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From the Dean
In the 1980 Film Brubaker,
Robert Redford (in the title
role) tries to ingratiate himself
with the inmates by declaring:
“I’m a reform warden,” to
which, one of the lifers
responds: “Every warden is a
reform warden.” I mention this
because while I’m aware it is
not my commission as Dean to bring about change, as
the man said many years ago: “The times they are achangin’,” and things change with or without our active
participation and regardless of our intentions.
Stated explicitly in our by-laws is the principle that we
are an honorific organization created to recognize and
honor “distinguished service and accomplishment in the
field of theatre.” Membership in the College is in effect a
lifetime achievement award, and nothing more is
required after investiture. Recently, however, the College
has become invested in advocacy, which has already
begun to have a profound impact. (I refer you to Gail
Humphries Mardirosian’s report on page 14.) Through
the hard work of Karen Berman and Gail, the financial
support of Charlene Gordon, and the transformational
generosity of Thomas Schumacher–in terms of both a
substantial financial donation and the invaluable gift of
his time, energy, and influence–we have embraced
philanthropy and advocacy, specifically assisting
promising young people as they transition into the
profession.
While it is not incumbent on the membership as a whole
to engage in this aspect of our organizational life, it does
provide a new opportunity for participation to those who
have the time, energy, and inclination. I mention this
because I was struck this year by the fact that most in
attendance were new Fellows to be invested, their
nominators, and those with particular duties (board
members, etc.). Of our 138 current Fellows, twenty-two
(16%) attended our Business Meeting this year, and this
has become typical. We all know it can be expensive to
travel to DC during the Cherry Blossom Festival, and it
can be difficult to break free from family and friends,
anytime, especially during what many consider Holy
Week. There are also individual pulls on each of us,
some personal and some professional; some joyous and
some sorrowful.

Summer 2018

Our annual calendar is determined by KCACTF, and
unfortunately our next two meetings will fall on
Passover/Easter Weekend, I am concerned that this will
provide an additional attendance challenge for many.
Because of this, I ask that you all look ahead to your
spring calendars and let us know if it is realistic for you
to attend. My hope is that you will all be able to, but if we
anticipate a small attendance, we can make adjustments
that will allow us to offer a warm welcome to new
Fellows and meet the expectations of our fellowship
while remaining financially responsible.
We in the theatre generally embrace ritual, and I, like
most of you, love the rituals we share as Fellows. It is a
treat to gather at the exquisite Cosmos Club to welcome
new members into our fellowship. The words of the Orlin
Corey toast always sparkle in my ears. I appreciate the
personal and often irreverent introductions on Saturday
evening which, along with our Sunday Q&A with new
Fellows, provide opportunities for us to gain personal
insights into our new colleagues. The Roger L. Stevens
Address would be a highlight of any meeting where two
or more are gathered. And, of course, the reading of the
formal citations and adorning new members with
medallions is the centerpiece of our time together. These
rituals are at the core of who we are and what we do.
Beyond all the above, I encourage attendance whenever
possible primarily as a way to help celebrate new
Fellows. If you think back to your investiture and what it
meant to stand in that room with so many luminaries of
the field, I have no doubt you want to offer that same
sense of arrival to those who have been selected to join
our ranks. In celebration, the more the merrier and the
more meaningful for our new Fellows. If we want to keep
our traditions alive, it’s important that those who came
before are with us to elevate the sense of celebration
with the simple gift of your presence.
I look forward to seeing you in DC.

Mark Your Calendars Now.
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The Fellows Weekend
April 20-21, 2019

Nine New Fellows Inducted

Washington, Baruch College (CUNY), Converse
College, Southwest Baptist University, University of
Georgia, and University of Wisconsin.
In addition to his scholarly pursuits, Dr. Bial has worked
in a variety of capacities— director, performer, designer,
playwright, dramaturg, and lighting operator — in
university and professional theatres in New York,
Kansas City, Boston, Minneapolis, and Albuquerque.
*

*

*

Robert Schanke and Henry Bial

Henry Bial, citation by Robert A. Schanke
Dr. Henry Bial, a faculty member at the University of
Kansas since 2005, is currently a Professor as well as
Senior Associate Director of the University Honors
Program. Previous assignments at the University of
Kansas include Director, School of the Arts and
Associate Dean for International and Interdisciplinary
Programs in the College of Liberal Arts & Sciences and
Chair of the Department of American Studies. He holds
an MA and PhD in Performance Studies from New York
University and a BA in Folklore and Mythology from
Harvard University. In addition to his work at the
university, he has made significant contributions to
regional and national theatre organizations: co-chairing a
Theatre History Symposium for MATC, serving on
committees for ASTR and on the board of ATDS, being
Vice-President of Advocacy for ATHE, and presiding as
President of ATHE 2013-2015. He currently serves on
the editorial boards of several academic journals:
Theatre Topics, Journal of Dramatic Theory and
Criticism, and Theatre Survey.
He is the author of several books, including Acting
Jewish: Negotiating Ethnicity on the American Stage and
Screen, The Performance Studies Reader, and Playing
God: The Bible on the Broadway Stage, which received
the John W. Frick Book Award from ATDS and the Byron
Caldwell Smith Award for the best non-fiction book in
any field published by a Kansas resident in 2015 or
2016. He has published articles in TDR, Theatre Topics,
and The Journal of American Drama and Theatre as well
as several book chapters. He has co-edited Theater
Historiography: Critical Interventions and Brecht
Sourcebook.
A dynamic speaker, he has been a guest lecturer and
has appeared at The Mellon School of Theatre and
Performance Studies at Harvard, University of

Edgar Dobie and Bonnie Nelson Schwartz

Edgar Dobie, citation by Bonnie Nelson Schwartz
Edgar began his career in the theatre as a champion of
the playwright, as founding managing director for The
New Play Center in Vancouver, Canada. Throughout his
distinguished career he has been a leading force in
nurturing and producing groundbreaking new work that
has extended from Canada to Broadway and throughout
the world.
Edgar’s commitment to regional theatre began in 1981
as Managing Director at The National Arts Center in
Ottawa, and later Managing Director of the Canadian
Stage Company in Toronto-- the largest regional theatre
in Canada dedicated to the work of Canadian and
contemporary playwrights.
In 1988 Edgar became founding Vice President of the
Live Entertainment Division of Cineplex Odeon in
Toronto, building and operating the 2200-seat Pantages
Theatre, producing The Phantom of the Opera and The
Music of Andrew Lloyd Webber. He transitioned to New
York in 1992 as President of Andrew Lloyd Weber’s
Really Useful Company and a position on the executive
committee of The Broadway League.
In 1998, Edgar founded his own independent Broadway
production company, producing The Adventures of Tom
Sawyer and Paul Simon’s The Capeman, and
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representing Riverdance in North America. He also
produced the 1999 and 2000 Tony Awards on PBS and
CBS.

de Palermo in Argentina, St. Louis University, NYUStony Brook, Florida A&M University, NYU-Abu Dhabi,
NYU-Ghana, and College of New Rochelle.

In 2001 Edgar assumed the position of managing
director of Trinity Rep in Providence, Rhode Island,
continuing his passion to create and produce original
productions while offering a broad range of education
and training, and establishing successful post-graduate
programs for actors and directors in partnership with
Brown University.

As a writer, Dinwiddie’s plays have been produced in
regional and university theatres. He was Fellow with the
Walt Disney Writers Program and a writer on the
comedy series Hangin’ With Mr. Cooper. He holds
membership in the Writer’s Guild of America and the
Dramatist Guild.

In 2006 Edgar joined the Riverdream Company, an
international theatre, film and television production
company best known for its stage show Riverdance.
Now Edgar Dobie has returned to regional theatre--as
Executive Director of Arena Stage, one of our nation’s
original resident theaters with a distinguished record of
leadership and innovation in the field. With the opening
of the new Arena Stage at the Mead Center for
American Theater in 2010, Arena Stage has solidified its
position as a leading center for the production,
development and study of the American theater-- and
Edgar Dobie as a leader of American regional theatre.
*

*

*

Having lived in New York for many years, his writings
emphasize the rich Harlem legacy in theatre that is often
overlooked in traditional historical documents. With a
lengthy and diverse list of conference presentations, he
has become an expert in cultural studies and was the
keynote speaker at the International Organization for
Migration at the University of South Bohemia in the
Czech Republic.
Dinwiddie’s awards include being a member of the
National Governance Task Force of TCG, a Tony Award
nominator (2007-2010), a Torchbearer Pioneer Award
from AUDELCO, the Hal Youngblood Award, the Spirit
Award from the National Black Theatre Festival, and
NYU’s Distinguished Reaching Medal. He also chairs
the Board of Directors of the Duke Ellington Center for
the Arts, is on the Board of Directors for New Federal
Theatre, and Board of Directors member for Classical
Theatre of Harlem.
One of the most important
accomplishments was his election to the presidency of
the Black Theatre Network
Professor Dinwiddie represents a unique renaissance
man who combines intellectual scholarship and talented
working artist, and he is especially proud to have
mentored and nurtured dramatists whose works have
won acclaim in theatre, on television and in film.

Ethel Pitts Walker, Michael Dinwiddie, & Kathryn Ervin

Michael Dinwiddie, citation by Ethel Pitts Walker
As a teenager, Michael co-founded Detroit’s Satori
Theatre. He now serves on the faculty of the Gallatin
School of Individualized Study of New York University.
Dinwiddie holds a BFA from Wayne State University and
an MFA in Dramatic Writing from Tisch School of the
Arts, New York University. His career includes educator,
playwright, screenwriter, director, scholar, and leader in
the field of professional arts. He has specialized in
courses in African American theatre, dramatic writing,
cultural studies both nationally and internationally, and
directing. His teaching experience includes Universidad

The College of Fellows welcomes Michael Dinwiddie into
its organization.
*
*
*
Kathryn Ervin, citation by Ethel Pitts Walker
Ervin began her theatrical career as a teenager when
she co-founded Satori Theatre in Detroit. She went on
to receive her BFA from Wayne State University and her
MFA in Directing from Illinois State University.
In 1989 California State University-San Bernardino
(CSUSB) hired Kathy, and over the past 28 years she
has created a distinguished career. Ervin’s Department
elected her Chair on three separate occasions. During
her tenures the Department greatly expanded its
diversity enrollment, making CSUSB one of the most
ethnically diverse Departments in the CSU system.
Under Ervin’s leadership, her Department created the
only M.A. degree in Theatre Education that allowed
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elementary and secondary teachers to get advanced
degrees. Kathy’s extensive work with the California Arts
Project as both a coordinator and faculty member has
provided her an opportunity to teach as well as learn
from public school teachers.
Ervin’s directing credits include numerous productions at
CSUSB, as well as productions at L.A.’s Atwater Village
Theatre, Los Angeles Theatre Center, UC-Riverside,
University of Louisville, and Illinois State University. Her
peers recognize her as an innovative visionary who is
not afraid to “think outside the box” whether in analysis,
casting, or staging.
Kathy co-edited the African American Scenebook, A
Bibliography of Scenes from the African American
Theatre, Adrienne Kennedy; Funnyhouse of a Negro,
Masterplots II, and numerous journal articles. Her
conference presentations include the African Studies
Association,
the
African
Theatre
Association
International, Association for Theatre in Higher
Education, Black Theatre Network, the Global Diasporas
in Southern California, and the National Theatre on
African American Theatre. Ervin’s research in hip hop
theatre, sexual orientation and gender identity in Black
theatre, cross-casting, and multicultural theatre
demonstrate her awareness of contemporary and often
controversial issues. She is a founding member, past
president, and consultant to the Black Theatre Network
and was awarded the 2017 Region VIII Gold Medallion
from the American College Theatre Festival.
Ervin is a “superstar” at CSUSB, a leader and visionary
in California educational theatre, an exceptionally
talented artist to those she works with, and a “treasure”
to the African American theatre community. Welcome
to Kathryn Ervin into the College of Fellows of the
American Theatre Association.
*

*

*

William J. Doan, citation by Dan Carter
From the beginning of his career, it was clear Dr. William
J. Doan was a man of prodigious talents and skills in the
areas of teaching, scholarship, and administration. Now
a prominent and well-respected academic leader for
over thirty years, he has held the titles: Dean of the
College of Humanities, Business and Education;
Associate Dean of Administration, Research, and
Graduate Studies; Associate Dean of the School of Fine
Arts; Associate Provost for Academic Affairs; Chair of
the Department of Theatre; Director of the School of
Theatre; and Professor of Theatre, He was 2012-13
President of the Association of Theatre in Higher
Education.
Dr. Doan’s publications include three books with his
collaborator Terry Giles: Twice Used Songs:
Performance Criticism of the Songs of Ancient Israel;
Prophets, Performance, and Power; and The Story of
Naomi/The Book of Ruth: Gender to Politics. In 2011,
Corrupt Press of Paris published his book of poetry:
orantes linguis. Of those poems, one reviewer wrote:
“Doan’s poems remind me of both Finnegan’s Wake and
The Simpsons–they gnaw at the emptied hope found in
double wide debt, class realities, brutish fathers and
unscrupulous bankers. The familiar chanted rhythm of
prayer is a frayed nylon fire rope for all confined to the
dictated lives of their class.” Another wrote: “Doan’s
voice is entirely his own. Down to earth yet
transcendent, raw yet incandescent.” A third wrote:
“Readers will come away from this work convinced…
poetry is a form of social action.”
Dr. Doan previously explored these themes in solo
performance work that includes My Blue Collar, in the
style of The Living Newspaper, Confessions of a Class
Straddler, and Not Self Inflicted, and he developed them
further in Drifting and A Brief Anatomy of My Anxiety.
The latter has been expanded into graphic novel form.
As theatre historian and Fellow Don Wilmeth wrote
about the rise of dramatic monologists in the 1980s:
“Audiences come to autobiography for direct connection
and great stories.” Dr. Doan’s distinct voice continues to
find a dedicated and expanding audience for his
particular style of storytelling.
It is with great pride that I present poet, professor, artist,
historian, author, activist Dr. Bill Doan to the College of
Fellows of the American Theatre.
*

*

*

Brant Pope, citation by Dan Carter
Dan Carter, Bill Doan, and Brant Pope

During three and a half decades in higher education, Dr.
Brant Pope has established himself as a leader in the
fields of actor training and university administration, and
The Fellows Gazette 4

in each of these capacities, he has led some of the
country’s most respected programs. He is also a director
and author of note. His enormous gifts were evident from
his student days when he earned the BA, MA, MFA, and
PhD degrees, pursuing a solid base in the liberal arts,
the artistic bona fides of the MFA, and the scholarly
acumen of the PhD. His career achievements have been
distinguished by bringing this rich background of
knowledge, artistry, craft, and intellect to all he pursues.
A brief stint as a freelance actor was followed by
successful teaching stops at two universities prior to his
being named Head of the Florida State University/Asolo
Conservatory for Professional Actor Training and
Associate Artistic Director of the Asolo Theater. After
eleven remarkable years elevating an already successful
program, he took on the additional challenges of heading
both an MFA directing program along with an MFA
acting program at the Pennsylvania State University. Six
years later, it was clearly time for him to expand his
academic leadership role by taking charge of an entire
department. A short time at the University of Illinois was
followed by his current position as Chair of the
Department of Theatre and Dance at the University of
Texas at Austin, where he heads one of the country’s
most comprehensive and celebrated theatre programs.
The only downside to this upward spiral in administration
has been the loss of one of the country’s most articulate
and insightful acting teachers. Professor Pope is a
preeminent expert in actor training with particular
expertise in the problematic area of moving students
from improvisation to scripted material. We are fortunate,
however, that his work lives on through his former
students, his scholarly contributions to the field, and his
extensive impact on the University Resident Theatre
Association, including two terms as President.
It is my privilege and pleasure to present Dr. Brant Pope
for induction to the College of Fellows of the American
Theatre.
*
*
*

Diane Rodriguez, citation by Jorge Huerta
Diane Rodriguez is the Associate Artistic Director of Los
Angeles’ Center Theatre Group and a nationally and
internationally recognized producer, playwright, director
and Obie Award winning actor. She joined the worldrenowned El Teatro Campesino, and for several years
performed throughout the US and abroad. In 1985 Diane
and her husband Jose moved to Los Angeles where she
became a founder of the critically acclaimed Latins
Anonymous.
In 1995 Diane became the Director of the Latino Theatre
Initiative of the Center Theatre Group. Charged with
developing work by and about Latinos and all audiences,
she commissioned a veritable “Who’s Who” of emerging
and emerged playwrights, bringing their important voices
to a national and international audience. In 2005 Diane
was appointed Associate Producer of New Play
Production for the Center Theatre Group, continuing her
commitment to diversifying the programming for this
premiere regional theatre company. Affirming Diane’s
impact and import, her work has been the focus of
significant scholarly articles and books including Chantal
Rodriguez’s The Latino Theatre Initiative/Center Theatre
Group Papers, 1980 – 2005 and Marci McMahon’s
book, Domestic Negotiations: Gender, Nation, and SelfFashioning in US Mexicana and Chicana Literature and
Art.
Diane served as a Trustee for the Theatre
Communications Group from 2008-2016 and was
elected twice to serve as President of the Board from
2013 to 2016. In 2016 she was appointed by President
Obama to sit on the National Council of the Arts in
recognition of her importance as a national
spokeswoman of courage and commitment to the
nation’s theatrical and artistic communities. In 2017
Diane directed and premiered her latest play, The
Sweetheart Deal, at the Los Angeles Theatre Center and
she will direct Culture Clash’s Bordertown Now at the
Pasadena Playhouse this season in 2018.
In sum, Diane Rodriguez is a prominent theatre artist
and leader who presents new work of the highest caliber
that she has developed over a thirty year career in
artistic leadership and new play development. She
continues to be an unwavering advocate for the
diversification of our theatres by changing who we see in
our hallways, on our stages and in our audiences.
*

Diane Rodriguez and Jorge Huerta
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*

*

community theatres. It is studied in college and
university curricula. The Yellow Boat has changed the
lives of artists and audiences serving as a beacon of
hope and inspiration for children and adults.
David Saar is an artist of consummate skill and a deeply
decent human being, admired as much for his humor as
his generosity.
*

*

*

Susan Zeder and David Saar

David Saar, citation by Susan Zeder
David Saar is a magician
He can turn a bunch of actors into one of the premiere
theatre ensembles working in TYA today.
He can turn an abandoned school building into a
campus for Imagination and Wonder.
He can turn personal tragedy into art
In his thirty-nine year tenure as Artistic Director of
Childsplay, the company has maintained the same core
of founding artists over the entire life-span of the
organization. Together they have built one the premiere
TYA companies and arts in education facilities in the
country. They have done so by maintaining artistic
excellence, commissioning new work, developing new
plays and playwrights, encouraging innovative design
and technical advances and by providing educational
and outreach opportunities of the highest caliber.
The growth of the company has been phenomenal;
culminating in the building of the magnificent Sybil B.
Harrington Campus for Imagination and Wonder.
Childsplay has commissioned and produced new plays
from some of the leading playwrights in our field
including Fellows Jose Cruz Gonzales and James Still.
Along the way, David and Childsplay have garnered an
impressive array of awards and honors, far too many to
mention here, including multiple Distinguished Play
Awards for David and for the playwrights he has
nurtured. This past year he was awarded the Campton
Bell Lifetime Achievement Award by the American
Alliance for Theatre and Education.
Although David has only one published play to his credit,
that play changed the landscape of dramatic literature
for young audiences. Drawing from the devastating loss
of his son Benjamin to AIDS in the early 1980’s, The
Yellow Boat transformed tragedy into a transcendent
work of art. The play has been heralded as a classic. It is
widely produced by professional, university and

Sandra Shannon and Harry Elam

Sandra Shannon, citation by Harry Elam
Sandra Shannon is a superb and prolific scholar and a
leader in the field of African American theatre and
performance. Professor Shannon is one of the most
respected and productive Wilson scholars in academia
today. Her important critical biography, The Dramatic
Vision of August Wilson , provided a grounding for future
Wilson scholarship and was the first work to draw a
relationship between Wilson's personal experience and
memories and his creation of his 20th century African
American history cycle. Her published collection of
critical essays, August Wilson and Black Aesthetics
brings together a variety of scholars to examine how
Wilson's dramaturgy reflects on or transcends past and
present paradigms and theories of black cultural
expression. She has also published articles on Wilson in
a wide variety of scholarly journals and edited
anthologies. Perhaps equally important, Shannon has
undertaken a variety of projects directed at making
resources of Wilson scholarship more accessible and
more readily available to scholars and students.
Shannon provided a rigorously detailed annotated
bibliography on Wilson for the Wilson collection edited
by Alan Nadel, May All Your Fences Have Gates. Her
August Wilson’s Fences: A Reference Guide) serves as
a comprehensive source for scholars, teachers and
theater practitioners approaching this Pulitzer prizewinning play. Along with Sandra Richards she edited
Approaches to Teaching the Plays of August Wilson,
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2018 Roger L. Stevens Address

IN SEARCH OF THE HEART
by Luis Valdez

New Fellows Shannon, Ervin, and Dinwiddie
Signing the Membership Book
(The following was submitted in response to the call for
news items and is joyously shared with the fellowship.)

Fellow Profile
I believe I am the earliest living Fellow inducted into the
Fellowship assuming the dates in the membership list
are accurate.
So, what have I been doing with my time. During World
War II I apprenticed lighting and sound crews at the
3000 seat Cain Park Theatre in Cleveland Heights, Ohio.
Cain Park was the inspiration of AETA Fellow Dina
Rees Evans. We attracted huge wartime crowds to our
ten week summer season, 5 musicals and 5 plays. The
interest in lighting led me to Case Institute of Technology
(now Case Western Reserve) and a degree in
Illuminating Engineering, which led in turn to an MFA at
the Yale School of Drama. That set my course
irrevocably into theatre studies and a Ph.D. from
Stanford University in theatre and engineering.
Time for gainful work--- first with Kliegl Bros. Lighting
where we were among the first exhibitors at the annual
AETA Conference-- my tenure at Kliegl lasted for 30
years and "retirement" as Executive VIce-President. Set
up "Joel E. Rubin and Associates" as a theatre
consulting firm, and after a few years joined Artec
Consultants as lead Director under Russell Johnson the
famous acoustician. That position lasted ten years
until Russell's death and I re-started "Joel E. Rubin and
Associates" - which is my current status. I will be 90
years old this September, so I have this proud record of
having enjoyed 75 years of involvement in theatrical
activity.
I enjoy reading of the accomplishments of the
new Inductees into the Fellows and consider myself
fortunate to be counted among this distinguished group.
Good health and long life to all

– Joel E. Rubin

The following was transcribed and edited from the audio
record of the presentation. It cannot be published or
distributed without prior permission of the author.

Thank you. Good Morning. It’s a privilege and an
honor to be here with my colleagues, representing
the whole country. It is the fulfillment of a life-long
dream: to assimilate, integrate and participate in
the United States of America and America as a
whole. We are here in the Kennedy Center, an
amazing building and institution that has been here
since 1965, when El Teatro Campesino was
founded, over fifty years ago. I want to analyze
those fifty years in a very special way, beginning by
acknowledging my work for John Kennedy, the Viva
Kennedy Campaign in 1960. I was twenty. You
couldn’t vote in California unless you were twentyone then, but I nevertheless did precinct work and
met the candidate in San Jose. I was a part of an
organization called MAPA, Mexican American
Political Association, and at a campaign rally, we
presented him with a gilded sombrero, and urged
him to put it on. John Kennedy being John Kennedy
demurred and quipped “No, no…I’m going to wait
to wear it in the St. Patrick’s Day Parade in New
York.”
I loved that joke. Of course his
assassination changed all our lives, it completely
changed my life. It politicized me in ways I never
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expected. Speaking of institutions and giants in the
field, another milestone for me occurred some
years back in Silicon Valley, when I was on the dais
with David Packard of Hewlett Packard fame. As I
rose to speak, I said “Mr. Packard it’s an honor for
me to be here with you, I want you to know that we
share something essential: We both started in a
garage. The difference is, I’m still there.” And that’s
really a defining characteristic of my farm workers
theatre, the fact that we are still working out of a
packing shed in San Juan Bautista. It has been our
playhouse now for over thirty years, and we
continue to create new work there.
Our emphasis is always on the performer, always
on the material, always on the new plays, rather
than the building itself. We can’t afford it all. I wish
we could have a big building like this, but the
Kennedy Center is here for all Americans, so that is
how we use it. El Teatro Campesino performed
down the hall in the Terrace Theater here some
years back. But fifty years is a long time, so I want
to put my comments into perspective. How can you
measure, how can you analyze, how can you break
down a half century and make sense of it? We
decided a couple of years ago, that if El Teatro was
going to celebrate its fiftieth anniversary, which was
in 2015, we would continue it for two years;
celebrating a fifty-two year cycle, to coincide with
the Aztec “century.” The lighting of new fires
occurred every fifty-two years, in Mexico, in ancient
America. So I am going to talk about our fifty-two
years and I’m going to break those down into four
thirteen year periods. Four times thirteen equals
52, so each period represents a point or movement
in our overall process of renewal. That’s important
because it defines my approach as a playwright. It
informs me as to how to understand my own reality
as well as my work.
The four points comprise the acronym P.L.O.T.
That’s PLOT. P is for Preparation; L is Launch or
point of attack,; O is for Opposition and the T is for
Turn.
After the climax you turn, into the
denouement. Plot is not necessarily much regarded
these days, but it is still an essential and integral
part of the art form because you can’t build a play
without paying attention to plot.. I use the acronym
to teach playwriting and to teach screenwriting as
well. Plot is very important so I’m going to plot my
life and go back to the beginning. What are my
roots? Well I could go back a long ways, I could
go back two thousand years to the oldest extant

play in the Americas. We’re all Americans and I
want to welcome you to America.
I’m not a minority group. I’m not a recent arrival, I’m
not an immigrant. I’m a Native American. Though
indigenous peoples rarely have an opportunity to
speak openly, I’m very happy to be able to do this
here in Washington at the Kennedy Center, to
proclaim my native Americanness. The first
theatrical performance in what is now the
continental United States occurred on the banks of
the Rio Grande, in what is now El Paso. Two plays
were staged on horseback. One dealt with the
Conquest of Mexico; the other with Spain’s defeat
of the Moors. Besides the Yaqui Easter ceremony
in Sonora. these are my theatrical roots. I can bring
it in closer, literally down to earth. I was born in
1940, in a labor camp in Delano, California. Delano
was established during the Grant Administration in
1873, and there was a recession that year. They
were building the Central Pacific railroad across the
San Joaquin Valley in California, until they ran out
of money and just stopped in the middle of
nowhere. The Chinese workers who were working
there were laid off. They said ok, we are laid off and
have nowhere to go, so they camped out and
waited to be reemployed for a year. When workers
started to die of cholera, precipitously, they built a
cemetery next to the railroad. These were the
founding bones of the city of Delano, which was
named after Grant’s Minister of the Interior,
Columbus Delano, uncle to FDR. Many years later,
I was born in a labor camp near that cemetery.
As a Chicano, I am intrinsically involved in this
history of California and the so-called winning of the
West, which for Mexicans is really the losing of the
North. What is now the Southwest was once half of
the national territory of Mexico. So border crossers
are just trying to get back to where they belong but
someone keeps trying to build a wall to keep them
out, and that wall will do no one any good. I keep
telling people to look to the oceans. Even two
oceans could not keep people from coming to
America. The Wall of China couldn't achieve what it
was supposed to achieve. The Rocky Mountains
could not stop the covered wagons. Why does
anyone believe that this wall is going to stop
anybody? You can't stop the essential progress of
the nomadic human race.
I didn't know this when I was born in that labor
camp in 1940. We all are born somewhere. We
look around and say “Who are we and what am I
and what can I do?” I didn't know that I was
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Mexican. I didn't know that I was a farm worker. I
didn't know anything at that point. My first
memories are riddled with contradictions. I
remember that we had a ranch. We had our own
little hacienda of 300 acres with two houses and
barns and my dad was a farmer, a very successful
farmer growing row crops. We had a 1941
Chevrolet sedan. They stopped making these cars
during the war but we had a new car. I remember a
little sticker in the back window that said Roosevelt
44, but I had no idea what was happening outside
our ranch. As I became more aware of the world at
five years of age, it slowly began to sink in that this
ranch was not my father's. Actually it had belonged
to a Japanese American farmer. In 1942, he and
his family had been arrested and imprisoned in a
relocation camp. That was my first inkling, with a
nasty stab of guilt that our family prosperity during
World War II had been at the expense of this
Japanese farmer and his family. In 2012, when the
1940 census was released, I finally looked up the
record and surmised his name was probably
Yamaguchi. He and his wife and daughters were all
dispossessed never to return. The rumor was that
the farmer had committed suicide somewhere. In
any case it was all over by 1946. We were out. My
dad was not the owner; he was leasing and
growing crops for the U.S. Army on consignment.
Our prosperity had been generated by World War
II. So with all the G.I.’s coming back, American
agriculture was reorganizing for the post war era.
Corporate agribusiness was in, and the small dirt
farmer was literally out in the cold. My parents had
been on the migrant path before in the 1930s.
Suddenly my family found itself back in the Great
Depression.
I had never been on the migrant path. I'm 6 years
old, and I'm saying what the hell happened? We
used to be rich. We had a ranch. What happened?
Well, the ‘41 Chevy went with us into the fields and
quickly disappeared. I don't know what happened
to it; I imagine my dad sold it. He had to. We
needed the money. So he traded it for an old
pickup truck. That's how we began to migrate in
1946. We went to the Garden of Eden which is
now Silicon Valley and picked apricots and prunes
and strawberries and then fall came and we went
back to the San Joaquin valley to pick cotton. So I
was a cotton picker. OK, I'm not ashamed. I mean it
was a good way of life. It was fun for a kid in some
ways. I loved jumping off the cotton rack into the
cotton. It was like diving into a cloud. And the

whole world was out in the fields. There were
African-Americans from the South; there were
Okies, Arkies, Asians, Japanese-Americans,
Chinese-Americans, even Sikhs from India with
their turbans. We were all cotton pickers, and we
are all equal. You don't see that anymore.
Agribusiness has so segregated the labor pool, it is
now mostly Mexicans out in the fields. It is
something that obviously still concerns our Teatro
Campesino, But the fact is that the changing
demographics of the ‘40s
led to ethnic
redistributions in the fields. Most white or immigrant
farm workers left the farms and moved to the city.
Not the Mexicans. It's not easy to work in the
fields. But Mexicans keep coming across the border
to work at doing stoop labor jobs most Americans
do not want to do to this very day.
Back in 1946, there were large labor camps with
some 2,000 people living in army surplus tents.
With so many hands, the cotton picking season
was over like that. We couldn't move on because
my dad's old pickup truck had broken down. We
ran out of money and there was nowhere else to
work because the cotton season was over, so we
started living by fishing in the river, the San Joaquin
Delta canal. We caught fish and took the fish back
to my mom and she would make tacos. “Fish
tacos” before they were trendy. .One morning I
almost drowned. I fell into the canal, and my dad
saved me by pulling me out by the hair. So my
mom got very worried and told me and my brother
to go to school. A yellow bus would come into the
camp every morning. We climbed onto the bus and
went to the nearby school at Stratford, not Stratford
on Avon, Stratford on the San Joaquin. I knew I
wasn't going to be there for very long. But it was
there that I got I got hooked on theatre for the rest
of my life. Thanks to my lunch bag.
My mother had commandeered a little brown paper
bag. There were still paper shortages in 1946 that
some of you may remember. I didn't want a big
grocery bag. I wanted a bag “my size” and my dear
mother found a little one in the company store. She
packed it with two tacos, and off I went to school.
With the bag under my jacket I remember feeling
the warmth of my mother’s tacos on my way to
school. Once there I put it in the closet and waited
for lunch. The school had no cafeteria
so
everybody brought their lunch. Some of the kids
had lunch pails; you know those with Mickey Mouse
or Hopalong Cassidy emblazoned on the side. So
my poor little sack, which had been my mother’s gift
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to me, suddenly made me feel ashamed because
other kids had real lunch pails and all I had was this
sorry little brown bag.
The Anglo kids would open up their lunch pails and
bring out white bread sandwiches, with ham,
tomatoes and cheese. Sometimes they had a
cupcake. Sometimes an apple or an orange and a
thermos. Wow, a thermos. I had never seen a
thermos in my life. Well, that made me even more
ashamed and mama’s dear little tacos looked
sadder and sadder to me, and so I began to eat
tacos the way a wino drinks his wine - on the side,
halfway out of the bag, down here so they couldn't
see me, and the kids would say “What are you
eating?” “No nothing. No, no.” “Let me see.” “No,
no, no, no.”
I’d stare at their sandwiches and
wonder what they were eating. Well this went on for
several days and they kept looking at my tacos and
I kept looking at their sandwiches and one day the
inevitable happened: we exchanged lunches. The
rest is Taco Bell history. I used to take care of my
bag, as if it was my only possession. I’d fold it very
carefully to bring it back to my mother. One day at
the end of school, I couldn't find my bag. The
teacher saw me running around looking for
something and she said, “What is it?” and I told her
“Oh a little brown paper bag? Yes, I took it.” she
said. “Well give it back.” And she said, “I can’t.”
She then escorted me into a room in the back and
there was my bag, all ripped up floating in a basin
of water. I thought the teacher had gone berserk.
She reached down and grabbed a little piece of the
brown paper bag, dipped it into some white paste
and then put it on a mold. For the first time, I
noticed a mold - a clay mold - and it was an animal,
a monkey! She said, “do you want to try it?” and I
said “yes.” At that moment I discovered one of the
secrets of the universe. It's called paper maché.
Now this was November, early November, and I
said, “it can't be for Halloween so what is this for?”
She said, “it’s for a play.”
The whole school was involved in a Christmas play.
She said, “we need two first graders to play
monkeys, because the play is about Christmas in
the jungle.” I forgave her about the bag and happily
auditioned. I didn't know then that a monkey was a
symbol of intelligence in the ancient Mayan culture,
but I jumped and ran and monkeyed away real
good. She was quite impressed. I got my first role
in the theater. I was excited and happy when we
started rehearsals. I saw the old beat up school

auditorium being transformed. They brought in fake
trees and I got a costume that was better than my
own clothes: I had a little red vest, little green
pants, a little tail, red shoes, and a little hat. Oh, it
was amazing. And then the teacher gave me the
mask that she made from my mama’s taco bag. Oh
man, I saw myself in the mirror and thought. “Look
at me, I'm larger than life.” I was looking forward to
my debut before the world on that little school
stage.
Then on a Tuesday I went home to the labor camp
and my mom said, “we're leaving tomorrow.” And I
said, “But mom, the play is on Friday.” and she
says, “it doesn't matter, we're being evicted.” So, I
cried, and she cried with me. The next morning my
dad got the truck going and we left. The San
Joaquin valley fog hits very early in the fall. We
drove through Stratford, past the school before it
opened, and it was dawn. As I saw the school
disappear into the fog, I felt a hole open up in my
chest. It could have destroyed me. But I've always
believed that any negative can be turned into a
positive. So. what happened instead is that the hole
became the hungry mouth of my creativity. This is
what I took away with me from that old school: the
secret of paper maché; an unfulfilled love for the
theatre; and anger, my righteous residual anger
because we had been evicted from the labor camp.
That hole in my chest is still there but it is much
smaller now. For the last 70 years I've been
pouring poems, plays, songs and screenplays in it
with no end in sight. But the real poetic justice
finally came about 20 years after our eviction when
I went to Cesar Chavez and pitched him the idea
for a theater of, by, and for farm workers. That was
my real fulfillment.
Now all of this is part of preparation. This was my
preparation as a playwright. I made puppets out of
paper maché. Paper maché really solved
everything as I could make puppets that lasted
longer than my playmates. Then I became a
ventriloquist in high school, performing with a pair
of dummies, one Anglo, the other Mexican. We
were still seasonal migrant workers, so I began to
perform around the campfire in labor camps. I
began to realize that if I could do that out there, I
could put on shows. They were the perfect captive
audience. That idea took root in my mind
throughout college, and essentially became the
seed from which El Teatro Campesino sprang,
years later. I learned about the history and the art
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of theater. I certainly was impressed by the theater
of the 1930s, the socialist activist theater. I went to
San Francisco and joined the San Francisco Mime
Troupe and performed in the parks, doing
politicized commedia dell’arte with the company. I
was living in the Haight Ashbury before the
neighborhood went psychedelic because it was a
low rent district. It was great, and I was there with
other fellow artists. Then the grape strike came
along and I knew that this was my destiny. I had to
go back to where I had started. I had to go back to
Delano.
I met Dolores Huerta first and I pitched her the
idea. She loved it and said you have got to talk to
Cesar. So I went to Delano to march with the
strikers, but I was a little intimidated. What will he
think of me, and what will he think of doing theater
out here in the fields? I finally talked to Cesar at
11:00 at night. At the end of a very long day I
pitched him my concept of a theater for
farmworkers and being Cesar, very practical and
down to earth, he says: “I like the idea, but I've got
to be honest with you: there's no money to do
theater in Delano and there's no actors in Delano.
There's no stage, there's not even time to rehearse.
We're on the picket line day and night. You still
want to do it?” And I said, “Absolutely Cesar what
an opportunity.”
He was right. I went to Delano as a volunteer and
slept on the floor. At dawn we hit the fields and
harangued the scabs from the top of a paneled
truck with a bullhorn. A month in, I was elected
picket captain. So now in charge of our roving
picket line, I added songs and chants. Then we
spontaneously began to act, doing these little bits
and pieces that were two, or three minutes long on
top of the paneled truck. In time we began to
perform every Friday night at the weekly strike
meetings. We created Actos–10- to 15-minute
learning plays–that we staged in a little hall no
bigger than this room. We had a little open area
maybe ten by ten feet wide. This was our stage,
and with the little kids sitting all around on the floor,
this is where the Teatro was born. We found that
we could tap right into the hopes and aspirations of
the striking farm workers. When there was no hope
we could give hope. When there was despair we
could make them laugh. When they were down, we
were up and we could take our songs and lift them
up. We took songs from the civil rights movement.
The amazing power of song in the face of danger is
incredible and we lived it. The official launch of El

Teatro Campesino was on the March to
Sacramento in 1966 exactly 52 years ago this
month. The union loaned us a flatbed truck as our
portable stage, with the big United Farm Workers
banner as a backdrop. We got some rudimentary
lights, a sound system, but the launch, the point of
attack for the Teatro was the experience of
performing twenty-five days and nights in a row all
the way up the San Joaquin Valley which for me
had been the scene of oppression. It was like the
South. The racism was just as bad. The violence
was just as bad. But doing theatre helped me to
deal with it, even to transcend it.
One of my great personal milestones on the March
occurred when we came to a small town called
Cutler, California. That is where I met my wife and
life’s companion, Lupe Trujillo Valdez. She saw us
perform and joined the circus, and she has part of
my life support system for fifty years. We're that
way for each other, but our kids, our children, have
been also part of the life support system. So,
preparation leads to launch then to opposition: a
series that continues to happen, again and again
and again, not just in the scenes that we write as
playwrights, but in life. We inevitably ran into
opposition, and not just from the growers. We
started touring and spending so much time out of
Delano that the union leadership decided to
disband the Teatro. We ended up moving 60 miles
north of Delano to Del Rey and setting up a farm
workers cultural center as our new home. Then we
moved from Del Rey to Fresno, and eventually to
San Juan Bautista, a mission town that had been
there for two centuries. I wanted to relate to the Old
California that had been free, not the colonized, not
the immigrant California. I wanted to go back to the
native California. San Juan Bautista had been part
of it. The mission was established when George
Washington was still president, and I wanted to
relate to that history. I wanted my company to be
based there at the mouth of the Salinas Valley. But
when El Teatro Campesino settled in San Juan
Bautista, land owners wouldn't even rent to us.
They thought we were coming in to organize
farmworkers. Fortunately, one of the Mexican
restaurant owners had a little theater, which he
rented to us for a dollar a year. I don't think we ever
paid him, but for two years that was our home base
in a tiny little playhouse, until we finally rented an
old corrugated tin warehouse in town.
One day Peter Brook came to visit and we took a
long walk and talked and he says “How would you
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like to host some actors next year?” And I said
“Well we can barely support ourselves. How are we
going to support you?” He said, “Don't worry about
that, ,we'll fund you.” I said, “But you know we
have this ratty tin warehouse, this is all we have.”
“That's all right,” he said, “That's what we want.” He
was looking for the empty space, he was looking for
the rough theater and he found it in us. Most of our
Teatro members didn't know who the hell Peter
Brook was. I said to them, “he's a very famous
director, guys.” He loved the town, so the next
summer, the summer of ‘73, his whole company
arrived and of the three months that they spent in
the United States that year, two were in San Juan
Bautista. Their improvisational play was based on
a classic Sufi myth about The Birds. So, we
described our two companies as two different kinds
of birds. They were always flying needing to land
someplace but they had no feet. We were like
birds with feet but no wings. With Peter’s company
that summer was a gorgeous 26-year old blonde,
Helen Mirren, who became Diane Rodriguez’
roommate and they are still lifelong friends. So, all
of these things came together. Preparation,
Launch, Opposition, Turn. This is all during the first
13 years. After Peter Brook came, I began to meet
other people - Bill Ball of the American
Conservatory Theater in San Francisco, and
Gordon Davidson. Gordon recognized the Teatro
for the first time and invited us in to perform La
Carpa de los Rasquachis (Tent of the Underdogs)
our seminal 1970’s corrido play at the Taper in
1974. After that he directly approached me to write
something about the history of Los Angeles. He
was starting a new theater-for-now series dealing
with L.A. history.
I was the first director-playwright of color I think that
he hired or commissioned, and we kind of agreed
that the Zoot Suit Riots should be our focus. So I
eventually wrote my play Zoot Suit, and took
people from El Teatro with me over to the Taper
and that was a fundamental turn – the completion
of the first 13 years.
I’m with Miguel Piñero in New York and he took me
to see his play Short Eyes at the Lincoln Center.
I'm sitting there with him looking at Short Eyes and
I looked at him and I thought, I can do this. I can do
a professional production. I can do Zoot Suit.
Fortunately, JD, Jose Delgado, also an alumnus of
the Teatro Campesino, and Diane helped me with
the research. We didn't have Google or Wikipedia.
They were my Wikipedia and we amassed volumes

of books and articles and stuff. On the basis of that
research I was able then to begin to pull together
what became Zoot Suit at The New Theater for
Now. Then I rewrote the whole thing and by July
and August, we opened the season and it became
a phenomenal success. It sold out before it opened;
the interest and the demand was so great, we
moved the play to the Aquarius Theatre in
Hollywood. At that time the L.A. police, the LAPD,
were cracking down on low riders in East L.A. mind
you. They wouldn't let low riders ride along Whittier
Boulevard in East Los Angeles. They put up
barriers saying no more low riders. But the play
was running in Hollywood, so all the low riders
came to Hollywood. They were going up Hollywood
Boulevard and then down Sunset Boulevard, and
then up Hollywood Boulevard, all the way around
Hollywood you began to see low riders and it was
an amazing year. It ran for a whole year, a whole
year long party is what it was. But it proved one
thing. We were box office and that we were in
business. Gordon was ready to go to New York. I
wasn't ready to go to New York. New York seemed
to me to be on the moon. I said I cannot go to New
York, even though I had been there with the Teatro
at the Village Gate Theater for one night in 1967.
I didn't know that we could do Broadway. I wasn't
sure, but Gordon and the Shuberts convinced me
to give it a try. New York was not ready for us and
critics that had praised the work in L.A., shot it
down in New York. I suspect they weren't ready.
New York was not ready to entertain the notion of
Latinos beyond Puerto Ricans. They were just
barely handling Puerto Ricans. So how could they
handle Mexicans? Mexicans are people from the
other side of the world. There it was again:
Preparation, Launch, Opposition, Turn and
Broadway provided hard core opposition. So, we
came and went to New York. In the end, the box
office success of Zoot Suit in LA gave us enough
money to buy the old warehouse in San Juan
Bautista that became our playhouse. It was big
enough for a 150-seat theater, plus construction
shops, rehearsal space, archives, and offices. It
was very modest mind you but large enough to
sustain our whole operation.
This is our base, and this is our school. And the
1980s saw it evolve. We developed a show called
Corridos, which is based on ballads; which J.D. and
Diane also helped to produce, and we took that to
television, starring Linda Ronstadt. That was in
1987. I was editing La Bamba in LA and flying up to
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San Francisco to edit Corridos.
We shot it at
KQED, and it won a Peabody Award. It gave Linda
Ronstadt an idea for a show of her own, singing
Mexican songs. We were able to take a form of
musical theater created in our little packing shed
theatre and recreate it at KQED for PBS, as part of
the Great Performances public television series.
So far so good.
We kept investing into remodeling the building, but
we also tried to up the ante by paying all our actors
equity wages. Thirteen years later, our PLOT
thickened. Preparation, Launch, Opposition, Turn.
The Turn came when we went broke. We went
bankrupt. We couldn't afford to pay Actors Equity
wages and keep our people on the road. Besides
the price of gas had gotten ridiculous with the
OPEC strike when in 1973, gas went to four or five
dollars a gallon. It really crippled our ability to be
able to tour. So, we had to reorganize. I had La
Bamba. I was already a filmmaker. I won't get into
that because that's a different story. I became a
filmmaker during the ‘80s when I directed my
adaptation of Zoot Suit and it was a baptism by fire.
But the Teatro was in dire states by the ‘90s. After
going bankrupt, we launched into academia in
order to survive.
There was an opportunity for me to become a
founding Professor of CSU Monterey Bay. Of the
13 founding professors, I was going to go in half
time but then I realized no one else there was in the
performing arts. So with the help of El Teatro, we
developed an institute of theatre, film, video, radio,
and digital space. The cutting edge of that
university was that everybody was going to get a
laptop. Every student had a laptop. Laptops were
new then, and my first laptop came as a member of
the faculty in ‘95. Because we had the state and the
federal government behind us we were able to
create a theater called The World Theater, right
there on campus.
We took one of the old
cinderblock movie houses built for the GI’s and
converted it into a 400-seat digital theater–meaning
that if movies today are streamed digitally, our
theater was ready to receive them in 1995. It was a
television studio, a movie house and the university
theater. Valley of The Heart, my latest play,
premiered there in 2015.
What I'm saying is that the struggle is such that
sometimes you have to produce yourself. I tell
young people if you're a playwright, you still have
got to produce yourself. If you're an actor, you've
got to produce yourself. I learned that in Hollywood.

You are responsible for your own career. Helping
CSUMB develop their art facilities was only part of
it. I reluctantly got involved in university politics, you
know how that can go. The state university was to
planning to build a new performing arts center, so
they let us have our building. When they realized
they couldn't afford a new facility, the university
took over our theater. It changed my plans. It
became a presenting center. They took over the
digital television studio that we had created with
editing bays. And I finally got very frustrated, I said I
can't do what I need to do here. I said, “thank you
very much, I'm going back to what I love to do
which is to write and direct my plays.” I told
Hollywood the same thing. My first love is the
theater. My first love is, in fact, live performance. I
love it and even this, the rhetorical aspect. I can go
back to Aristotle like everybody else, but you've got
to touch audiences heart to heart.
It takes a year to edit a good film, treating it with
sound effects, dissolves and color changes; but all
of that is process. You're telling the story through a
processed form as opposed to a live performance,
which is here and naked and raw. The analogy is to
food. Processed food as opposed to raw
vegetables. You know, eat what’s natural, what's
been grown out of the ground. There's a difference.
There will always be a need for theater, especially
in our digital times. I told my students at Monterey
Bay, we'll be able to do theater with all of this
technology but we still need the campfire. And my
suspicions and fears have become true. Critics
accused me of doing agitprop when I was in New
York with Zoot Suit. As a matter of fact I was
documenting what had been said verbatim at the
time. The courtroom scene was a distillation of
what had happened in the courtroom. It was not
agitprop. Those racist comments were as real as
they were in American courtrooms. Today we are
all enmeshed in the performance of our
government, which has become a long 24-hour,
24/7 reality show. Donald Trump is a performer;
despicable to some, heroic to others. He doesn't
understand what it is to govern or what it obviously
means to be president, but he's an undeniable
performer and everybody's watching him night and
day, 24 hours a day. We're fascinated by this
creature. This creature of the digital era. I tell
politicians young and old to take some drama
courses, learn to act, you're going to need it.
People are going to see you on camera. Learn how
to relate, how to perform in front of a camera. It
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could be that maybe Ronald Reagan started a
trend; in the future all our politicians are going to be
actors, maybe directors, maybe some of you.
Trump is performing daily on twitter.
I decided to go back to writing plays. What saved
the Teatro from bankruptcy was our family, our
sons and their cohorts because they were young.
They were 20 somethings and they were 19
somethings and they didn't care about the money.
They wanted the joy of creating. So, I went back to
my first love. I don't know what the next 13 years
will bring. I hope there are 13 more years out there.
But the fact is that the world will go on and the new
generations that we're now seeing in theater are in
some way all our children and grandchildren. I look
at young performers and I'm proud of the
playwrights, the young women, amazing talents
with amazing voices. Performers that have more
training than we ever had. I am also proud of the
process of cultural fusion. People are very afraid of
multiculturalism and they attack it, and diversity is
no longer as popular as it used to be. It's not about
multiculturalism and it's not about diversity: it's
about cultural fusion. I become you and you
become me. I never had any Chicano teachers–
there weren't any. They were all Anglos from the
Midwest. But God bless them, and you know the
teacher that took my paper bag? I didn't know her
name, but I was speaking at a conference and the
present superintendent of the Stratford school
district liked my story. He went back and checked
his archives. He went back into the vaults and sent
me a brick from the old Stratford school because it
had been torn down. I also received a
mimeographed copy of the attendance record for
the first grade in 1946. Down at the bottom of the
page was the name of Louie Valdez who had
attended that school for 30 days. I had no idea. To
me it seemed like I was there for months, but it was
only 30 days. That short month launched the rest
of my life. Up at the top was the teacher's name,
Ruth Tremaine. I never knew her name. God bless
her.
As always, I don't know what the future brings. But I
can tell you what the past has brought me. It has
brought me to this place here in the Kennedy
Center talking to you, my colleagues. We have an
old Mayan precept that inspires us in the Teatro:
“You are my other me, you are my other self. If I
love and respect you, I love and respect myself. If I
do harm to you, I do harm to myself.” So, you see
the ridiculousness of trying to build walls to shut out

the border? That border has to be absolutely open.
It's the only way to make it work. In any case
Mexicans are going to continue migrating to their
ancestral homeland. They want to be here. How
would you feel if that was England or if that was
France or if that was Israel or if that was Africa right
next door? I am part of the same mix you see.
Above all I'm an American. My latest play Valley of
The Heart is the love story between the daughter of
a Japanese American farmer in Cupertino, which is
now Silicon Valley, and the oldest son of a Mexican
American sharecropping family in World War II. So,
it is about love, but at the same time it's about
cultural fusion. Cultural fusion. This is the process
of America: Preparation, Launch, Opposition, Turn.
As always, we're looking for a big PLOT in this
country that will propel us into the rest of the 21st
century. Yes, there is hatred, yes there is fear, yes
there is opposition and ignorance. But the present
is always a negotiation between the past and the
future. I'm going to close with a poem written in
1482, before the coming of Columbus. I’ll recite it in
three languages. Aztec and also in Spanish, and
also in English and here it is (English Translation):
What is it that your mind was looking for?
Where’s your heart?
For this, you give your heart to everything?
Your heart is without direction.
You are destroying your heart.
On this earth do you suppose that you can
ever go in search of anything and find it?
That encapsulates my responsibility as a
playwright: to speak the truth with heart. And so,
my message to America and to you my fellow
colleagues, brothers and sisters is: America, find
your heart again.
*

*

*

The 2019 Board of Directors
Dan Carter, Dean (2020)
Gail Humphries Mardirosian (2020)
Karen Berman, Immediate Past Dean (2019)
Kim Marra, Secretary (2020)
Cheryl Black (2019)
Bill Doan, Treasurer (2021)
David Leong (2019)
Harry Elam, (2021)
Jim Volz, Corporate Secretary

The Fellows Gazette 14

Report on Advocacy and
Profile Raising
(Details on the establishment of this initiative can
be found in Fellows Gazette of April 19, 2015)

GOAL: to “broadly message the
standards of excellence valued
by the college, mobilize our
constituency to advocate and
perpetuate the values of the
Fellows in the field”.

evaluated video presentations of essays
responding to four key questions by
participants in KCACTFs Aspire Leadership
Program. The Award consists of $1000 cash
and $1500 toward expenses (registration,
travel, and lodging) to participate in Americans
for the Arts National Arts Advocacy Day in
March 2019. Alex Tolle of McDaniel College
was selected, and the award was announced
at the KCACTF Friday evening.

CHARGE: to raise our profile, garner funding,
and to connect with Americans for the Arts as
an exceptional force in national arts advocacy
In its third year, several significant steps were
taken.
Two additional awards were presented at
KCACTF. Due to the generosity of Thomas
Schumacker, we are able to continue to
present The Jane Alexander Emerging Artist
Award. This year, Jane was present, and she
and James Still made the selection. Special
thanks to Bonnie Nelson Schwartz for her
efforts in establishing this award.

Charlene Gordon, Roman Sanchez, Alex Tolle,
Gail Humhries Mardirosian, and Karen Berman

KCACTF also matched this award for a second
candidate, Roman Sanchez of Humboldt State,
to subsidize Americans for the Arts
participation.
Thank you, arts philanthropist Charlene
Gordon for your gift that makes it possible for
us to present the award for the next three
years as well.
This year, there were two recipients of the
John Cauble Award, which is also funded by
Thomas Schumacker.

Jane Alexander and James Still
Announcing the winner of the
Jane Alexander Award

In association with KCACTF, we acknowledged
arts leaders of tomorrow today through our first
Arts Impact Award. The selection committee of
Karen Berman, Dan Carter and GHM

Thomas Schumacher with Nayarit Alcantara and
Veshonte Brown, winners of John Cauble Awards
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TREASURER’S REPORT
for Fiscal year July 1, 2017 – June 30, 2018
The College of Fellows of the American theatre maintains two accounts:
1) The Investment Account where we keep money not being used for operational expenses.
2) The Business Checking Account where we keep money needed for each year’s operations.
We began our 2016-2017 fiscal year with $111,212.26 distributed as shown in the table below.
Bank Balance as of July 1, 2017 – Start of Fiscal Year
Allocation of Funds

Investment
Account

Business
Checking
Account

Life Time Benefactor Endowment

$33,400.00

1,000.00

General Endowment

$15,560.00

1,900.00

Fund for future video camera purchase

0.00

$855.00

Honor a Fellow Campaign 2015

$18,033.00

0.00

Funds for General Operations

$5,041.49

$14,422.77

College of Fellows of the American Theatre Award $21,000.00
in Honor of Jane Alexander ($2,5000.00 annually)

$0.00

As of 7/1/2017 Total $111,212.26

$18,177.77

$93,034.49

We took in $75,110.00 this year as follows:
$10,940.00 in 63 voluntary contributions and $350.00 of those donations were designated for the General
Endowment.
$50,000.00 donation from Fellow Thomas Schumacher to fund five years of the new College of Fellows John
Cauble Award for an Emerging Producer/Leader
$10,000.00 (in two $5,000.00 donations) from Charlene Gordon to fund four years of the new College of
Fellows Arts Impact Award
$1,740.00 in registrations for Cosmos Club Gala reception
$2,430.00 in registrations for Investiture Ceremony & Luncheon at the Kennedy Center
We spent ($28,749.73) this year as follows:
($2,500.00) was to Jazzmin Carson of Alabama State University winner of the College of Fellows Award in
honor of Jane Alexander (funded by earlier year contribution)
($5,000.00) was to Veshonte Brown of Troy University winner of the College of Fellows John Cauble Emerging
Producer/Leader Award (funded by new contribution this year)
($5,000.00) was to Nayarit Alcantara of La Guardia Community College winner of the new College of Fellows
John Cauble Emerging Producer/Leader Award (funded by new contribution this year)
($1,000.00) was to Alex Tolle of McDaniel College winner of the new College of Fellows Arts Impact Award
(funded by new contribution this year)
($851.90) for web site maintenance (including payment for hosting of website)
($545.41) expenses for mailing the Gazette, plinth, California filing fees, and transcribing speech
($3,329.21) total payment for Cosmos Club Gala reception on April 14, 2018
($2,346.00) Professional videotaping of new Fellow’s interviews and highlight video of April meeting in both
April 2017 and April 2018
($8,177.21) total payment for Kennedy Center Investiture Ceremony and Luncheon on April 15, 2018
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 2018 Cosmos Club Gala reception was $1,589.21 ($3,329.21 in total
payments for Cosmos Club Gala reception minus $1,740.00 in registrations for Cosmos Club Gala reception).
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The deficit for the 2018 Investiture Luncheon was $5,747.21 ($8,177.21 in total payments for the Investiture
Luncheon minus $2,430.00 in registrations for the Investiture Luncheon). When subtracting the $2,000.00
donation the total 2018 deficit for the two events was $5,336.42 versus a total 2016 deficit for the two events of
$4,419.43.
We ended the year with $155,350.81, a net increase of $44,138.55 (primarily attributable to two large
donations to fund future year’s College of Fellows Awards to emerging artists).
Bank Balance as of June 30, 2018 – End of Fiscal Year
Allocation of Funds

Investment
Account

Business
Checking
Account

Life Time Benefactor Endowment (no change this
year)

$33,400.00

$1,000.00

General Endowment ($1,900.00 added last year and
$700.00 added this year from voluntary contributions
designated for endowment)

$15,560.00

$2,600.00

Fund for future video camera purchase

0.00

$855.00

Honor a Fellow Campaign 2015

$18,033.00

0.00

Funds for General Operations

$7,084.34

$9,318.47

College of Fellows of the American Theatre Award in
Honor of Jane Alexander ($2,500.00 annually)

$18,500.00

0.00

College of Fellows of the American Theatre John
Cauble Emerging Producer/Leader Award ($10,000.00
annually)

0.00

$40,000.00

College of Fellows of the American Theatre Arts
Impact Award ($1,000.00 annually plus expenses of
winner at Arts Advocacy Day in Washington, D.C.)

0.00

$9,000.00

This amount in the investment account includes
interest income in our Investment Account over recent
years. This amount will fluctuate up or down with the
market.
The Funds for General Operations remaining in the
Business Checking Account are the leftover of the
2017 and 2018 voluntary contributions and the 2017
refund, after expenditures.

As of June 30, 2018 Total $155,350.816

$92,577.34
-

$62,773.47

Sincerely,
Karen Berman, Immediate Past Dean and Acting Treasurer

Thanks to the efforts of Fellow Bonnie Nelson Schwartz,
we will once again gather at The Cosmos Club on Saturday evening
or our Gala Reception and informal introduction of New Fellows.
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Minutes of the General Business Meeting
Kennedy Center, Washington, DC
Sunday, April 15, 2018, Columbia Room
9:00 am - 9:50 am
Dean Karen Berman presiding
1) Attendance Roll was circulated. Twenty-two Fellows were present.
2) Dean Berman called the meeting to order at 9:10.
3) Greetings and regrets from Fellows: Robert Benedetti, Beverly Byers Pevitts, Scott Parker, Milly Barranger,
Richard Devin, John Eisner, Barbara Reid, Peter Brosius, Winona Fletcher, Kathleen Conlin, Jack Wright, William
Ivey Long, Gresdna Doty, Jack Bedard, and Julie Jensen.
4) In Memoriam. The Fellows stood for a moment of silence to recognize:
Ed Sherin, Wallace Smith, Mark Sumner, and David Weiss.
5) Recognition of Service to the College:
Retiring Board Member: Jack Wright
Current Board of Directors: Cheryl Black, Dan Carter, David Leong, Kim Marra, Gail Humphries Mardirosian, and
Jack Wright.
Fellows Gazette Editor: Robert Schanke
Cosmos Club and Jane Alexander Award: Bonnie Nelson Schwarts, Jane Alexander, James Still
Judges for Jane Alexander Award: Jane Alexander and James Still
Judges for Arts Impact Award: Gail Humphries Mardirosian, Karen Berman, and Dan Carter
Judges for the John Cauble Producer’s Award: Thomas Schumacher and LORT Leaders
Conversations with New Fellows: David Leong
Plinth: Gresdna Doty
Photography and Archiving: Paul Accettura and Felicia Londre
Kennedy Center VP for Education: Mario Rossero
KCACTF Artistic Director: Gregg Henry
KCACTF Festival Manager: Kelsey Mesa
KCACTF Theatre Education Program Coordinator: Elizabeth Schildkret
6) Approval of the Minutes from the 2017 Business Meeting was put forward by Bob Schanke and seconded by Don
Drapeau. The motion passed by acclamation.
7) Reports:
Treasurer: Karen Berman presented a summary of the Treasurer’s Report. (The completed annual report appears
in this edition of The Fellows Gazette.) Don Drapeau moved to accept and was seconded by multiple Fellows.
The motion passed by acclamation.
Corporate Secretary (Jim Volz), Archivist, Investment Committee Chair, Webmaster: Karen Berman presented a
summary of activities since the last business meeting.
College of Fellows Jane Alexanger Award: Bonnie Nelson Schwartz
Advocacy and Profile Committee Report and Arts Impact Award: Gail Humphries Mardirosian (A version of this
report appears in this edition of The Fellows Gazette.)
The Fellows Gazette Report: Bob Schanke. Bob reported on the operations and costs of the Gazette and made a
passionate and humorous pitch for someone to take on the role of editor now that he is stepping down. He was
roundly applauded for his excellent service as editor.
8) Old and New Business
Karen Berman presented Outgoing Dean’s Remarks, culminating with welcoming Dan Carter as incoming Dean.
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Dan Carter thanked the membership for its trust and invited Fellows to volunteer for positions within the
organization as they have time and interest. He then presented Dean Berman with the traditional plinth to
commemorate her service as Dean.
9) Announcements
Fees for Sunday at Kennedy Center and Saturday at Cosmos Club were lower this year.
Positions needed to be filled:
Secretary

(Kim Marra has volunteered)

Treasurer

(Bill Doan has volunteered)

Board Member(s)
Gazette Editor

(Currently filled by Dan Carter)

Archivist
Investment Committee
Videographer for interviews
Future dates: Because our schedule is dictated by KCATCF, our next two annual meetings will fall on Easter
Weekend. 4/26-27/19 and 4/11-12/20.
10) A motion to adjourn was made by Jim O’Connor and seconded by Bob Schanke. The motion passed by
acclamation. The meeting adjourned at 9:59

-

Respectfully Submitted
Dan Carter, Secretary

News of the Fellows
Gil Lazier starts rehearsal for "A Doll's House,
Part 2" at the FUSION THEATER in Albuquerque
on August 13 for an opening on September 6.

Michael Dinwiddie’s new play The Carelessness
of Love was presented in June at Woodie King, Jr’s
New Federal Theatre as part of the Ntozake
Shange Play Reading Series. It was directed by
Clinton Turner Davis.

Felicia Londré gave a paper in Nancy, France, in

Dan Carter completed his stage adaptation of The

June at the 5th International Conference on
American Drama and Theatre; she compared the
different receptions of the Paris and Broadway
productions of Brieux’s 1920 play Les Américains
chez nous/Americans in France. Fellow Laurence
Senelick gave a paper on the same panel. In
Kansas City Felicia has begun a project to create a
city-wide celebration of Molière’s 400th birthday in
2022.

Merry Devils by Edward Marston, the second in the
Elizabethan mystery series featuring the theatrical
troupe Lord Westfield’s Men and their bookholder,
sleuth Nicholas Bracewell. Thanks to advocacy by
Fellow Jim Volz, the script is now in the hands of
a dozen Shakespeare festivals. Dan’s short play
Porlock Revisited has been submitted to the
Friends of Coleridge Society.
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Julie Jensen has been commissioned to develop
a devised piece with Rivendell Theatre Ensemble in
Chicago, IL, a theatre which last season produced
her play, WINTER, as a part of the National New
Play Network's Rolling World Premiere. That play
is also being produced this fall at the Sea Ranch
Theatre, Sea Ranch, CA. It was produced last
season by Salt Lake Acting Company, Salt Lake
City, UT and Central Works Ensemble, Berkeley,
CA.
MOCKINGBIRD, Jensen's adaptation of the novel
of the same name, was recently produced at
Nashville Children's Theatre, Nashville, TN, Main
Street Theatre, Houston, TX; First Stage,
Milwaukee, WI, Theatre Department, University of
Southern California, Los Angeles, CA, and Arts
View Children's Theatre in Kilgore, TX. It will be
published by Dramatic Publishing this winter.

James Still: “In March and April: Indiana
Repertory Theatre produced two of my plays as
part of our celebration for my 20th season as the
IRT's Playwright in Residence. The two plays
were APPOGGIATURA and LOOKING OVER THE
PRESIDENT'S SHOULDER. In May I was a writer
in residence with the New Harmony Project working
on a new play. And in June I was the featured
artist with Seven Devils Playwrights Conference
where I workshopped my new play (A) NEW
WORLD.”

Jim

O’Connor:

“Directing one of
the
first productions of Doll's House Part 2 for the
Tenth Anniversary of The Aspen Fringe Festival
was very gratifying. This was the third production I
have directed for them. The show was wonderful to
direct and was a sell out event for a very
appreciative audience. Equally exciting was that
this years Festival was focused on Lucas Hnath the
DHP2 author and having him there to work
with was very informative and stimulating. He did a
terrific talk on how he arrived at DHP2 from Ibsen's
original that used scenes from his version of the
original as well as from our production. The time in
the Rockies near the Continental Divide was also
pretty nice.”

Cheryl

Black’s co-edited (with Jonathan
Shandell) anthology, Experiments in Democracy:
Interracial and Cross-cultural Exchanges in
American Theatre, 1912-1945, has been selected
by the Black Theatre Association to be spotlighted
in a special session on new works at ATHE in
Boston on August 5. Cheryl received a Research
Fellowship from NYPL this summer to conduct
research within the David Belasco archive at the
Performing Arts Library for a forthcoming book on
early 20th century American stage directors
(Bloomsbury Methuen Press).
The Black Theatre Network honored Dr. Sandra

G. Shannon with its prestigious Winona
Fletcher Award for “outstanding service in black
theatre” to be presented at its 32nd Annual
Conference in Memphis in July.
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The School of Doing:
Lessons
from
theater
master Gerald Freedman
by
Isaac
Klein
was
released
in
December
2017. Successful book
events have been held in
New
York
City,
Los
Angeles, San Francisco,
and Winston-Salem NC,
where Gerald is now
enjoying his retirement.
Upcoming events are in the works for Seattle and
Cleveland. The book is now available as both a
paperback and eBook at numerous independent
bookstores and online retailers, including
Amazon.com. Kevin Kline, Patti LuPone, Chita

Rivera, Olympia Dukakis, Sam Waterston, and
many more lend their voices to The School of
Doing, a comprehensive guide to the craft and
teachings of internationally renowned stage director
and educator Gerald Freedman, including lessons
on acting, directing, text analysis, comedy
technique, camera technique, Shakespeare,
musical theater, design, pedagogy, and the
business itself. Foreword by Mandy Patinkin. Isaac
Klein is a director and writer of plays and musicals.
He is a graduate of Gerald Freedman’s Directing
program at the University of North Carolina School
of the Arts, class of 2006. At school, Freedman
directed him in Floyd Collins, and Isaac assistant
directed
Freedman’s
productions
of Three
Sisters and
Beckett’s Happy
Days.
IsaacKlein.com.

_________________________________________________________________________________________________________________________________________________________________

Photo Gallery
All photos provided by
Felicia Londré and Paul Accettura
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