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A n  O r a l  H i s t o r y  O f  C o l u m b i a  C o l l e g e  C h i c a g o

D e n n i s  R i c h

Okay, we’re all set to go. It is April
8th, 2004. This is an interview with
Dennis Rich, Chairperson of the Arts
Entertainment and Media
Management Department.

O k a y,  i f  you  cou ld  te l l  us how you

came to  Co lumbia  and  when and

what the  c i r cumstances wer e ?

Well I came originally as a part-
timer in the early to mid-eighties.
Yeah, and taught for Fred Fine,
who was the founder of The Arts
Entertainment and Media
Management Program. And at the
time I had just left academia, well a
couple of years I’d left academia,
and was working in the advertising
and public relations business for a
man named John Iltis, whose busi-
ness focus is primarily on film
industry and other live entertain-
ment things. And I brought him a
number of live theater clients as a
matter of fact. And John was
teaching here and knew Fred and
said Fred’s looking for someone to
teach a course called Body and
Development and Promotion. So
Fred and I met and I said, okay
fine, I’ll be happy to do that and
did it for I want to say about two
years, I’m pretty sure that’s right.
And then went off on my arts
management odyssey, managing a
number of theater, a dance
company, an orchestra and so on
all over the country, well all over
the eastern-southern part of the
country. And then in 1990 I was at
the Columbus Symphony
Orchestra in Columbus, Ohio. I
saw the handwriting on the wall,
which was the orchestra was about
to go through an unpleasant transi-

tion. And said, well all right lets
start looking for something, and
discovered the ad in the “Chronicle
of Higher Education” for the then
Management Department looking
for a chair. And the ad read, honest
to God as if it had been written
holding my CV in their hands.
And so I said, well I got a good
job, but you know, what the heck.
And that was in April or May and I
heard nothing, so I said, fine I’ve
got a good job it didn’t happen.
October I get a phone call…

I s  th is ‘89 o r ‘90?

No ‘90, still this was from April to
October. October 1990 I get a call
from Sam Floyd who is the dean,
the academic dean, who says you
know, the committee and the
search committee would like to
meet with you. Can you come in?
The truth is I thought to myself,
this is a good way to get a free trip
to Chicago because Chicago is
home and my mother lives here.
And I thought well you know, I’ll
go check on my mom. So had the
interview, was indeed intrigued.
Went back to Columbus, Ohio,
some time passes, its now probably
late October, early November and I
get another call. You know, you’re
the committee’s first choice will
you come back for a second inter-
view? At this point I said to Sam,
look I have a good job. And he
indeed persuaded me to come in
for a second interview; we did a
second interview. The nice part
about this whole process was
because I already did have a decent
job I was able to do an interview
I’ve never been able to do before.
One in which I didn’t have to
sensor what I was saying through

that, oh I hope they’ll hire me
filter, because I really didn’t care. I
told them what I though was
appropriate, which probably is
what got me the job. So next thing
I know, Sam was saying you’re the
committee’s first choice, we want to
hire you and the rest is history here
I am. I’m now in my fourteenth
year because I started in December
of 1990.

O k a y,  and what  were  some o f  the

th ings you  t a lked  about in that

i n t e r v iew o f  what  your,  you  know,

v is ion  of  your  r o le  woul d be  and

w h e r e ,  because  you  had  some

fami l ia r i ty  wi th  the  inst i t u t ion

a l re a d y ?

Well again I should go back to
Fred’s vision, because I remember
when Fred founded the program
thinking, gee I’d like to do that. I
said this in Fred’s memorial as a
matter of fact, you have to be care-
ful what you wish for, because you
just might get it. So I knew the
program fairly well. God, what all
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did they ask me about in the inter-
view… They talked about strengths
of the program, they talked about
it being a broad based focused on
all the cultural industries program,
all which appealed to me. It was
very interesting, when I left
Academia I left because of bureau-
cracy and red tape. And one of the
things that appealed to me about
Columbia at the time was you
could turn Columbia on a dime,
you know, you could make a deci-
sion and go do it, and that was
pretty neat. The faculty was a good
group of people, that was clear to
me on the first interview and it
reaffirmed in the second one. What
else did I want to do? I made them
introduce me to some students.
Turned out I was the only candi-
date who wanted to meet students,
I didn’t know that of course but.
And that helped because they were
interesting people and not your
typical upper middle class, some-
what bored and jaded college
student who we all know. These
were kids from the inner city, one
was Latino, one was African-
American, very strong focus of
what they want to do and I said,
okay, you know, I think I could do
this. A member of the search
committee actually asked me if I
shouldn’t be working to shut the
department down.

And what d id  they  mean by that?

They meant that, well that—it was
John Tarini, there’s no reason not
to use his name. You know, the
Marketing program is very strong,
we do what you’re doing, I think
we should shut this department
down. And I remember saying to
John, I can’t imagine being hired
into a position for the purpose of
ending the department. I don’t
know what else to tell you. Ask me
another question, its…

Wel l  and  so…

I’m assuming you edit this tape so
before…

No,  so  what’s  on  her e  is  on  her e .

But what’s on here gets printed?

Ye a h .

Even all that we’re saying right
now? You’re kidding me of course.

No I ’m not,  that ’ s o ra l  h istor y.

All right.

A n y w a y,  but  le ts  f o l low up  on

that  your  las t  r esponse  when that

comment by  the  member  o f  the

s e a rch  committee  that ,  we l l  I ’m

assuming th is is  impl ying , what’ s

the d i f f e r ence? We, market i ng

does what  we do  and…

Well marketing doesn’t do what we
did and never did.

And expl ai n that .

I’ve always felt that managing the
arts is in many ways a different
beast. And what makes that crea-
ture different is the presence of the
artist. I teach arts and marketing
frequently and the book we use,
one I’m a contributor to devote an
entire chapter to what it means, the
presence of the artist and what that
means to marketing and what that
means to management. And I that’s
profoundly influenced not just me,
but the entire faculty. So I mean,
we didn’t get into a big argument,
but I just said it ain't going to go
that way and that was that. Next
thing I knew I’m in Mike
Alexandroff ’s office, I think was, I
may have been Mike last hire, if
not I was his second to last hire.

And can you te l l  me a  b i t  about

that  meet ing and  your  re l a t i o n -

sh ip  ( i n a u d i b l e )?

Well again, I knew him from, I
knew M.A. from my previous life
as well, in fact, (inaudible) just did
some work for Columbia College
back in my youth. So you know,
the man was a legend already and I
knew that I was meeting this
mythic figure, who at the same
time was a hundred percent accessi-
ble. And we sat in his office, he
asked me some questions and I
asked him about why is it named
“Management Department”, you
know, we’re the Arts Entertainment
and Media Management”—it was
the Arts Entertainment and Media
Management Program, and I think
that’s part of what makes this
unique, its part of what makes it fit
into Columbia. You know, we’re
not teaching future accountants.
Mike goes, you’re right and writes
down and says to himself,
“AEMMP”, and writes it down. It
took me nine years to make it
happen, but he got it immediately.
Another thing I loved that he said,
was he said, I have one important
piece of advice for you, I said okay,
he said, “don’t sit in your office”.
You know, because at the time
chairs with Columbia had to be
out in the field, if we weren’t out
there interacting with people who
were doing it for a living and say,
listen you got to come teach my
students, it wasn’t going to happen.
So it was a pretty exciting time and
an exciting beginning for me.

Descri be  the  t er ms  o f  your

employment,  you  re f e r red  r ight

b e f o re  t hat  to  you  bei ng  one  o f

the last  t en  year  cha i rs,  so

maybe you  can  ta lk a  b i t  about

t h a t ?

Well I mean, because at the time
they were all ten year, so what the
hell did that mean? It simply met
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that if I passed my probation
period that I had a huge responsi-
bility for life. So at the time it
didn’t mean anything special, quite
frankly. You know, it didn’t occur
to me having being out of
Academia for a number of years,
how strange and unique that was.
And what an enormous responsibil-
ity it was and is. One that could
easily be abused and in fact, some
of the stories you hear from, you
know, the so-called bad old days
are about abuses. How long have
you been here?

I  s ta r ted  as  a  par t - t imer  in  ‘90.

All right well then you know some
of what I’m talking about, because
you’ve been here as long as I’ve
been here.

A lthough par t ,  you  know,  par t -

t imers a re n ’ t  as  p r ivy to  a lo t  o f

t h i n g s .

No they’re not, but they hear some
of those things. I mean, the impor-
tance of it didn’t really dawn on me
until, you know, John Duff was
here, we changed the definition of
the chairperson, we put them on
three year renewable contracts. We
appointed a small number of
chairs. Magic you’re a chair. And I
don’t object to that they’re good
people, but the whole, the tone,
the environment changed. And
that’s when it began to dawn on
me that this ten-year thing actually
was a huge responsibility and an
opportunity. And every time I
think about maybe stepping down,
I have to remind myself that if I do
that the person who replaces me
will not have the freedom I have.

So cou ld  you  t e l l  us  a  bi t  about

some o f  t he  th ings  t hat  you

imp lemented  as  cha i r  that  might

not have  been  poss ib le  in  these

new c i r c u m s t a n c e s ?

Well I’m not sure that there’s
anything that I did that would not

possible under the new circum-
stances. I think the only thing
that’s, well at the time what it did
was create a kind of sense of
empowerment, I can go out and do
this. Now I’ve never done anything
without the endorsement of our
faculty. I’ve never said, this is the
way it’s going to be kids, I’ve never
treated them as kids I mean these
are my colleagues and coworkers
and collaborators and its always
been that way. But that said, I’ve
worked with those people to try
and strengthen each one of our
concentrations, you know, how do
we make the music business thing
connect with being professional
and stay connected. I mean it was
connected then, but the industry
has changed hugely. You know,
what do we need to do in fashion
management, a new age concentra-
tion to make it serve the field. We
just hired Diane Erpenbach and
she and I went and visited people
at a number of places and said,
when you’re hiring somebody what
are you looking for? We were quite
surprised by the answers because
they were looking more for basic
management skills than they were
for product knowledge or industry
knowledge. Well that gave us some
guidance on how to build a
program. What else have we
done—as a group we reviewed and
strengthened immediately and
several times since, the core
curriculum to make certain that
our people no only can get a job in
the field, but have the freedom to
get a job elsewhere. One of our
best music business students ever
went in to banking. And while I
think the music industry lost a
good person, he was quite
equipped and ready to do that, it
wasn’t like they had to give him
remedial training, he was ready to

go. That was important to us, still
is. The big thing that was different
then was the notion of, you know,
chairperson as sort of free agent
entrepreneur. I remember one of
my colleagues saying in a conversa-
tion among us about what, you
know, the dean said. And this
person said, the dean doesn’t tell us
what to do, we tell the dean what
to do. It was true then, much that
was better it was just different.
That was then and this is now. This
is a different era and, you know, a
bigger school and a new infrastruc-
ture and…

And do  you  t hink  t hat ,  was  i t

because  of  who Mike was and  the

way  he  env is ioned  i t  and/or  is  i t

that  t hat  ten - year  cha i r  j us t

( i n a u d i b l e )?

No I think that the system that I
came into was Mike Alexandroff ’s
baby and what Mike had a history
of doing was hiring good people
and empowering them and say go
do it, let me know if you need
help. And the great advantage of
that was that we created some very
interesting unique programs and
some rare opportunities for
students that I don’t think could
frankly have happened anywhere
else in the country. At The
University of Illinois would have
been impossible by the time you
got through curriculum committee,
and this review, and that review,
and the digging of the provost of
the Chancellor, two years would
have passed. That was M.A.’s style,
you know, hire good people and
turn them loose. The disadvantage
of that was it didn’t encourage
collaboration across the parts. That
was the big downside of that was
that we had—I heard the depart-
ments regularly referred to as “The
Vulcan’s”. And there was some
truth to that, you know, we really
were unchallenged. And what we
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were unable to realize at the time
was if you want to get to a better
analogy, the strength we would
have if we became Yugoslavia, you
know, larger and more powerful.
Austria, Hungary was a more
powerful thing than Austria and
Hungary are today. So I don’t want
to sound like I’m, you know, sitting
here missing the good old days, it
was a different time and a time in
which you really could move out
and do it, the ability to do that I
do miss. The, I believe we need
infrastructure, I believe we need
protocols, I believe we procedures
and that said, I miss the ability to
move out and do it and wish we
could still turn on a dime. But
we’ve become a much larger thing,
we’re ten thousand students you
know, we’re more like an oil tanker
than a speedboat.

Cou ld  you  comment  on  re o rg a n i -

za t ion ,  do you th ink that  the

r eason,  you  know,  per iod  o f  r e o r -

gan izat ion  that  Co lumbia  is  a

a d d r ess ing o r  i t s coming th ro u g h

a d d r esses that  i ssue  of  be ing

ab le  t o make co l laborat ion  mor e

poss ib le  o r…?

I think its trying to, I don’t think
we’re there yet, I mean you know,
the new structure is still new. And I
don’t think we worked all of the
kinks out, we still have communi-
cation issues, we still have territory
issues, we still have authority issues.
And so I think philosophically
we’re much more committed to
collaboration, I think we’ve found
the language. I think we’re much
better at saying, well we need to
collaborate on that. In some small
ways we’re indeed doing it, but
have we arrived at the kind of inte-
grated institution where people
always look at who do I need to
partner with, no we’re not there
yet. Will we get there? Who knows?

Part of the problem that is is that
the arts and communication as
disciplines don’t tend to be collabo-
rative in that sense. I mean theater
is a collaborative art, but it collabo-
rates with other theater people, and
so on.

I  want to  back up  jus t  a  b i t

because  you  ment ioned  F red  F ine

h i red  you  in  the  m id  e ight ies as  a

p a r t  t imer.  Cou ld  you  comment on

your  r e la t ionsh ip  w it h h im?

I don’t know, did you make the
memorial service by any chance?

I  di dn ’ t ,  but  I  di d get  an

o p p o r tun i ty  t o in te r v iew F red  fo r

th is p ro ject  and…

I’m glad.

But  I  wou ld  have l iked  to  and  I

th ink that  i t  wou ld  be  n ice  to

have  a  few words  about h im .

Fred was my mentor, my idol is
probably true word in this case. I
mean I said it in the memorial
service, I said I always used to say
to Fred, you’re who I want to be
when I grow up. And I said in the
service I said, Fred you’re still who
I want to be when I grow up. Just
an amazing man, I mean a vision-
ary with an enormous sense of
justice with a sense of, you know,
democracy in the arts that could-
n’t—the reason where arts enter-
tainment and media management,
that was Fred. Because Fred didn’t
want to be some highbrow thing
and because if you ask Fred, you
know, he could see equally the
importance and validity of urban
music and opera. And by the way,
talk about both of them intelli-
gently more so than I can. But Fred
took me under his wing when I
arrived, you know, Fred was the
guy I could talk to about issues, the
guy who I could go to for advice.

And the guy who, you know, who
had a vision about what it means
to, what the arts and culture mean
in the U.S., what does it mean, art
and democracy? And how do we
en-view our students with that and
then how do they in turn serve the
artist, the arts community, the
greater community and humanity.
And those are all things we actually
talked about as a faculty, either
directly or we’re lying in the back-
ground informing our conversa-
tion, that’s Fred, Fred did that.
We’re very different from typical
arts management program. A typi-
cal arts management program has
one or two faculty in arts manage-
ment, generally tenured in theater,
or in music, or in the visual arts.
And then the program collaborates
with the business school and for
me the problem with that is the
students in those programs are the
bastard stepchildren of both
departments. Because the theater
people say, well you’re the pagan in
the temple, all you think about is
money, you know, you’re a suit.
And the business people say, what
the hell do you want to go in the
arts for? You know, real people in
business don’t go in to the arts they
sit on arts boards, what’s wrong
with you? Fred created a place
where thirty students can sit in an
accounting class and study
accounting with the same high
standards they would have if there
were in a MBA program at any
business school. But the examples
all relate to culture in the arts, and
everybody in that class wants to
work in this field. So there are no
bastard step kids and no pagans in
the temple, I mean the atmosphere
is a much more supportive one.
That was Fred Fine, thank you very
much. And something we work
very hard to preserve, I don’t mean
me, that’s not the imperial we, that
really is we all of us.
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What were  j us t  maybe some

other  ways too  he  i nf luenced

you  persona l ly  as we l l  as

p ro f e s s i o n a l l y ?

Well, Fred was a good friend of
mine and that certainly was an
influence. You know, we had lunch
or tea or whatever, you know, on a
regular basis just to talk. And we
talked about the political situation,
the world situation, you know,
what’s happening to the City of
Chicago, what’s happening to
Columbia College, what’s happen-
ing in the department. You know,
we had rambling, long wonderful
conversations. How else did he
interview me, influence me rather
than being a, besides being a
mentor and a friend? How do
mentors and friends influence you,
by example, by support, by their
enthusiasm, by the way they see
things. And that what I said to
Fred all the time, I want to be you
when I grow up. You know, Fred in
his last years was still going to
theater three and four nights a
week, I mean it was amazing. Nick
Rampton called an uncommon,
common man and there’s truth in
that. You know, Fred has a, had a
long history as a communist, he
was a leader in the Chicago branch
of The American Communist
Party. He was in fact living under-
ground for a number of years. And
even though he left party, in some
ways he never left that kind of
storm the barricades, you know, the
peoples’ party kind of thinking in a
very good way. What else did he
do, this Democratic Vista Series,
which is part of the Center for Arts
Policy? The Center for Arts Policy
was the brainchild of Fred Fine,
Nick Rampton and Dennis Rich.
And Nick at the time was a funder.
And that was sort of, you know,
that was profound. The name

Democratic Vista’s came from me,
we stole it from Walt Whitman and
admitted it quite freely.

Maybe you coul d expla in  the

purpose  beh ind  Democrat ic

V i s t a ’s ?

Well Democratic Vista’s were, were
lectures and events, still are but we
haven’t done one in a while,
designed to both engage policy
questions, engage the community
and at the same time connect with
an art form in a way that was
meaningful. So we tried not to just
do lectures, we tried to do—when,
when oh what’s her name… I’m so
bad at names… The opera did an
opera about the slave ship—I’m
sorry.

No,  but  that ’ s a l l  r ight ,  but  i t

wi l l  come to  you  be for e  t he  end

of  the day.

It will come to me at some point.

But  t he  Amistad?

The Amistad, thank you. The
Amistad Opera, thank you very
much. But when they did Amistad
we brought the play right in and
not only, you know, we sent kids
from the ghetto to see the opera.
She went out and talked to people,
you know, we dealt with, there are
workshops in the city where kids
you would never imagine (inaudi-
ble) right and perform operas. And
so we connected all of that, that’s
Democratic Vista’s. If you’d look at
both words, there’s the vista and it’s
indeed democratic and that’s what
Whitman wrote about. You know,
Whitman’s essay “Not Easy To
Read” really is about the connec-
tion between the arts and democ-
racy and what is the role of an
artist in the democracy. And I
think that’s the issue we were

always trying to, we begin the first
one was Allen Lomax who came in
and talked about his life’s work and
played folk music.

Rea l l y?  Ve ry  impor tant to  o ra l

h i s t o r y.

Well, no question. But we brought
him in and it was a very good
beginning. And that kind of enthu-
siasm and connection was some-
thing that we worked for, not only
Democratic Vista’s, we worked for
(inaudible), we worked for it in the
way we teach, our faculty tries to
do that in the examples we use in
the internships we place students
in.

I ’ d  l ike  to  change gears just  a

l i t t l e b i t  and  ta lk  about  your

teach ing  exper i ence  here  that

you  have  a lso  cont inued  par t i c i -

pat ing in  as chai r.  What were

some o f the , I  don ’ t  know i f  you

want to  ta lk about that  f i rs t  one

the  Aud ience Development  and

P romotion ,  that  or  o thers that

you  des igned  that  you thought

w e re  impor tant to  your  cur r i c u -

l u m ?

You want to talk about class I
designed or about the students?

Lets  f i rst  ta lk  about t he c lass

you  des igned?

Well, what class have we designed?
I mean the Audience Development
and Promotion class was mine I
took it over from Patty Cox, who is
now Patricia Hungler, important
member of the Goodman Theater
Board. But she was the Executive
Director of The Chicago Alliance
for the Performing Arts and then
went off to New York and I got her
job. And I took that class and
modified it and what was fun in
that class was I could bring real
problems to it, because I was work-
ing for (inaudible). And do I could
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say, okay guys, here’s an issue I’m
dealing with, you know, the
organic theater is trying to do this,
they were one of our clients. And
I’d share the materials with them
and say to the class, okay you’re in
charge, what would you do. That
was kind of an unusual and unique
opportunity and we’ve tried to do
that still. Geez, what all do I
teach… I still teach marketing peri-
odically. And I’m not sure the
syllabus is particularly unique. I
think what’s unique is the examples
we use and again, the fact that we
make the students go out and actu-
ally talk to somebody doing it in
the field. They are obliged to do a
marketing audit where they talk to
somebody who’s a practitioner and
then write a report saying, here’s
what works, here’s what doesn’t
work. They make recommenda-
tions and if it’s good enough we’ll
send it to the real person. What
else do I teach? I teach Fundraising,
I teach Grant Writing, both of
which come from my experience in
the field. We do a seminar called
The AMM Seminar, which I teach
periodically, that’s really Chuck
Super’s baby and by the way, if you
have not interviewed him you
must.

I  don ’t  know i f  he has been

( i n a u d i b l e ) .

Chuck is the guy who started our
graduate program and he’s still an
artist in residency, he comes in a
week a month. And how old is
Chuck now, eight one I think. But
another guy, another visionary,
someone you need to speak to. But
he kind of designed the seminar
and the reason we did it is that
students coming into our graduate
program come in as artists, or come
in trained as artists. Most of them
want to go into management for
good reasons. They then spend

two-two and a half years studying
Cultural Management, and at the
other end they’re not as connected
to the art form as we’d like them to
be. So seminar takes them back
and says, lets talk about aesthetic,
lets talk about ethic, lets talk about
criticism. Lets, and reminds you
guys that you need to be able to be
conversed and proficient in those
areas, as well as in accounting and
how to make a budget and how do
good marketing and raise money.
So I’ve taught that seminar always
with a team of people.

How ol d is  the  graduate p ro g r a m

h e re ?

The programs, the grad programs
started in 1982.

In  ‘82, okay  so  that ’ s got  a

l o n g …

Which makes it by the way, one of
the oldest surviving graduate
programs in arts management at
this point. Some of the older ones,
the one that University of
Wisconsin was one of the first, its
still going strong. The one at
UCLA, which is one of the models
for everybody is defunct. God,
there was one at University of
Illinois, what was it called at the
time—Sangamon State, and that
program is clinging to life, but
quite different than what it was
then. But we’re, you know, the
vision we had then, the coursework
has changed, the concentrations are
different. But the vision hasn’t
shifted, it’s the same thing that
Fred brought to the table these
many years later.

And do  you  teach , le ts ta lk  about

the students  do  you  t each  both

under  g rad and graduate?

I do. I teach primarily graduate
students, but I’ve taught both and
will continue to.

O k a y,  we l l  le t ’ s sta r t  w ith  under -

graduate students ,  how have  t hey

changed over  t he  years  s ince

you ’ve  been  her e?  How wou ld  you

descr ibe  them?

I think the thing they, well I’m
going to start with where they
haven’t changed because, if you
don’t mind.

No f i ne .

I think what they’ve always had,
the ones who really belong here,
and there’s always a few who you
want to say, what are you doing
here? But the ones who belong here
always had a real passion for the
field they want to work in. You
know, didn’t want to work in the
music business, the recording busi-
ness. And they really are passionate
about it and they’re not ignorantly
passionate about it, I mean they’ve
taken time to learn what the music
is and what the musician does and
that hasn’t changed. The sophistica-
tion of our students has changed
greatly. I think the students I
taught in Audience Development
and Promotion were much more
naïve than students we have today,
they were also less articulate, and
probably less proficient in a
number of ways that are important.
I mean writing is an issue for
college students across the country,
Harvard faces that challenge as well
as Columbia College. But I will say
that our students are much better
writers in 2004 than they were in
the mid eighties. What else—how
have they changed—Where they
come from has changed, I think
we’re less and urban college than
we used to be. When I started
when I was teaching part-time it
really was, one of the things that
was fascinating about the students
was the extent to which they came
from places you wouldn’t expect
college students to come from. We
still have those students but in
smaller numbers.



A n  O r a l  H i s t o r y  O f  C o l u m b i a  C o l l e g e  C h i c a g oD e n n i s  R i c h

1 4 1

I  l i ke  to  ask  peop le  when they

a d d r ess that ,  you  know, wher e do

you  think  t hose  s tudents  a r e?  Ar e

they  not  in  co l lege? Is  t her e  a

p lace  l i ke  Co lumbia was i n the

sevent ies  and  e ight ies fo r  t hem

to go  to  t oday?

Not that I know about, I don’t
know what they have told you. I
think, I mean I understand why
Columbia has evolved, and that
said the opportunity we offered
seems to be gone.  I’m unclear that
anybody else is offering it in the
way we did. You know, M.A.’s
vision was, come to us with a high
school diploma or a GED and we’ll
welcome you with open arms and
help you pursue your passion. Well
we’re still, we still admit supposedly
on an open admission spaces, but
we’re not quite as embracing of
those people. I mean now they
have to take a series of tests and
give a summer bridge program and
all kinds of. On the one hand by
the way, completely helpful, useful,
good things that help us explain a
higher retention rate, so I endorse
them. But on the other had, that
kind of open, welcome, come on in
and take a shot at it is no longer
really here and I don’t know
anybody else that’s doing it. And
then what complicates it is cost,
because for many years a student
could come to Columbia College
and if they qualified for maximum
public aid, you know, Pell Grants
and so on, they could go through
Columbia with no debt. And now
its impossible now Columbia is
almost fifteen thousand dollars and
one of my recent graduates gradu-
ated from Columbia with, you
know, as an undergraduate about
forty thousand dollars in debt, he’ll
never pay it off or it will be very
difficult. So we’re attracting a
different group of people, and we’re
certainly attracting a wealthier

group of people than we used to.
Again, I don’t want to say that’s
better or worse, its just different.

Have your  g raduate  students

changed? How the g raduate

p rogram i tse l f  has  evo lved,  maybe

you  cou ld  addr ess those  issues?

The graduate program in the time
I’ve been here, well in focus its not
evolved a whole lot, I mean its still
the Arts Entertainment Media
Management Graduate Program
and its still attempts to train
people, you know, to enter the field
as proficient beginning managers.
The concentrations we offer have
changed some, the course require-
ments have changed, the number
of hours to complete the degree
have increased and the name of the
degree has changed. I think the
other thing that has changed over
the years and I can’t account for it,
I’d like to say its our very good
work collectively, is that the quality
of student entering has gone up
considerably in the time I’ve been
here. And we get students from
more prestigious universities, that
doesn’t mean a thing by itself, but
we get our students who are better
equipped, who are better prepared,
who are articulate, who write well,
who understand what is critical
thinking, who at least are literate in
the sense of having references,
although no one has the references
I’d like them to have. That kind of
broad based literacy that what’s his
name Hutchins was famous for I
think is, or John Dewey it is, that’s
another era. But I, I think that’s
not to our advantage. But we do
get students now who at least have
more points of reference and who I
suspect are ready to take on the
increasingly difficult challenges of
managing the arts in the U.S.

I ’ d  l ike  to  maybe go now a  l i t t le

bi t  b r oader  t o co l lege  wide .  Can

you  ta lk a  b i t  about  your invo lve -

ment in  va r ious  committees

a round  di f f e r ent  is sues the

co l l ege  has faced? G ive  me a  f ew

high l ights the  most impor t a n t

ones  maybe.

Oh lord, I got to be careful—I’m
an impatient human being, I
should start there, you know. A
democracy is sloppy its not straight
line stuff, you don’t get from “Point
A” to “Point B” in democracy, you
know, you cross over “Points F, Q
and R” to get to “Point B”. And
that’s one of the lovely things about
democracy at the same time, my
impulse is you know, get with me
or get out of my way. So I guess
being on the committees has been
good for me because its forced me
to engage in process, sometimes
very effectively and sometimes I’ve
been the fly in the ointment or the
resident gadfly. Ed Morris gave me,
when he stepped down as
Chairman, a book called “The
Portable (inaudible)”, he said you
get my title. Since then others have
been reading it, I’m no longer
Columbia’s gadfly.

I  won’ t  ask who is?

I could tell you, but I won’t do it
on tape. I was, well one of the
things I feel good about is I was the
outgoing chair—what was it called,
the old college, it was the predeces-
sor of the college council—All
College Council or something like
that, I cant remember what it was
called now, I have letters. And the
first chairman of the college coun-
cil, and you know, certainly partici-
pated in creating the bylaws and in
making vote, the new thing
happened. And in the concept of
shared governments and in
Columbia’s version of it, which I
think in many ways is more inclu-
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sive than it is in a lot of other
places. And it wasn’t an accident,
we created the college council, not
a faculty senate. And that’s a big
debate today among some of the
faculty and I’m still…

Can you  k ind  o f  summar ize  that

debate  o r  ( i n a u d i b l e )?

No, the debate is who ought to
make the decisions. And you know,
the faculty senate people think that
we ought to have, that the faculty’s
province should be the curriculum
and academic areas, and that
nobody but the faculty can make
those decisions. You know, the
college council’s notion is that we
have council that participates in
making the institutions policy deci-
sions, all of them. Now what that
means of course, is staff can
comment on an academic decision,
I don’t find that threatening. I tend
to believe that what is right will
prevail in the long term. And I’ve
rarely seen the council pass some-
thing that was outright stupid. I’ve
seen them do things that I’ve
disagreed with, but I don’t think I
can name an instance where I came
out going, well that was really
stupid. So it’s a reasonable differ-
ence and it’s a matter of who sits at
the table to talk about the issue
difference. I was also on the
committee that reviewed the whole
thing a couple of years ago. You
know, where should we be now,
now we have a little maturity here
we go a new system, is this college
council still the thing? And what
was interesting was to watch the
whole committee come to the
conclusion that indeed it was a
pretty good model, so I mean I felt
good about that. I’d been on inter-
esting search committees, I’d been

on—we at one time had a commit-
tee on—what was it called, the all
college, it was a development
committee, advance—It was the All
College Advancement Committee,
it had about a three year life, one
that I wish had gone longer. That
was trying to wrestle with what is
the world of faculty in fundraising,
an issue that has not gone away. I
could go on, if I got you my CV
you’d discover I don’t know how
many different committees. I’ve
done the same thing in community
committees, but…

No I  th ink  i t s impor tant,  you

k n o w, I  mean outs ide o f  depar t -

ments what  the  invo lvement is  in

the w ider co l lege  community  to

k n o w ( i n a u d i b l e ) .

Well you know, I’ve tried to be a
participant in the community. I’m
becoming one of Columbia’s gray
hairs and so I—You know, hope-
fully I’m occasionally possessed
with wisdom, and I’ve tried to
share that when I think I’ve got it.
And I think, you know, one of the
jobs, of the responsibilities we have
as faculty and as chair people in my
case is both to support leadership
when that’s appropriate, or to
politely disagree, aggressively but
politely disagree when we think
they’re going in the wrong direc-
tion. And I’m proud to say I’ve
done both and that’s made enemies
and friends, and that’s okay.

Is  ther e ever  a  t ime where  i ts

h a rd  f or  you to  be ,  I  mean do you

see  the  cha i r  as cha i r  more  an

admin ist rat ive  job ,  and  then is i t

h a rd  to  be f acu l ty  and  cha i r,  do

you  have  t o choose between the

two o ft en  o r a re  you  ab le  to…?

The chairmanship I came into was
a deanship really and truly. You
know, it meant that I was responsi-
ble for leading the faculty advocat-
ing for the curriculum, advocating
for the discipline, helping to raise
money and being a spokesperson.
And by the way, I couldn’t do that
if I wasn’t in the classroom as well.
So the connection between that
kind of leadership and teaching for
me was a natural one, it was one
where you couldn’t do one without
the other. The difference of course
was that I was never asked to teach
a twelve-hour load. You know, a
chairperson’s load was supposed to
be one class a semester, I’ve taught
as many as three in a semester.
Sheldon Patinkin beats me, but…

By cho ice  or  necessi ty  o r both?

Both, I mean I could have declined
and I said okay because it inter-
ested me. I mean, last spring I
taught Applied Marketing for the
Performing Arts, I taught an online
fundraising class, I taught
Comparative Cultural Policy. I
think that was it, it was nine hours.

Do you  sleep?

Not as much as I’d like to.

What  do  you  t h ink  is the  r ole  o f

the Board  of  T rustees  here  at

Columbia? And has that  changed,

what a re  your,  what’ s your

p e r s p e c t i v e ?

Well, being a manager I got to start
with, you know, what’s the legal
responsibility of any Board of
Trustees. And you know, they have
a fiduciary responsibility for the
institution, it’s their job to make
certain that we’re true to our
mission. And if they don’t enforce
that we’re in trouble. And I think
they’ve done a reasonably good job
of that actually. A Board of Trustees
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has to be an advocate for the insti-
tution, has to be its articulate
enthusiastic spokesperson, and
needs to play a major fundraising
role. I think our board has done all
but the last quite well, and I think
historically for reasons that are not
completely the board’s fault, we’ve
not had a fundraising success. We
prided ourselves for years of being
tuition driven and you know, of
managing or business at the till as
it were. And I think we want to be
an institution, if we want to be a
university with ten thousand
students and the leader in the field,
and the best communication in arts
college in the universe or the
cosmos or whatever it is we’re
saying these days…

D o n ’ t  f o rget  s tudent  centers.

I left out student centers, but I
should have included it. Thank you
for saying that. But if we really
want to be all that we go to rethink
being tuition driven, and that’s a
debate right now. It’s a debate
among faculty, it’s a debate among
management and our higher
administration, and it certainly
debates still within the trustees. If
you want my opinion, they better
get with it, you know we will not
successfully move forward if we are
not committed as an institution at
every level to successful fundraising
activity. So that’s my challenge to
the trustees is pleas help us do that
because we can’t do it without you.

Maybe be fo re  I  go  any  f u r t h e r,

how wou ld  you de f ine  t he mi ssi on

o f  the  co l l ege?  And has  that

changed, has  your  de f i ni t ion  o f  i t

c h a n g e d ?

I’d actually like to read out of the
catalog because I think the catalog
definition of our mission is a quite
good one. And so if you want to

put a mission statement in my
mouth, here read the catalog defi-
nition in, because that whole
notion of being an urban institu-
tion of training students in a
communication of the arts and are
preparing them to author the
culture of their times. I mean it’s a
noble phrase and one that we make
fun of, but at the same time its,
missions ought to be an ambition
and an ideal—who was it, Plato? It
was Plato who did analogy to cave
wasn’t it?

Yo u ’ re  ask ing the  wrong person

about Pl ato,  but  I ’m ( i n a u d i b l e ) .

I’m pretty sure it was Plato and if I
got it wrong those of you who read
this, please forgive me. But you
know, the cave analogy says that all
we see are shadows of the ideal.
And a mission ought to be the
ideal, it ought to be something we
aspire to at all times. And while I
can’t say and our students really are
authoring the culture of their
times, of our times they’re certainly
participating in it. I mean there’s
example after example after exam-
ple where Columbia students have
done that and are doing it now,
and that’s pretty neat, and so I
would hate to see that go away.
And the undergraduate level I’d
also hate to see the notion of
admitting, you know, on a broad
basis, admitting on what amounts
to an open admission spaces go
away. I think one of our great
strengths is the enormous diversity
of Columbia students.
Sociologically, economically,
racially, namely a way of distin-
guishing and we’re diverse in a way
that I’ve never seen any place else.
And I think that’s one of our great
strengths and I’d hate to see that
disappear. So the question was
what do I think about the mission
or where do I see the mission? I

think that’s been our mission and
should continue to be our mission.
How we try that out of course
changes with change in the envi-
ronment, the change in the politi-
cal situation, the change in the
economy and so on. And the
change in our sides, but I don’t
think we ought to abandon that
and come up with some new
mission, the mission’s grand. So is
the mission of the graduate school,
which is more selective but you
know, talks about training people
to be leaders in arts and media.
And I think we’ve been doing that
and doing it well, and we ought to
keep doing it.

I ’ d  l ike  to  re f e r ence  when you

sa id  t hat ,  you  know, i f  they ’r e

not  author ing in  the  cu l t ur e  o f

the i r  t imes,  t hey  cer ta in ly  pa r t i c -

ipated in  i t  w it h loads  and  l oads

of  examples .  Co lumbia  has such  a

long  t rad i t ion o f  be ing ve r y

humble  o r  not  se l f -p romoting.  Do

you  th ink that  t hat ’s  we l l  known

enough,  t he  examples of  t he

peop le  t hat  were  educated  here

as  par t i c i p a n t s ( i n a u d i b l e )? 

What kind of language am I
allowed to use in this?

Anyth ing fo r  adu l ts  t o hear.

Well I’m inclined to use rather
strong language in response, I’ll be
nice and not use it. But the point
I’m making is, I think that one of
our great weaknesses is that we’ve
been, we been your (inaudible),
you know, we’ve been just too
humble and its time we stop. You
know, Columbia is in many ways a
unique institution, it certainly has
fabulous accomplishments in every
one of our disciplines. And you
know, Mike used to say that we’re
the best-kept secret, he took pride
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in that and at the time that might
have been a good thing. But with
ten thousand students and an
almost fifteen thousand dollar
tuition and the conservative repub-
lican administration, we’ve got to
stop being humble. You know, I
think its time for us to stand on
the rooftop and shout about our
accomplishments and say, “Look at
me”. Is that strong enough? By the
way, its part of the reason I travel.
You know, I don’t know if you
know it but… I lecture and consult
well, worldwide but primarily in
Eastern Europe, and one of the
neat things is people in Eastern
Europe in the arts know Columbia
College and send their people here
to study, and believe that we’re a
good model for them. And I do it
because I’m trying to shout out
from the rooftops, you know, about
our great accomplishments and
about the great opportunity we
represent.

Why Easte rn  Euro p e ?

Because they need us badly. And I
don’t want to sound like the
American missionary, because I’m
not that. In fact I always say to
people when I’m lecturing, the first
thing I say is don’t trust the
American. You know, I can talk to
you, but what we do I can talk to
you about certain universal princi-
ples, but you’re going to have to
wrestle with your reality and
develop systems that work for you.
Now the truth is we’re becoming
more global, we’re growing closer
and closer together. And so the
needs of people in the arts probably
are more similar now than they
used to be. You know, in the
communist regime The (inaudible)
Theater was supported one
hundred percent by Uncle Ivan
(inaudible). That’s not true
anymore, you know, the, what we

call the (inaudible) ballet in St.
Petersburg, if it didn’t have
members, membership organiza-
tions and raise money all across the
world they’d be in big trouble
because the previous resources in
ones head are no longer available.
Well that means there’s things that
we do in the U.S. because we’ve
done this for years and years and
years that are useful. And so I guess
in that sense perhaps I am a
missionary, but I’m not asking
for conversion, I’m asking for an
audience.

I ’m cur ious and I  p robabl y shou ld -

n ’ t  spend too  much t ime on  t h is,

but  that  cer tai nl y an issue  here

as  we l l  wi th  you  ment ioned  the

republ i can  admin ist rat ion and the

t h reats  to  the  NEA , the  NEA  and

th is idea o f  wher e  does the

money come f rom and  you know,

w h o ’s—and i f  we go  to  p r ivate

s o u rces o r co rporate  Amer ica ,

w h o ’s  de f in ing  or  do you f i nd

t h a t — w h o ’s  i nf luenc ing  t he  a r t

f o rm ?

Well…

Is  i t  f ree  express ion  o r…?

It’s an interesting debate and I’ll try
and summarize it. But the
European model traditionally said,
that we’re committed to the free-
dom of the artist. And in order to
guarantee the artist that freedom,
we’re going to remove the pressures
of the marketplace and provide that
artist with sufficient resources to
make his or her art, that’s the old
model in Europe.

Without censorsh ip?

Without censorship. Now the real-
ity is that none of those things have
in fact been completely true, there’s
always been censorship, either overt
or if you’re not a good boy we don’t

give you the money kind of censor-
ship, which is still censorship. The
U.S. model I don’t think is nearly
as perverse as some of my
European students think it is.
There is a commitment I believe in
the U.S. arts model to the freedom
of the artist. But if used the way
that freedom happens quite differ-
ently. And one of the things it says
is, if you have multiple funding
sources then none of them can
control you, because if one says no,
it may be a hardship but its not a
disaster. And I think that’s an
important message actually, and
one that some of my colleagues in
other parts of the world are starting
to hear. Same thing with the
marketplace, I mean if you’re true
to your mission, hold onto your
mission, then the marketplace can’t
change you. You know, if you
pander the marketplace, well then
you’re a prostitute. So I remember
students saying to me in Germany
once, you know, if we do market-
ing there will be no opera there will
only be Mickey Mouse. I thought
that was very funny and it was very
funny because it meant they did,
they really didn’t understand opera
audience or marketing. That’s a
part of my job is been to try and
teach what some of those realities
are, you know what does a manager
really do.

Have you  a lways t rave led  and

done thi s consu l t ing s ince  you

came as a  cha i r?

No, I spent my first about eight
years putting structures in place to
make certain that, well—I never
intended to do it in the first place.
When I began working on info
structure for the department and
making certain we had structures
that worked, that was because it
was necessary not because I had
some master plan to go to Russia.
It turned out when I got my first

1 4 4

D e n n i s  R i c h



A n  O r a l  H i s t o r y  O f  C o l u m b i a  C o l l e g e  C h i c a g oD e n n i s  R i c h

1 4 5

invitation to travel, those systems
were pretty strongly in place, which
meant I could go away for a week
or more and thinks wouldn’t—it
would be okay because we had
back-up systems and ways of work-
ing. So I guess the opportunity for
me came at about the time when
we had created some systems that
made it possible.

And i ts  s t i l l  possib le ,  t he  re a s o n

I  asked  thi s is  that  I  thought i t

was ver y  te l l ing when you  sa id ,

when you were  h i r ed  as chai r,  i t

was c loser  t o be ing a dean .

To d a y,  you  know le ts  say you

k n o w,  t omor row you  were n ’ t  cha i r

and  t her e  was a new chai r o f  your

d e p a r tment,  wou ld  be  c loser,  you

k n o w,  t o be ing more  a  cha i r—I

d o n ’ t  know a t rad i t iona l  cha i r  as

opposed to  a  dean and woul d that

be  possib le  t o  have  that  aspect ,

wh ich  seems so  impor t a n t ?

The answer is I don’t know. It’s
very clear that in the new structure
we have the kind of prerogatives
that once existed, as the chair is
prerogative are now shared. There
are very few things I feel that have
been taken away from me
completely. What’s happened
however is that decisions I used to
be able to make by myself, I now
have to share with other people.
And like any system that has
plusses and minuses in it, on the
one hand you have the benefit of
more than one mind and on the
other hand too many cooks. I don’t
know, when the new administra-
tion came in, one of first things
that a couple of them said to me…

D u f f ’ s  o r  Car t e r ’s ?

Carter’s, although Duff ’s said it as
well to me, but in Carter’s adminis-
tration people said to me, you
know, your traveling is good for the

college and if you want I’ll put it in
writing. So you know, I’ve never
gone without wearing my
Columbia College hat and my
Columbia College shirt as it were
symbolically. But you know, I’ve
always gone as a representative of
this institution. And I think that’s
been good for us and good for the
vision of in the world, best student
driven college in the world, you
know, that means we have to be in
the world, people have to know
about us we can’t go back to the
past, we can’t be local. And so it
hasn’t been an issue for me. Could
my replacement do it? If nothing
else in the definition of a chair
changed, probably. And if they
want to do it, its strenuous, its I
mean, it’s exhausting.

I ’m just ,  you  know,  because  you

sa id  ear l ie r  too you’ re  one  o f  the

last  ten  year  cha i rs.  I s  She ldon

P a t i n k i n ?

Sheldon is one and Charles
Cannon is one.

O k a y,  Char les  Cannon.  And  maybe

you  want to  comment on  th is and

maybe not,  but  I ’m  j us t  wonder -

ing in  the  cha i r ’ s meet ings

because  of  r e o rgani zat ion  and

y o u ’ re  k ind  o f ,  you  know, f r o m

the  o ld  system and  l i v ing  in  the

new system. Is  t her e ,  is  i t

u n c o m f o r tab le  ever,  I  mean is  i t—

I guess  I ’m  asking  i f  t her e ’s

resentment by  t he new chai rs  o r

is  i t  okay?

It depends on the issue, I think
that there was resentment during
the transition. I think when it
became clear that some of us had a,
you know, a contract for a certain
amount of money and others had a
contract with a stipend on it, there

was resentment. Well you know,
that’s old news. And some things
have been done to make the situa-
tion of those three-year renewable
chairs a little more counterable and
so I think there’s less of those kinds
of what’s fair issues. Then it
depends on what are we talking
about, I mean there are times when
being here for this long or some,
Randy Albers is actually one of the
long marchers, he’s been here
forever. So some of those perspec-
tives are very much what is needed
in one and there are times when its
not wanted. And yeah, there’s been
some debates coming from how
long I’ve been here and the extent
to which that influenced my
thought process, ones thought
process. But I wouldn’t say that in
general, you know, it’s a group of
people that hate each other or who
have got tensions based on, you
know, who has the most toys.

I  a lways th ink , you  know, as  t he

peop le  k ind  o f  got  g rand  fa there d

in  and  you  know,  what set  o f

ru les do people  have  to  l i ve  by

was  more  what I  was  cur ious

about.  What okay  we’ re  coming

to  t he  end  o f  the  in te r v i e w — w h a t

do  you  th ink a re  maybe the  best

th ings  that  have  happened at

Col umbia  as an  ins t i tu t i on  s ince

you  came here ?

Wow, best things institutionally…

Or  the  most  exc i t ing,  or  the  most

pos i t ive ,  whatever  i t  m ight  be?

I actually think our growth has
been a very good thing. I am not
against the need to grow. I want to
find a way to get twice as many
buildings because I fine it exciting
as you know, entertainment in the
arts is the only growth industry in
the United States at this moment.
And by the way, it’s our second
largest export, intellectual property.
Our largest export is unfortunately
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weapons. But our second largest
export is intellectual property, from
high art to Mickey Mouse. And I
think its, one of the exciting things
is that we’ve, that as those—I’m
sorry I want to start over again… I
think when Mike started the
college, you know, one of the
things about the arts, it was a place,
it was an alternate place for people
to go. Alright and so if you were, if
you weren’t Connie Corporate or
you know, Bill Debank you can
come to Columbia and look differ-
ent and be different and pursue an
arts career and that was okay, but it
was an alternative thing. The arts
have become mainstream in many,
many ways and so I thin our
growth has been a good thing
because its taken that reality as an
opportunity and built on it. And it
means that more and more of our
students can actually pursue a
degree here and work in the fields
as opposed to pursuing a degree
here and then going to work doing
something else. So for me that’s
been exciting and continues to be
exciting and I’m looking forward to
what are our next steps here. What
else has been exciting? The consoli-
dation of the campus has been
interesting and good for us. The
dance center moving downtown
certainly has been a very important
thing and exciting thing. And it
brings what they do, you know,
into the heart of the life of our
students and the life of our
community. So I think that’s an
important and significant thing.
Not as well known, but I think still
important ours is the center for arts
policy, the Chicago Center for Arts
Policy, which I’m proud to be a
founder of, but I think that’s in fact
an important contribution.

Can you  exp la in  that  a  l i t t le mor e

because  i ts somet imes  hard  to

get at  what i ts actua l ly m e a n t

just  by the  t i t le?

Well you know, one of things that’s
hard to do is to define what the
hell is arts policy in the U.S.
because we don’t have a ministry of
culture and we don’t have an offi-
cial cultural policy, and yet there
are policy decisions made
constantly and they affect the work
of artists. And I think the extent to
which we can expose students and
the community to that and engage
those questions in ways that are
meaningful, I think that’s signifi-
cant, I think its important. I mean
we did a study on the informal
arts, informal artists are people who
don’t make their living as artists. I
don’t want to use the word amateur
because some of them are trained
as professionals. But and one of the
things that’s fascinating is that an
enormous percentage of Americans
participate in the informal arts, I
mean well over half the country it’s
a huge number. And so our looking
at that was I think useful and inter-
esting and make suggestions to the
community in terms of what we’re
teaching, what we’re doing and
what’s possible for our students.
And what are some the alternatives
to the older, you know, the farmer
takes his pig to market model of an
artist trying to sell his wares or her
wares. So yeah I think that, you
know and I think we brought some
people who’ve been significantly
important to the campus. I
could go on, but those are some
examples.

Can you  name a  coup le  o f  peopl e?

Alan Lomax certainly was one, I’ll
leave it at Alan for the moment.

And what  do  you  t hi nk  a r e  the

bigges t cha l lenges  o r  the b iggest

cha l lenge  that  Co lumbia  had  to

f a c e ?

Well our big, our successes are
challenge in a lot of ways. When
we were two hundred and fifty
students, this is before my time,
you know, at the “S” Curve of Lake
Shore Drive you know, you could
manage the whole thing on a kind
of, oh by the way as I’m passing
you in the hall basis. Or you could
certainly do a you know, a real
town meeting. We’re now over ten
thousand students and so I think
one of our challenges simply is how
do we keep the vitality, the enthusi-
asm, the ability to try something
new and to innovate in the context
of this monster. I think that’s one
of biggest challenges, I think main-
taining our diversity is a huge chal-
lenge, the more expensive we come
the harder that is to do. That’s
enough for challenges.

Anythi ng  e lse  t hat  I  d idn ’t  touch

on that  you  t h ink  you  m ight  want

to  address  be for e  we c lose?

Not in a public document.

I  want to  t hank  you  ve r y much .

But I want to thank you, you
know, on the record I want to
thank you for the opportunity. This
has been fun.

D e n n i s  R i c h
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