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Why We Are Fellows:
Why We Should Support the
Fellows
by Jerry L. Crawford, Dean Emeritus
In 1887, within Aurora Leigh, Robert Browning wrote
of ". . . the simple dues of fellowship and social
comfort. . . ." Browning could not have imagined the
complex economic needs facing our fellowship—
American Theatre Fellows,
2009. Every
April,
our
Fellows
faithfully
pay
meeting costs to achieve
our
artistic/educational
fellowship
and
social
comfort midst cherry tree
blossoms in our nation's
capital. Our careers well
established and lives moved
well forward, why do we so
congregate? In Endymion,
1818, John Keats provided
insight for such gathering:
"Wherein lies happiness? In
that which becks our ready minds to fellowship divine,
a fellowship with essence. . . ." In 1871, within
Democratic Vistas, Walt Whitman added, "It is native
personality, and that alone, that endows a man." There
we have it. We pay, we travel, we contribute, we endow
to simply be together for the comfort of sharing
experiences, laughter, food, drink, and, indeed,
ideas. In fact, Mr. Browning notwithstanding, our
comfort is far beyond the social—it is, rather, our
essence that we share, our native personalities—who
we are and the lives we have lived. We also meet to
honor those of us recently lost to death's mystery. We
remember together, while still looking forward. Thus,
Fellows, I urge you to go beyond dues and costs—
CONTRIBUTE! BE A LIFETIME BENEFACTOR! AN
ENDOWMENT FELLOW! (See Funding Categories on
page 2) Our College of Theatre Fellows needs our
financial help more than ever as this recessive decade
ends. Our lives are immeasurably enriched by our
Fellowship. Please dig deep to help. As Sir Thomas
Malory wrote of the Knights in 1470, Le Morte d'
Arthur: "Such a Fellowship . . . " of good people ". . .
shall never be together in no company." 

Summer 2009

Bonnie Nelson Schwartz
Wins Award!
Since 1986, The Washington Post has honored the
inspired efforts of theatres, directors, local
governments, service organizations, and several
remarkable individuals—all with an imaginative spirit
and deep desire to foster Washington theatre.
This
year,
The
Washington
Post
Award
for
Innovative
Leadership in the
Washington Theatre
Community
was
presented to Helen
Hayes
Awards
Founder,
Bonnie
Nelson
Schwartz.
An
accomplished
and award-winning
producer of theatre,
film, and television,
with more than 100
plays, films, television programs, and concerts to her
credit (Ian McKellen: Acting Shakespeare; Pack of Lies
with Rosemary Harris and Patrick McGoohan; Jerome
Kern Goes to Hollywood; Rodgers and Hammerstein's
State Fair; Dylan Thomas: Return Journey, among
many others), Bonnie Nelson Schwartz is also a
determined and tireless champion for Washington
theatre.
After a 1983 visit to Chicago during which she saw the
positive effects of that city's Jefferson Awards on the
theatre community, she knew it was time for
Washington to recognize its own. Her producing
partner, Arthur Cantor, asked, "Do you have anything
like the Tonys in Washington?" "No," she replied.
"Well start something!" Arthur encouraged. "But what
would you call it?" The name and inspiration were
clear: Bonnie's brainchild would be a living legacy to
the standards of excellence embodied by the first lady
of the American theatre and native Washingtonian—
Helen Hayes.
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With an impressive array of theatre artists,
producers, and managers forming the first board of
directors, the organization began to provide critical
services not offered by any other entity—building
audiences for Washington professional theatre.
In time, the Awards would bring significant regional,
national, and even international attention to the
remarkable work on Washington's stages; it would
generate a sense of kinship to its hometown artists;
and it would serve as a model to other theatre
awards programs. "I like to believe that the Helen
Hayes Awards helped shine a light on the wealth of
talent and creativity that makes this city's theatre so
exciting," Bonnie says. "When I go to the theatre in
New York or Chicago, L.A., or even London, I feel a
warm glow when I see The Helen Hayes Awards in
the bios of the actors, directors, designers, and
writers. Their pride is a gift, an acknowledgement
that we are making a difference." 

Endowment Fund Categories
Lifetime Benefactor
One-time gift of $500 or more. Lifetime Benefactors
to be listed once a year in perpetuity in The Fellows
Gazette.

Endowment Fellows
Gifts of $500 or more by existing Lifetime
Benefactors, by those persons wishing to honor
living or deceased Fellows, and by organizations.
Endowment Fellows to be listed in The Fellows
Gazette in the year the gift is received.

Contributing Fellows
Gifts of $499 or less. Contributing Fellows to be
listed in The Fellows Gazette in the year the gift is
received.

*******
Gifts to the endowment fund of the College of
Fellows should be sent to
Ruth Heinig, Treasurer, 1805 Chevy Chase,
Kalamazoo, MI 49008- 2221

The Challenges and
Responsibilities of Being
First, or What’s a Nice Guy
Like You Doing in a Place
Like This?:
The Roger Stevens Address
by Jorge Huerta
Let me begin by thanking the Board for this
tremendous honor. I am humbled by this opportunity
to share my thoughts with you this morning, because,
as you all know, I am preceded in this endeavor by
some very special Fellows. But then, we’re ALL
special, which is why we’re here, isn’t it? So this
Stevens Address is from one special person to a room
full of very special people. Perhaps that answers the
question, “What’s a nice guy like you doing in a place
like this?”
What is not necessarily clear, however, is “The
Challenges and Responsibilities of Being First.” “The
first what?” For starters, I am the first Chicano to be
inducted into the College of Fellows. Some of you
recall that the late Jose Quintero was inducted into the
College in 1993 but Mr. Quintero, one of the great
American directors, was born in Panama of a Spanish
father and a Panamanian mother. And, we know that
he was proud of his Hispanic heritage, given the fact
that he did not change his name to “Joe Quince.” But
he wasn’t a Chicano, which is to say, born in the
United States of Mexican parents. More-to-the-point,
born in EAST L. A., to Mexican parents. Now, that’s
being a Chicano! I jokingly tell my students that I was
the First Chicano, and although they believe I fought
at the Alamo, I didn’t and I’m not really the first
Chicano.
When I decided to talk about being the first I realized
that I’ve been the first from the day I
was born: the first (and only) son of
Jorge and Elizabeth Huerta, born in
East LA in 1942. Being the first (and
only) boy in a Mexican family of five
older sisters is to inherit the title of
“El Rey de la Casa,” or “The King of
the House.” And so I was. Spoiled
rotten and loved beyond all
measure. I don’t know if that is why I
continued to chalk-up “firsts,” but, like all of you, I
did. And thus I’d like to take this opportunity to share
my thoughts about what brought me to this place, not
as a “finale,” by any means, because I hope to enjoy
Huerta continued on page 3
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your fellowship for years to come, but as a
remembrance and a gesture to the future of the
American Theatre.
Permit me to go back in time— a prerogative of this
forum—to the 1950s, when I played “that cute little
Mexican kid” on several nationally televised
programs coming out of Hollywood. Some of you
might remember programs like “Ford’s Theatre,”
“Crossroads,” “Reader’s Digest Theatre” or
“Playhouse 90.” Whenever
they needed a Mexican, there
I was. And I had speaking
lines, too. My first lines were
in Spanish, a language I
didn’t want to speak as a kid.
But I was going to be on TV
so I found myself reciting
“Pedro, Pedro, ven aqui!” as
my German shepherd barked
at Claudette Colbert’s French
poodle stuck in a plane on a
beach somewhere in Mexico.
I jokingly tell people that I spent the 1950s in white
pajamas and Mexican sandals on a little screen in
black and white. Thus I learned at a very early age
that (1) working in Hollywood means waiting in
Hollywood; (2) I would always be cast/seen as a
Mexican, despite my efforts to pass for Anglo and (3)
that the only hope for my “Broadway aspirations”
was West Side Story. I did not realize how culturally
insensitive that musical was, I just wanted to sing
“Maria,” which, of course, isn’t even sung by one of
the so-called Puerto Rican characters.
As an undergraduate at Los Angeles State College, I
did get to play Julio in that infrequently produced
Lerner and Lowe musical comedy from the mid 50s,
Paint Your Wagon. As some of you may recall, the
story takes place in a mining camp in California
during the Gold Rush. A secondary plot involves the
main character’s daughter who falls in love with a
“foreigner,” a “Spanish” gold-minor. I got to sing one
of the more memorable songs in that show, “I Talk to
the Trees,” but the trees never talked back to me.
Was this because I wasn’t “Spanish?” I suppose the
creators of “Paint Your Wagon” just couldn’t imagine
a romance between a Mexican and a white woman in
those days, even though Desi was loving Lucy on
television every week. And yes, Mr. Arnaz was not a
Chicano, either, as everybody knows. Mexicans don’t
bang on drums and sing “Babalu-ay-yae.”
As an undergraduate, I eventually realized that I
wanted the stability of a teaching position that would
allow me to support a family while doing what I loved.
So I earned a Master’s degree in theatre. I was now
married and took the only teaching job I could find at

a small rural high school in Riverside, California in
1966. After three wonderful years of teaching high
school drama and one year at a community college I
decided that I was now ready for the challenges of a
doctoral program. I had seen the Teatro Campesino
in 1968, an event which would ultimately change the
course of my life. I had never seen Chicano theatre;
rough, simple, but not simplistic, speaking in the
bilingual language of the Mexicans and Chicanos
about the goals and aspirations of the farm workers. I
will never forget Luis Valdez’s deep radio voice as he
recited “I Am Joaquin,” an epic poem from the
nascent Chicano Movement, as the musicians played
their guitars and slides of the Chicanos’ history
flashed behind them.
I determined to learn more about this and any other
aspects of Chicano theatre. With a wife and two
infants in tow I entered the doctoral program in the
Department of Dramatic Art at the University of
California, Santa Barbara in the fall of 1970. Just
months before we arrived to Santa Barbara, students
had burned the Bank of America next to campus in
protest of the war in Vietnam. These were heady times
and my family and I were immediately immersed in the
social upheaval of the period.
My doctoral studies allowed me to learn more about
western European and United States theatre history,
criticism and practice; my own scholarly and practical
interests enabled me to delve into the emerging field
of Chicano theatre. While I was initially motivated by
the Teatro Campesino I also wanted to learn about the
roots of that theatre. Luis Valdez advised me to study
the Mayas and the Aztecs, and so I did and found
fascinating, though limited accounts of theatrical
performances in Mesoamerican cultures. As you all
know, in the 1970s computers
were the stuff of science
fiction--we’re talking about a
period when “research” meant
going to the archives, looking
through reference books and
indices in search of a subject.
All that I could find in the
Subject Catalogue when I
searched through “Theatre
Mexican
American”
were
references to Spanish colonial
religious drama and other performance genres in
Mexico and in the Southwest. I found a history where
there had been little, if any mention of my Indian,
African and Spanish colonial roots in histories of
“American” theatre.
Interlibrary Loan people became my best friends as I
ordered dissertations, books and journal articles
from long-forgotten sources. However, the majority
of sources that I could locate in English had
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appeared in the 1930s and focused on our “folk”
theatre. The 1930s were apparently a Big Moment in
anthropologically minded theatre studies and a
group of scholars were “unearthing” typed and handwritten manuscripts of plays and translating some as
well as reporting on performances wherever they
could find them.
I discovered that little, if any mention was made of
the secular performances that were also very popular
in the Spanish-speaking communities of the U.S. in
th
th
the late 19 and early 20 centuries. Most of the
secular plays and performances that were being
produced in Spanish were from Mexico, Spain and
Latin America. And although most of the scholars
who were writing about Spanish religious theatre
were Spanish-speaking, their interest focused on the
folk theatre. The results of my research led me to
determine that Mexicans and Chicanos were only of
interest as “Folk” rather than as “Activists” to
scholars of the 1930s.
But I couldn’t spend all my time in the libraries, as
much as I truly enjoyed archival work. I also
discovered the joys and frustrations of directing a
university student troupe, called Teatro Mecha, the
cultural arm of UC Santa Barbara’s Chicano student
organization. The term, “Mecha,” is Chicano slang
for match, as in to light a fire, and the recent
conflagration
of
a
certain
bank
branch
notwithstanding, campus Mecha organizations were,
indeed, lighting fires of activism from Chicago to San
Diego, Seattle to San Antonio. Early Chicano theatre
practitioners were more interested in politics than
art, but I had found my community and determined to
contribute what I could to this developing form of
artistic and social protest.
By the end of my
first year in the
doctoral program,
I
and
six
undergraduates
under
my
direction created
El Teatro de la
Esperanza
(The
Theatre of Hope).
Academic inquiry
fueled my desire to learn; directing a performing
group satisfied my need to get involved in the
Chicano communities on and off-campus. The Teatro
Campesino had sown seeds of creativity and
activism wherever they had performed and by 1970
Luis Valdez saw the need to bring those new groups
together to learn from one another, share techniques
and “spread the word,” as it were. We were the new
missionaries with a message of Social Justice.

In the spring of 1971 we founded TENAZ, acronym for
El Teatro Nacional de Aztlán, or the National Theatre
of Aztlán, a coalition of mostly university and
community-based Chicano theatre groups. Under the
leadership of the Teatro Campesino and other troupes
from across the west and Midwest, TENAZ was
dedicated to the aesthetic and political development
of the Teatro Movement. I was the first Artistic
Coordinator of this coalition, which successfully
organized
yearly
festivals,
workshops
and
publications for over fifteen years.
By 1974, Teatro de la Esperanza had gained national
and international prominence as a collective of
dedicated theatre artists and teachers. I also
completed the doctorate in 1974, apparently the first
Chicano to do so. Another first. Conscious of the
responsibility and the opportunity, I took my first
teaching position at the University of California, San
Diego in 1975. The decision to leave the Teatro was
not an easy one. In those days, very few of the people
involved in Chicano theatre had studied theatre
formally and I realized that this should be my goal: to
educate and train the next generation of Chicanas and
Chicanos as a faculty member in a theatre
department. Further, my wife, Ginger and I felt that we
had prepared the members of the Teatro well and
knew that they were ready to grow and develop on
their own, which they did. I believed and still do, that
“my community” was made up of the many other
people producing Chicano theatre and especially
those students and colleagues at colleges and
universities who were interested in and supportive of
Chicana/o theatre.
So, I found myself teaching at a nascent research
university in a theatre department that was also just
developing. Being the first Chicano with three
degrees in Dramatic Art I was prepared to do research
and also to direct theatre that addressed the artistic,
social and political needs of audiences that had been
excluded from the majority discourse. Because I was
“the first,” I found it necessary to be a scholar and an
artist, frustrating and confusing Academic Senate
review committees. “Is he a scholar or an artist,”
these (mostly) scientists would ask, unable to put me
in a recognizable slot. But, modeling my friend and
colleague, the late Dr. Floyd Gaffney, I continued to
be both a scholar and an artist. I had to. In 1982 I
published the first book about the evolution and
history of Chicano theatre, Yes, another first. I had
also been publishing articles.
I published my first article about the background of
contemporary Chicano theatre in 1971. Certainly, I
was not the only scholar writing about Chicano
theatre in those early days but there were no other
Chicano theatre scholars writing about this
Movement, much less scholars who were also
Huerta continued on page 5
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directors, familiar with the process of producing live
theatre. These were Spanish literature scholars who
had left traditional literary studies to begin
investigating contemporary Latin American and US
Latino dramatic works as literature. Once again, when
I began to attend their conferences on Latino and
Latin American theatre I was the first (and only)
Chicano director there. But the Spanish Literature
scholars opened the door to investigations of the
theatre in these communities.
By the mid-1970s it was not difficult to find journals
eager to publish articles, reviews and even plays
from the emerging Chicano and other US Latino
theatre artists. Refereed journals such as The Latin
American Theatre Review, Gestos, The Drama
Review, Theatre Journal and others have welcomed
articles, reports and reviews of books and
productions. Looking back at my publications, I am
reminded of the balancing act I have had to perform
when writing since some of my articles have
appeared in non-theatre publications and other
articles have appeared in theatre journals. For
example, Chicano Studies readers do not have to be
told about the differences between a Chicano and a
Puerto Rican, theatre and performance studies
readers do not need a detailed description of
Brechtian theatre.
In 1971, there was only one anthology of plays by
and about Chicanos in print and not a single volume
of criticism and analysis; today the number of
publications is astounding. We have several
anthologies of plays and many single scripts
published, as well as books and several anthologies
of critical essays about Chicano theatre. Most
importantly, the Chicanas began publishing plays
and critical essays in the 1980s and today, the
Chicana voice is most prominent in a field that could
be called Chicano (read male) rather than Chicana in
the 1960s and 1970s. Prominent among the next
generation of Chicana scholars is Prof. Alicia
Arrizón, whose latest study, Queering Mestizaje:
Transculturation and Performance, was awarded the
fifth annual MLA Prize in United States Latina and
Latino and Chicana and Chicano Literary and
Cultural Studies for Outstanding Scholarship and the
ATHE 2008 Award for Outstanding Book in Theatre
and Pedagogy. Inductee, Jose Cruz González,
introduced Alicia to Chicano theatre when she was
his student at Arizona State University.
As Editor of the Cambridge Studies in American
Theatre and Drama, Fellow Don Wilmeth published
my second book about Chicano theatre, titled
Chicano Drama: Performance, Society and Myth, in
2000 and I found myself writing about more Chicana
playwrights than Chicano. In 1980 I could only
discuss one Chicana playwright, the late Estela

Portillo Trambley. By the year 2000 the number of
Chicana
playwrights
had
grown almost exponentially.
Prominent
among
these
women are Milcha SanchezScott and Lisa Loomer, who
have mixed heritages but who
write about Chicanas and
Latinas, as well as Evelina
Fernandez, Cherrie Moraga,
Josefina Lopez and Elaine
Romero.
The
best-known
among these is perhaps Ms.
Lopez, whose play, Real
Women Have Curves, was the
most produced play by a Chicana or Chicano in the
late 1980s. When the play was adapted to the screen,
“Real Women” had a national and even international
impact.
But it is the profusion of plays by both Chicanos and
Chicanas in print that is most impressive. In fact, we
have enough good plays to fill several seasons. And if
we add plays from the Cuban-American, mainland
Puerto Rican and Dominican repertoires as well as
Latin American plays in translation, well, there’s no
end to it. But how many of our students or audiences
are familiar with the names of playwrights such as
Sabina Berman of Mexico, Venezuelan, César
Rengifo, or Chilean author, Antonio Skarmeta? The
student of Latin American theatre will know that these
three randomly chosen names do not even scratch
the surface of generations of excellent playwrights
and theatre artists from Mexico to the southern tip of
the continent. These are American playwrights whose
voices must be heard as well.
The close listener will have noticed that I slipped into
talking about Latina/o and Latin American rather than
just Chicana/o theatre. This is because the majority of
Latina/o theatre companies across the country are no
longer representative of just one Latino group. From
New York to San Diego, Seattle to Miami, Latina/o
theatre companies are made up of people from any
number of countries south of the border as well as
from the U.S. and Spain. Some of these cultural
workers are recent arrivals, others are the
descendants of immigrants who came “P’al norte” (to
the north) seeking some kind of asylum, usually
economic or political.
The 2000 census informed us that immigrants from
the south are the fastest-growing “minority” in the
U.S. In other words, we are not going away, despite
the efforts of Lou Dobbs and Sean Hannity. This
poses a challenge and an opportunity to theatres and
theatre departments across the country: continue to
ignore these people, or include them in our seasons
and in our curricula. Academics and artistic directors
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can no longer say “But all of your plays are in
Spanish.” Nor can these professionals claim
ignorance of US Latina/o or Latin American theatre
because we now have a whole new generation of
young scholars who are investigating and writing
about these theatres in English.
The hope to which I referred early in this essay stems
from the presence of the next generation of theatre
artists and scholars developing and investigating US
Latina/o and Latin American theatre in the academy.
It’s a small group, to be sure, but it is growing. When I
began attending the ATA, or American Theatre
Association meetings in the mid-1970s I was usually
the only Chicano there, talking about my research and
creative activity to a handful of interested people. I
would joke that if I wanted to hold a caucus of people
writing about Chicana/o theatre, it would be on a
unicycle. A decade later, we could hold a caucus in a
Volkswagon bug. Judging from the amount of
scholarship in this field today, we now need a bus to
hold a caucus. From a unicycle to a bug to a bus,
we’ve come a long way, baby, and there’s no stopping
us.
So, I say to my artistic and academic colleagues: the
work is there, in print and on the stage. You do not
have to be Latina or Latino to understand it (if written
in English) and you certainly can teach it if you want
to. Of course knowledge of the Spanish language
gives one entry to the US Latina/o plays that employ
Spanish-English code-switching. But a glossary of
terms often accompanies these texts and if not, find
someone in the production team who does read the
language. Dramaturgs have been doing this for some
time now in other languages, so why not in Spanish?
Among the many US Latina/o playwrights, designers,
actors and directors working in the American theatre
today, we have two MacArthur Fellows, one Pulitzer
Prize winner and numerous recipients of Obies,
Dramalogues, Rockefeller, TCG/NEA, and other
prestigious awards. Latina and Latino plays are
being produced across the country in Latino and
non-Latino venues as well as colleges and
universities. Indeed, as we speak, Octavio Solis’s
play, Lydia, is playing in Los Angeles at the Mark
Taper Forum. Lydia has also been produced at the
Yale Rep, the Denver Center Theatre and the Marin
Theatre Company in Northern California. Further, this
play has been nominated for the 2009 Pulitzer. Also
of note, Jose Cruz Gonzalez’s play, Sunsets and
Margaritas, is enjoying its world premiere production
at the Denver Center Theatre. From the fields and
factories to professional venues, productions and
individual artists have earned every major award in
cities across the country, proving that something
vital and valuable is happening in Latina/o theatre. I
call what we do “Necessary Theatre,” and surely it is.

Being the first has enabled me to travel all over this
country, Latin America, the Caribbean and Western
Europe, lecturing, attending international conferences
and conducting workshops. Indeed, I have often joked
that Latinas and Latinos are of more interest to our
international colleagues than we are to our fellow
North Americans. I began getting invited to
international conferences in the 1980s and remember
one of my then-teenage sons asking, “Dad, are you
world-famous?” To which I answered, “Sure, I’m
known to about fourteen scholars all over Western
Europe.”
The Germans, in particular, have always shown an
interest in Chicanos, I have noted. During my last
lecture tour of that country, sponsored by the US
State Department, I was joined by one of our first
playwrights, Carlos Morton and Josefina Lopez,
mentioned earlier. Some of you might recall that the
motion picture of Lopez’s play, Real Women Have
Curves received much critical acclaim both here and
abroad. One of the highlights of that German tour was
witnessing a group of German women performing a
reading of “Real Women” at the Otto-FriedrichUniversität Bamberg. This is a play that celebrates
full-bodied women and the young woman playing the
leading character told Josefina, with tears in her eyes,
that she never knew that there was a place for her in
the theatre. Here was a talented German actress,
playing a young Chicana from East L.A. with pride
and dignity. I don’t know what happened to the young
woman but for a few weeks or so, she found a place
in Chicana theatre.
However, I have to admit that my greatest joy in the
theatre comes from directing or witnessing a play in a
Latina/o context. Whether in a mainstream theatre or
in a Latina/o company, indoors or out, when there is a
Latina/o play on stage, Latina/os are in the audience. I
love knowing that certain character types, such as the
sellout, or certain words in Spanish (especially the
vulgar ones) will always illicit a laugh from the
bilingual audience members. Loving it. Talking back.
Laughing and crying at the opportunity to see their
lives reflected on the stage. In those moments, the
venue truly belongs to them. I do it for the audiences
and the readers and for the joy of knowing that the
next generation will continue in my footsteps. And
knowing that I’ve had something to do with that is the
richest reward anyone could ever ask for.
And now for my favorite part: your questions or
comments. Thank you. 

Fellow Milly Barranger chairs a panel discussion with the new Fellows
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Fellow Rosemarie K. Bank
Citation by Daniel J. Watermeier

she has been tireless in her efforts to sustain and
advance theatre scholarship and education.
Those who know Rose respect not only her
professional accomplishment, but also value her
intellect, generosity, and essential goodness. I trust
that all the members of our College will soon treasure
her for the same reasons.
So, I ask you to welcome Rosemarie K. Bank to the
College of Fellows of the American Theatre. 

Fellow Lou Bellamy
Citation by Barbara Reid

Rosemarie Bank and Dan Watermeier

Rosemarie K. Bank is a theatre educator and scholar
par excellence. After receiving her Ph.D. from the
University of Iowa, Rose held several academic
positions, but for the last twenty-five years, she has
served as professor of theatre at Kent State
University. Over the course of her career she has
distinguished herself as an outstanding theatre
historian.
Her book-length study, Theatre Culture in America,
1825-1860, Cambridge University Press, 1997, is a
seminal contribution to our understanding of
antebellum theatre. To date, she also has written over
thirty wide-ranging articles, as well as numerous book
reviews, encyclopedia entries, and papers presented
at international, national and regional theatre
conferences. However, it is not so much the quantity
as the quality of her work that most impresses. As
one of my co-nominators, Felicia Londre, wrote:
“Rose’s scholarship is always the product of
meticulous research, careful reflection, and probing
analysis; she takes the time to get it right.”
In addition to her scholarship, Rose is a signal
educator. She has mentored at least a dozen theses
or dissertations and inspired hundreds of students.
In 1998, her dedication as an educator won national
recognition when she was presented with the Betty
Jean Jones Outstanding Teacher of American
Theatre and Drama Award.
As for service, Rose has served with distinction as
editor of Theatre Survey and continues to serve as a
consulting editor for several leading theatrical
journals. She has been elected again and again to
various governing committees of ASTR, ATHE, and
IFTR, including three separate three-year terms on
the ASTR executive committee and stints as both
Vice-President and President of the American
Theatre and Drama Society. I think it fair to say that

Lou Bellamy and Barbara Reid

Thirty Three years ago, Lou Bellamy, a graduate
student at the University of Minnesota became
cultural arts director of the Hallie Q. Brown
Community Center in the heart of St. Paul’s African
American community. Today under Lou’s visionary
leadership, Penumbra Theatre, still in its original
home, has become known as the preeminent Black
Theatre in the United States.
Two years after its founding, Penumbra began a
relationship with two young Black artists from
Pittsburgh: a gifted director, Claude Purdy and a poet
and fledgling playwright, August Wilson. Penumbra
would be the first to produce Wilson’s plays and
years later, August Wilson said,
“It was with the indomitable spirit associated with
pioneers and visionaries that Lou Bellamy took a
handful of actors . . . and challenged them not only to
believe in themselves, but to have a belief larger than
anyone’s disbelief. I did not know then what
Penumbra Theatre would come to mean to me, and
that there would come a time when Penumbra would
produce more of my plays than any other theatre in
the world.”
Lou Bellamy has never stopped challenging and
inspiring audiences and his fellow-artists, with his
belief in art for social change. He has personally
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sacrificed much to build Penumbra, and has
mentored the careers of gifted actors, directors,
playwrights and dramaturgs, many of whom come
back to Penumbra, as their home He continues to
believe passionately in the life-changing power of our
encounter with a play.
For unique and powerful productions, authentic in
their depiction of the African American experience,
Lou and Penumbra have garnered many honors and
awards over the years including the 2000 Jujamcyn
Theaters Award. For Lou, an Obie for his direction of
Two Trains Running at the Signature Theatre in 2006,
and that same year the McKnight Foundation’s Artist
of the Year Award. In addition to his leadership of
Penumbra, Lou is an Associate Professor at the
University of Minnesota and has directed at the
leading LORT Theatres across the Country. Last year
he directed Ma Rainey’s Black Bottom in the Kennedy
Center’s complete cycle of August Wilson plays. His
acclaimed production of A Raisin in the Sun just
closed at the Guthrie Theatre.
Lou says he found his citizenship through art. It is
with great joy that I welcome Lou Bellamy, as a new
citizen of our community, The College of Fellows. 

Fellow Peter Brosius
Citation by Barbara Reid

the community has created the path-breaking
Neighborhood Bridges Program dealing with issues
that are important to the children of the community.
A newly launched rigorous theater for Teens has led
to such productions as Romeo and Juliet, Antigone,
The Lost Boys of Sudan, and a new initiative for
pre-schoolers is bringing the best theater for these
children from around the world
Under Peter’s leadership, the Children’s Theatre
Company received the 2003 Tony Award for
Outstanding Regional Theater, the first time a
theatre for youth ever received this honor. That
same year, CTC’s production of A Year with Frog
and Toad moved from Minneapolis to Broadway and
was nominated for three Tony Awards. In 2005 the
theatre completed a $30 million dollar campaign
expanding the complex to include additional
educational and production support spaces, and an
additional 300 seat theater as a home for new work.
Before coming to Minneapolis Peter also
championed new work in his positions at the Mark
Taper Forum and the Honolulu Theatre for Youth. He
has directed in other theatres across the country
and for many years at the Sundance Playwright’s
Laboratory. Among his many awards are the Alan
Schneider Directors’ Award as well as honors from
the Los Angeles Drama Critics Circle Award, and the
2004 National Governor’s Association Award for
service to State Government. He is a board member
of the Playwright’s Center in Minneapolis and the
Theater Communications Group. Clearly there’s a
bright future ahead for the Children’s Theatre
Company with Peter at the helm.
Please join me in welcoming Peter Brosius to the
College of Fellows. 

Fellow John Dillon
Citation by Edwin Sherin

Peter Brosius and Barbara Reid

Five minutes of conversation with Peter Brosius
reveals the enormous energy, the imagination and
the sheer love of theater that has made the
Children’s Theatre Company of Minneapolis the
premier children’s theater in the United States.
Peter’s vision for the Children’s Theatre Company
comes from his great respect for young people, his
belief in doing work that honors children and takes
them seriously. A year after assuming the artistic
leadership of CTC, he established Thresholds, a new
play laboratory that has led to 50% of the theatre’s
productions being world premiers and international
collaborations. His commitment to involvement with

John Dillon and Ed Sherin

John Dillon began his career working in the Joe
Chaiken Open Theatre and his first directing project
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with the fabled company was an original text called
THE DOOR SHOW, designed to tour women’s prisons
in the Northeast.

Fellow Jill Dolan
Citation by Robert Schanke

His career in regional theatre began in earnest in 1974
when Alan Schneider and Zelda Fichandler invited
him to direct at Arena Stage. Within three years he’d
been chosen as artistic director of the Milwaukee
Repertory Theatre.
There he pursued four passions: the development of
new plays, the cultivation of a multi-racial resident
acting ensemble, innovative international exchanges
and the creation of a new home for the Rep.
When he left Milwaukee in 1993, the majority of
productions presented were of original works; the
resident ensemble had 35% of its member as artists
of color; the Rep had ongoing exchanges with
troupes in Japan, England, Mexico, Russia, Ireland
and Chile; and the Rep had opened it’s three theatre
complex in downtown Milwaukee---converting an old
power plant into, at this point, the largest
private/public joint venture in Wisconsin history.
After leaving Milwaukee, he moved to Seattle,
Washington with his partner, Johanna Melamed, and
he resumed his free-lance directing career while
spending his spring months as artist-in-residence of
the University of North Carolina School of the Arts.
In 1997, while battling throat cancer, he founded
Theatre Puget Sound (TPS) a service organization for
theatres and theatre workers in the Seattle area: TPS
is now the second largest such theatre organization
in the country, TCG being the largest.
The following year he created “Just the Ticket” an
organization that made free theatre, music and
museum tickets available to cancer patients and their
care givers in the Puget Sound region.
He served for twelve years on the Executive
Committee of the Society of Stage Directors and
Choreographers, heading the groups College and
University Committee and creating the Society’s
KCACTF directing award program. In 2006 he was
given the Society’s Extraordinary Contribution
Service Award.
He’s associate Director of Tokyo’s Institute of
Dramatic Arts (where his productions have twice one
Japan’s highest theatre award). And since 2004, he’s
been the director of the theater program at Sarah
Lawrence College.
Finally, he had a hamburger named after him at a
restaurant in Baltimore. 

Jill Dolan and Bob Schanke

Fifteen years ago, after I sent a manuscript to the
University of Michigan Press for them to consider,
publication looked very bleak. The acquisitions
editor could not get her board to accept it because it
focused on gays and lesbians in American theatre
history. Hoping to gain their acceptance, she
established a new series focusing on glbt theatre
topics and asked Jill Dolan to be the coeditor of the
series, suspecting that Jill’s extensive publication
record, knowledge of the field, keen insight, national
recognition and respect, and communication skills
could persuade the board. The editor was right, and
we went on to publish three more books with Jill as
the series editor. I and many other academics are
indebted to her for helping to shape our careers.
She is the kind of person that is a perfect match for
the College of Fellows.
I have observed Jill Dolan as she went from
Associate Professor at the University of Wisconsin to
Professor at the City University of New York where
she served on the board of directors of the Center for
Lesbian and Gay Studies (CLAGS), was President of
the Women in Theatre Program, became President of
ATHE, then moved on as Professor and chair of the
theatre department at the University of Texas, and
now is a Professor at Princeton University.
Somehow during all of her teaching, administrating,
and serving the field, she has also achieved great
success as an author with five books and dozens of
articles. Her latest and probably most important
book, Utopia in Performance: Finding Hope at the
Theatre, is a passionate argument for the critical
contribution that the theater can make to imagining a
more just world. It celebrates the broad potential that
Dolan continued on page 10
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performance has to provide a forum for being human
together. It should be required reading for all
members of Congress and the White House.
It is my great honor to welcome Jill Dolan into the
College of Fellows! 

Fellow Jose Cruz Gonzalez
Citation by Robyn Flatt

has written for Children’s TV via PAZ and for adult
audiences via commissions and productions. The
Denver Center Theatre is currently presenting the
world premier of his Sunsets and Margaritas.
Coleman Jenning’s anthology, Nine Plays by Jose
Cruz Gonzalez, Magical Realism and Mature Themes
in Theater for Children, provides a testament to
José’s contributions.
Serving as the Playwright in Residence at Childsplay,
an Associate Artist with Cornerstone Theater
Company, a member of The Dramatists Guild of
America, Inc., a member of such national boards as
TYA/USA,
proves
José’s
contributions
are
considerable and varied; his awards, significant and
numerous.
This candidate’s plays speak with a voice that
transcends age, time and social status to achieve the
universal. His tireless efforts have provided
opportunity to many. His mentorship is treasured
across the country. José’s achievement, integrity,
and recognition clearly establish him as a national
leader. José, it is my honor to welcome you to the
College of Fellows of the American Theatre. 

Fellow George Thorn
Citation by Dan Drapeau

Robyn Flatt and Jose Cruz Gonzalez

It is my privilege to present the incredibly talented,
multi-faceted José Cruz González: writer, director,
professor, activist, collaborator, and mentor. His
degrees include an M.F.A. in Directing, an M.A. in
Theater and a B.A. in US History/Chicano Studies.
José plays a vital role on the national stage, fighting
for emerging talents, presenting fresh perspectives,
continuously urging expanded horizons. He propels
new players to national boards, nurtures fledging
playwrights and has launched major national
projects.
He cuts through the “impossible”,
establishing new opportunities for new voices.
In 1997, as a full professor at California State
University Los Angeles, José created the John Lion
New Plays Festival for emerging playwrights. He
founded one of the nation’s premier venues, the
South Coast Repertory’s Hispanic Playwrights
Project and served as its Project Director for eleven
years.
The achievements of such dynamic writers as Luis
Alfaro, Nilo Cruz, Jorge González, José Rivera and
Octavio Solis are results of his mentorship.
This award-winning playwright’s works have been
produced all over the country, including P.L.A.Y. at
Mark Taper Forum, The Kennedy Center, Metro
Theater Company in St. Louis, Cornerstone Theater
in L.A., and Childsplay in Arizona, to name a few. He

George Thorn and Dan Drapeau

George Thorn’s theatre training led him from Butler
University to the Yale University School of Drama to
New York City where, for eight years, he worked as a
Broadway Stage Manager for productions such as
Apple Tree, Golden Boy, How Green Was My Valley,
Mother Courage, and Miracle Worker. In 1963 George
and a colleague established Thorn and Mulhern,
General Managers of Broadway and Off-Broadway
productions for productions such as Joe Egg, Front
Page, On the Town, Her First Roman, and Red, White
and Maddox. From 1973 to 1976 George served as
the Executive Vice President of the Eugene O’Neill
Theatre Center. In 1973 he began consulting for the
Foundation for the Extension and Development of
the American Professional Theatre (FEDAPT).
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In 1987, he became the Associate Director along with
Nello McDaniel with whom he later developed Arts
Action Research, a national and international arts
consulting firm. In 1981, he became the founder and
director of the graduate program in Arts
Administration and Stage Management in the
Department of Theatre at Virginia Tech, retiring in
1996 at the rank of full Professor.
During his career, George consulted with hundreds
of state, regional, and national arts groups, the
th
Kennedy Center for the Performing Arts, 13
Congress and World Puppet Festival, Opera America,
the National Endowment for the Arts, the Pew
Charitable Trust, and the Heinz Endowment to name
only a few. Among his international clients were the
Professional Opera Companies of Canada, the
Association of Canadian Orchestras, the Centre for
Cultural Management in Toronto, and the Queen
Elizabeth II New Zealand Arts Council in Wellington.
He has co-authored four books, a contributing
author/editor of two books, and author of more than a
dozen articles, journal entries, and monographs. 
IN MEMORIAM

BROOKS MCNAMARA
1937-2009
Fellow Brooks McNamara
(invested in 1990; presenter
of the College’s 1997
Fellows Address) died at 72
on May 8, 2009, in
Doylestown, PA, where he
had established a second
home with his wife Nan after
his retirements from the
graduate theatre program at
New York University (1996)
and as Director of the
Shubert Archive (1999). His
death came after a
prolonged period of illness,
suffering from a
degenerative nerve disorder.
Born in Peoria, Illinois, Brooks received his B.A. from
Knox College, his M.A. from Iowa’s Playwrights
Experimental Theater Program, and his Ph.D. in 1965
from Tulane, then at the forefront of theatre studies.
Brooks soon became a leading figure as a
performance studies scholar, scenic designer, and
mentor.
After a brief period at the University of Delaware,
Brooks moved in 1968 to NYU where he spent the

rest of his career, albeit with frequent speaking
appearances throughout the world and at numerous
American universities.
A truly unique aspect of his long career and a lasting
contribution to the American theatre was his role as
the founding director of the Shubert Archive,
established in 1976. He remained its director for
twenty
years,
overseeing
the
identification,
consolidation, preservation, and cataloguing of
several million items drawn from Shubert theaters in
New York and elsewhere. Today the archive holds
some six million items housed in the Lyceum
Theater.
Brooks was also one of our most productive and
innovative scholars, the author of over a dozen
books, plus countless essays and articles in
journals, exhibition catalogues, reference works, etc.
His first book, The American Playhouse in the
Eighteenth Century (1969), was a landmark
exploration of early American theatre architecture;
his second, Theatres, Spaces, Environments (1975),
was a collaboration with colleagues Richard
Schechner and Jerry Rojo; and his third, Step Right
Up (1976), was the first serious study of the
American medicine show and the beginning of a
deep commitment and passionate dedication to the
promotion of popular and amateur entertainments in
the panoply of theatre studies. Subsequent books
dealt with subjects such as the minstrel show, public
celebrations in New York (1788-1909), the Shubert
dynasty, material used in American popular
entertainments, and his last scholarly book, The New
York Concert Saloon: The Devil’s Own Nights (2002),
winner of the Victorian Society book award.
In retirement Brooks devoted himself to several
projects with the Doylestown Historical Society and
served as editor of its newsletter and director of the
Society. Brooks’ honors were many: alumni
achievement awards from Knox and Iowa; an award
from the Broadway Theatre Institute; numerous
research grants; Fulbright and Guggenheim
fellowships; among others. One of his proudest
achievements was his children’s book, The Merry
Muldoons and the Brighteyes Affair (1992), made
later into an off-Broadway musical. Brooks was also
active in the American Society for Theatre Research
(a board member) and The Theatre Library
Association (twice its president).
Finally, as one who was a frequent recipient of
Brooks’ generosity and largesse, I can attest to his
unselfishness and giving spirit. He responded to
anyone who sought his expertise or advice. And,
quite astonishingly, he directed during his 30 years
at NYU at least 100 dissertations, many subsequently
published in book form. I recall one period when he
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had 40 underway at the same time. His students
have told me often how devoted he was to them and
in turn how much they respected him—indeed,
adored him—and sought his sage advice and
encouraging counsel.
Don B. Wilmeth, Brown University
Dean Emeritus, College of Fellows 

MINUTES OF THE ANNUAL
BUSINESS MEETING
9:00 A.M., SUNDAY, APRIL 19, 2009
The Kennedy Center, Washington, D.C.
Dean Scott Parker called the meeting to order at 9:00
AM in the South Opera Tier Lounge.
Attendance taken via signature sheets. Fellows
signing the signature sheets: Milly Barranger, Karen
Berman, John Cauble, Jack Clay, Kathleen Conlin,
Judith Cooper, Orlin Corey, Jed Davis, Gresdna Doty,
Don Drapeau, Nat Eek, John Ezell, Donn Finn,
Winona Fletcher, Robyn Flatt, Ruth Heinig, Ted
Herstand, Jorge Huerta, Julie Jensen, Gil Lazier,
Felicia Londré, John David Lutz, R. Keith Michael,
Tice Miller, Donn Murphy, Scott Parker, Kathy A.
Perkins, Barbara Reid, Peter Sargent, Robert
Schanke, Bonnie Nelson Schwartz, Ed Sherin, Sam
Smiley, Ethel Walker, Dorothy Webb, Don Wilmeth,
Barry Witham, Jon Whitmore.
The Dean read greetings and regrets from Fellows
unable to attend: Carol Brandt, Oscar Brockett, Jeff
Church, Martha Coigney, Doug Cook, Jerry Crawford,
Tony Distler, Coleman Jennings, Jean Korf, Bill
McGraw, Mark Sumner, David Weiss and David
Young.
Tributes were read and a moment of silence was
observed in memory of deceased Fellows Francis
Hodge and Leonard Leone.
It was moved and seconded to approve minutes of
the General Business Meeting, April 20, 2008, as
printed in The Fellows Gazette, Summer 2008.
Approved without amendment.
The Dean thanked retiring Secretary John Ezell for
two years of service and welcomed new Secretary
Jon Whitnore.
TREASURER’S
REPORT:
Fellow
Tice
Miller
presented the Treasurer’s annual report. He
announced that five Fellows made lifetime
contributions in 2009. He distributed the 2008-2009
budgets and observed that, as usual, the costs of the

Gala dinner and investitures increased. Eighty-two
attendees partook and were seated at eleven tables.
$1800 is allocated in the coming year's budget to
subsidize the 2010 Gala. He reported that the cost of
postage will increase on May 1, 2009. Dean Parker
announced that the Board was considering
alternative venues for the reception and the dinner
including the Folger Library, the Arts Club, or the
Harman Center for the Arts among others. The Dean
welcomed the new treasurer Ruth Beale Heinig.
GAZETTE EDITOR’S REPORT: Fellow Robert
Schanke presented the Editor’s report. Three issues
of the Gazette were published and mailed to
members and to the Archives. Costs to publish, to
post, purchase envelopes and miscellaneous
expenses totaled a sum of $1623.86. Printing costs
are expected to increase in 2009 - 2010. Thirty-four
Fellows currently receive the Gazette via email; this
saves the College approximately $10 per person per
year or $340. The Editor estimates the 2007 - 2008
budget of $1800 should be sufficient for the coming
year. The Dean commended Editor Schanke for his
efforts.
REPORT OF CORPORATE SECRETARY/WEBB SITE
MASTER/ARCHIVIST: Fellow John Cauble reminded
members that the College is incorporated in the State
of California and the College’s website is at
www.thecollegeoffellows.org.
Fellow
Cauble
displayed the new leather-bound membership roster
book and asked all Fellows to sign the book. The
College's archives have grown to twelve feet of shelf
space and are housed at the University of TexasAustin. The Dean commended Fellow Cauble for his
service to the College over the years.
VIDEO LIVING HISTORY ARCHIVE REPORT: Fellow
Don Drapeau observed that the oldest living Fellow
Horace Robison's interview is audio only. Don
encouraged Fellows to "catch up" with archival
interviews of one another and reminded us that it is
the responsibility of Fellows to interview each other.
He emphasized the invaluable nature of the archived
interviews as
historical
research
material.
Forty-five
minutes
is
the standard
length
of
interviews
and a variety of electronic formats are acceptable. It
was suggested that the College purchase a recording
device that could be shipped to different interview
sites as needed. The Dean thanked Fellow Drapeau
for his service. (In the photo above, Drapeau is filming Barbara
Reid’s interview of Peter Brosius.)
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NEW BUSINESS: The Dean called for ratification of
new Board members Robyn Flatt and Felicia Londré.
Approved. He acknowledged continuing Board
members Jack Clay, Kathleen Conlin, Robert
Schanke, and Jon Whitmore. He thanked retiring
Board members John Ezell and Bonnie Nelson
Schwartz.
The Dean called for ratification of Fellow Milly
Barranger as new Dean Elect. Approved.
ANNOUNCEMENTS: The Dean requested Fellows to
provide roster/directory changes in writing to Gazette
Editor Schanke. He requested Fellows to consider
the nomination of worthy candidates to join the
College. He indicated his intention to appoint a
committee to study ways in which the College's
profile might be enhanced and publicized. He
reviewed the day's schedule of events: 10:00am,
Roger L. Stevens Address by Jorge Huerta; 11:00am
Investiture
Luncheon;
1:00pm
Round
Table
Discussion with new Fellows, moderated by Milly
Barranger. The Dean reminded Fellows that next
year’s Fellows Weekend dates are April 17 - 18, 2010.
The Dean congratulated Bonnie Nelson Schwartz for
receiving the Washington Post's Award for Theatre
Innovation and Jennifer Tipton for her MacArthur
Foundation "genius" Award.
The Dean thanked Donn Murphy and the National
Theatre for hosting the Gala Reception and Banquet
and Felicia Londré for agenda scrolls at the
luncheon.
Dean Parker adjourned the meeting at 9:55 AM.
Respectfully Submitted, John Ezell, Secretary

JORGE HUERTA: On May 4, the California Latino
Legislative Caucus, in conjunction with Governor
Schwarzenegger and the California Legislature,
th
honored Jorge at the 8 Annual Latino Spirit Awards
ceremony. They acknowledged that because of his
artistic accomplishments and his commitment to the
Latino community, he had become a role model for
all Latinos. Past honorees include Fellow Luis
Valdez.
SCOTT PARKER: In June, Scott and Pat Pertalion
took a "tip of a lifetime" when they traveled to the
wilds of Kenya and Tanzania on safari. (see photo on
page 24) They came close upon every animal of
distinction (once a leopard got into their sleeping
compound); visited with Maasai in their village;
stayed in magnificent lodges, all owned by the Aga
Khan; saw lots of traditional native dance; and had a
"spiritual experience" in the Olduvai Gorge, the
cradle of mankind. "I don't know what the question
is, but I know the answer is over there," said Scott.
TOM PAWLEY: Tom’s play, Song of the Middle River,
was given a readers’ theatre performance last
February in Boonville, Missouri. It was sponsored by
the State Historical Society of Missouri and the
MoHiP Theatre, the oldest, continually operating
theatre west of the Alleghenies.
BOB SCHANKE: Bob and his partner, Jack Barnhart,
spent the month of February in India, mainly in the
state of Rajhistan, although they certainly visited the
impressive Golden Temple in Amritsar and the
majestic Taj Majhal. (see photo on page 24) A camel
safari outside Jaisalmer was memorable, to say the
least! In April, Bob was a guest lecturer at Rollins
College in Florida and Lawrence University in
Wisconsin. On June 6, twenty-five years after
committing to one another, Bob and Jack were
legally married. 

News of the Fellows
JOHN CAUBLE: John, along with Fellows Fay and
Michael Kanin, were honored last April by the
National Partners of American Theatre at a
Washington brunch. NAPAT is made up of former
and current national chairs, regional chairs, and
leaders of ACTF. Fellow Jerry Crawford presented
John and spoke of his many contributions. Fellow
Jeff Koep, NAPAT Chair, read proclamations
bestowing upon John and the Kanins the honorary
title of Emeritus Partner of American Theatre. The
trio was honored for providing the initial leadership
which led to the establishment and growth of the
Playwrighting Awards program. In addition to a
diamond studded NAPAT lapel pin, John was
presented with a lovely piece of glass sculpture. (see
photo on page 24)

A Tradition Begins

Fellow John Cauble suggested the College adopt an
official Enrollment Register for new Fellows to sign
based on a similar practice at the annual Nobel Prize
ceremony . . . and so in April, we did. 
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Fellows Financial Report, 2008-09
Income:
Carried Forward
Member annual contributions (56x$75 +$50)
Member annual contributions for 2007-08
Endowment (interest on gifts & contributions)

$1,577.19
$4,250.00
$ 225.00
$1,615.37

Total
Expenses:
Dean’s Office
Banner
Plaques
Gazette
Printing/Mailing
Secretary/Treasurer Expenses
(Sec. $00; Treas. $98.26)
Videotaping expenses (including room at River Inn)
Gala at Capital Hilton
Restaurant:
$7,460.42
Other expenses:
$ 648.17
Gala Income
$5,780.00+
Contribution/flowers $ 100.00+
Cost to College of Fellows
Induction at Kennedy Center:
Luncheon
$6,961.25
Cash received by KC $5,600.00
Cost to College of Fellows

$7,667.56
$ 869.72
$ 400.00
$ 181.49
$1,498.90
$ 98.26
$ 192.22

$2,228.59

$1,361.25

Total
Contributions to the Endowment for 08/09:
Lifetime Contributions
Other

$ 6830.43
(5 x $500)

$2,500.00
$1,685.00

Total

$4,185.00

Current Assets:
Business Account, Union Bank:
Endowment (CD’s, Union Bank, Lincoln, Neb.)

$837.13
$ 43,499.00**

Projected Budget for 2009-10:
Dean’s Expenses:
Gazette (Printing/Mailing ) Color for all 3 issues.
Secretary/Treasurer
Video Taping (one –time expense of a digital camera)
Room rental for taping
Gala expenses
Investiture expenses

$1,000
$1,800
$ 100
$ 700
$ 125
$1,800
$1,000

Total
Income
Annual Contributions --61 x $75
Carried forward from 08/09
From Endowment (interest on gifts & contributions)

$6,525.00
$4,575.00
$ 837.13
$1,112.87

Total
$6,525.00
**Includes $12,489.00 Retained Earnings(Interest-) and $31,010.00 for Contributions including Lifetime
Benefactors.
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NOMINATION FORM
It is the responsibility of each Fellow to place in nomination those persons she or he believes are qualified to become members
of the College of Fellows of the American Theatre.
Persons who have distinguished themselves on a national or international level through service, artistic accomplishment,
scholarship, innovation or all of these may be nominated by a current Fellow for consideration by the Board of the College of Fellows
of the American Theater for membership. Nominations MUST be seconded by two Fellows who are acquainted with the work of the
Nominee. The nomination letter/statement should have the depth of the presentation citation, and the seconding letters should not be
simple reiterations of those facts but rather add perspective to the nomination. Due confidentiality requires that nominees not be aware
that they are being considered.
Nominations on this form and two seconding letters of support (the responsibility of the nominator) must be submitted to the
current Dean of the College no later than March 1. Only nominees whose files are complete will be considered during the Annual
Meeting.
Since nominators will most frequently read the citation for their nominees, or be called upon to prepare the citation, it is
recommended that a copy of the nomination form and letters be retained.
Please Print
Date Mailed to Dean: __________________________
NOMINEE ______________________________________________________________________________________
Title ____________________________________________________________________________________________
Address _________________________________________________________________________________________
_________________________________________________________________________________________
City/State/Zip _____________________________________________________________________________________
Telephones
Business (
)
FAX
Home (
)
E-Mail
NOMINATION BY
Address
City/State/Zip
Telephones

Business (
)
Home (
)

SECONDERS
#1 Name
Address
City/State/Zip
Telephone (
)
E-Mail

FAX (
E-Mail

)

# 2 Name

(

)

Attach a Nominator's Letter/Statement and any supporting materials. In the Nominator's Statement use 250-300 words to indicate the
most salient reasons for this nomination. This statement should serve as a draft of the Fellow's Investiture Citation, and should be typed
or word processed. In addition, attach a curriculum vitae, Who's Who entry, or resume. If the cv/resume seems to provide the necessary
details, no additional material is needed. If it is incomplete, the following information would be useful (as part of the statement or on a
separate sheet): education (schools, degrees, dates); membership in theatre organizations (and significant contributions); teaching
experience or involvement (if relevant); professional experience; awards and honors; publications; artistic creations (design, direction,
etc.).
DEADLINE
RETURN THIS TO THE DEAN BEFORE MARCH 1
Dean Scott J. Parker
College of Fellows
150 Dixie Drive
Chapel Hill, NC 27514
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DATES FOR 2010!!
MARK YOUR CALENDARS NOW!

The Next Meeting of The College of Fellows
April 17- 18, 2010

Tulips Greet the Fellows in April in Washington, DC

THE FELLOWS GAZETTE

Published by the College of Fellows of the American Theatre
Submit Information and Photos to:

Robert A. Schanke
498 Edgewood Lane
Pleasant Hill, IA 50327
Or
Send via email to schanker@aol.com
College of Fellows website: www.thecollegeoffellows.org
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Fellows Enjoying Fellowship in DC
Thanks to Felica Londré for supplying some of the reception and dinner photos
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FELLOWS PHOTO GALLERY

The three photos below prove that Fellows do more than just eat, drink, and give speeches!

Scott Parker in Africa

Fellow John Cauble with
his NAPATaward

Jack Barnhart & Fellow Bob Schanke
at the Taj Mahal

Dean Parker created this official
banner for the College and, after
hanging it “on the sly” in the
Kennedy Center, proudly unveiled it
at the April 2009 meeting. (Photo
courtesy of John Cauble)

This is how the banner actually looks.
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