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From the Dean

How the Arts Budget and Arts
Culture are Cutting our Fellows
and How the Fellows Are
Fighting Back
According to an article in the Washington Post of May
23, 2017 on “What Trump cut in his agency budgets”
by Kim Soffen and Denise Lu, the Trump budget will
cut close to $971 million of funding for four cultural
agencies with an additional $3.7 billion cut to
Education. These cuts hurt our dance companies, our
radio stations, our orchestras our K-12 teacher
training, our students, and our theatres. Here are the
cuts as proposed:
Cuts $119 million of $148 million for the
National Endowment for the Arts;
Cuts $106 million of $148 million for the
National Endowment for the Humanities;
Cuts $207 million of $230 million for the Institute
of Museum and Library Services;
Cuts $415 million of $445 million for the
Corporation for Public Broadcasting, which
supports public television and radio,
including PBS and NPR;
Cuts $3.7 billion in grants for teacher training,
after-school and summer programs, and
aid programs to first-generation and lowincome students from the Education
Department.
Moreover, beyond these budget cut proposals, our
arts world has been facing oher slings and arrows. As
Fellow Jill Dolan and a list of illustrious theatre
scholars noted in an op ed for Howlround, plays by
female and minority playwrights have been treated
less kindly by male critics. In the instance of Fellow
and Pulitzer Prize winning playwright Paula Vogel,
her play “Indecent,” received lukewarm reviews by
male critics which almost caused an early closure of
her play on Broadway. Her savvy producers, however,
kept the show open. Vogel’s play took years to make
it to the Broadway stage. Likewise, Pulitzer Prize
winning playwright Lynn Nottage’s play “Sweat”
finally hit Broadway at the same time as Vogel's play
and was also slated for early closure. The lukewarm
reviews came despite Tony nominations for both
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shows. Nottage was mentored by Vogel as a graduate
student at Brown University.
These written cuts and slights to female and minority
artists hurt just as financial cuts do. The College of
Fellows has responded to the financial cuts by
sending our Advocacy representative Fellow Gail
Humphries Mardirosian to Arts Advocacy Day to
speak to our Congress people. We are proud of this
response.
This coming year, the Fellows will sign on to the
highest level of sponsorship in the Americans for the
Arts to show our support for the arts.

Dean Karen Berman with our donors Fellow Tom Schumacher
and Charlene Gordon

Beyond our fight against budget cuts to arts and
education, we have also responded with mentorship.
It is profound that the Board has just accepted a new
award for an emerging artist that came from
philanthropist and friend of Gail's, Charlene Gordon,
which will be called the Arts Impact Award and honor
two emerging leaders in arts advocacy who will attend
Arts Advocacy Day with Gail. These students will
come from the Leadership Institute of KCACTF, an
institute which honors primarily women and
minorities.
From this same pool of emerging women and minority
leaders, the Fellows will honor an Emerging Producer
with
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the brand new award generously sponsored by Fellow
Thomas Schumacher in memory of his mentor the late
Fellow John Cauble. In this producer award, we see
the amazing possibilities that might emerge for the
future when knowledgeable women and minority
producers understand the value of women and
minority playwrights. Perhaps plays by women and
minorities will be ushered onto Broadway earlier in
the life of the play and a new understanding of these
plays and playwrights will evolve.
Perhaps we can help in some small part to create a
new era of trained artists and arts devotees who will
prevent the kind of financial cuts and written slights
that have held many of our artists back. Let's hear it
for our generous donors and advocates from among
the Fellows and to the wonderful future we hope to
create through our emerging artists awards.

Our New Fellows!

articles and reviews in top journals and reference
volumes in the field, along with entries on the Uncle
Tom's Cabin & American Culture, the Circus in
America, and the Harriet Beecher Stowe Center
websites. He continues as co-editor of The Directory
of Historic American Theatres and Theatrical
Directors: A Biographical Dictionary.
His national
service record includes terms as Editor of the journal
Theatre Symposium and President of ATDS. In 2010,
he received ATDS’s prestigious Betty Jean Jones
Award as the Outstanding Teacher of American
Theatre.
In his honor, the American Theatre and Drama Society
has renamed its prestigious book prize “The John W.
Frick Award.” With the awardee recognized at the
annual ATDS membership meeting at the Association
for Theatre in Higher Education Conference,
Professor Frick’s name will be invoked each year in
connection with the tradition of excellent American
theatre scholarship he has taught and practiced.

Fellow Kim Peter Kovac

Fellow John Frick

Citation by Suzan Zeder
(read by Robyn Baker Flatt)

Citation by Kim Marra

John
Frick,
Professor
Emeritus
in
the
Department of
Drama at the
University of
Virginia, has
had a major
impact on the
study
and
practice of American theatre as an award-winning
scholar, teacher, and leader in the profession.
Following work Off-off Broadway as a dramaturg and
stage manager, Professor Frick earned his Ph.D. in
Performance Studies from New York University’s
Tisch School of the Arts. He served as Head of the
Theatre Program at the University of Wisconsin – Fon
du Lac for three years before joining the faculty at the
University of Virginia in 1987 where he taught a wide
range of courses in theatre and performance history,
mentored generations of students, and directed plays
for 35 years.
Professor Frick’s most recent book, Uncle Tom's
Cabin on the American Stage and Screen (Palgrave
Macmillan, 2012) was selected as the Best Book of
2012 by the American Theatre and Drama Society
(ATDS). His other monographs include Theatre, Culture
and Temperance Reform in Nineteenth-Century
America (Cambridge University Press, 2003); and New
York’s First Theatrical Center: The Rialto at Union
Square (1985). He has also published numerous

In his more
than 30 years
as Producing
Director
of
Theatre
for
Young
Audiences at
the John F.
Kennedy
Center,
Kim
Peter Kovac
has been a moving force behind the development and
production of quality theatre for young and family
audiences nationally and internationally. He has
produced more than 70 plays, operas, and dance
productions at the Kennedy Center and served as
host for scores of national and international touring
companies.
As co-founder of New Visions New Voices, one of the
the premiere new play development programs in the
USA, he has overseen the development of more than
100 new plays, most of which have gone on to further
production, won significant awards, and have
changed the field of theatre for children and adults by
challenging traditional dramaturgy and exploring new
models of collaboration. Kim Peter and his wife and
professional partner, Deirdre Lavrakas’s inspired
leadership have put TYA in the USA on the global
map, literally and metaphorically.
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Kim Peter received his BA from Whitman College and
an MFA in Directing from the University of Texas at
Austin. He has taught at several universities and is a
frequent guest artist and mentor for students the
University of Texas and the University of Central
Florida. He is a prolific author of articles and editor of
anthologies and publications of plays from writers as
far flung as Latvia, Sudan, Australia and Nigeria. He
has received numerous awards including the Monte
Meacham Award from AATE and the Orlin Corey
Medallion from the Children’s Theatre Foundation of
America.
In his capacity as Vice President and then President
of TYA/USA and his service on the International
Executive Committee of ASSITEJ, the world-wide
professional organization for theatre for children and
Youth, his influence has been inestimable. He has
passionately served emerging and established
playwrights by initiating the practice of Playwright
Slams, where the exchange of images, ideas, and
ideals are deeply inspiring. His commitment to grass
roots development of new work culminated in his cofounding of Write Local. Play Global, an international
network of artists dedicated to young and family
audiences.
In a time when the position of the arts in society and
global relations with both our allies and our
adversaries are in peril, Kim Peter Kovac serves as a
cultural ambassador of the highest order. He
embodies the values of goodwill, generosity, integrity
and inclusion that we hold dear. It is with great
pleasure that we welcome him to this College of
Fellows!

Fellow Tony Mata
Citation by David Young

I am pleased to
nominate
Professor Tony
Mata
for
admission
to
the College of
Fellows of the
American
Theatre.
Professor Mata is the head of Musical Theatre at the
University of Florida and serves as an affiliate faculty
member for the Center for Latin American Studies. He
is a multi-award winning director and holds an MFA in
Musical Theatre from San Diego State University. Mr.
Mata has directed, choreographed, and performed in
over 300 plays, musicals, operas and cabarets in the
New York, Off-Broadway and regional theatre. His

regional credits include The Kennedy Center, The Old
Globe Theatre, Theatre Under the Stars, Stages
Repertory, San Diego Opera, the Houston and San
Diego Gilbert and Sullivan Companies and the Lambs
Players. In New York he has worked with the
renowned Circle Repertory Theatre, the Puerto Rican
Traveling Theatre, the Lincoln Center Summer
Festival, New Dramatists, Riverside Shakespeare,
INTAR and the Obie Award-winning Repertorio
Español. He is a proud member of Actor’s Equity
Association, the Society of Stage Directors and
Choreographers and the American Guild of Musical
Artists. Internationally, Mr. Mata has worked in the
United Kingdom, Italy, Canada, Mexico, Grand
Cayman and the Dominican Republic. He directed the
musical Baby at the Edinburgh Festival Fringe in
Scotland and also directed a new production of The
Magic Flute with the Opera Festival di Roma.
He has taught, and been a guest artist, at such
prestigious universities as Columbia University, The
University of Windsor in Canada and Cambridge
University in the UK. He has worked with such notable
names as Julie Harris, Chita Rivera, and the legendary
Stephen Sondheim while in graduate school at SDSU
and working at The Old Globe Theatre in California.
He is the Executive Producer and Director of a
documentary, Theatre of Rice and Beans, which is a
retrospective look at New York Latino Theatre and
features Miriam Colón, René Buch and Max Ferrá. The
film received its first screening in New York at Tribeca
Cinemas in Spring 2014, and most recently received a
special invitation by the Library of Congress, Mary
Pickford Theatre.
Mr. Mata has been the recipient of numerous awards
for his productions in New York. Some of his awards
include seven prestigious Latin ACE Awards,
including Best Director and Best Production. His OffBroadway production of Dinner for Two won four
HOLA Awards (Hispanic Organization of Latin Actors),
including Best Production. He was also the recipient
of the Society of Stage Directors and Choreographers
Foundation Directing Fellowship in New York. His
critically acclaimed Off-Broadway production of
Garcia Lorca’s The Evil of the Butterfly was
nominated for five Latin ACE Awards and won two,
including Best Production.
Mr. Mata has received five Meritorious Achievement
Awards for Excellence in Directing from the Kennedy
Center’s American College Theatre Festival. In 2014,
he was awarded Teacher/Scholar of the Year in the
College of the Arts at the University of Florida. His
pride and joy is the work of his former students who
are working on Broadway, national tours, regional
theatre, film and television.
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Fellow Jim O’Connor

Fellow Laurence Senelick

Citation by Tom Markus

Citation by Barry B. Witham

Many know Jim
O’Connor’s
national
and
international
accomplishments
as a theatre artist,
educator, and administrator, and I thank fellows Milly
Barranger and Kathleen Conlin for their support of his
nomination.
For many years, Jim had a sign on his office door:
AFTER 3 PM, I AM AN ARTIST. This good-humored
way of defining himself illustrates his rich sense of
humor and his ability to compartmentalize his
professional life. As an educator, Jim is proud that
twenty-four of the twenty-six students who took their
Master of Fine Arts degrees under his guidance are
working successfully today. As an administrator, Jim
was department Chair and Artistic Director at Purdue
and the University of South Carolina. Later, Jim
served for two years as President of National Theatre
Conference and for four years as President of U/RTA.
Jim holds a Master’s degree in Painting from the
University of New Mexico and he taught at the New
Mexico Institute of Technology for seven years before
turning to theatre in the late 1960s. He earned a
Masters of Fine Art in directing from Pennsylvania
State University. As a theatre artist, Jim was
nominated as Best Director for Chicago’s Joseph
Jefferson Award for his production of Athol Fugard’s
The Island. He has directed for the Utah Shakespeare
Festival plays as divergent as All’s Well That Ends
Well and Peg O’ My Heart, and for leading LORT
companies, including the Clarence Brown, the
Repertory Theatre of St. Louis, the Asolo, the Alley,
Wisdom Bridge, and the Walnut Street Theatre.
As Distinguished Visiting Professor of Theatre at the
Technological University in Shah Alam, Malaysia, Jim
directed the Malay language production of A
Midsummer Night’s Dream, embracing traditional
Malaysian theatrical forms of indigenous dance and
song.
Director, artistic director, educator, administrator:
Jim O’Connor’s contributions to American theatre are
many and admirable and on-going. I am pleased to
introduce our newest colleague in the College of
Fellows of the American Theatre, my long-time friend
Jim O’Connor.

Laurence
Senelick is a
prodigious
scholar
of
American and
Slavic theatre
studies as well
as
an
accomplished
translator, critic, director and performer. He has been
honored as a Fellow of the American Academy of Arts
and Sciences and as a Distinguished Scholar by the
American Society for Theatre Research. His books
have earned him the George Freedley Award from the
Theatre Library Association, the Barnard Hewitt
Award from the American Society for Theatre
Research and the George Jean Nathan Prize for
theatrical criticism. Recently he was presented with
the Betty Jean Jones Award for outstanding teaching
by the American Theatre and Drama Society.
Following a Ph.D. at Harvard, Laurence taught at Tufts
University for four decades where he served as
Director of Graduate Studies and Department Chair
while earning a variety of accolades. He was
appointed as Fletcher Chair in Drama and Oratory in
1988 and designated as a Distinguished Scholar by
the Tufts Administration in 1999. His directing credits
at Tufts and in the Boston area include American
premieres of Our Private Lives and The Gargoyle
Cabaret and the Boston premiere of Neal Bell’s
Monster.
He has also read manuscripts and
consulted for twenty American publishers and for
another dozen academic journals. And he has
supervised and guided to completion fifty doctoral
dissertations.
But it his work with the Russian theatre which has
earned him genuine critical esteem. Laurence is fluent
in five languages and can read several others. His
expertise in the Russian theatre has led to important
publications,
including
Soviet
Theatre:
A
Documentary History (with Sergei Ostrovsky) which
was generously funded by the National Endowment
for the Humanities, and A Historical Dictionary of
Russian Theatre. His superb translations of
Chekhov’s major plays, published by W.W. Norton,
are widely read and produced, and he has recently
finished editing his long-anticipated Stanislavski---A
Life in Letters for Routledge Press.
Laurence is an outstanding scholar and artist, and by
all measures one of our most celebrated colleagues. I
welcome him to our fellowship with pride and
enthusiasm.
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The Roger L. Stevens Address
“The Power of Mentorship”
by Tom Schumacher

Thank
you,
Billy, as John
Cauble always
called William
Ivey Long.
When I was
asked
to
share
some
thoughts with
you I should
have followed my instinct and said, “Gee, gosh,
golly...no.” And, alas, my serious lapse in thinking
has brought me to you, so you only have yourselves
to blame.
I went online—this is my first mistake. It's like your
doctor says when you're diagnosed, “Do not look
online.” I looked online to see who else had done this
address, and then I got weak in the knees. And then,
foolishly, I said to my assistant, “Print up some of the
former addresses so I get a sense of it.” Big mistake.
A lot of smart people have come before me and I
really have no business speaking to you. In particular,
I look at all of you, and you are not only trained
professionals, but you're actually the people who
would not necessarily have given me good grades.
And, of course, there's no question I'm a relative
newcomer here.
But I do have a couple of things I want to address
today, mostly inspired by my beloved John Cauble.
I, probably for many of you, represent the very
standard of gross, over-commercialized entertainment
that passes for theatre. And although I have little or
nothing to do with Disney Consumer Products or
Princess Dolls or Theme Parks or the like, I carry
some of that baggage for many of you. That being
said, the current state of affairs is really one of the
most dire situations any of us has seen, or certainly in
a very long while. The current administration's assault
on art, literacy, beauty, language, and more is nothing
short of appalling. And this is not news to any of us.
We're all living in it every day. The suggestion of
cutting funds to the NEA and the NEH is certainly
nothing new and is certainly something that we all
have seen before.

means not mine means evil. I worry about the
silencing of voices, and I worry frankly about raising a
generation in a world that is coarse and vulgar and
devoid of grace and beauty. And perhaps most of all
devoid of appreciation for the wildly talented among
us in our community, who create and shape and
perform and elevate us in the theatre, as artists have
done for two millennia.
And while I feel a great darkness in my soul about
this, the only way I can truly face it is to face it
personally. And locally. And one person at a time. And
I suppose I endeavor to enlist all of us and all who we
touch to do the same.
Person by person. One by one.
I would like to address a little bit of that today. This
year, two things will happen for me; one, I will turn 60
and two, I will pass the 30-year mark of working with
The Walt Disney Company. And these two things—
when you reach the half-point in your life and you
spend half of it in one organization, are moments to
reflect. And as you all know, milestones, if they are
tall enough, give us an extraordinary chance to look
backwards and perhaps a chance to see the next
horizon.
As a little bit of personal biography, and to the
surprise of most of my close friends in New York, I'm
actually a fourth-generation Californian.
I was born in Southern California (shockingly, two
miles from Disney Studios and on Walt Disney's
birthday...), but I was raised in the San Francisco Bay
Area. And there my desperate need for attention, my
fascination with wigs and make up and all forms of
physical transformation, my overwhelming need to be
with story tellers and my well-tuned ability to lie to
everyone to cover up my tracks made me into what
passed for an actor. And as you all know, acting is the
gateway drug to the theatre writ large; it stayed in my
bag of tricks for a number of years.
John Cauble fixed that, but more about that later.
I had never seen a professional production of theatre
until I was in the seventh grade. And then on two
back-to-back school trips into San Francisco, I saw
productions that changed my life. Two of them.
The first, surprisingly, was directed by our pal Jack
O'Brien. And it was his restaging of Elis Rabb's
production of You Can't Take It With You, which I
remember so clearly. And that was quickly followed
within a month by the extraordinary Peter Brook
staging of A Midsummer Night's Dream.
So, imagine my little seventh grade head, because I'm
seeing at ACT Bill Ball's glorious repertory company

But I worry, in a sense, more about the national
dialogue itself. The rising tide that art means elite
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do Jack's production of You Can't Take It With You
with antimacassars on the chair and escutcheons on
the door and naturalistic furniture. And then it's
juxtaposed with Peter Brook's production featuring
Sally Jacobs' white set, circus acts, people spinning
plates, actors on a trapeze. The fact that theatre could
be both what Jack portrayed, with antimacassarcovered chairs, and then this big white box, changed
my life in extraordinary ways. And much to my
surprise, I got to work with each of these men later.
My high school years, like many many of you, were
theatre, theatre and some theatre on the side, and yet
it never occurred to me, or to those close to me, that I
could pursue theatre as a profession. And I have no
idea why not.
From the time I was very small though, teachers and
institutional theatre-makers gave me a structure and a
discipline that served as my guide and my foundation.
Everywhere I turned as a child, there was a dedicated,
passionate, generous, demanding, usually funny,
warm, engaging, loving adult extending a hand to me.
Each of whom worked in the arts.
I ended up at UCLA, originally to become a drama
therapist. I thought that fit everything I wanted to do
(except that I wanted to talk more than the patients
most likely). I sort of slid into being a theatre major.
And while at UCLA, my epiphany came following a
summer of summer stock where I played many
leading roles—not well, but I did play them.
And I just didn't like doing it and I realized that I was
much more comfortable in the skin of a producer, or a
director, or a theatre-maker and supporter somehow.
Acting did not bring out my best qualities (many other
actors might want to explore that among themselves).
But it did not bring out my best qualities. And I also
realized there was no way that I was even close to
being the best on that stage. And, it hit me, oh I
should do something else.
So, I headed back to my senior year at UCLA and
scheduled an appointment with my beloved John
Cauble. He had been my professor for an introduction
to producing class. I said “I want to focus my studies
now on producing. I want to leave all of this acting
behind.”
And at that moment John switched, as probably so
many of you have, from teacher to mentor. And
whether he is in the room or not is beside the point,
because he is here on my shoulder. And that's what
matters.
And it's been a tricky year for me because John
passed and Gordon Davidson passed. My shoulders
are getting very crowded with mentors who are
constantly in my ear. It's a lucky position to be in, but
it says we have to pass that along. It's gotten me to

thinking about who mentors are, what they do, and
most importantly the importance of being one.
Ralph Waldo Emmerson said: “Our chief want in life is
somebody who will make us do what we can.”
The American Psychological Association did a
mentoring study and came up with this definition of a
mentor. Hold with me—it's dry, but it gets us
somewhere:
A mentor is an individual with expertise who
can help develop the career of a
mentee. A
mentor has two primary functions for the
mentee. The career-related function establishes
the mentor as a coach who provides advice to
enhance the mentee's professional performance
and development. The psychosocial function
establishes the mentor as a role model and
support system for the mentee. Bothfunctions
provide explicit and implicit lessons related to
professional development as well as general
work-life balance.
It's bone dry, but it does get to the point. Then I went
reading a really great woman, Kathy Kram, some of
you may know her at Boston University, who
specifically studies mentoring. She says a mentor is:
“An individual higher up in the organization who
provides developmental support including guidance,
coaching, counseling, and friendship to a protégé.”
Again a bit too dry for me, but I like the friendship
part. So then, I was reading the Harvard Business
Review. And it listed the five key components to
mentoring, and two of them really struck me: “Shout
loudly with your optimism, and keep quiet with your
cynicism.” The second one, and this is in regard to
selecting a mentee: “Focus on character rather than
competency.”
Now, clearly, John Cauble did that with me, because
my competency was nil. I know that everybody in this
room gives thanks to mentors, and for the most part,
formally or informally, you all serve as mentors today.
And this obviously came up a number of times last
night. The word “mentor” comes up all the time in our
business. I do think that we in the theatre are
particularly special, and better at this than many many
other professions. But we need to lead a mentoring
campaign. We need to extend what we do into every
other field.
As a bit of professional background: There are 23
Disney productions that I have produced around the
world playing tonight. I tell you this because when I
arrived at Disney, it was actually to produce animation
and not theater at all.
And this was particularly odd because I had no
experience in film of any kind. I was the first person

The Fellows Gazette 6

Mentorship continued on page 7

Mentorship continued from page 6

brought in from outside the culture of Disney, with the
title of producer for an animated film. I didn't go to
films in those days. We didn't have home video, and I
spent my nights in the theater. I was working in the
theater. But, so few people wanted to work at Disney
Animation, they could only find people from the
theater who were willing to take a pay cut and go work
there. Now what's crazy about this is that I ended up
either producing or overseeing the creation and
production of 20 of the big animated movies that your
students grew up with. Well how? How did I go from
not knowing anything to being able to do this? I went
seeking a mentor. Somewhat unwittingly, but I did.
And that would seem to you easy given the legacy at
Disney. But, in fact, a great crisis at Disney was that
the legendary Nine Old Men, those animators who
followed Walt Disney, were completely uninterested in
mentoring and much of the animation craft had
completely fallen apart. So much so, that they had to
reach to our community, the theatre community, to
revive it.
There was such a big gap in the history of animation
th
in the 20 Century, and it's because they didn't raise a
generation to follow them. They didn't think anyone
was interested, and they drove the business into the
ground while protecting their own accomplishments
rather than raising a generation to challenge their
record.
And there were only a handful of guys between the
eighty-somethings and the thirty-somethings who
went on to helm films in those days like Who Framed
Roger Rabbit and The Little Mermaid and Beauty and
the Beast and on and on.
So, as I said, I went seeking mentor. And I found two.
The first was a guy named Glen Keane. Glen is the
son of Bill Keane of Family Circus. He went to Cal
Arts to be a painter and they miss-matriculated him
into the animation program. Glen went there to be a
painter, and he became probably the greatest
animator of his generation. He took me under his
wing.
On Fridays, we would review portfolios of artists who
wanted to join the burgeoning studio. I had studied
Renaissance Art and theatre design studies, so I had
the basics, but it was Glen who said, “Sit by me and
we'll flip through portfolios together.” And over a year
or two, I learned about line and form, things not just
about animation, but about color and value, and art in
general. I learned it by sitting with him at these
various portfolios. He taught me what to look for.
And then he invited me to sit with him while he would
draw. And keep in mind an animator is drawing 24
drawings per second of animation. It's a tedious, long
process. But sitting with him, I got to understand both

his process and the population of artists that I was
intended to be leading. He gave me the experience to
see how it was done. I couldn't do it myself, but he
taught me how to do it.
And he would narrate this process for me so that it
lived inside of me. He wasn't an elder. He was a peer.
We were precisely the same age.
With my first film under my belt, I actually went out
and hired my second mentor.
His name was Joe Grant. Joe actually worked on
Snow White. He was the head storyman on Fantasia.
He created Dumbo. Lady, of Lady and the Tramp, was
his dog. He was referred to by Time magazine as the
next Walt Disney while Walt Disney was out of the
country making a film. He was promptly thrown out of
Disney Studios. Thrown out, as he would have said,
on his keister in the 1940s and didn't return. Walt, just
as he had trained the Nine Old Men, was great at many
things. But nurturing talent to replace himself was not
one of them. And Joe became my animation
whisperer. Not a film got made during our era without
Joe's imprint on it, and he came back to us when he
was over 80 years old and stayed until he was 93 and
passed at his home desk.
He would stroll into my office, without an appointment
and without regard to who was in there, and throw a
drawing on my desk. He wanted me to benefit from
what he had learned in his time, and he regretted that
the culture that gave rise to this revival of Disney
Animation that didn't do anything to prepare us, and
he made it his mission to do so. He hated talking
about yesterday, but he was happy to use his
extensive yesterdays to get us into tomorrow. And
without resentment or fear that we might do
something better or more lasting or with a deeper
reach. He gave us this gift.
That is a mentor.
I had two of them at animation, in fact. A peer and a
legend. I couldn't have done any of it without them.
They weren't a bonus, they were essential.
But it was not a culture of mentorship. And we (with
my colleague Peter Schneider, who really built this
animation company up) had to formalize mentorship.
We had to teach mentoring. We had to begin a
mentoring program so that we could play catch-up
and get our work done.
And eventually it worked. But it wasn't a given.
Now, is it in our nature to do this? In the theatre,
obviously. You know that this is part of us. But is the
pool of mentees that we all touch large enough and
diverse enough? That troubles me.
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What is it about this nature to lean towards a strong
tradition of mentorship in the theatre?
And how, for most of us born before 1960, is this
landscape of mentorship shifting even in our
business? We were all raised in a school of
apprenticeship, and now we work with young people
who are in the program of “immediate progress”. Is it
different for artists and art-makers in our time? And
how has this dynamic changed? And how might we,
and by extension those we know, change it?
One of the brightest members of the Disney Theatrical
team in New York said to me when I told her that I was
coming here to make a few remarks about
mentorship, she said, “Well you know it all comes
down to Vygotsky's Zone of Proximal Development.”
“What???” I replied.
“Through others we become ourselves.”
Now I had no idea that Vygotsky was my guide, but
through others, I have become myself. And I'm sure
many of you have shared this experience. As a boy, I
didn't know what a mentor was nor would I have ever
asked for one. But they appeared, they came to me.
And in some cases, I, by their own definition,
surpassed their achievements. But nothing for me
would have happened without them. And for me there
have been some remarkable unlikely consequences of
this mentorship. And I'd like to share some of these
examples of theatrical mentorship with you and then
talk a little bit about my own commitment to it.
The aforementioned Kathy Kram of Boston University
says there are four phases of mentorship:
Initiation
Cultivation
Separation
Re-definition
My first proper mentor was actually an actor turned
director who by virtue of his job working for the city
that I grew up in outside San Francisco, had to, like
many of you, produce his own work. He needed help; I
wanted to learn. He leaned on me and I delivered for
him. And I was in high school.
He literally taught me every single thing he knew. And
I use what he taught me every day. Still. He was my
prime. He was my start.
And we went through all of the stages of mentorship
that I just described. But in fairness, in this
relationship, I just became a mini-him. Or was a minihim, and he saw that in himself. He selected me, he
picked me, because I was like him. That may be a
failure in the mentorship structure, to see yourself in
someone and then pull along. Because from that, we
will not expand. We will not reach another group.

And then there was John Cauble. And I think that was
my most formal mentorship relationship that I've had.
John was, obviously, a teacher (you all, or most of
you, knew him). He had a fantastic passion for raising
generations of theatre-makers. He was so committed.
His whole life was spent to raise a generation. He
loved students, which makes me think about that
“shout loudly with your optimism and keep quiet with
your cynicism” approach to mentorship. He was the
most encouraging person I had ever met by the time I
threw myself at him at age 21. And he fit two of the
most essential aspects of mentorship.
He was an individual with expertise who could
develop a mentee. Now, that's the easy part for all of
us. But he was also a sponsor, using social capital on
someone else's behalf. John got UCLA to hire me,
immediately after I graduated, to be a carpenter of all
things. And then, to simultaneously run sound for the
University's Resident Theatre Company. It was an
Equity Guest Artist summer program that John had
started on the UCLA campus. It was my first genuinely
professional gig and it started the day after
Commencement.
I knew nothing (nothing!) about running sound. But he
wanted me to get a credit working on something real.
And he knew that my big goal was to get a job as a
production assistant at The Mark Taper Forum.
Somehow, I knew that if I worked for Gordon
Davidson, I'd be able to someday run my own theatre
company. I do not know why. I don't even know, preinternet, why I even knew so much about Gordon
Davidson. But I knew that if I threw myself, somehow,
into the Taper, that I could get somewhere.
After spending that summer after graduation with a
tool belt on by day and my finger on the tape player at
night, the season ended, and we had to strike the set
and clear the theatre before the incoming students
were coming in the Fall. And that night of the strike,
going into the wee hours as you all do all the time, I
was carrying a giant piece of lumber through a
hallway past a payphone. It was near midnight, and
the payphone began to ring. And I answered the
payphone and it was a former graduate of UCLA who
knew that we were striking the set and that there
would be a lot of unemployed people. He said he was
working at the Mark Taper Forum and needed a driver
for Joseph Chaikin who was coming to LA for two
weeks to do Tongues and Savage/Love at the Taper
Lab, and would I like to do it.
I had a beat-up Volkswagen with no seat belts, I was
certainly qualified. So, I took the job on the spot. I
started as Joe's driver (Joe Chaikin, for those of you
who knew him, he was extraordinary). I had been
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raised at UCLA in the 70s so I knew more about Jerry
Herman than Joe Chaikin, so he had a lot of teaching
to do over our two weeks together. And it became a
very intimate relationship between the two of us.
At the end of it, Joe turned to Gordon and said, “You
should give this kid a job.” And the next day, I was the
PA on the Mainstage at the Mark Taper Forum.
That was John Cauble. Literally putting me in the path
of the telephone that was going to ring. And that was
the unlikely consequence of his mentorship in my life.
I ended up being associated with the Mark Taper
Forum for five years. And, in fact, I have never gotten
a job in the theatre or the arts at all that wasn't
connected either to that phone call or John's
continued intervention. I should never have even
printed a CV or a resume, because I've never gotten a
job with one. It has always been a connect the dots to
John and the Taper back to John. While I was
ensconced at the Taper as a production assistant,
then assistant stage manager, then program
coordinator etc. etc., there was a period where the
work was mostly on the weekends, and John called
and asked what I knew about The Ballet.
And I said, “Nothing.”
He said, “Good. I want you to meet another former
student who is the general manager of The Los
Angeles Ballet. He needs a hand and you need to
learn how to run a small non-profit.” John, again.
“You'll clean toilets, you'll handle payroll, and you'll
manage the school and anything else they need.”
There was no job interview. I just turned up to work as
the assistant manager of the Los Angeles Ballet.
And I learned and I learned and I learned. And John
knew that he was sending me there, as sponsor, he
was putting me literally in harm's way. And I needed
to figure out how to prevent that from happening with
a company that was going bankrupt. And, you see,
there could be no better experience. Also, the unlikely
consequence of his mentorship is that I met my
husband who was a ballet dancer and we just
th
celebrated our 35 anniversary. I give John credit for
that too.Now, when the Ballet no longer could pay me,
I was ready to go back to The Taper in a bigger role.
And in so doing got assigned by the Taper to be on
staff for the Olympic Arts Festival of the 1984
Olympics.
And there I met my next great mentor. The insane
former president of Cal Arts, former dean of the
School of the Arts at Columbia, Robert J. Fitzpatrick.
If some of you know him, you realize I've underplayed
the insanity part.

ever worked for. And after working on the '84
Olympics, I became his associate director for the
ongoing Los Angeles Festival of the Arts. Because he
assumed everything was possible, I assumed
everything was possible. He believed in it, so I
believed in it. And in my mid-twenties, I was suddenly
driving Peter Brook all over Los Angeles looking for a
venue in which we could put The Mahabharata. I even
spent a night camped out with ranger approval in
Griffith Park (you never want to do this), because
Peter said, “At four in the morning, what happens in
the park?” And I had to report to him, “Actually at four
in the morning, a squadron of police helicopters fly
right over the big quarry in the park that would match
the quarry in Avignon where we had all seen the first
production of The Mahabharata.” And then we then
found an indoor venue for it. If you've met Peter, no
one has ever said no to Peter Brook.
And through this festival I was able to go to Quebec
City to see a scrappy little group of performers that
you now know as Cirque du Soleil. We did a deal in
the course of a weekend and I put them in a parking
lot in Little Tokyo in downtown Los Angeles. I also got
th
to meet and work with John Cage and create his 75
birthday celebration, which was a week-long series of
concerts. In my twenties. Because Bob Fitzpatrick
thought I could.
His technique of mentorship was to throw me into the
deep end and not listen for sounds of drowning. And
it couldn't have been more perfect.
These extraordinary forces in my life, my first mentor
as a high school student, our beloved John Cauble,
Gordon Davidson who taught me mostly by example
and by love, and Bob Fitzpatrick who mentored with
seeming almost cruelty— these were the perfect
combination and made everything possible for me.
And without them I am nothing. So what do I do now?
As William said at the top, I teach at Columbia. The
reason I teach at Columbia is because I want to meet
students in the hopes of finding some bright light. I
feel a little bit like Willy Wonka looking for Charlie
Bucket. One of these kids is going to be the one.
And as all of you in academia know, these bright
lights are very very rare. And you have spent your
lives looking for them, and when you do find them,
nothing is really more thrilling.
I've picked a few and I have them scattered around
different projects on Broadway. And I'm so proud of
them.
I spent seven years as an official mentor with Wendy
Wasserstein's Open Doors program. You may not
know what this is. William's dear friend Wendy

Bob was simply the most demanding person I had
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created a program before she passed whereby
prominent people on Broadway are assigned eight
kids, each of us mentors, there are seventeen of us,
we're assigned eight kids. And my kids are always
economically disadvantaged kids of color who have
never met anyone like me or frankly like most of you.
And we go to the theatre eight times a year together.
We see a show, we have a dialogue about it over
really bad pizza. And then they write an essay, and
then I read the essays and then I comment to them
about it. And over the course of the year, we form a
relationship. I learn from them, they learn from me. I
choose to spend my final night taking them all to
dinner at a restaurant in a private room. We learn what
napkins do, which fork is which, which glass is which,
which plate is which, and we learn how to order off a
menu. I do this because these kids have never been
given the cultural capital to even enter your world.
And you know this.
Who is reaching out to them? This program is a huge
piece of my life. A recent study that my
aforementioned Vygotsky colleague handed me
makes it abundantly clear that it is “better to be rich
and mediocre than poor and bright” when it comes to
career advancement.
I'm going to argue that mentorship is the only way to
reach them. And that we need to somehow shift this
dynamic.
Through this program, there are a number of kids who
use me as a touchstone. And like you, I get the emails,
usually when they've gone off to college before their
first final—they just want someone who isn't their
mom or dad to tell them that they can do it. And
particularly with my Open Doors kids, I don't think I've
had one whose parents went to college. And I have
one kid who lived in a one- room apartment in the
Bronx with his mom and his sister. His dad had
children by three different women in New York (he has
siblings spread all over) before he was deported. And
this kid is sharp as a tack. But if he didn't have
someone to literally take him out to eat and spend
time with him and help him go to France for the
summer, he would not have the cultural capital to be
at Waterbury in Vermont where he is right now
(feeling very alone on a very white campus). But the
mentorship goes so far beyond academic; it's really
about confidence and about how someone's going to
be there as a backstop. And I know, like all of you
know, that you have to wait for them. They don't want
you to crawl all over them. You just have to be their
stalwart. It might be two months, it might be six
months, before that reach comes.
I know you all know Shakespeare's second sonnet.
This line haunts me:
This were to be new made when thou art old.

And see thy blood warm when thou feel'st it
cold.
And that is what we get to do as the unlikely
consequence of mentorship.
As I mentioned, I met my husband Matthew when
John got me the job at The Los Angeles Ballet.
So about ten years later, I'm about to start my second
picture at Disney and Matt says, “What's it about?”
And I said, “Well, it's this thing with lions.” And he
said, “Well, what do they do?” And I said, “it's only a
four-page treatment, so right now they don't do
much.” And Matthew said, “Well, the lions better
sing.” And I said, “Matt, this isn't a fairy tale. They
don't sing.” And he said, “The characters sing in the
Disney hits, and if you want it to be a hit those lions
have to sing.”
So, I go back to the studio, I tell Jeffrey Katzenberg
who was running the studio at the time. And he says,
“Well, if you want to try it, here's enough rope to hang
yourself.” So I went and I hired Tim Rice as a lyricist
and we went on a hunt to find a songwriter. Needless
to say, we eventually did find someone who had had
some success before that.
And the film became a hit. Matt was right. They did
need to sing. Then a few years later I called my pal
Julie Taymor and said, “What about adapting The Lion
King for the stage?” We added more music, they sang
more and 90 million people have seen The Lion King
around the world. And I think John Cauble should
probably get a bit of credit for that too.
These are the unlikely consequences of mentorship
and sponsorship.
So, what am I thinking today?
I'm thinking we need to shepherd the fiercest
generation in contemporary history. We need to use
all of our creative muscle and social capital to leave
behind us theatre-makers who can continue to
transform narrative, break ground, shape a dialogue
and eclipse anything that we have done. And we need
to advocate that our friends in every field do this.
We need to reach out to corners where people think
they're ignored and bring them in. Whether it's into
our theater, or whether it's into our neighbor's
business. But if we do not all take part one by one,
and all of our friends, in teaching the mentorship that
we have all been raised in, I fear the worst.
Boy Scouting (yes, I was a Boy Scout) taught me to
leave a campsite cleaner than I found it. And now I
want to leave our world smarter than I found it with
mentees from all of us.
Thank you.
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In Memoriam

Al Muller

Ed Sherin

(1932 - 2017)

(1930 - 2017)
Born
in
Harrisburg,
Pennsylvania,
on
January
15,1930, Ed Sherin’s reputation
as
a
superb
director
was established with the now
historic
and
award-winning
production of Howard Sackler’s
The Great White Hope at Washington’s Arena Stage in
1968,
and
preceded
by his
education
at
Brown University (he graduated in 1951), where he
was active as a actor. After graduation and a stint in
the Navy, he worked as a stage actor in the 1950s and
in television, climaxing with the Broadway transferral
of Sackler’s play, which also starred his wife to be,
Jane Alexander.
A handful of Broadway productions followed in the
1960s and 1970s, as well as a reputation as a director
while serving as associate producing director at the
Arena Stage (1964-8).
His successful Broadway stagings included 6 Rms
Riv Vu (1973) and Tennessee Williams’s The
Eccentricities of a Nightingale (1976), as well as a long
professional and personal relationship with Alexander
(married in 1975). Sherin directed her in The First
Monday in October on Broadway (1978); Hedda Gabler
at Connecticut’s Hartman Theatre (1981), where he
served as artistic director, 1980-5); and in the
Broadway revival of The Visit (1992), among others.
As of 2006 he had directed 13 Broadway productions
and had over 75 Off-Broadway and regional
production credits.
His long association with the work of Tennessee
Williams was enhanced in 1974 with a London revival
of A Streetcar Named Desire at the Piccadilly Theatre
with Claire Bloom, Martin Shaw, Joss Ackland, and
Morag Hood. Ultimately, however, Sherin will be
remembered as the executive producer of 151
episodes of the popular NBC drama Law & Order
(between 1993 and 2000), and director of 36 original
episodes. He only directed two theatrical films: Valdez
Is Coming and My Old Man’s Place (both films
released in 1971). He and Alexander joined the theatre
faculty at Florida State University in 2004; Sherin was
invested as a Fellow in 2003, Alexander in 2015. Both
had residency in Canada (and became Canadian
citizens, maintaining a home in Lockeport, Nova
Scotia since 1998). Ed passed away on May 4,
2017, aged 87.

My thoughts of Al Muller go
way back to the early days of
the American College Theatre
Festival. We
were
both
Regional
Chairs
and
somewhat new to the Festival experience. Al and I
became immediate friends, and throughout the years,
serving as regional chairs, Al was the one I always
went to for advice and council. What i remember most
was his amazing calmness and compassion. When
things would become a little tense at our yearly
meetings, Al always put a calm face to the problem
and usually get us to see beyond the immediate crisis.
It was no surprise that Al enentually became National
Chair of ACTF.
I will always remember the smile on his face. The
warmth and openness of his demeanor would
immediately dissolve any tension in the room, I truly
believe that consensus came easier when Al Muller
was in charge.
We never spoke of the wonderful friendship we had
but it was always there. We met only one or two times
a year, but I always looked forward to spending time
with him. I think he made everyone he met feel that
way. It has been said that "a true friend puts a dent on
your heart that remains forever."
In reading the many tributes to him, I am struck with
the the many lives he influenced over the more that 4
decades he served as a Teacher, Director, Mentor, and
Colleague. To Camilla and family, I simply want to say
that Al always talked about you as “his rock” and
spoke of the joy you constantly brought to his life.
Thanks Al, for sharing your talents and indeed, your
life, with so many of us.
Fellow Jack Wright
In Memoriam

Fellow Don B. Wilmeth

Mark Reese Sumner
(1923 – 2017)
How many of us can claim to have
been
the
sole
leader
and
undisputed authority of a national
theatre movement? I know Fellow
Mark Sumner never claimed that
(nor would he ever), but I claim it
for him.
Sumner continued on page 6
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Mark was, for 25 years, the director of the Institute of
Outdoor Drama (IOD) at the University of North
Carolina in Chapel Hill. As such, he oversaw the
expansion and nourishment of the American Outdoor
Historical Drama Movement, a body of theatre
companies that occupy a unique niche in our canon of
theatre. Simply put, these theatres produce plays in
amphitheatres that dramatize significant events in our
history, and they are produced on the sites where the
events actually occurred.
Best estimates are that Mark was instrumental in
helping establish some 30 outdoor dramas in 20
states, and sustained many more that span the
country from Ramona in Hemet, CA (established in
1927), to The Lost Colony in Manteo, NC (opened in
1937) . . . both of which are still running.
But as you may know, Mark was a man of many
accomplishments in his 93 years. He had undergrad
and grad degrees in theatre; he received numerous
awards and honors (too many to list here); and he
served as a combat infantry soldier in the U.S. Army
during WWII, most notably in the famed Battle of the
Bulge where his courageous actions earned him two
Bronze Stars and from France, the Legion of Honor.
Mark was a playwright, a director, a producer and a
distinguished professor. His career included service
in professional stock, university and community
theatre, and saw him in leadership roles for ACTF,
SETC and the National Theatre Conference among
many others. He was also a proud member of Equity,
the Dramatist Guild and SSDC.
On his retirement from the IOD in 1990, the agency
honored him by establishing the Mark R. Sumner
Award, the only national recognition for distinguished
achievement in the American outdoor drama field.
Mark Sumner was a man of gentle spirit, high
standards, and of great decency. He helped us unify
and hold together our outdoor theatres during years
of enormous change. Mark Sumner was the marrow
in the bones of the American Outdoor Historical
Drama Movement, and we Fellows proudly called him
valued colleague and mentor.
Hail brother and farewell.
Fellow Scott Parker
Board
Members
Hard at
Work on
Saturday
Afternoon

The College of Fellows Jane
Alexander Award was presented by
Fellow William Ivey Long at the
Kennedy Center
The College of Fellows of the American Theatre has
awarded the Jane Alexander Award to Jeffrey Young
of Western Illinois University based on his essay and
acting in the Irene Ryans of the Kennedy Center
American College Theatre Festival. The award was
presented on April 21, 2017 at the John F. Kennedy
Center for the Performing Arts in Washington, D.C.

Fellow William Ivey Long with winner
Jeffrey Young.

The
award
was
presented by Fellow
and six time Best
Costume
Design
Tony Award winner
William Ivey Long.
The award is named
after Fellow Jane
Alexander, Tony and
Emmy
award
winning actress and
former Chair of the
National endowment
for the Arts.

The Jane Alexander Award celebrates the next
generation of theatre artists with a check for $2,500
granted to foster the awardee's career.
The College of Fellows of the American Theatre is an
honorary society of academics and professionals in
theatre who have made lifetime contributions to the
field.

News of the Fellows
Shirley Trusty Corey: Mayor Mitch Landrieu honored a
group of nineteen citizens in a medal ceremony as
New Orleans Legends including Quint Davis,
producer/director of the NO Jazz & Heritage Festival,
Mac “Dr. John” Rebennack, and Grammy award
winner Irma Thomas. The official honor read: “Shirley
Trusty Corey’s 46 year career includes impacts on
education and the arts through innovative programs
as a teacher and an arts administrator. Her vision and
passion are matched only by her ability and
accomplishments such as founding the renowned
New Orleans Center for Creative Arts.”
Harry Elam: Harry has been appointed at Stanford
University to two key leadership roles in the Office of
the President and Provost. He will now oversee the
non-departmental arts programs as well as direct and
coordinate critical efforts in education. In this newly
created position, he will report to the president and
will be responsible for overseeing the strategic future
of the arts programs, including the performing and
visual arts at Stanford.
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THE COLLEGE OF FELLOWS OF THE AMERICAN THEATRE
General Business Meeting
South Atrium Foyer, Kennedy Center, Washington, DC
Sunday, April 23, 2017, Columbia Room
9:00 am - 9:50 am

Dean Karen Berman presiding
Attendance Roll was circulated.


Dean Berman called the meeting to order at 9:07.



Greetings and regrets from Jane Alexander, Benedetti,



In Memoriam: A moment of silence was observed in honor of Edward Albee, John Cauble, Tony Distler,
Zelda Fichandler, James Houghton, Alfred Muller, and Thomas Pawley III,



Recognition of Service to the College
 John Cauble and the Investment Committee
 Katie Robinson and John David Lutz as they step off the Board
 The entire Board of Directors
 Robert Schanke, Immediate Past Dean for ongoing service
 Bonnie Nelson Schwartz for her work as liaison with Cosmos Club and Jane Alexander Award
 Paul Accettura and Felicia Londre for Photography
 David Leong for leading conversations with new Fellows
 David Young and Judith Williams as judges for the Jane Alexander Award
 Gresdna Doty for the plinth given to Robert Schanke on completion of his term as Dean
 KC VP for Education, Mario Rossero
 KCACTF Artistic Director, Gregg Henry; Festival Coordination, Khileen Herry; Intern, Brandi
Lavigne



Scott Parker moved to approve minutes from the 2016 Business Meeting. Don Drapeau seconded. The
motion passed, and minutes were approved by acclimation.



Reports to the Membership
 Following a report by Dean Berman on behalf of Katie Robinson, Jack Felix moved to accept the
Treasurer’s Report. William Ivey Long seconded. The motion was approved by acclimation.
 Development Director: Jeff Koep
 Member giving
 Corporate contributions
 Legacies & Bequests
 Corporate Secretary, Archivist, Investment Committee Chair, and Webmaster
 Jane Alexander Award, William Ivey Long, who had spoken at KCACTF awards night, briefly
related his experience there.
 Advocacy and Profile Committee, Gail Humphries Mardirosian
 The College’s participation in Arts Advocacy Day
 Fellows Gazette, Robert Schanke
 Former budget was $1,500-$1,800
 Currently, Online Gazette and Website Manager $190
 Please update addresses, phone numbers, etc. (contact info)
 Acknowledgment of Felicia Londre as copy editor
 Survey Report, Karen Berman
 Review of findings and anticipated responses
 46% returned the survey.
 81% approval of basic operations, schedule, and calendar
 Photos will be posted online to allow those not in attendance to appreciate the
fellowship
 90% of respondents approved advocacy
Minutes continued on page 8
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Old Business
 Dan Carter was elected Dean Elect.
 Gail Hunphries Mardirosian was elected to another term on the Board of Directors
 Kim Marra was elected to the Board of Directors
 Cheryl Black was elected to the Board of Directors



Announcements
th
 4/13-15, 2018 in conjunction with the 50 anniversary of the John F. Kennedy Center for the
Performing Arts
 Open positions
 Treasurer
 Archivist
 Investment Committee
 Videographer for Interviews
 Website Manager



Scott Parker moved to adjourn. Don Drapeau seconded. The motion passed by acclimation, and the
meeting was adjourned at 9:50.
Respectfully submitted by Dan Carter, Secretary

College of Fellows of the American Theatre
TREASURER’S REPORT for Fiscal year July 1, 2016 – June 30, 2017
The College of Fellows of the American theatre maintains two accounts:


The Investment Account where we keep money not being used for operational expenses.



The Business Checking Account where we keep money needed for each year’s operations.

We began our 2016-2017 fiscal year with $99,360.58 distributed as shown in the table below.
Bank Balance as of July 1, 2016 – Start of Fiscal Year
Allocation of Funds

Investment
Account

Life Time Benefactor Endowment
General Endowment
Fund for future video camera purchase
Honor a Fellow Campaign 2015
Funds for General Operations
College of Fellows of the American Theatre Award
in Honor of Jane Alexander ($2,5000.00 annually)
As of 7/1/2016 Total $99,360.58

$33,400.00
$15,560.00
0.00
$18,033.00
$2,068.58
$21,000.00

Business
Checking
Account
0.00
0.00
$855.00
0.00
$5,944.00
$2,500.00

$90,061.58

$9,299.00

We took in $26,393.00 this year as follows:
$10,125.00 in 63 voluntary contributions (other than life time benefactor contribution) and $1,900.00 of those
donations were designated for the General Endowment.
$1,000.00 in one life time benefactor contribution
Treasurer’s Report continued on page 9
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$675.00 in four non-Fellow contributions in memory of Fellow John Cauble
$2,700.00 in registrations for Cosmos Club Gala reception
$3,780.00 in registrations for Investiture Ceremony & Luncheon at the Kennedy Center
$8,113.00 in one time refund for overpayment/overcharge for 2014 Kennedy Center Luncheon
We spent ($16,969.19) this year as follows:
($2,500.00) was to Jeffrey Young of Western Illinois University winner of the College of Fellows Award in honor
of Jane Alexander (funded by earlier year contribution)
($674.97) was for 50 copies of the 50th Anniversary book.
($322.15) for web site maintenance
($900.00) deposit for 2018 Gala reception at the Cosmos Club
($1,356.09) expenses for mailing the Gazette, American for the Arts Day, plinth, etc.
($3,196.05) total payment for Cosmos Club Gala reception.
($8,019.93) total payment for Kennedy Center Investiture Ceremony and Luncheon.
The Dean of the College made a $2,000.00 donation designated to keep the cost of the Gala and Investiture
Luncheon down while keeping the deficit from these events at a similar level to prior years. Without
considering the $2,000.00 donation the deficit for the 2017 Cosmos Club Gala reception was $1,396.05
($3,196.05 in total payments for Cosmos Club Gala reception and $900 deposit minus $2,700.00 in
registrations for Cosmos Club Gala reception). The deficit for the 2017 Investiture Luncheon was $4,239.93
($8,019.93 in total payments for the Investiture Luncheon minus $3,780.00 in registrations for the
Investiture Luncheon). When subtracting the $2,000.00 donation the total 2017 deficit for the two events
was $3,635.98 versus a total 2016 deficit for the two events of $4,419.43.
We ended the year with $111,212.26, a net increase of $11,851.68.
Bank Balance as of June 30, 2017 – End of Fiscal Year
Allocation of Funds

Investment
Account

Life Time Benefactor Endowment ($1,000.00 increase)
General Endowment ($1,900.00 added this year from
voluntary contributions designated for endowment)
Fund for future video camera purchase
Honor a Fellow Campaign 2015
Funds for General Operations

$33,400.00
$15,560.00

Business
Checking
Account
$1,000.00
$1,900.00

0.00
$18,033.00
$5,041.49

$855.00
0.00
$14,422.77

$2,972.91 is the amount of interest income in our
Investment Account reported in June 2017 (and is
combined with $2,068.58 in interest income from April
2016 to equal $5,041.49). This amount will fluctuate
up or down with the market.
The Fellows Gazette 15

The Funds for General Operations remaining in the
Business Checking Account are a combination of the
one time refund and the leftover of the 2017
voluntary contributions after expenditures.
College of Fellows of the American Theatre Award in
Honor of Jane Alexander ($2,500.00 annually)
As of June 30, 2017 Total $111,212.26

$21,000.00

0.00

$93,034.49

$18,177.77

Sincerely,
Karen Berman, Dean and Acting Treasurer

Fellows Photo Gallery
All illustrations in this issue courtesy of Felicia Londré and Paul Accettura.

The Fellows Gazette 16

