board. In January, 

1960, Schwimmer's problems in casting led the Board to assume responsi

bility for casting the shows. Play selection, building maintenance, 

and other operational matters remained the direct responsibility of the 

Board or one of its committees. 

In March, 1960, the Board offered Schwimmer a contract as part-

time director at half salary. His responsibility would be solely to 

direct the plays. The Board intended to use the other half of the 

salary to hire a business manager. Schwimmer refused the offer, and 

26 
the Board decided to look for another managing director. 

The leadership of Lubbock Little Theatre demonstrated several 

deficiencies during Schwimmer's tenure and throughout its history which 

plague the theatre now. The Little Theatre Board did not plan for 

change in its organization or in the external environment. The Board 

hired personnel without examining the effects the increased costs would 

have on the total budget. It failed to envision an expanded competitive 

environment for the limited performing arts dollar. Consequently, when 

changes in personnel, competition, and audience buying patterns occurred, 

the Board was unprepared for them. The theatre had little budget plan

ning or financial control. Purchases were made until the money ran out 

and a crisis arose over how to obtain more money. On those occasions 

^^"Minutes, 7 October 1959." 

^^"Minutes, 30 March 1960." 
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the Board typically borrowed money from local banks. Sometimes, new 

loans would be made before previous loans were retired. Ultimately, 

the lack of planning led to chronic deficits. 

The Board of Directors often involved itself in the operations of 

the theatre and prevented the manager from functioning effectively. 

One former Board member related: 

I've always thought the function of a board is to make policy, not 
to run the show. . . . I told the Board this, but I guess they 
really didn't take it too seriously, obviously, because they didn't 
change their behavior. . . . How does a Board fit into it then? 
Well, with special jobs they may form committees under the direc
tion of the administrator. If they have particular talents that 
can extend what he can do with public relations, or community 
relations, or getting people to come down and try-out, whatever, 
that's fine. But they are serving as volunteers without authority. 

But this Board has always insisted on running the damn thing. 
And that's not the function of a board of directors. . . . The 
board needs to set the policy, tell the manager what is expected 
of him in terms of policy, then get out of his way and let him do 
his job.27 

Because the objectives of the theatre were not clear and the duties and 

responsibilities of the manager were often unstated, conflicts of 

interest and authority arose often. As in the case of Schwimmer, these 

conflicts eventually led to the departure of the manager. 

Between the time Schwimmer left in 1960 and 1975 the Theatre had 

four managing directors. The first of these was S. Walker James. He 

stayed at the Little Theatre for four years from 1960 to 1964 and made 

significant progress. The membership tripled in number, the budget 

nearly doubled, the building was remodeled, and he brought a level of 

28 
respectability to the Theatre not previously achieved. Additionally, 

27 
Interview with William Ickes, former Lubbock Theatre Centre 

Board member, Lubbock, Texas, 26 April 1978, 

" Interview with P. Merville Larson. 
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James was instrumental in changing the name of Lubbock Little Theatre 

29 
to Lubbock Theatre Centre in 1961. 

James appeared to make progress in the Theatre even though the 

basic organizational structure remained unchanged. Play selection 

remained a committee responsibility, day to day financial control 

continued under Board supervision, and most procedural matters were 

cleared in Board meetings before James took action. 

Despite the positive direction Lubbock Theatre Centre was taking. 

Walker James left in 1964 under pressure. William Ickes, a former Board 

30 
member, asserts that the Board would never have fired James, but the 

records show that on January 8, 1964, the Board of Directors voted not 

to renew James' contract and directed the president of the Board to 

31 
inform him of their decision. The following day. Walker James re-

• A 32 signed. 

The official word was that James had been ineffective in his 

management and business affairs. The Board made reference to a list of 

recommendations he had been given in November, 1962, stating how he 

33 
could improve his work. Some believe, however, that he was the 

victim of interference from the Beard and of personality conflicts. 

Merville Larson relates: 

^^"Minutes, 1 March 1961." 

30 
Interview with William Ickes. 

"̂ ''""Minutes, 8 January 1964." 

^^S. Walker James, "Letter of Resignation to Lubbock Theatre 
Centre Board of Directors," 9 January 1964, typewritten. 

•̂ "̂ "Minutes, 7 November 1962." 
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He was not very popular with, let me be very frank, some prima 
donnas. . . . I frankly think it was gossip that led to his 
leaving. He simply said, "So what, if that's the way you feel 
about it."34 

James feels he fell victim to a conflict of personality and a breakdown 

in separation of responsibilities. 

Unfortunately, with civic organizations of that kind, where the 
board of directors is really in control, frequently you really do 
find people who have trouble, rather obviously, managing their own 
affairs and their own lives, but consider themselves, for some 
reason, with little or no background theatre experts. . . . Certain 
people, a few individuals in particular, who were really not knowl
edgeable of the theatre, but thought they were business experts, 
were putting more and more pressure, and I guess, unfortunately, 
I'm the type, instead of just knuckling under and doing exactly 
what they said, which I questioned to some extent, I decided not to 
do it. . . . So, about in January of that year things were coming 
to a head. So there was a mutual agreement . . . that I would sub
mit my resignation. The way things were going we would have parted 
company one way or another.35 

Some of the best years for Lubbock Theatre Centre were under the 

leadership of Walker James. His artistic direction received praise, 

and he exercised some control over the operation of the Theatre in spite 

of Beard interference. Although some financial crises forced the 

Theatre to borrow money several times to pay operating expenses, James 

left the Theatre in relatively stable condition. 

In April, 1964, after James resigned and before a new manager 

was hired, the Board began a practice that has contributed to the 

Theatre's persistent negative financial position. They decided to use 

income from season subscription for the next season to pay current 

34 Interview with P. Merville Larson. 

"^^Interview with S. Walker James, by telephone in Lubbock, Texas, 

18 January 1979. 
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36 

operating expenses. Stephen Langley lists three important "don'ts" of 

theatre management and includes, "Don't spend your income before you 

„37 
earn it." Income from season subscriptions is unearned until the show 

for which it is intended is performed. The Board spent money from shows 

that had not yet opened. By spending money that should have been 

pledged to the next season the Board perpetuated an annual cash flow 

problem. A similar problem plagued the Board every spring since 1964 

and they dealt with it each year in the same way. 

A typical example of the Theatre's inability to deal with finan

cial crises occurred on October 6, 1965. Burt French, James' successor, 

was managing director, and LTC was in debt to the Citizen's Bank of 

38 
Lubbock for $4,000. The minutes of that meeting report: 

Mr. Riordan and Mr. French talked with the Citizen's Bank about 
extending our $4,000 loan on a 3 or 4 year basis. Burt felt we 
have hit a level of income and it boils down to either paying 
$100 a month or $3,000 due at once. Mr. Kornbleet felt we should 
peruse the interest rate and payment before we get the loan. Joe 
Adamcik suggested if we cannot get a simple interest we should 
open a savings account and make our own interest. Burt said we 
must maintain our yearly income to borrow. He felt we could 
increase our income 5% to meet a $1,000 a year note. After 
discussion, Margaret Ann Houle moved Mr. French and Mr. Riordan 
renegotiate the loan and discuss interest. The motion died for 
a lack of a second. Mr. Adamcik moved to pay the $1,000 note 
and request the $2,000 be renegotiated on a new note. Mrs. 
Carets moved to amend the motion to read pay $1,000 note and 
renegotiate the balance of our loan. Motions died for lack of a 
second.39 

^^"Minutes, 6 May 1964." 

37 

Langley, p. 184. 

•^""Minutes, 6 October 1965." 

"Minutes, 6 October 1965." 
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Similar indecision and lack of purposeful action by management and 

governance occurred frequently in the history of Lubbock Theatre Centre. 

Burt French, who managed the Theatre from 1964 to 1968, apparent

ly tried to institute some management and bookeeping principles at the 

Theatre Centre. He insisted upon box office record keeping and tried 

to make the Theatre account for costs more effectively.'^^ He did not 

succeed in balancing the books and costs continued to soar. Further

more, French proved inept in the area of personal relationships and 

developed conflicts of personality with members of the Beard. 

Burt was an entirely different kind of personality. He was some
thing of an old curmudgeon, I guess. . . . 

Because of the way he did things he tended to alienate many 
of the older people in the community. Consequently, the volunteer 
personnel, other than the Board, somewhat deteriorated at that 
point to mostly very young people, teenagers mostly sixteen to 
twenty-one, and we didn't have too many older people over twenty-
one working in the program.^1-

In June, 1965, the Board expressed concern over the "vacuum in produc

tion" and were concerned over the lack of numbers and the calibre 

42 
of people working on productions. They were concerned that French 

was not using enough community people. 

It became a Burt French theatre, not a community theatre. That is, 
everything revolved around Burt French. His wife was box office. 
. . . It was his wife and his children who did all the work. She 
did the box office and also they did the electrical work, the sound 
work, the scenery.'*-' 

French faced some of the problems his predecessors had encountered. 

^^"Minutes, 7 October 1964." 

Interview with William Ickes. 

^^"Minutes, 2 June 1965." 

Interview with P. Merville Larson. 
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44 He complained that the Board interfered in his area of responsibility, 

and he suffered from the lack of an overall plan for the Theatre. Every 

Board meeting seemed to produce a new crisis. In 1967 when the Board 

decided for a second time in their history to hire a business manager 

to work with the managing director, French resigned. 

The last year French worked for the Theatre the friction between 

him and the Board intensified. Attendance records of Board meetings 

show that from April, 1968, until July, 1968, when G. W. Bailey was 

hired, Burt French attended no Board meetings, although he remained 

managing director. His reports were presented in writing and read by 

another party. French is rarely mentioned by name or title in the 

minutes of those meetings. 

The arrival of G. W. Bailey as managing director and Rosemary 

Barrick as business manager in July, 1968, brought new possibilities 

to the Theatre and infused the Board with new optimism. 

The whole situation was left in a bit of a mess . . . and things 
had deteriorated very badly. So when I was hired everybody got 
along great. Oh, it was a bright new day. We have this young 
guy, and we have Rosemary. We'll all work together and do great 
things, and so we got along pretty well. ° 

Part of the situation did improve. Attendance increased substantially. 

More people participated in productions than had before,and the Theatre 

Centre appeared to be on the right track. Bailey was very popular with 

performers and was regarded by most of the theatre workers as a good 

44 "Minutes, 16 December 1964." 

Interview with William Ickes. 

^^Interview with G. W. Bailey, by telephone in Lubbock, Texas, 

18 January 1979. 



director and a good actor. The chronic financial woes continued to 

plague the Theatre, however. 

The Theatre Centre just couldn't bring in enough money to pay a 
full-time salary that a director . . . could command. The worry 
at that time was folding. I mean literally going under. We were 
borrowing from the banks, unable to pay it back. Going really 
. . . just every year a little further in the hole . . . and to 
read the handwriting on the wall, what it amounted to was the 
Theatre Centre was going to fold or we were going to have to 
find a way to spend less money.^° 

Lubbock Theatre Centre had no procedures for limiting the amount of 

money spent. The same procedures for managing and purchasing that the 

little drama club used twenty years before were still in effect. Areas 

of authority were not clearly defined. Responsibility for controlling 

costs was unplaced. Consequently, Bailey had no guidance or constraint. 

The problems that arose from all this, the fact that there were no 
terms, what was my responsibility, what was hers, what was the 
chairman of the Board's, how much I could spend, etc., etc., . . . 
It was never really stated, and of course, I'd go out and spend 
whatever I wanted to. I spent more money than you could possibly 
imagine. At the end of the show they would look at what I'd 
spent and, of course, they would just turn white.49 

The Board tried many strategies to raise money for the Theatre. 

They tried garage sales, bazaars, "battles of the bands," benefits at 

the local dinner theatre, and cake sales. All of them made money and 

eased the deficits briefly. The Board could not solve its long term 

financial problems, however. 

You see none of us were experienced in fund raising. None of us 
were experienced in grant work. None of us knew how to go to the 
city and ask for cultural endowments. We didn't know how to go 
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'^^Interview with Rosemary Barrick, Lubbock, Texas, 15 January 

1979. 

Interview with William Ickes. 

^^Interview with G. W. Bailey. 
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to organizations. None of us had that knowledge. And I, as the 
supposed artistic director, should have knovm, but I didn't, 
Rosemary didn't. Nobody knew. They still don't.^^ 

Bailey left the Theatre Centre in 1970, after three years of 

hard work. Unlike his two predecessors, Bailey left on his own volition 

and with no pressure to resign. 

I left on my own. Three years was enough. I had developed ulcers. 
I had learned all I thought I could learn and I had contributed all 
I could contribute. . . . I worked eighteen hours a day for three 
years. My wife worked. My friends worked. Rosemary worked and 
I was just tired. 

The Theatre Centre was also tired. It staggered beneath an 

enormous debt and a decline of non-performing volunteer personnel. 

Bailey was successful as a director but his ability to work with 

volunteers was lacking. 

G. W. just didn't like to work with people. He wanted to do things 
his way and in a community theatre, you have to work with people. 
He was a terrific director and a terrific actor, but he ran all the 
volunteers off. He was the reason the Junior League stopped send
ing volunteers. They just got fed up with him.-'̂  

The responsibility of bringing the Theatre Centre to a position 

of credibility fell to Roland Myers, the last managing director Lubbock 

Theatre Centre employed. As with Bailey, the first year and a half 

were pleasant ones for Myers. The Theatre did not solve its financial 

problems immediately, but with a new director and a new approach things 

went smoothly for a while. 

I had been working with LTC as a volunteer for years. I started 
way back in the fifties, and I really love the place. So, I was 
excited to be here. I knew everybody and they knew me, and we did 

Interview with G. W. Bailey. 

Interview with G. W. Bailey. 

5? , , 
Interview with Rosemary Barrick. 
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53 some good work. 

During this time the Theatre Centre underwent a structural re

organization. The By-Laws were revised and many of the responsibilities 

of Board members were re-distributed. Each member of the Board was 

charged with specific responsibilities and committees. Consequently, the 

Board became an operational Board. The chairmen of publicity, member

ship, and other operational functions were board members. By re

structuring, the Board members actually involved themselves more in the 

management of the theatre than before, and conflict between the managing 

director and the Board over areas of responsibility intensified. In a 

managing director's report in 1973 Myers asserted: 

It is very understandable, in view of prior experience of the 
Board, that the Board of Directors is hesitant to grant a free 
hand to the Managing Director. . . . You are spending your largest 
single budget item for a managing director. You have hired that 
person for his knowledge in the area of community theatre. The 
Board is not knowledgeable, therefore, it should look to him for 
guidance, especially when establishing policy.^^ 

The interference continued, however, and personality clashes developed.^" 

Another conflict involved the Lubbock Theatre Centre Children's 

Theatre, which was under the sole supervision of the Lubbock Theatre 

Centre Guild. Numerous conflicts over facilities usage and scheduling 

and equipment usage developed. 

I would have a work session scheduled some afternoon, come in, and 
the Children's Theatre would be rehearsing on the stage. I would 
ask who gave them permission to use the stage and she would say 

^Interview with Roland Myers, Lubbock, Texas, 5 March 1979. 

Lubbock Theatre Centre, "By-Laws." 

^^Roland Myers, "Theatre Manager's Report," 1973, p. 1. 

Interview with Roland Myers. 
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the Guild had okayed it. . . . 1 wouldn't run her off. We would 
work in the lobby, but, of course, our noise would bother her and 
we wouldn't get much done in the lobby.57 

The relationship of the Children's Theatre director, Susan King, to the 

managing director was unclear,and there seemed to be no chain of command. 

Myers suggested putting Children's Theatre under the supervision of the 

58 
Board of Directors. The Children's Theatre Director would be called 

an "Assistant Director" and would be responsible to the Managing 

Director. 

A "chain of command or responsibility" will be established by this 
position, thereby insuring smoother operation, less strife, and 
more opportunity for growth. The major problem in the past was 
that the Guild hired the Children's Theatre Director. He was 
responsible to them and not to the Managing Director, who has 
absolutely no control of the program. This is wrong if he is to 
be truly the Managing Director.^^ 

The Board did not im.plement Myers' recommendation. At that time the 

Children's Theatre was making more money at the box office than the 

regular theatre,and the Guild was in no way ready to relinquish control. 

60 
However, the conflict between Myers and the Guild grew. 

The Theatre made some progress in reducing the deficit in 

1973-74 when the Junior League of Lubbock agreed to pay the Managing 

Director's salary for one year if the Theatre Centre would use the salary 

money budgeted to reduce their notes at the bank. The strategy worked 

and the Theatre Centre reduced their nearly $13,000 debt by almost 

Interview with Roland Myers. 

58 Myers, "Theatre Manager's Report", p. 3. 

Myers, "Theatre Manager's Report", p. 3. 

60 
Interview with Roland Myers. 

•̂""The Junior League of Lubbock, Inc., "Contract to Support "The 
Lubbock Theatre Centre," 16 May 1973, Xeroxed. 
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$10,000. The continuing debt situation and conflicts with Myers 

over areas of responsibility continued to exacerbate, however. 

In 1975 Roland Myers left the Theatre Centre under pressure. 

The Board decided to eliminate the position of managing director and 

6 ? 
use the salary to pay the remaining deficits. Myers insists his 

departure was due to politics and conflicts of personalities. 

I had reduced the deficit by $10,000, improved membership, increased 
box office income, and had more people than ever working at LTC, 
but a few people . . . had their way.°^ 

Following Myers' departure, Lubbock Theatre Centre went an entire 

year without a full-time director, a managing director or any other 

full-time professional staff member. The organization had come full 

circle. In 1948 the Lubbock Little Theatre started with little money, 

a few interested individuals, and some people who wanted to direct 

plays. In 1975, the Lubbock Theatre Centre had no money, a few dedi

cated individuals who wanted to save the theatre, and some people who 

wanted to direct plays. 

The year without a managing director was unsuccessful. Member

ship totals declined. Overall income declined, and volunteer support 

declined. The Board discovered that running the Theatre required 

someone on duty full-time. 

A special committee,formed to evaluate the needs of the theatre, 

recommended hiring a manager to run the business of the theatre and 

62 
Interview with Roland Myers. 

6 3 
Interview with Roland Myers. 
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Interview with Roland Myers. 

6 S 
Interview with Rosemary Barrick. 
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guest directors from the community to direct the shows. The Board 

applied to the Texas Commission on the Arts and Humanities for a grant 

to help support a theatre manager for one year. They received a match

ing funds grant for $4,500 and hired Linda Giss as manager for a total 

salary of $9,000. Individual directors were hired for each of the shows 

under the supervision of a production board. The manager supported the 

production board, paid the bills, maintained the theatre, publicized 

Theatre Centre shows and activities, assisted with the box office, and 

represented the Theatre. 

The Lubbock Theatre Centre faced an opportunity to change its 

pattern of deficit spending and develop a system of managerial effective

ness. Instead of creating a more effective organization, however, the 

group perpetuated many of the past mistakes. The financial problems 

were not solved, and the Board was required to borrow money again in 

66 
1977 to make it through the year. Each year of Giss's two-year 

service, the Board siphoned off membership funds. Nearly $3,000 were 

used from 1978-79 membership money to pay bills for the last few months 

67 
of fiscal year 1978. 

Linda Giss attempted to bring some order to the management of the 

Theatre. She was the first to require daily box office records, and she 

organized the filing system for the office. Little other progress was 

possible, however, due to her lack of control over the organization. 

^^Interview with Linda Giss Donahue, Lubbock, Texas, 2 February 

1979. 

^\ubbock Theatre Centre, "Financial Records, March-May, 1978. 
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I really didn't have much authority. Maybe more than managers 
before me, but everything I did had to be cleared by the Board 
first. And there were some people on the Board who just automati
cally said no to anything that would give me a little more control.^^ 

Linda Giss resigned in April, 1978, to take another job. 

I was ready to try something else. I started at LTC thinking I 
could really make some changes. But after a while, you lose your 
enthusiasm, when no matter how hard you work, you still don't get 
anywhere.^9 

Since Doug Cummins was already prepared to serve as intern for one year, 

the Board decided to hire him for the 1978-79 season. He assumed the 

position in June, 1978. 

The first goal of any commercial enterprise is to survive. If 

Lubbock Theatre Centre accomplished nothing else in its thirty years 

of operation, it has survived. For that singular achievement it 

deserves credit. Thirty years of uninterrupted production in any 

community by the same organization is laudable. 

The following chapter analyzes Lubbock Theatre Centre as it 

functioned in 1979, and presents a description and analysis of an 

internship in one area of the Theatre Centre operation. 

68 
Interview with Linda Giss-Donahue. 

69 
Interview with Linda Giss-Donahue. 



CHAPTER FOUR 

DISCUSSION OF THE INTERNSHIP 

The internship at Lubbock Theatre Centre was the result of 

three contributing factors. First, in 1977, Lubbock Theatre Centre 

was in dire financial and organizational trouble. Deficits were 

mounting, volunteer support had fallen to an all time low, and com

munity support lagged severely. Consequently, the Board of Directors, 

under the leadership of Board President Douglas Andrews, began look

ing seriously for effective managerial assistance. Secondly, Texas 

Tech University, through the Ph.D. in Fine Arts program, had exper

ienced students available who could work as theatre management in

terns in situations like that of Lubbock Theatre centre. Thirdly, 

Andrews provided the necessary incentive and initiative to develop 

the internship at the Theatre Centre. 

On October 17, 1977, the Board of Directors of Lubbock Theatre 

Centre approved an internship for the 1978-79 season in principle 

and approved Douglas Cummins as the Intern. Lubbock Theatre Centre's 

objectives in this venture were to find solutions to their financial 

and organizational problems and to make the necessary changes to 

correct them. They anticipated that the Intern would act as a neces

sary instrument for change. Furthermore, the Board of Directors 

68 
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expected the Intern to develop a Manual of Operations for the Thea

tre Centre. They appropriated $500 to cover secretarial and printing 

costs. The Intern's objective in undertaking the internship at Lub

bock Theatre Centre was to correct the Theatre Centre's problems by 

a more organized approach to planning, staffing, and controlling 

through application of principles of management by objectives. Thus, 

the internship would be a test of management by objectives in a 

unique situation and would provide research material for a Ph.D. 

dissertation. Texas Tech University participated in the program in 

order to provide a unique means of research for one of its students 

and to provide a situation for practical application of theories 

learned in academic studies. 

From the outset, the scope of the internship was limited. A 

new Board president and three new Board members took office after the 

internship was first approved. Their influence caused the Board to 

view the internship differently than before. They perceived the in

tern more as an administrator than as an innovator. Their expec

tations shifted strongly from change to maintenance of the status quo. 

The Intern, on the other hand, approached the problem as it had 

originally been established, as an opportunity for analysis and 

change. He expected that logical and carefully prepared recommen

dations for changes in the management system at Lubbock Theatre Cen

tre would be favorably met by the Board of Directors. 

The factors that prevent Lubbock Theatre Centre from 

^Lubbock Theatre Centre, "Minutes October 17, 1977". Xeroxed. 

"interview with Richard A. Weaver, Director of Theatre, Texas 
Tech University, by telephone from Edinburg, Texas, October 31, 1979. 
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achieving a consistent level of excellence are numerous and compli

cated. An attempt to solve them all at one time would be contrary 

to good planning and foreign to the management by obejctives approach. 

Drucker stresses the need for concentration upon the smallest number 

3 

of factors. McConkey recommends implementing management by objec

tives one level at a time, beginning with the lowest level in the 

organization. 

There are several reasons why the "all at once" approach 
has a low probability of success. MBO is a way of life, 
it is a tough, demanding state of managerial thought 
translated into action. Neither a way of life nor a way 
of thinking can be changed precipately. 

With these factors in mind, the Intern concentrated upon the 

organization and effectiveness of the Production Board of Lubbock 

Theatre Centre. By concentrating upon the Production Board for the 

entire internship and by developing a strong production system that 

would provide continuity of program and personnel, budget control, 

volunteer recruiting, and better production quality, the Intern could 

best assist the Theatre Centre in dealing with its demand and income 

gap problems. A more unified production company should produce higher 

quality theatre more efficiently and, in turn, attract more people 

into the audience. Moreover, decreasing the personnel conflicts in 

the organization should make it possible to attract more volunteers 

and to maximize the efforts of volunteer workers. The specific 

objectives of the Intern were: 

3 
See pp. 15-16 above. 

Dale D. McConkey, MBO for Nonprofit Organizations (New 
York: AMACOM, 1975), p. 103. 
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1. To make the Production Board the element of continuity 

at Lubbock Theatre Centre within three plays. 

2. To control production costs through immediate institution 

of a central purchasing system. 

3. To develop a volunteer recruiting program within two 

productions. 

4. To unify the organization through a Production Manual by 

the end of the internship. 

Analysis of the Production Organization 

At the beginning of the internship, guest directors directed 

productions at Lubbock Theatre Centre under the supervision of a 

Production Board. The directors received payment for their services 

in amounts ranging from $200 to $1,000. Some returned their honorariums 

to the Theatre Centre as contributions. The Board of Directors hired 

the directors upon recommendation of the Theatre Manager. In addition, 

the Theatre Manager was allowed to direct a play if he or she de

sired and received extra pay for the service. The Production Board 

consisted of seven to nine volunteer members who coordinated the 

technical aspects of the production, recruited volunteer personnel 

to work on the plays, and provided continuity between each of the pro

ductions. Each member supervised one production area: Set Properties, 

Hand Properties, Sound, Lights, Costumes, Make-Up, and Set Construc

tion. Set construction was originally the responsibility of a group 

of volunteers called the Act IV Club who were interested primarily 
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in technical theatre. The Club had disintegrated to such a point by 

the beginning of the internship that it failed to function at all. 

The specific duties of the Production Board were stated only 

as broad general duties. Whether they were actually supposed to 

serve as crew heads, appoint crews and crew heads, or supervise the 

director's hand-picked staff was unclear. The Theatre Centre had no 

manual of procedures and policies that delineated chain of command, 

areas of responsibility, or techniques for completing the jobs. Con

sequently, some Production Board members took jobs for which they 

were unqualified or in which they had no real interest, Overwork and 

lack of confidence in their positions caused high turnover on the 

Production Board. 

The de facto production organization at Lubbock Theatre Cen

tre revolved around each guest director. The directors recruited 

their own crews, set time schedules for auditions, technical rehear

sals, and all other important events in the production calendar, 

and communicated their decisions to the casts, crews, and sometimes 

to the Production Board. The diversity of methods employed by the 

directors and volunteers, coupled with a poorly developed communica

tion system, often created breakdowns in communications between the 

directors and the workers in the Theatre Centre. These breakdowns 

resulted in missed production deadlines, unnecessary personal con

flicts, budget over-runs, and an ultimate decline in production qua

lity. 

Little continuity in programming or in personnel existed 

between productions. Each director planned and directed his 
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play independently from the other productions in the season, and each 

play company was unique. Each time a production closed, the Theatre 

effectively went out of business until another play was cast, and the 

production company was formed. Lubbock Theatre Centre could be a 

full time organization, providing continual coordination between all 

its shows and the volunteers who work in them. Under the system 

extant at the beginning of the internship, the Theatre Centre oper

ated as a series of producing groups that functioned for a short time, 

rather than a single, unified organization. 

Because there was no clear understanding of span of control 

or areas of responsibility, some jobs never reached completion. The 

leadership of the production organization depended to a large degree 

upon the leadership abilities of each director. Production Board 

members waited until they were told what to do on a production, 

though they were assigned specific production positions. Since they 

often misunderstood their jobs, they waited to be told how to do 

them. Consequently, some jobs were never done,and production qual

ity suffered. Drucker asserts that every job in an organization 

must be understood in terms of the deadlines and the specific con

tributions the task makes to the overall results. No person can work 

effectively in a vacuum. This vacuum of understanding left the 

Peter F. Drucker, Managing for Results (New York: Harper 
and Row, Publishers, 1964), p. 9. 
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Theatre Centre in serious trouble. 

The unclear lines of communication also led to a decline in 

production quality as well as contributing to personnel conflicts 

throughout the organization. 

Effective organizing, staffing, directing, planning, and 
controlling are dependant upon communication. Group processes 
are totally dependant upon communication, for^without it no 
joint action or understanding can take place. 

The lack of organization brought about by poor lines of communica

tion was a constant deterrent to excellence at the Theatre Centre. 

Corrective Measures Taken by the Intern 

The Intern instituted specific corrective measures to remedy 

the problems of unclear objectives, poorly defined responsibilities, 

an inadequate communication system, and lack of continuity between 

productions. In cooperation with the Production Board, the Intern 

first developed a unified Lubbock Theatre Centre Production Calendar. 

The calendar provided a means for continuity between all Theatre Cen

tre events, and included Time Objectives presented in the form of 

production deadlines such as costume completion, properties comple

tion, and recruiting deadlines. All auditions, rehearsals, meetings. 

Howard Carlisle, Management: Concepts and Situations (Palo 
Alto, California: Science Research Associates, 1976), p 523. 
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and other Theatre Centre events were put on the calendar. Each event 

became a Time Objective for each Production Coordinator. 

The calendar was developed with the cooperation and partici

pation of all the members of the Production Board. Every part of the 

play production system it reflected was characterized by quanti

fiable objectives in terms of Time, Money, or People, or a combina

tion of the three. For example, the Lighting Coordinator knew that 

for a specific production he must recruit two electricians (People) 

for the Light Crew by August 15, 1978 CTime) . He also knew that the 

Crew must complete all lighting work by September 6, 1978 (Time) 

within a total expense of less than fifty dollars (Money). The 

calendar was posted on the wall of the Intern's office,and the Intern 

distributed budgets and calendars in writing to each coordinator 

before each production. 

Every production followed the same procedure. The Time Ob

jectives changed according to the needs of a specific production, but 

the sequence of events remained the same. The order of events for 

every production was: 

1. Auditions were scheduled by the Directors on the dates 

determined by the Production Board. 

2. A Production Meeting of the Production Board, Director, 

Designer, and any other staff members such as the Conductor or Chore

ographer was scheduled on the first Wednesday following casting for 

a review of all objectives. 

3. An Organizational Meeting on the Wednesday following the 
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Production Meeting brought together all Crew members, Cast, and 

other people who worked on the production to organize the whole 

schedule. At this time Crew Heads met with Crews to determine inter

mediate objectives for completing the major objectives established by 

the Production Board. 

4. Work Calls were held every Wednesday night where crews 

worked toward completion of their objectives. Other Work Calls were 

left to the discretion of the Crew Heads and the Crews. 

5. Rehearsals met at the discretion of the Director. All 

scheduled rehearsals were added to the Calendar. 

6. Deadlines for completion of various production elements 

were designed throughout the schedule. They were determined through 

consultations between the Coordinators, the Director, and the Crew 

Heads and had Time, People, and Money Objectives. 

7. Publicity Calls provided time for pictures to be taken and 

for other promotional tasks to be accomplished. 

8. Technical Rehearsals provided at least one rehearsal for 

practicing the technical cues of a production. The Director and the 

Coordinators agreed upon this time. 

9. Dress Rehearsals were planned to simulate performance 

conditions. At least three were held for each play. They were the 

last three rehearsals before opening night. 

10. Performances amalgamated all the elements of the produc

tion. 

11. The Strike occurred immediately after the final curtain 

on closing night and provided a time for clearing away all the 
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production materials for one show and for preparing the stage for the 

next production. 

12. The Evaluation on the first Wednesday night following 

closing night allowed the Production Board to determine the effec

tiveness of the production in relation to the Time, People and Mon

ey Objectives. 

The system stressed results rather than activity. Each crew 

had specific Time, Money, and People Objectives, They were free to 

complete their work when and how they chose so long as they met their 

objectives. 

In many respects, the production system was similar to any 

traditional play production program. The events on the calendar, 

the types of jobs in the production organization, and the chain of 

command reflect conventional theatre practice. Management by ob

jectives does not impose unusual organizational forms on groups. It 

seeks to make existing organizations more effective by increasing the 

participation and excellence of the people in the organization by 

concentrating upon the things the organization does well. What makes 

the system of play production at Lubbock Theatre Centre different is 

the level of decision making allowed throughout the hierarchy and the 

overall use of specific objectives to determine jobs. 

The Intern attempted to improve communication in the organ

ization through the use of regular report forms that were submitted by 

each Crew Head to the Intern at the end of Work Calls. The Production 

Meetings were designed to acquaint all personnel in the production 
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with the policies of the Theatre Centre, the objectives of the pro

duction, the ways those objectives inified the organization, and the 

methods of communicating problems to the proper person. 

Evaluations of each production provided specific opportuni

ties for adjustments to any part of the system that failed to function 

effectively. These evaluations gave the Production Board the oppor

tunity to participate in the decision making process of the organi

zation and allowed Board Members to contribute their own personal 

goals within the broad objectives of the Theatre Centre. Furthermore, 

the Evaluation provided programming and personnel continuity between 

productions by projecting future needs for the next play and by making 

plans for their implementation. 

The position of Production Vice-President proved to be an 

unnecessary job in the production organization of Lubbock Theatre 

Centre. A duplication of responsibility developed between the Theatre 

Manager and the Production Vice-President. The chain of command for 

production workers was lost. The Intern was unable to formally elim

inate the position due to a requirement by the Board of Directors 

that he abide by the existing organization as established by the 

By-Laws of the Theatre Centre. He and the Production Vice-President 

reached an amicable solution, however, whereby the Production Vice-

President stepped aside while the Intern managed the production or

ganization. The position of Production Vice-President continued to 

exist, but in name only. The Intern functioned as the manager of 

all administrative aspects of productions while the Directors had 
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control over the artistic elements of the plays. 

Evaluation of the Play Production System 

In spite of a late start in planning the season, a Theatre 

Centre budget that was not approved by the Board of Directors until 

the first play had closed, and delays in approving the appointment 

of artistic personnel by the Board, the system worked effectively 

and improved upon former practices. Most of the deadlines estab-

listed by the Production Board were met or completed early. Every 

production required less than was specified by its Money Objectives 

while maintaining a high level of production quality. One major 

problem arose, however, over completion of the objectives for cos

tuming. The Costume Coordinator missed the deadline for completion 

of costumes for the first event of the season, Man of La Mane ha. 

Consequently, alterations were late, and the cast was compelled to 

alter some of their own costumes. Furthermore, the Coordinator fail

ed to develop a work schedule with the Costume Crew, and confusion 

over work assignments caused members of the Costume Crew to miss 

three performances. Failure to meet these objectives forced the 

Director to make repairs on some costumes, normally a task outside 

his area of competence. For the second show. The Odd Couple, costume 

problems continued to plague the Production Board. The Costume Coor

dinator appointed a Crew Head, but when that person resigned, the 

vacancy went unfilled. The cast of The Odd Couple wore their own 

clothes as costumes, and the Assistant Director served as Wardrobe 
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Mistress. Furthermore, the Costume Coordinator stopped attending 

Production Meetings and broke off communications with the Intern. 

The Production Board directed the Intern to find a new Costume 

Coordinator. 

The failure of the Costume Coordinator is indicative of a 

particular problem faced by volunteer organizations. Volunteers 

receive no pay for their work. Their primary reward is the enjoyment 

and personal satisfaction they receive. In a profit making business, 

managers can offer subordinates rewards for excellence through 

raises, promotions, and bonuses. Poor performance is answered by 

firing, demotion, or transfer. In volunteer organizations, the man

ager's choices are less clear. If people perform well, they receive 

praise and recognition. If they perform poorly, praise can be with

held, but at the risk of losing the volunteer. Managers can fire 

volunteers, but replacing them is frequently more troublesome than 

tolerating the innefficient worker. Dismissal of volunteer workers 

often leads to recriminations, accusations of personality conflict, 

and factionalism. An administrative problem can quickly become a 

personality problem. 

In a system of management by objectives, however, the manager 

has one alternative. At the beginning of the operation, the volunteer 

agrees to perform a specific series of objectives with specific 

goals of Time, People, and Money. If the volunteer fails to meet 

those goals, the manager reminds the volunteer of the original com

mitment. If the volunteer wishes to continue work, he must fulfill 



81 

the objectives. Otherwise, for the good of the organization, the 

manager must find someone who can. Handled properly, the system 

directs attention to the objectives and away from personalities. 

The Intern telephoned the Costume Coordinator who resigned 

her position without argument. The Production Board and the Intern 

agreed to leave the position vacant for the two remaining plays 

rather than attempt to recruit and train a new person in the system 

in the middle of the year. The Intern accepted the responsibility 

for recruiting Costume Crew Heads for the last two plays. 

With the exception of the Costume Coordinator's problems, the 

Production Calendar proved to be an effective planning tool for pro

viding continuity between productions. By mid-season, the Prod

uction Board perceived themselves as the continuing body for play 

production at Lubbock Theatre Centre. Through the Evaluations at the 

end of each play, they were able to adapt the system in raid-season 

and exert some influence upon the direction the Theatre Centre was 

taking. Their strong assertion of authority in a problem caused by 

the Director of The Odd Couple is indicative of a turning point in 

their understanding of the organization. 

The Director of The Odd Couple failed to communicate with 

the Production Coordinators within established guidelines, despite 

the fact that she attended the Production Meeting and participated 

in developing objectives for the play. Instead of communicating 

directly with Crew Heads and Production Coordinators, as originally 

planned, the Director took elementary production problems to the 
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Intern. When the Intern referred her back to the specific person 

responsible for the task, she generally did the work herself. In so 

doing, she usurped the responsibilities and creative contributions 

of the Crew Members. Her attitude eventually resulted in direct 

confrontation between the Director and the Sound Production Coordina

tor, who resigned from working on the production. A communication 

problem exacerbated into a personality conflict. As a result of 

this conflict, a member of the cast created the sound tape, and the 

Light Crew operated the sound system during performances. An un

pleasant atmosphere permeated the production because of the confusion 

and conflict. 

At the Evaluation for The Odd Couple. Production Board mem

bers clarified the lines of communication and demanded that Direc

tors in the future assure the Production Board of their intent to 

abide by them. They also asserted that Crew Heads should have some 

creative impact upon the play within the Director's concept. The 

Production Board stressed that the volunteer nature of community 

theatre requires that Crew Heads make artistic contributions to the 

plays since satisfaction received from such contributions are a ma

jor motivating factor for them. 

The problems encountered during the production of The Odd 

Couple reflect what can happen when a critical member of the organi

zation fails to work within the parameters of the system. Because 

the Director did not meet the communications goals, a crisis resulted, 

members of the production company lost confidence in the show, and the 



83 

quality of the play suffered. The set was not properly decorated, 

the Light Crew performed ineffectively, and the Sound operation was 

inaccurate. In contrast to earlier Theatre Centre practice, however, 

the problems of The Odd Couple did not spill over into other produc

tions. They were corrected by decisive action of the Theatre Centre 

leadership, and the last two productions of the season functioned 

smoothly. 

Some controversy may arise over the role of the Director in 

the system. Current generally accepted theatre practice allows al

most total autonomy to artistic directors. Earlier in this study the 

author asserted that artistic directors of community theatre should 

be given broad and sweeping authority. The vacuum left in produc

tion by dominant directors who develop production organizations 

around themselves and then leave at the end of the production cre

ates the major problems at Lubbock Theatre Centre. The proposed sys

tem provides total artistic freedom for Directors within the limits 

of the organization. It makes the Theatre Centre the focal point of 

the production and not each Director. Every Director participates 

in developing the objectives within which he will work. No Director 

is expected to create in spite of an arbitrarily imposed set of rules. 

The use of Crew Report Forms proved to be an ineffective 

approach to communication and control at the Theatre Centre. At the 

production meeting for Man of La Mancha the Intern distributed Crew 

Report Forms to all Crew Heads with the intention that they would 

complete a Report Form after each Work Call. The attempt failed. 
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The volunteers refused to complete the forms or filled them out im

properly so that the information was unuseable. Production Board 

members agreed that volunteers work in a community theatre for rea-

ons other than filling out forms and doing paper work. The Coor

dinators decided that while regular reporting was important, contact 

by telephone or in person surpassed any written form that might be 

introduced. The Intern discontinued the use of the forms. 

Production Coordinators found recruiting volunteers increas

ingly difficult. The continuing decline of the Theatre Centre over 

the past several years, reflected by the demise of the Act IV Club, 

complicated finding crew volunteers. The Intern developed a Talent 

File of all people who had worked on a Theatre Centre production for 

the previous several years. When contacted, most of these people re

fused to work. Most crew members came from people who auditioned for 

productions but were not cast. Consequently, many crews were not 

filled until the last minute. Every play suffered from a shortage of 

technical and support personnel. 

In addition to its shortage of personnel, Lubbock Theatre 

Centre suffers from a lack of adequately trained people to fill 

skilled positions. Members of the Production Board were energetic 

and loyal in their work on productions but had little experience in 

or knowledge of standard theatre practice. The Theatre Centre had 

too few people doing too many tasks and too many people doing tasks 

for which they had no aptitude or training. 
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Recommendations for the Production Organization 

The production system initiated at Lubbock Theatre Centre by 

the Intern and the Production Board made the Theatre Centre produc

tion organization more effective. The Intern recommends fuller im

plementation in the future through the use of the Production Manual. 

He also recommends implementing management by objectives in other 

areas of the Theatre Centre operations such as committee work. The 

Theatre Centre leadership must make some specific changes before full 

effectiveness can be realized, however. 

The position of Production Vice-President should be eliminated, 

The position is redundant and confuses the chain of command for all 

Production Coordinators. In addition, having a member of the Board 

of Directors as the leader of the Production Board encourages Board 

interference in production matters. Along with the elimination of 

the Production Vice-President, some positions on the Production 

Board should be combined with others in order to eliminate dupli

cation of responsibility and to avoid conflict and confusion. The 

Set Properties and Hand Properties positions should be combined into 

one Properties position. The Costumer should supervise costuming 

and make-up rather than having a Coordinator for each position. 

The Theatre Centre Designer, usually a professional, should be respon

sible for designing lighting as well as scenery, thereby providing 

for a unified design concept for each play. The Lighting Coordinator 

position would become a Chief Electrician position. Finally, the 

Production Coordinators should change their titles to more adequately 
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reflect their tasks and to coincide with accepted theatre practice. 

The titles of positions on the Production Board should be: 

Technical Director (Set Construction Coordinator), Properties Master 

(Set Properties and Hand Properties Coordinators), Sound Technician 

(Sound Coordinator), Costumer (Costumes Coordinator), Designer, 

Director, and the Theatre Manager. 

All Directors should be hired before the season begins. They 

should agree to serve as members of the Production Board, thereby 

allowing them to contribute to the development of the Production 

Objectives for the forthcoming year. Their membership on the 

Production Board would also limit the possibility of one Director 

attempting to return to the old system. 

After a two-year period designed to increase volunteer support 

and to develop a more positive financial position, the Theatre Centre 

should return to a Managing Director system of management while still 

retaining the system of management by objectives. A well-trained 

professional in theatre could serve as a teacher for unskilled 

personnel, would attract new people to the Theatre Centre, and would 

provide an added sense of continuity in the Theatre. 

Analysis of Financial Situation 

Budget control systems at Lubbock Theatre Centre were inadequate 

to either forecast expenses or to control costs. Historically, 

purchases were made by Crew Heads, the Director of a play, the 

Designer, the Theatre Manager, Board members or any crew member who 

needed materials. Purchases were either charged to Theatre Centre 
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accounts, or individuals spent out-of-pocket money, presented receipts 

to the Theatre Manager, and were reimbursed. The Theatre Centre had 

no before-the-purchase approval system. At the beginning of the 

internship, the Intern inherited over one thousand dollars in bills 

payable for which he had no sales receipts, purchase orders, or any 

other document to validate the expense. 

The design of production budgets was generally based upon 

similar plays in previous seasons and was not completed until the 

play was cast. For example, the budget for Kiss Me, Kate in 1977 was 

exactly the same amount as the budget for George M! , the previous 

season's musical, although the shows had widely varying production 

requirements. A Production Budget is intended to be part of a total 

Theatre Centre budget. The lack of before-the-purchase control and 

no accurate projection of expenses or income for each individual 

production made control of costs impossible and made staying within 

the limits of a Theatre Centre budget improbable. 

Preparation of the Theatre Centre budget increased the 

problems of budget control in productions. Although the fiscal year 

begins in June of each year, the Board of Directors failed to approve 

a working Theatre Centre budget until November in 1977 and October 

in 1978. By that time over a third of projected expenditures had 

already been disbursed with no control over how they were to be 

spent. 

Lubbock Theatre Centre also faces certain chronic cost prob

lems. The cost per seat, per performance for Lubbock Theatre Centre 
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exceeded the income generated by ticket prices by $2.00 in 1976 and 

1977 . This means that even had the Theatre Centre sold every seat 

of every performance at extant prices, they still would not have 

produced enough income from box office to cover costs. Every seat 

sold was subsidized for the amount of costs over ticket prices. 

The difficulty was heightened by the fact that cost reduction was 

virtually impossible. Production costs accounted for only 24.1 

Q 

per cent of the total budget in 1978-79. Other costs in the budget 

consisted primarily of fixed costs and utilities and little reduction 

seemed possible. Reduction of costs in production would only decrease 

production quality and result in a further reduction in demand. A 

reduction in fixed costs would provide an answer, but inflation, a 

planned upgrading in the salary of the Theatre Manager, maintenance 

on the theatre building, and continued debt service on two notes make 

the prospects for reducing fixed costs remote. Therefore, Lubbock 

Theatre Centre faces the dilemma of continuing deficits, increasing 

costs, and more financial crises in the future. Some answers to the 

dilemma would seem to be to develop production quality in order to 

increase audience demand, to increase prices in order to generate more 

income, to increase the ,number of productions, or to attract major 

subsidy. 

^See Table, Appendix E, Cost Summary. 

^The total budget for 1978-79 was $42,200 of which $10,195 
was allocated for production. Production costs account for most of the 
variable costs in the Theatre Centre budget. 
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Corrective Measures Taken by the Intern 

The Intern took several steps to attack the problems of the 

Theatre Centre's chronic financial condition. He instituted a purchase 

order system whereby every item purchased by anyone in the Theatre 

Centre was approved first by the Intern and recorded against the 

9 
total Theatre Centre budget. Purchase order forms were available 

from the Intern's office. During the first Production Meeting a 

Production Financial Budget was developed whereby every production area 

was allowed a specific amoxmt for every play. These amounts consti

tuted the Money Objectives for each Production Coordinator. They 

were presented in the form of maximum amounts to be spent on specific 

production elements. 

Solving the cost problems of the Theatre Centre presented a 

more complicated problem. In the past, changes in prices, numbers of 

productions, numbers of presentations of each production, and other 

production policies were made by hopeful estimates and uneducated 

guesses. No one had ever prepared an anlysis of the market potential 

of Lubbock Theatre Centre nor had they studied the Lubbock Theatre 

market to determine the course of action most appropriate to relieve 

the cost problems. The Intern undertook a study of Lubbock's theatre 

audience to determine Lubbock Theatre Centre's potential. The results 

of that study follow. 

The market potential of Lubbock Theatre Centre can be 

^See Production Manual, Appendix A, "Purchasing Policies," 

pp. 3-4. 
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determined by examining attendance figures of 1976 and 1977 in com

parison with statistics taken from Baumol and Bowen's audience analy

sis. The Theatre has accurate and complete box office records for 

only the 1976-77 and 1977-78 seasons, so accurate long-term conclu

sions are precluded. A description of short term trends in the Lubbock 

theatre market will facilitate understanding of the demand for theatre 

in Lubbock. 

The Lubbock Chamber of Commerce estimated the total popula

tion of Lubbock in 1976 at 168,000. In 1976-77 total attendance 

12 
at Lubbock Theatre Centre was 5,094. Attendance at the Theatre 

Centre, therefore, represented 3.01 percent of the total population 

of the community for that year. In 1977-78, attendance numbered 

13 14 

4,251 or 2.42 percent of an estimated population of 175,000. 

The numbers appear less impressive, however, when the 2.42 percent 

figure is divided by the number of plays (4) performed by the Theatre 

Centre each year. The result shows that attendance at each production 

at Lubbock Theatre Centre each season represents only .6 percent 

William J. Baumol and William G. Bowen, Performing Arts: 
The Economic Dilemma (New York: The Twentieth Century Fund, 1966). 
Baumol and Bowen's findings rank as the most definitive study of 
market analysis in the performing arts. 

Lubbock Chamber of Commerce, "Population Figures," 1979. 

12 
See Appendix D, Table 1. 

13 
See Appendix D, Table 2. 

Lubbock Chamber of Commerce, 1979. 
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of Lubbock's estimated population. The Theatre Centre usually reaches 

fewer people than raw attendance figures indicate. 

The market demand can be further determined by studying atten

dance by day of the week. Attendance patterns vary from night to 

night. An analysis of these patterns can help to determine which 

nights are best for an organization to program performances and which 

times will prove less successful. Tables 1 and 2 in Appendix B show 

that attendance was heavier on Friday and Saturday nights than on 

other nights. When the Theatre Centre scheduled a second weekend 

run, the second Friday and Saturday were typically equal to or 

stronger in attendance than the first weekend dates. Many theatre 

producers assert that Monday is a bad night for the theatre, and many 

theatres are consequently dark on Monday nights. Monday attendance 

was good at Lubbock Theatre Centre, however. In 1976, when plays 

regularly played on Mondays, attendance was equal to that of other 

nights. Tuesday proved to be as strong as Monday, despite the fact 

that Tuesdays are also considered poor theatre nights by most 

producers. No conclusions are possible about Thursday since only one 

Thursday performance was scheduled each year. Sunday ranks as the night 

of poorest attendance,for both years. 

Attendance at second weekend performances, as well as 

attendance at performances on Mondays and Tuesdays, indicate that word-

of-mouth communication has a profound influence upon market demand at 

Lubbock Theatre Centre. In addition, the steady decline of attendance 

for performances of Abe Lincoln in Illinois might also be attributed 
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to negative word-of-mouth communication. Apparently, word-of-

mouth communication has both positive and negative effects upon demand 

at Lubbock Theatre Centre. 

Attendance statistics at other theatres in Lubbock can be 

used as a comparison for Lubbock Theatre Centre figures. The Texas 

Tech University Theatre had a strong box office demand for Friday and 

Saturday nights in years corresponding to Theatre Centre weekend per

formances. As with Lubbock Theatre Centre, Monday night was a 

strong night for the University Theatre. In 1976, Monday was the 

second most popular night for attendance, and in 1977 it ranked a 

close third. Wednesday night traditionally proved a poor night for 

University Theatre attendance. Since Lubbock Theatre Centre does not 

perform on Wednesday nights, there is no basis for comparison. 

Lubbock is a conservative community in which many people attend 

church on Wednesday nights. In order to avoid conflicts with church, 

few groups schedule activites on Wednesday nights. Consequently, 

Wednesday and Sunday may both be affected by church attendance. Peo

ple in Lubbock are unaccustomed to attending theatre on Wednesday 

nights, whether or not they go to church. 

The strong demand for Saturday night tickets at the Theatre 

Centre might create the assumption that Saturday theatre-goers might 

not choose to attend the theatre on another night if a conflicting 

event occurred on Saturday. Tliis assumption is questionable when a 

See Appendix D, Table 3 and 4. 
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comparison of audience lost to Texas Tech University home football 

games is made to the total attendance of Kiss Me Kate in 1977. Both 

Saturday performances of the musical comedy ran simultaneously with 

Texas Tech home football games. Attendance at the games numbered 

45,108 on the first Saturday and 55,008 on the second Saturday."^^ 

Attendance at Lubbock Theatre Centre took a noticeable drop on those 

two Saturday nights, but no total loss in attendance was realized. In 

comparison with the total attendance of George M! the year before, 

when no conflicts with football occurred, the attendance reveals no 

loss of patrons. In addition, the Thursday night of Kiss Me Kate is 

substantially stronger than the corresponding Thursday of George M!. 

If the pattern of Kiss Me Kate is indicative, however, it is reason

able to assume that Lubbock Theatre Centre patrons will choose alter

nate nights when conflicts arise, if alternate nights are available. 

Baumol and Bowen's survey showed that the potential performing 

arts audience in the United States constitutes only 4 percent of the 

population over the age of eighteen. The potential performing arts 

audience in Lubbock can be calculated by comparing Baumol and Bowen*s 

statistics with estimated population figures in Lubbock and the Texas 

Secretary of State's estimates of persons voting age (over eighteen) 

living in the State of Texas. These figures can then be used to pro

ject the probable potential audience for Lubbock Theatre Centre 

^^Texas Tech University, Press Book, 1977 (Lubbock: Texas 
Tech University Athletic Department, 1977), Front Cover. 

Baumol and Bowen, p. 86. 
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from the total performing arts audience estimate, or the base from 

which Lubbock Theatre Centre may legitimately estimate its audience. 

175,250 = Lubbock Chamber of Commerce estimate of 
population for 1978. 

X 64% = Texas Secretary of State's estimate of persons 
over 18 in Texas. 

112,160 

X .04 = Baumol and Bowen's potential performing arts 
audience. 

4,486 = Lubbock's potential performing arts audience per 
production. 

X 4 = Number of productions at Lubbock Theatre Centre. 

17,944 = Lubbock potential performing arts audience for 
four productions. 

Thus, Lubbock Theatre Centre has a potential audience of 17,944 from 

which to draw its attending audience. In comparison, the Theatre 

Centre only attracts approximately 24 per cent of the potential 

performing arts audience. Lubbock Theatre Centre management must ask 

if this is a reasonable share of the audience, or if a larger share 

should be expected to attend the Theatre Centre. Baumol and Bowen's 

18 
figures show that theatre is the most popular art form nationally. 

An attendance of less than one quarter of the potential arts audience 

appears to be below the expectations Baumol and Bowen's findings 

elicit. The Theatre Centre requires objectives directed toward the 

development of demand for theatre at Lubbock Theatre Centre. Such 

objectives would enable the Theatre Centre to achieve its potential. 

18 
Baumol and Bowen, p. 96. 
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The economic condition of the Lubbock community appears to be 

strong. In 1976 the average disposable income in Lubbock was $14,238. 

Unemployment in October, 1978, was 3.0 per cent as compared with 3.7 

percent in October of 1977.^^ Both figures were well below the national 

unemployment averages. Also, of 31 economic indicators monitored by the 

Lubbock Economic Council in December of 1978, 61.8 per cent showed 

20 

improvement over 1977. In the ten years from 1967 to 1977 manu

facturing employment increased 95.1 per cent to a total of about 13,000 

persons. Still only 14 per cent of Lubbock's employees are in the 

manufacturing sector. Thus, manufacturing employment is strong, but 

the Lubbock economy does not depend upon this one sector of the 

21 
economy. Industrial growth of Lubbock is also impressive. In June, 

1973 Texas Instruments located a major plant in Lubbock and by 1977 

employed a work force of over 2,500. Other major companies locating in 

Lubbock include Devron, Inc., Levi Strauss, the Grinnel Company, and 

Time D-C, Inc. Finally, the Texas Tech University Medical School will 

have contributed more than $100,000,000 and 3,500 new jobs to the 

22 
economy by 1980. 

Forecasts for Lubbock's future are favorable. Lubbock bank 

deposits at the end of 1978 were at an all-time high, despite a late 

19 
Lubbock Chamber of Commerce, Economic Facts and Figures 

(Lubbock: Board of City Development, 1977), p. 3. 
20 
Lubbock Chamber of Commerce, "Lubbock Economic Indicators," 

Greater Lubbock (December 1978): 11. 
21 
Economic Facts and Figures, p. 4. 

22 
Economic Facts and Figures, p. 5. 
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cotton harvest. Most bankers spoke in terms of continued growth.^"^ 

"The economy is very, very good," said Douglas Boren, presi
dent of Security National "All the businesses in this end of 
town had the best year in many years . . . The outlook is 
very, very good as long as businesses here are earning," said 
Boren. "We have a low unemployment ratio."24 

Another bank president, Wayne Finnel of Lubbock National Bank, stated 

that 

. . . money is not tight here. We're not expecting tight money, 
and we have money to finance normal business activity. We're 
expecting a better year this year.25 

Lubbock banks faced 1979 with confidence and enthusiasm. 

One would expect an increase in demand for the arts commen

surate to the rate of growth in the economy. Moore determined, how

ever, that demand for theatre increases only partially in response to 

economic prosperity. 

The results indicate that a 1 per cent rise in income 
would lead to a 0.2 increase in the average price of 
tickets bought, a 0.35 per cent increase in expend
itures in items per person, and a 0.41 per cent increase 
in total outlays for the evening.2" 

Moore continues by explaining that as earnings expand, the expendi

tures for items other than theatre tickets (baby sitting, dining out, 

transportation, etc.) increases 75 per cent faster than the demand 

for entertainment. Moreover, in time of inflation Moore contends 

23 
Lisa Paikowski, "City Bank Deposits Set New Records," 

Lubbock Avalanche Journal (5 January 1979) sec. 1, p. 1. 

Paikowski, p. 1. 

25 
Paikowski, p. 14. 

26 
Thomas Gale Moore, The Economics of the American Theatre 

(Durham, North Carolina: Duke University Press, 1968), p. 91. 
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that the entertainment dollar is the first to be withheld by the 

27 
consumer. 

Despite continued economic growth in Lubbock, the demand for 

theatre has not increased to the extent Moore anticipates. Lubbock 

Theatre Centre attendance remained stable during 1978-79 although 

the number of season memberships declined. The University Theatre, 

by comparison, experienced a steady loss of audience in the same 

29 
period. The decline in attendance, coupled with a lack of any price 

increase to offset the effects of inflation, will exacerbate the gap 

between income and costs. Lubbock Theatre Centre raised its prices 

in 1978, but still found itself in a precarious cost-revenue situation 

Moreover, as Lubbock grows in population the competition from an 

increasing number of entertainment groups complicates the already 

difficult situation. Lubbock Theatre Centre has the potential for 

growth as indicated by the economy, but it must take energetic steps 

to gain it. 

The Intern made some efforts to improve the situation during 

the internship. He attempted to add performances to The Odd Couple, 

but was stopped by the Board of Directors. He added two performances 

to the run of Never Too Late. In cooperation with the Playreading 

Committee, the Intern recommended adding a fifth play to the season in 

1979-80 and a sixth play the following year. The added costs of the 

27 
Moore, p. 93. 

28 
See Appendix B, "Season Membership Report." 

29 
See Appendix D, Tables 3 and 4. 
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extra productions would be greatly overcome by substantial revenue 

from added performances. Furthermore, the unit costs of each seat 

would decrease substantially. The Intern also recommended adding 

performances to each of the productions in the 1979-80 season including 

the addition of Monday and Tuesday night performances. The musical 

would run for ten performances and the straight plays would run for 

eight. The increase represented an addition of 100 per cent. The 

Board approved the recommendations. 

Evaluation of Economic Efforts 

The internship ended before the results of the added performances 

of Never Too Late or the additions to the season could be assessed. 

The purchase order system worked effectively with a few exceptions. 

Some Board members refused to work within the system and attempted 

to charge items without using a purchase voucher. The Intern informed 

all vendors who held Theatre Centre accounts that no bills would be 

paid without a purchase order or a purchase order number. Thereafter, 

the purchase order system provided an effective means of controlling 

costs. All productions met their Money Objectives. More extensive 

steps to remedy Theatre Centre financial woes lay beyond the parameters 

of the internship. The analysis of Theatre Centre potential and market 

position received little comment and no action from the Board of 

Directors. 

Recommendations for Improving Financial Position 

Financial problems have plagued the Theatre Centre since the 

middle 1960s. It would be naive to believe they could be relieved 
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by some simple panacea. The Intern believes that the following 

specific recommendations can lead the Theatre Center in a respon

sible direction toward solving its problems. 

The Theatre Center should continue the purchasing procedures 

established by the Intern. The Theatre Manager or a person in a 

similar position should be the only person authorized to make 

purchases for the Theatre Centre. 

The management by objectives system as established in the 

production organization should be expanded to incorporate budget 

planning and preparation. Specific Money Objectives for committees, 

the Box Office operation, maintenance, and all other operations of 

the Theatre Centre should be developed by the committee chairmen, 

the Theatre Manager, and the Board of Directors. Budget preparation 

for ensuing years should be completed by May 15 of each year. 

The Theatre Centre should devote the next two years to imple

mentation of the management by objectives system with specific 

objectives to develop volunteer personnel, develop a sound financial 

position, increase audience attendance, and find reliable subsidy. 

During that period, the Theatre Centre leadership should delay any 

major project that would increase the fixed expenses of the Theatre 

Centre. 

At the conclusion of the internship Lubbock Theatre Center 

had made little appreciable change. The financial condition was still 

precarious, volunteer workers were still scare, and a mood of dis

trust and hostility prevailed throughout the organization. The 
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systems for change were installed, however, and a few workers in the 

Theatre Center were trained in how to operate them, With active sup

port from the Board of Directors a workable program of management by 

objectives can be implemented in the next two to three years. Without 

the support of the Board success of any management system is highly 

improbable. 



CHAPTER FIVE 

CONCLUSIONS 

The Intern designed this study to demonstrate the effectiveness 

of management by objectives as a system for managing Lubbock Theatre 

Centre and to provide a model for implementing such a system in limited 

areas of that theatre. The system implemented in certain areas of 

operations at the Theatre Centre proved to be a workable and useful 

method of planning, organizing, and coordinating the Theatre Centre 

production activities. The general success of the internship pro

vides evidence that management by objectives could be adaptable to 

other activities at Lubbock Theatre Centre. The study also provides 

evidence that, under certain conditions, management by objectives 

could be an effective management tool for other community theatres. 

Economic Considerations 

At the beginning of the internship, Lubbock Theatre Centre's 

cost problems presented a nearly insoluble dilemma. Fixed operating 

costs represented nearly 75 per cent of the total budget and control 

of expenditures was non-existent. The Intern instituted a central 

purchasing system, developed Money Objectives for the Production 

Budget, and maintained a close control over expenditures, but he was 

powerless to make progress in the area of reducing fixed costs. The 

purchasing system functioned effectively most of the time. Some Board 

101 
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of Directors members refused to operate within the system and charged 

materials to Theatre Centre accounts without authorization. On two 

other occasions, long-time members of the Theatre Centre who were 

serving on crews bought materials out of their own pocket even though 

they knew the purchasing procedures. The Intern informed vendors that 

no bills would be paid without purchase orders,and the unauthorized 

charging was stopped. The Intern refused to reimburse the individuals 

who paid for materials out-of-pocket, and no further unauthorized 

purchases were made. 

Implementation of management by objectives in the budget 

control system simplified book-keeping, unified purchasing, eliminated 

unnecessary purchases, and provided the production organization with a 

tool for future budget planning. The use of specific budget amounts 

in productions provided useful Money Objectives within which the 

Production Coordinators were able to work. The objective setting 

process allowed Coordinators to contribute their own ideas regarding 

budget amounts. On two occasions Money Objectives were lowered in one 

area in order to raise them in another with the full consent of both 

Coordinators. The objective setting process made possible cooperative 

budget planning rather than budgets prepared by a single individual 

and imposed upon the organization. 

The management by objectives approach did not function, however, 

in the overall Theatre Centre budgeting process. The Intern focused 

his attention upon the production organization, and the Board of 

Directors did not implement management by objectives in their operations, 

The Intern was powerless to instigate changes in the Board budget 
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preparation process. The experience with the production organization 

showed, however, that management by objectives can improve budget 

operations. 

Without a considerable change in the cost and income ratio, 

the survival expectations for Lubbock Theatre Centre are not promising. 

Cost factors in general show no signs of improving. An inflation rate 

of only 7 per cent would demand the addition of nearly $3,000 to the 

budget even though no increase was planned. The Board of Directors, 

however, committed the Theatre Centre to a substantial increase in 

production costs for the 1979-80 season, planned an increase in the 

Theatre Manager's salary, and contemplated a move to a renovated 

motion picture theatre. These plans were made in spite of an unrealized 

income of over $3,000 by February, 1979. 

The Theatre Centre suffers from similar problems in the area 

of audience development. Attendance steadily declined for several 

years before the internship began. In 1978-79 season subscriptions 

declined in total numbers although income remained stable due to a 

raise in prices. The Intern attempted to improve audience attendance 

by adding two performances to The Odd Couple, two performances to 

Never Too Late, and by developing objectives for the Playreading 

Committee. The Intern organized the Playreading Committee using manage

ment by objectives principles and established objectives for that 

committee to develop a season of plays for the 1979-80 and 1980-81 sea

sons. The committee responded positively and planned the two seasons 

with the overall goal of an increase in attendance of 50 per cent over 

the next two years. The committee recommended to the Board of Directors 
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that in 1978-79 one play be added to the season and 1980-81 an addi

tional play be added, thus moving to a six-play season. The committee 

also recommended doubling the number of performances in a season. The 

Board of Directors did not approve the addition of the two performances 

to The Odd Couple, but did allow two performances to be added to 

Never Too Late. The recommendation of the Playreading Committee was 

approved. 

Despite the fact that the Board of Directors did not use the 

principles of management by objectives, its implementation at Lubbock 

Theatre Centre caused some improvement in the organization. The Play

reading Committee and the Production Board became more effective, and, 

when their recommendations for change were approved by the Board of 

Directors, the entire organization benefited. Using management by 

objectives in lower levels of the organization can improve operations 

of a theatre. For long lasting change to occur, however, the top level 

of the organization must eventually support and practice the principles 

of management by objectives. The Theatre Centre leaders should develop 

a management by objectives system for the whole organization including 

all committees and the Board of Directors. 

Comparing Lubbock Theatre Centre's audience statistics to the 

Baumol and Bowen findings shows that the Theatre Centre does not reach 

its full potential of the performing arts audience in Lubbock. Fur

thermore, the cost problems for the Theatre Centre appear to be a 

continuing dilemma. The long term probability of increasing audience 

demand to offset costs appears more likely than reducing costs. At

tendance statistics of the Theatre Centre indicate that additional 
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audience could be attracted by adding Monday and Tuesday nights to 

regular run. Additional attendance might be generated by experi

menting with performances on Wednesday, Thursday, and Sunday at reduced 

ticket prices. An optional lower priced membership package consisting 

of Wednesday, Thursday, and Sunday would present attractive alternatives 

not presently available to the Lubbock theatre public. The added costs 

of these performances would be minimal since the major expenses of a 

community theatre are the "start-up" costs such as sets, properties, 

lights, costumes, printing and royalties. Once a play is opened, a 

community theatre can produce extra performances at minimal costs. 

The Theatre Centre should determine the break-even point of each of 

its productions and add performances accordingly. The Theatre Centre 

Board of Directors should determine Long Term Promotional Objectives 

aimed at attracting a greater share of the potential audience. The 

Objectives should include economic strategies, advertising and 

public relations goals, and specific expectations for attendance in 

the future. 

Lubbock Theatre Centre's income problems caused by the gap 

between income and expenses may prove insoluble. Additional fund 

raising objectives and their active implementation will help fill the 

remaining gap. Finding a reliable continuing source of subsidy for 

the Theatre Centre should be a primary objective of Theatre Centre 

leaders. The Theatre Centre should take immediate action, however, 

because costs will continue to rise, and without immediate gains in 

income, Lubbock Theatre Centre will have increasing difficulty 

continuing operation. 
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Production Practices 

At the outset of the internship, Lubbock Theatre Centre's play 

production system was determined by each director. Production problems 

were dealt with as crises when they arose. There was no central plan

ning and coordinating authority. Personnel recruiting was difficult, 

and the organization suffered from a shortage of experienced personnel. 

The Intern attempted to alleviate some of these problems by activating 

the Production Board. The Production Board and the Intern set objec

tives for productions, assured cooperation by Directors, provided con

tinuity between productions, recruited personnel, and controlled 

production expenses. With the exceptions of the Costume Coordinator 

on two shows, and the Director of The Odd Couple, the production 

organization operated effectively and provided a more organized approach 

to managing productions than had been used in the past at Lubbock 

Theatre Centre. 

Though the system operated reasonably well, some problems still 

remained after implementation. The Theatre still suffered from a 

chronic shortage of personnel. Attempts to develop a Talent File to 

recruit former workers at the Theatre Centre did not work. Production 

Board members found it very difficult to attract new workers to the 

Theatre. Moreover, the Board of Directors continued to interfere in 

operational matters that affected production. The Intern was never 

fully free to implement the system due to lack of support from upper 

level leadership. The application of management by objectives to 

the production area of the Theatre Centre provided some direction for 

the Theatre Centre, however, and some lessons can be learned from the 
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experience at Lubbock Theatre Centre about how to use management by 

objectives to increase the possibilities for success in the future. 

All members of the organization must commit themselves to work

ing within the unified system. A single person placed in a key posi

tion who either rejects or ignores the system can deter the work of 

the entire organization. The most effective system requires competent 

personnel who continually strive for excellence. Unconcerned or 

incompetent personnel hinder an organization's success, no matter how 

valid the system may be in theory. The Theatre Centre can improve its 

organization through the use of management by objectives, but it must 

do more than fill positions with well-meaning, but incompetent people. 

All persons hired by the Theatre Centre should agree to work within the 

system as a requirement of employment and all volunteers should under

stand fully the requirements of the organization before they undertake 

a task. 

A system of management by objectives requires a competent manager 

who will work within the system, stress results over activity, and help 

plan for future change. He must have the support of upper level lead

ership in his activities and be left free to operate independently 

within his objectives. No management system will change the problems 

of the Theatre Centre until the Board of Directors decides to concen

trate its efforts on policy and planning and to leave the operations 

of the Theatre Centre to the Theatre Manager. When that decision is 

made, management by objectives can be a superior approach to the prob

lems of Lubbock Theatre Centre. 

The Intern makes the following recommendations for action by 
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Lubbock Theatre Centre to make its organization more effective, to 

strengthen its financial position, and to attract more volunteers. 

1. The Board of Directors should implement management by 

objectives in the entire organization and should continue the program 

for at least three more years to assure full implementation. 

2. The Board of Directors should adopt the Production Manual 

as the working plan for the production organization and should develop 

the manual to include every other area of Theatre Centre operations. 

3. After at least two years, the Theatre Centre management 

should return to a Managing Director system while still utilizing the 

principles of management of objectives. 

4. The Board of Directors should delay any unnecessary additions 

to fixed costs during the time of implementation. They should devote 

the time to reducing as many costs as possible, increasing demand, and 

increasing the percentage of expenses devoted to production expenses. 

The Lubbock Theatre Centre organization has not had a singular 

purpose for nearly twenty years. The proposed plan will lead Lubbock 

Theatre Centre into a period of planning and unification that should 

provide them with the energy and means to achieve their considerable 

potential in Lubbock. With strong objectives and dedicated people, 

Lubbock Theatre Centre could grow into a strong and vital community 

theatre. 

Management by Objectives in Other Community Theatres 

Management by objectives was a workable system at Lubbock 

Theatre Centre and offers some positive benefits for other theatres who 

are willing to work at implementation. A community theatre beginning 
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a management by ob jec t ives program can expect to achieve the following 

r e s u l t s . 

1. The system avoids the many traps of personality conflict 

inherent in community theatre through carefully written and vigorously 

followed objectives. All personal differences are not avoided, but 

those that cause production crises can be side-stepped. 

2. Leadership within the organization is developed, and pride 

in individual accomplishment is encouraged by participation of volunteer 

workers in setting objectives that relate directly to their work. Crew 

members are free to develop their schedules and work methods within 

broad guidelines. As they learn their jobs and take responsibility 

for their accomplishments, they learn how to take charge and lead 

others. 

3. Management by objectives unifies the many fragmented parts 

of a community theatre organization and provides a common basis for 

communication through use of interrelating objectives. The objectives 

relate to each other in terms of Time, Money, and People, and each 

crew and cast member can understand his task in relation to the whole 

production organization rather than in isolation. 

4. Because it is a way of approaching management, rather than 

a unique system of management, management by objectives can help a 

theatre organization without requiring a highly technical vocabulary. 

Basic theatre terms can be used as part of the system. 

Not all groups may want to implement a system using management 

by objectives. Implementation requires certain conditions for the 

system to work,and management by objectives has some weaknesses that 
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may make it unacceptable for some organizations. 

1. Management by objectives theory implies a working organiza

tion in place before implementation begins. Most businesses possess 

the hierarchy and chain of command to develop a management by objectives 

system before implementation. Many community theatres may not have an 

established organization to which management by objectives can be 

applied. Very small theatres, newly founded groups, and theatres 

operated by a single individual are probably poor candidates for man

agement by objectives. 

2. The long time required for effective development of a 

management by objectives system in a community theatre may see the 

demise of the theatre before it can reach full implementation. Some 

theatre organizations may be too disorganized or financially troubled 

to spend the full time for implementation. 

3. Artists typically despise systems as a detriment to creativ

ity. If some of the more artistically inclined members of an organiza

tion refuse to operate within the objectives of a system, the organiza

tion will surely disintegrate into warring factions. Theatre managers 

who wish to implement management by objectives in a community theatre 

must assure themselves of the support of the whole organization before 

they embark too far in developing the program. 

Management by objectives presents a clear and understandable 

way to improve the organization of a community theatre. The principles 

of management by objectives require a high level of commitment and a 

long term devotion to excellence in management and organization. A 

community theatre leadership who believe they can depend upon the 
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membership of their theatre for that high level of dedication should 

consider management by objectives for their theatre. 

Final Reflections 

The paucity of data regarding research in community theatre 

is frustrating and alarming. A nationwide movement responsible for 

the expenditure of millions of dollars annually and affecting the lives 

of millions of people deserves careful study. Research is required in 

the areas of audience characteristics, demographics, and strategies 

for developing audience attendance. Furthermore, increased study in 

management techniques such as management by objectives, applied to 

community theatre, should improve the overall pattern of management in 

community theatre by providing models of operation. The American 

Community Theatre Association and regional professional organizations 

such as the Southwest Theatre Conference and the Texas Non-Profit 

Theatres, Inc., could help by commissioning research programs in 

universities and colleges. Community theatre plays in the shadow of 

professional and educational theatre in most areas. A concentrated 

effort by the theatre community in America could bring the community 

theatre into the light where it belongs. 
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PRODUCTION MANUAL 

1̂- Production Objectives of Lubbock Theatre Centre 

Lubbock Theatre Centre is a non-profit, volunteer theatre en

gaged in the business of producing plays for the general public. 

Volunteers perform the dominant share of the work. They act in the 

plays, build the sets and stage properties, run the box office and 

perform most of the other tasks in the Theatre Centre. Because 

Lubbock Theatre Centre periodically requires trained personnel with 

knowledge in specific areas of theatrical endeavor, directors and 

designers are hired for the individual productions. On occasion, 

the Theatre hires musical directors and choreographers. A full-

time Theatre Manager coordinates the efforts of all the committees 

and volunteers within the Theatre Centre. 

The main task and service of Lubbock Theatre Centre is play 

production. The production objectives for the Theatre Centre are: 

1. To provide enjoyment and recreation for volunteer workers. 

2. To provide entertainment of high quality for theatre goers 

in Lubbock. 

3. To provide training and experience in the theatre for 

volunteers. 

4. To serve as a cultural and entertainment resource for the 

community. 

Page M-1 
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5. To create a well coordinated organization that produces the 

plays in a unified manner and on time. 

All planning at Lubbock Theatre Centre will be based upon these 

objectives. To achieve the objectives Lubbock Theatre Centre: 

1. Presents plays to the public four times a year using volun

teer personnel in all jobs. 

2. Presents productions of high quality characterized by unity 

of design, completeness of detail, and excellence in acting, crew work, 

and other technical areas. 

3. Fosters volunteer learning of the theatre by encouraging 

participation in many different work areas. 

4. Demonstrates the best in community theatre organization by 

utilizing effective methods of management, budget control, audience 

development, and time management. 

II. Recommendations for Use of This Manual 

This Production Manual is designed as a planning tool for the 

production organization of Lubbock Theatre Centre. It is not a primer 

on play production. Rather it is a system whereby a production organi

zation can be developed to enable the Theatre Centre to meet its objec

tives. The following suggestions will help in the implementation of 

this manual. 

1. Use this manual completely and carefully. Using only parts 

of the manual will result in dissatisfaction with the entire system. 

2. Concentrate on the overall objectives of the Theatre Centre. 

Discontinue activities that do not relate directly to completing the 

production objectives. 
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3- Avoid personality differences and conflicts between your 

personal goals and the goals of the organization. Focus your concen

tration upon producing excellent plays and on completing production 

objectives. 

4. Concentrate on results, not activity. The way a job is 

done is less important than the fact that it is completed on time and 

on budget. 

5. Make suggestions to your superior about ways of adapting 

this manual to meet the changing needs of Lubbock Theatre Centre. 

Attempt to foresee changes in the structure of the Theatre and the 

community and adapt the system accordingly in order to avoid crises. 

III. Lubbock Theatre Centre Policies and Procedures 

A. Purchasing Procedures 

The Theatre Manager approves all purchases made with Theatre 

Centre funds. All purchases over five dollars must be made by pur

chase order. Purchases under five dollars will be made with petty 

cash. Those persons authorized to purchase with Theatre Centre funds 

are Members of the Board of Directors, the Director, the Designer, 

Crew Heads, and Production Coordinators. 

1. Purchase Order Procedure 

a. Determine the quantity of goods or services to be 

bought. 

b. Obtain a firm price for the entire amount, either in 

writing, by telephone, or in person, including a unit price and a 

total price. 
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c. If the total price exceeds five dollars, submit a 

written request to the Theatre Manager for a purchase order or a check 

to cover the amount. 

If the total amount is less than five dollars follow 

procedures for petty cash purchasing that follow in this section. 

d. Take the purchase order or the check to the merchant 

and exchange it for goods and/or services. 

e. Return the sales slip or invoice to the Theatre Manager's 

office immediately. 

f. Some stores give discounts. Always request a discount. 

2. Petty Cash Procedure 

a. Determine the approximate cost of the item to be pur

chased. 

b. If the item costs less than five dollars submit a written 

request for petty cash to the Theatre Manager. 

c. The Theatre Manager will give you petty cash for the 

purchase. You must sign for the amount received. 

d. After making the purchase, return the sales slip and any 

change to the Manager. 

3. Reimbursement Policy 

Do not spend your money for Theatre Centre materials. The 

Theatre Manager is under no obligation to reimburse you for out-of-

pocket expenses. 
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4. Charge Account Purchases 

Never charge anything to the Theatre Centre without a purchase 

order. The Theatre Centre will not be responsible for any purchases 

made without prior approval of the Theatre Manager and a purchase 

order being issued. Unauthorized purchases will be the responsibility 

of the person signing the charge slip. 

5. Sample Requisition Form 
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PURCHASE REQUISITION 

Person Requesting 

Purpose of Purchase 

Position 

Production: 

Merchant: 
Name Address 

, 

Quantity 
• 

Item Unit Price 

TOTAL 

Total 

_ 

Instruction: PRINT OR TYPE ALL INFORMATION. Fill in all information 

on the form. Be sure to include the merchant's address and the unit 

price of each item. Use the back of the form for long lists of items. 
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B. Borrowing Procedures 

It often becomes necessary to borrow items for properties, 

costumes, or other production areas. When borrowing, always complete 

a Security Loan Agreement and leave it with the person from whom the 

item was borrowed. Upon returning the item, compare its condition 

with the statement of condition on the Security Loan Agreement. 

Persons borrowing items without a Security Loan Agreement will 

be held personally responsible for the item in case of damage or theft. 

A sample Security Loan Agreement follows on page M-7. 
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LUBBOCK THEATRE CENTRE 
2508 Avenue P 

SECURITY LOAN AGREEMENT 

°^t^ Production Area_ 

Production Dates: 

Description of Borrowed Piece: (Furniture, lamp, clothing, ett.) 

If an item is an antique, family heirloom, etc., list below the make, 
model, style, approximate era, ot other important data. Attach a 
Polaroid snapshot to this form. 

List below an accurate and exact description of the item's condition 
including all scratches, mars, torn cloth, loose board, broken or 
cracked areas, faded areas, or other distinguishable damage. 

APPROXIMATE VALUE EXACT VALUE IF KNOWN 

I have read the above description of the item(s) to be borrowed and 
find them to be true and correct. I agree to lend the above mentioned 
items to Lubbock Theatre Centre for a time beginning 
and ending __. I understand that Lubbock Theatre 
Centre will be responsible for repairs, restoration, or replacement 
of the item(s) in the event of damage. 

Signature of Owner 

for Lubbock Theatre Centre 
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C. Building Use Policies 

1. Smoking Regulations 

^ Smoking is allowed only in the lobby and outside the stage 

door. Smoking is specifically prohibited in the house, backstage, in 

the dressing rooms, or in the light booth. 

2. Drinks and Food 

Drinks and food are restricted to the backstage area. They 

are not allowed in the house or the lobby. 

3. Access to the Building 

a. Keys to the building will be checked out by the Theatre 

Manager to the Director, Designer, and Assistant Director for the 

specific dates of rehearsals and performances of the play. They must 

be returned within a week after the play closes. 

b. Casts and crews enter the Theatre Centre for rehearsals 

and performances by the stage door on the north side of the building. 

Use of the lobby during rehearsals is discouraged. 

c. Use of the light booth is restricted to the Light and 

Sound Crews. 

d. Before and during a performance only members of the 

cast and crew are allowed backstage. 

D. Emergency Procedures 

1. A copy of all emergency procedures shall be posted on the 

wall of the box office, in the stage manager's prompt book, and on 

the stage left call board backstage. All staff members and Crew Heads 

will be familiar with all emergency procedures. 
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2. Emergency Fire Procedures 

In the event of a fire in the theatre during a performance the 

Stage Manager will: 

a. Bring up the house lights as a prearranged signal that 

the performance is to stop. 

b. Go to downstage center before the audience and read the 

following message: LADIES AND GENTLEMEN. WE ARE EXPERIENCING 

TECHNICAL DIFFICULTIES AND REQUEST THAT YOU VACATE THE BUILDING. 

PLEASE WALK IMMEDIATELY TO THE NEAREST EXIT. THANK YOU. 

c. The House Manager will call the Fire Department at 

765-5757. 

3. Emergency Procedures for a Tornado Watch 

a. The Lubbock Theatre Centre building is not reinforced 

and is a dangerous place in a heavy storm with high winds and hail. 

In the event of a Tornado Watch before a performance, the decision 

to give the performance or not is the responsibility of the Theatre 

Manager. 

b. In the event that a Tornado Watch is issued during a 

performance the House Manager will: 

(1) Alert the director of the play, the Theatre 

Manager, and the stage manager that a Tornado Watch is in effect. 

(2) Turn on the portable radio in the Theatre's 

Manager's Office. 

(3) Issue flashlights to ushers. 

(4) Monitor weather conditions throughout the rest 

of the performance. 
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Ai—Emergency Procedures for a Tornado Warning 

a. In the event that a Tornado Warning is issued (a 

tornado is on the ground and threatening the City of Lubbock) the 

Theatre Manager will clear the building using the following procedures: 

(1) Position ushers at each exit. 

(2) Inform the stage manager of the tornado warning. 

(3) Open all doors and turn on all lobby and exterior 

lights. 

procedures: 

b. The Stage Manager will execute the following emergency 

(1) Announce to the company the issuance of a tornado 

warning and direct them to seek shelter in the nearest safe place 

outside the Theatre. 

(2) Bring up the house lights on a prearranged signal 

that the performance is to stop. 

(3) Go to downstage center, face the audience and 

read the following statement: LADIES AND GENTLEMEN: THE NATIONAL 

WEATHER SERVICE HAS ISSUED A TORNADO WARNING FOR THE CITY OF LUBBOCK. 

AT PRESENT THERE IS NO IMMEDIATE DANGER, BUT WE HAVE BEEN INSTRUCTED 

TO SEEK A PLACE OF SAFETY. PLEASE WALK TO THE NEAREST EXIT AND PROCEED 

TO THE NEAREST PLACE OF SHELTER. I REPEAT, THERE IS NO IMMEDIATE 

DANGER SO PLEASE WALK TO THE NEAREST EXIT. 

(4) The State Manager will ascertain that everyone has 

left the building before leaving himself. 
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5. Emergency Procedures for a Power Failure 

In the event of a power failure during a performance the Stage 

Manager should take his flashlight, go before the audience and read 

the following message: LADIES AND GENTLEMEN. DUE TO THE POWER 

FAILURE WE ARE FORCED TO CANCEL THE REMAINDER OF THIS EVENING'S PER

FORMANCE. THE USHERS HAVE TAKEN UP POSITIONS WITH FLASHLIGHTS TO 

HELP YOU LEAVE THE THEATRE SAFELY. PLEASE WATCH YOUR STEP. AN AN

NOUNCEMENT WILL APPEAR IN THE NEWSPAPER TOMORROW CONCERNING A FUTURE 

DATE AT WHICH YOUR TICKETS WILL BE HONORED. PLEASE KEEP YOUR TICKET 

STUBS AS THEY WILL BE NEEDED FOR ADMISSION. THANK YOU. 

E. House Managing Procedures 

1. The House Manager of Lubbock Theatre Centre is the Chairman 

of the House Committee. The specific responsibilities of the House 

Manager during productions are: 

a. Open the front of the house at least one and one-half 

hours before curtain time on nights of performances. 

b. Ascertain that the lobby, seating area, and restrooms 

are clean and ready for public use. 

c. Ascertain that sufficient programs for the night's 

performance are in the south closet in the lobby. 

d. Ascertain that the ushers' flashlights are in the 

south closet in the lobby and that they are in good working order. 

e. Supervise ushers in seating the audience and assist 

them when the crowd gets heavy. 

f. At one-half hour before curtain, inform the Stage 

Manager that the house is open and begin seating the audience. 
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g. At curtain time (8:15 for evenings and 2:30 for 

matinees) inform the Stage Manager that the play may begin. Avoid 

holding the curtain unless absolutely necessary. 

h. Remain in the lobby throughout the performance to seat 

late-comers, answer the telephone in the box office, and to be availa

ble in case of emergency. 

i. After the performance, supervise the ushers in clearing 

the theatre of programs and trash, clean all waste receptacles and ash 

cans, turn off the lights, and lock the front doors. 

2. Ushers 

The ushers at Lubbock Theatre Centre are volunteers. They are 

often high school students who receive Thespian points for their 

service. Their responsibilities include the following: 

a. Arrive at the Theatre one hour before curtain time. 

b. Review the seating configuration of the theatre and 

assist the House Manager in preparing the theatre for public use. 

c. \^en the house opens, take the patrons' tickets, escort 

them to the appropriate seat, hand them a program, and return the 

ticket stub to the stub box at the head of each aisle. 

d. When the performance begins, the ushers may watch the 

performance from the last row of the south section. They must be ready 

to assist the House Manager with late arrivals or in times of emergency. 
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I: Box Office Policies and Procedures 

1. Reservation Policies 

a. Reservations are taken by telephone at the Theatre 

Centre Ticket Office beginning ten working days before each opening 

night. The Office is open from 9:00 A.M. to 5:00 P.M. Monday through 

Saturday. 

b. All reservations made by non-subscribers must be paid 

for or picked up by 5:00 P.M. on the day of the performance. Unpaid 

reservations will be cancelled at that time. 

c. Subscriber reservations are held at the box office until 

ten minutes before curtain. All reservations are cancelled at that 

time and the tickets are sold to those waiting in the theatre. 

d. Ticket prices are determined by the Board of Directors 

of the Theatre Centre each season. 

2. Reservation Procedures 

When a customer calls for reservations or comes to the ticket 

office to buy tickets the following procedures are followed in the 

order stated below: 

a. Take all information required on the reservation enve

lope. 

b. Mark off the number of seats reserved or bought in 

pencil from the seating chart. 

c. Pull the corresponding tickets from the ticket rack and 

compare them with the seating chart to assure that they are correct. 

d. File the tickets in the reservation envelope in the res

ervation box. The reservations are filed alphabetically by night. 
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e. If patrons wish to pick up the tickets, give them their 

tickets in a plain envelope. Keep the reservation envelope filed in the 

reservation box. 

f. At performances, all reservation envelopes are retained 

as a source to find patrons in the audience should they be needed in 

emergencies. 

3. Sample Reservation Envelope 

LUBBOCK THEATRE CENTRE 

Production 

Name Phone 

Night of performance 

Number of tickets (3 $ 

Type of Admission: Season ( ) General ( ) 

SPECIAL PROBLEMS: 

Seats Assigned 

Order Filled By 

= Total 

Student ( ) Group ( ) 

Reservation Date 

4. Financial Procedures Before Performances 

a. The Box Office Manager, a paid staff member, will open 

the ticket office every working day and will make a final accounting 

at the end of each day. 
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b. Each reservation clerk upon beginning a working shift 

counts the money in the cash box, fills out an accounting slip, signs 

it and files it. 

c. Each reservation clerk, upon leaving a shift, fills out 

the remainder of the accounting slip, and files it. 

d. The reservation clerk leaving a shift should not count 

the money in the presence of the oncoming clerk. 

e. The final reservation clerk each day gives the cash box 

to the Box Office Manager, who deposits all proceeds that day in the 

Theatre Centre account. 

f. No money is ever left overnight at the Theatre Centre. 

g. A Daily Box Office Report is filed by the Box Office 

Manager at the end of each day. 

5. Sample Accounting Slip 

Lubbock Theatre Centre 

Accounting Slip 

Production Date 

Name 

Total in cash box at beginning of shift $_ 

Time: 

Total in cash box at end of shift $_ 

Time: 

Signature 
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6. Procedures During Performances 

a. The Box Office Manager operates the ticket office 

during all performances. In the event the Box Office Manager cannot 

assume his duties, the Theatre Manager will serve as Box Office Manager. 

b. A complete Daily Box Office Report is filed after each 

performance by the Box Office Manager. A sample form is on page M-17 

of this manual. 

c. At the end of each production, the Box Office Manager 

makes a summary of all ticket sales, utilizing the Daily Box Office 

Report form. 
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7. Sample Daily Box Office Report Form 
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LUBBOCK THEATRE CENTRE 

Daily Box Office Report 

PRODUCTION: 

DATE: 

Number of Tickets Printed 

General Admission Tickets Sold 

Group Rate Tickets Sold 

Student Tickets Sold 

Season Tickets Issued 

Complimentary Tickets Issued 

Total Tickets Issued 

Total Unsold Tickets 

TOTAL MONEY RECEIVED 

TOTAL MONEY IN CASH BOX 

(3 $ 

(3 $ 

@ $ 

(3 GRATIS 

= Total 

= Total 

= Total 

$_ 

$ 

Box Office Manager 
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IV. Lubbock Theatre Centre Production Organization 

The leadership of Lubbock Theatre Centre's production organiza

tion is provided by a Production Board who assume all responsibility 

for producing plays at the Theatre Centre. The membership of the Board 

consists of the Theatre Manager, the Directors of each of the plays, 

the Designer, the Chief Electrician, the Technical Director, the 

Costumer, the Properties Master, and the Sound Technician. They are 

chosen every year by the Theatre Manager. The following organiza

tional chart illustrates the chain of command on the Production Board. 

Properties 
Master 

Costumer 

Theatre Manager 

Sound 
Tpnhnlciad 

Designer 

Chief 
Electrician 

Directors(4) 

lechnical 
Director 
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A. Objectives for the Production Board 

Each year the Theatre Manager meets with each Production Board 

member and clarifies the objectives for each member of the Board. 

These objectives define the jobs and expected results for each Produc

tion Board member. The following objectives are basic tasks for each 

Production Coordinator, but they do not represent an exhaustive list 

of possible objectives. Each Coordinator should feel free to con

tribute unique approaches to his tasks: 

1. Theatre Manager 

a. Recruit production coordinators for the Production 

Board and present their names for approval to the Board of Directors 

on or before the April meeting of each year. 

b. Report monthly to the Board of Directors regarding 

production budget and organizational matters. 

c. Preside at Production Board meetings and supervise 

the work of the Production Board. 

d. Recommend Directors and a Designer for the forthcoming 

season by the March meeting of the Board of Directors. 

2. Director 

a. Cast, stage, supervise, and approve all elements of 

the production within the Time and Money Objectives established by 

the Production Board. 

b. Present the directorial and scenic concept of the play 

to the Production Board with the Designer at the Production Meeting. 
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c. Appoint an Assistant Director and introduce him or her 

to the Production Board at the Production Meeting. 

d. Consult on forthcoming budget preparations in March 

of each year. 

3. Designer 

a. Prepare the scenic and lighting designs for the produc

tion in consultation with the Director and present them to the Produc

tion Board at the Production Meeting. 

b. Prepare a production budget for scenery and lighting 

for the forthcoming year in consultation with the Technical Director, 

the Chief Electrician, and the Theatre Manager by April 1st of each 

year. 

c. Execute the scenic an lighting design within the Time, 

and Money Objectives of the Production Board. 

4. Chief Electrician 

a. Recruit personnel for each production including at 

least one Lighting Crew Head and two Lighting Crew Members, and report 

their names to the Director and the Designer before the Organizational 

Meeting. 

b. Inform each Crew Head and Crew Member at the Organiza

tional Meeting of the basic policies and procedures of Lubbock Theatre 

Centre for purchasing, meeting time schedules, lending and borrowing 

policies, and the chain of command. 

c. Develop Time and People Objectives with the Crew Head 

and Crew Members for the completion of the Lighting Design. 
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d. Maintain all lighting equipment of the Theatre Centre 

and provide for the repair, replacement, or addition of equipment or 

supplies when necessary and within the budget guidelines established 

by the Production Board. 

e. Assist the Designer in preparation of a Lighting Pro

duction Budget for the forthcoming year by April 1st. 

4. Sound Technician 

a. Recruit personnel for each production including at least 

one Sound Crew Head and one Sound Crew Member and report their names 

to the Director before the organizational meeting. 

b. Prepare a sound production budget in consultation with 

the Theatre Manager by April 1st. 

c. Inform the Sound Crew Head and Sound Crew Member at the 

Organizational Meeting of the basic policies and procedures of Lubbock 

Theatre including purchasing, time requirements, lending and borrow

ing, and chain of command. 

d. Develop Time, People, and Money Objectives for com

pletion of the Sound requirements for the production. 

e. Maintain all sound equipment of the Theatre Centre and 

provide for replacement, repair, or addition of equipment or supplies 

when necessary and within the Money Objectives of the Production Board. 

6. Costumer 

a. Recruit personnel for each production including at 

least one Costume Crew Head and three Costume Crew Members and present 

their names to the Director before the Organizational Meeting. 
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b. In consultation with the Director, make a costume plot 

for the production. 

c. Prepare a costume budget for the forthcoming season in 

consultation with the Theatre Manager by April 1st. 

d. Inform the Costume Crew Head and the Costume Crew 

Members at the organizational meeting of the basic policies and pro

cedures of Lubbock Theatre Centre including purchasing, time require

ments, lending and borrowing, and chain of command. 

e. Develop objectives with the Costume Crew Head and 

Costume Crew Members for execution of the costume design including 

method of construction and source of supply (rental, purchase, etc.). 

Focus upon Time, People, and Money Objectives. 

f. Maintain all costumes, costume materials, and make-up 

owned by the Theatre Centre and provide for the replacement, repair, 

or addition of materials or costumes when necessary and within the 

Money Objectives of the Production Board. 

7. Properties Master 

a. Recruit personnel for each production including one 

Properties Crew Head and three Properties Crew Members and report their 

names to the Director before the Organizational Meeting. 

b. In consultation with the Director, develop a properties 

list for the production. 

c. Prepare a properties production budget for the forth

coming season in consultation with the Theatre Manager by April 1st. 
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d. Inform the Properties Crew Head and the Properties 

Crew Members at the Organizational Meeting of the basic policies and 

procedures of Lubbock Theatre Centre including purchasing, meeting 

time requirements, lending and borrowing, and chain of command. 

e. Develop objectives with the Properties Crew Head and 

the Properties Crew Members for completion of properties for the pro

duction in terms of Time, People, and Money. 

f. Maintain all properties belonging to the Theatre Centre 

and provide for replacement, repair, and addition of materials when 

necessary and within the Money Objectives of the Production Board 

8. Technical Director 

a. Recruit personnel for each production as needed by the 

Designer to construct scenery for the production including at least a 

Set Construction Crew Head and five Set Construction Crew Members and 

report their names to the Designer before the Organizational Meeting. 

b. Assist the Designer in preparation of a scenery produc

tion budget for the forthcoming season by April 1st. 

c. Develop objectives with the Set Construction Crew Head 

and Set Construction Crew Members for execution of the Scenic Design 

in terms of People, Money and Time. 

d. Inform the Set Construction Crew Head and the Set 

Construction Crew Members at the Organizational Meeting of the basic 

policies and procedures of Lubbock Theatre Centre including purchasing, 

meeting time requirements, lending and borrowing, and chain of command. 

147 
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e. Maintain the tools and scenery stock and provide for 

repair, replacement, or addition of equipment or scenery as needed 

and within the Money Objectives of the Production Board. 

B. Objectives for Crew Heads 

The following objectives represent basic tasks expected from 

Crew Heads. The manner in which the Crew Head organizes the crew to 

complete the objectives is left largely up to each individual Crew 

Head, so long as all production requirements are met on time. Each 

Crew Head will meet with the Production Coordinator for his area and 

develop specific Time, Money and People Objectives relating to each 

production. 

1. Lighting Crew Head 

a. Supervise the Lighting Crew in adequately lighting a 

production according to the lighting design. 

b. Hang, focus, and gel instruments as required by the 

lighting design. 

c. Report progress weekly to the Chief Electrician. 

2. Sound Crew Head 

a. Prepare a sound tape for the production according to 

the design of the Sound Technician with the approval of the Director. 

b. Supervise the Sound Crew in operating the sound system 

for rehearsals and performances. 

c. Report weekly to the Sound Technician. 
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3. Costume Crew Head 

a. Construct, alter, or otherwise prepare costumes for 

the production according to the costume design and with the approval 

of the Director. 

b. Supervise the Costume Crew in running rehearsals and 

performances and in preparing costumes. 

4. Properties Crew Head 

a. Provide properties as stated on the properties list 

with the approval of the Director. 

b. Supervise the Properties Crew in running rehearsals 

and performances and in preparing properties. 

c. Report weekly to the Property Master. 

5. Set Construction Crew Head 

a. Supervise the Set Building Crew in constructing the 

scenery to the specifications of the Scenic Design 

b. Supervise set changes during rehearsals and performances. 

c. Report weekly to the Technical Director. 

6. Assistant Director - Stage Manager 

a. Attend all rehearsals as needed by the Director and 

assist the Director in coordinating all production details. 

b. Set the stage for performances and supervise all back

stage activities during performances. 

c. Call the technical cues for the performance as rehearsed. 

d. Close the Theatre after every performance assuring that 

everyone is out of the building and all lights are turned off. 

e. Report directly to the Director on all matters. 
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C. Objectives for Crew Members 

The primary responsibilities of Crew Members are to effectively 

execute the production requirements of their areas and to assume re

sponsibility for the quality of their x^rk. Crew Members report direct

ly to their Crew Head and their specific duties and the scope of their 

responsibility is determined through consultation with the Crew Head. 
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Plannini^ a Season 

The Playreading Committee chooses the season of plays and the 

performance dates for each production which are then approved by the 

Board of Directors. The Production Board prepares a production finan

cial budget for the season, develops the yearly production calendar, 

and recruits personnel for the production work during the season. 

A. Production Budget Preparation 

The Production Coordinators have the opportunity to exercise 

significant influence over their areas of responsibility during the 

budget planning process. The budget items retained in the final bud

get will determine the scope of the program for the year. Consequently, 

the more carefully he or she prepares and thoroughly justifies each 

item in the budget, the more control a coordinator can gain over his 

or her area. Production Coordinators are encouraged to consult with 

the Theatre Manager regarding information on prices, sources for 

theatrical equipment and supplies, and other technical information. 

1, The budget preparations process is as follows: 

a. In March, the Production Board meets and develops 

objectives relating to each production area for each production in 

the forthcoming season. For example, with a play like Auntie Mame 

the Costumer may establish an objective to "Dress Mame in high fashion 

garments of the nineteen forties and fifties." In addition, the 

Costumer may develop an overall objective "To add to the stock of the 

Theatre Centre through costumes constructed for Auntie Mame." 
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^- Production Coordinators make dollar estimates for each 

production objective in consultation with the Theatre Manager. This 

step may require some alteration of the objectives, either because of 

price reasons or to stay within the overall objectives of the Theatre 

Centre. For example, in order to dress the character Mame in the style 

required and to present theatre of high quality, the Costumer might 

need to rent the costumes. Costume rental would preclude the objective 

"to add to the costume stock." The coordinator determines the cost of 

renting costumes for the play and changes his or her objectives accord

ingly. 

c. Final budget requests are presented to the Theatre 

Manager by April 1st. The Theatre Manager completes the production 

budget by adding such fixed items as royalties, rentals, and script 

expense and submits the total production budget to the Board of 

Directors at their May meeting. 

B. Production Calendar Preparation 

The Production Board develops an overall Production Calendar 

for the forthcoming season including each important date involving 

the productions. These dates are placed on a master calendar that 

becomes the official Theatre Centre Production Calendar and is posted 

in the Theatre Manager's office. A copy is posted backstage. After 

the Production Board establishes the calendar, changes are avoided. 

1. The procedure for developing the calendar is as follows: 

a. In May, the Production Board develops a rehearsal 

schedule based on the performance dates established by the Play Reading 
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Committee. Beginning with each opening night each important date in 

the production is added to the calendar backwards through the schedule 

until auditions. The main objective is to complete each play on time. 

By working backwards through the schedule, the Production Board can 

develop Time Objectives in relation to opening night. Some of the dates 

that are typically included are Auditions, Production Meeting, Organi

zational Meeting, Completion Deadlines for sets, properties, costumes, 

lights, and sound. Publicity Calls, Technical Rehearsals, Work Calls, 

Dress Rehearsals, Strike, and Evaluation. A discussion of these events 

follows on pages M-31-35. 

b. Time is allowed in the schedule for mistakes, break

downs, lost personnel, late deliveries, and other emergencies. 

c. A date at the end of the year is set for the final 

evaluation of the entire season. 

d. A Sample Production Calendar follows on page M-37 

It is only an example. Each production season is unique and should 

be planned accordingly. 

C. Events on the Production Calendar 

The following events are generally included in a rehearsal 

schedule. The Production Board includes these dates and any others 

that may arise in a particular season. 
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1. Auditions 

a. It is the policy of Lubbock Theatre Centre that all 

auditions are open to the general public and that no plays are ever 

pre-cast. 

b. No actors may be paid for their performances. 

c. Each director conducts auditions in a manner he or she 

desires on the nights established in the Production Calendar. If more 

time is needed the Director schedules it in consultation with the 

Theatre Manager. 

d. Each person who attends the auditions who wishes to 

participate in any way in the production completes an audition form. 

This form becomes a part of the permanent Talent File. A sample 

audition form follows on page M-36. 

e. The Director announces the cast at the completion of 

auditions or posts a notice the day after casting is completed on the 

front door of the Theatre Centre. 

f. Immediately after auditions, the Theatre Manager 

announces casting to the community through an article in the newspaper. 

2. The Production Meeting 

A Production Meeting is held the Wednesday after casting is 

announced for the purpose of planning each individual play. Present 

at the meeting are the Theatre Manager, the Director, the Designer, 

all Production Coordinators, the Conductor and the Choreographer if 

the show is a musical comedy, and the Assistant Director. The agenda 

for the meeting is as follows: 
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a. The Director announces the cast to the Production 

Board and discusses the concept of the production. 

b. The Designer and the Director present the scenic and 

lighting design for the production. 

c. The specific objectives in terms of Time, People, and 

Money required by the designs are discussed and agreed upon. 

d. The Production Calendar is reviewed, the Director's 

tentative rehearsal schedule is added, any conflicts or difficulties 

with the schedule are resolved, and the entire production plan is 

approved. This plan becomes the overall Time Objective for the pro

duction. 

e. The Theatre Manager reviews the budget and the Money 

Objectives are clarified. 

f. Crew Heads are announced and any difficulties in re

cruiting personnel are discussed and suggestions are made for their 

solution. 

g. Any other production related business is conducted. 

3. Rehearsals 

The Director has total autonomy with regard to supervision of 

rehearsals. The Director schedules extra rehearsals with consultation 

of the Theatre Manager. 

4. Work Calls 

Work Calls are scheduled one night each week, generally a 

Wednesday. No rehearsals may be held on these nights and the cast is 

expected to attend. Anyone from the community may participate. The 

Crew Heads and Crew Members, Designer, Director, and Assistant 
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Director should attend. The Designer supervises Work Calls. 

5. The Organizational Meeting 

The Organizational Meeting is held the first Work Call after 

the Production Meeting. Everyone involved in the production is present. 

The business of the meeting is as follows: 

a. The Theatre Manager reviews policies of the Theatre 

Centre regarding building use and emergency procedures. 

b. The Theatre Manager introduces the Director and the rest 

of the production staff and the crews. 

c. The Director explains the concept of the play and 

introduces the cast to the company. 

d. The Designer presents the scenic and lighting design. 

e. Production Coordinators meet with Crew Heads and Crews 

to assure that all details of policy and procedure are understood and 

accepted. They develop specific objectives on how the production 

requirements will be completed and who will complete them. 

f. Work on the production begins. 

6. Crew Head Reports 

Crew Heads make weekly reports to the Production Coordinators 

concerning progress toward their objectives. These reports are intend

ed to forestall emergencies, not interfere with Crew Head responsi

bility. Reports are generally made the day after Work Calls. 

7. Publicity Call 

About three weeks before opening night, publicity photographs 

are taken by the press at the Theatre. Due to press deadlines, Mondays 

are the best nights for Publicity Calls. Publicity calls usually 
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require: 

a. Eight to ten scenes from the play selected and staged 

by the Director for the photographers. 

b. Costumes, properties, and setting sufficient to repre

sent the concept of the play. 

c. Sufficient lighting to allow photograph without a flash. 

8. Technical Rehearsal 

All production elements are to be completed by their individual 

deadlines as set by the Production Board. Everything must be totally 

finished, however, for the Technical Rehearsal. All crews are present 

and the technical elements of the production are rehearsed under the 

supervision of the Designer and the Director. 

If a second technical rehearsal is required, the Director 

schedules it the day following the First Technical Rehearsal. 

9. Dress Rehearsal 

Dress rehearsals are held for at least three rehearsals before 

opening night. They are run like performances in every way, except 

that audiences are not present. 

10. Final Dress Rehearsal 

Lubbock Theatre Centre customarily invites Senior Citizen groups 

and the cast members' families to the final dress rehearsal of each 

play. It is not a performance. No admission is charged and programs 

are not distributed. 

11. Performances 

The culmination of all production work occurs during performance. 

Under the supervision of the Assistant Director - Stage Manager, per

formances operate in a polished and professional manner. 
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12. Strike 

After the final performance, all scenery, properties, costumes, 

and all other production materials are cleared away. The stage is left 

swept clean and all other areas of the Theatre Centre are cleaned. All 

members of the Cast, the Crew Heads, Crew Members, the Production 

Coordinators and any other people who wish to help attend the Strike. 

The Designer supervises the Strike and determines when the Theatre is 

sufficiently clean to end the Strike. 

13. Evaluation 

On the first Wednesday after closing night the Production Board 

meets to evaluate the production and to plan for the next. The agenda 

for the evaluation is as follows: 

a. The Theatre Manager reviews the objectives for the pro

duction and the Production Board discusses the success or failure of 

the company to achieve the objectives. 

b. The Production Board makes alterations or additions to 

the system as needed to correct deficiencies that occurred. 

c. Personnel needs for the next production are discussed 

and individuals are mentioned for Crew Head and Crew Member positions. 

d. Plans are made for auditions. 

e. Any other business is conducted. 
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14. Sample Audition Form 

LUBBOCK THEATRE CENTRE 

Audition Form 

Production 

Production Dates 

PLEASE PRINT 

Name P̂hone: (Home) 
(As you want it in the Program and Publicity) 

Address Zip 

Where are you employed? (Attend School?) 

What theatrical training or experience have you had that prepares you 
for this production. (Use the back of this sheet if necessary) 

What roles, if any, do you NOT wish to be considered for? 

Whether or not you are cast, which of the following positions interest 
you? Please indicate your order of preference from 1 through 5. 

Set Construction Costumes Stage Manager 
Hand Props Make-Up Asst. Dir. 
'Set Props Ŝound P̂ublicity 
'Lights B̂ox Office Ôther (Specify) 
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LUBBOCK THEATRE CENTRE PRODUCTION CALENDAR 

1978 - 79 

1.61 
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Sun 
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11 

18 

25 

2 

9 

16 

23 

30 

6 

Reh. 

13 
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Reh. 
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Reh. 
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Mon 
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10 

17 

24 

31 
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Reh. 

14 

Reh 

21 

Reh. 

28 
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Reh. 

Tues 
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13 

20 

27 
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11 

18 

25 
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Auditions 
T.a M;5nr.ha 
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Reh. 
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22 
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29 
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14 

21 

28 

5 

12 

19 

26 
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Mt2. 

9 
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16 
Work 
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23 
Work 
Call 

30 
Props, 
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Complete 

Thur 

1 
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29 

6 

13 

20 

27 
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10 
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17 

Reh. 

24 

Reh. 
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Reh. 

7 
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2 

9 

16 

23 

30 

7 

14 

21 

28 

4 
Reh. 
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11 
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18 
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3 

10 
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8 

15 

22 
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12 

Reh. 

19 

Reh. 

26 

Reh. 

2 

Reh. 

9 

1st 
Tech. 
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p 
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8 

15 

22 
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Tech. 

12 

19 

26 

3 
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Mon 
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18 
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25 

2 
Auditions 
Couple 

9 
Reh. 

16 
Reh. 

23 
Pub. 
Call 

30 
Reh. 

6 
Reh. 

13 

20 

27 

4 

11 

18 
Auditions 
Night 

Tues 
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Dress 

19 
Mancha 
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26 

3 
Auditions 
Couple 

10 
Reh. 

17 
Reh. 

24 
Reh. 

31 
Reh. 
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13 
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Final 
Dre.s.q 

16 
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23 
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25 

2 
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Perf 

16 

23 
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Night 
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^1- Personnel Recruiting Procedures 

One of the most difficult, and yet very important, jobs in the 

Theatre Centre is recruiting volunteer personnel. The Production 

Board plans its personnel recruiting objectives as carefully as it 

plans its Time and Money Objectives. The procedure for recruiting is 

as follows: 

A. Each production coordinator determines the specific personnel 

needs for each play in terms of the number of people needed for each 

job, when they will be needed, and when their responsibilities will be 

completed. 

B. Production Coordinators recruit people for specific jobs within 

the limited time frame. 

C. Personnel Recruiting Sources 

Three sources for personnel recruiting are readily available 

to Production Coordinators: 

1. The Talent File 

The Talent File in the Theatre Manager's office contains the 

names of all persons who have auditioned for or appeared in a pro

duction, or worked on a crew for the past several years. 

2. Audition Forms 

The persons who audition but are not cast or are cast in small 

roles are candidates for crew assignments. Care must be taken not 

to depend upon audition forms solely, however, since the late date 

of auditions may create problems if sufficient people do not complete 

forms to fill the crews. 
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3. Personal Friends and Acquaintances 

Friends of coordinators who are interested in the theatre are 

excellent sources of crew members. 
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1978-79 Lubbock Theatre Centre Membership Report 

Category 

Angel 

Renewed 
Reduced 
Cancelled 
New 

Total 

Sustaining 

Renewed 
Reduced 
Cancelled 
New 

Total 

Sponsor 

Renewed 
Reduced 
Cancelled 
New 

Total 

Patron 

Renewed 
Reduced 
Cancelled 
New 

Total 

Couple 

Renewed 
Reduced 
Cancelled 
New 

Total 

1978-79 

4 
1 
1 
0 
4 

2 
0 
0 
2 
4 

13 
0 
2 
6 
19 

53 
7 
29 
25 
85 

77 
10 
41 
69 
146 

1977-78 

6 

1 

14 

115 

148 

Gain/Loss 

-2 

+3 

+5 

-30 

_9 
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1978-79 1977-78 Gain/Loss 

Single 

Renewed 
Reduced 
Cancelled 
New 

Total 

Student 

Renewed 
Cancelled 
New 

Total 

Life 

Total Memberships 

Number of persons represented 

Number of admissions 

Number admissions per play 

Total Value Of Memberships Sold $19,774 

152 
0 
25 
6 

158 

20 
26 
23 
43 

19 

484 

746 

!,478 

870 

1,774 

3 

$15 

176 

57 

19 

536 

841 

,681 

920 

,412.50 

-18 

-9 

0 

-52 

-95 

-203 

-50 

+$4,361.50 



APPENDIX C 

Lubbock Theatre Expenses 

Fixed Expenses 

Production Expenses 

Total Expenses 

Number of Performances 

Number of Seats per Performance 

Average Ticket Price 

Average Per Seat Cost 

1976-77: 38,001. 

1977-78: 35,649. 

.91 T 

.01 4 

1976-77 

$ 24,693.39 

13,318.52* 

38,001.91 

24 

280 

4.00 

5.65 

24 = 1583.41 4 280 = 

20 = 1782.45 4 280 = 

Added Expenses of a Musical Comedy 

(Based on "Man of La Mancha") 

Royalty 

Orchestra (9 x 25.00) 

Utilities 

Gas 

Electricity 

Programs 

Tickets (280 x .024) 

Production Costs 

Miscellaneous 

TOTAL 

$180.00 

225.00 

2.50 

3.05 

Extras not needed ( 
surplus from other 

6.80 

Negligible 

10.00 

$427.35 T 280 = 

1977-78 

$ 20,250 40 

15,398.61 

35,398.01 

20 

280 

4.00 

6.36 

5.65 

6.36 

due to a 
shows 

$1.53 per s 

average expense 

*The production expenses include some variable expenses not 
specifically related to production, but not classified as fixed expenses 
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PLAY 

Seascape 

Table 3 

Texas Tech University Theatre Attendance 1976-77 

Fri Sat Sun Mon Tue Wed 

Royal Hunt 
of the Sun 

246 

278 

A Funny Thing 
Happened . . . 319 

Oedipus 177 

TOTAL YEAR 

323 

327 

373 

214 

1,020 1,237 

213 246 279 

258 295 301 

364 370 367 

148 261 135 

938 1,172 1,082 

234 

378 

175 

787 

TOTAL 

1,541 

1,594 

2,171 

1,110 

6,371 

Table 4 

Texas Tech University Theatre Attendance 1977-78 

PLAY 

Ballad of 
the Sad Cafe 

Elizabeth I 

Thur 

308 

Fri 

218 

272 

Sat 

286 

224 

Sun 

122 

151 

Mon 

134 

231 

Tue 

142 

275 

Wed 

180 

179 

TOTAL 

1,390 

1,332 

School for 
Scandal 

Panhandle 

247 

227 

351 

302 

121 

143 

139 

104 

184 

159 

132 

100 

1,176 

1,026 

TOTAL YEAR 308 964 1,163 528 608 760 591 4,924 


