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WELCOME

J, W. Fanning

Vice President for Services; Director of the Institute of Community

and Area Development; Professor of Agricultural Economics

University of Georgia, Athens

LADIES and gentlemen, I have the very great privilege and special honor of ex-

tending to you a welcome to the University of Georgia and to this conference.

To you who come from adjoining states and other parts of the country, we exteud

a special welcome; as for you Georgia people, we are particularly glad to have

you come and spend a few days on the campus of your state university.

We are very proud of this conference, and feel that it is long overdue.

I want to thank Michael Montesani, of the Georgia Center staff, and Wylie Davis,

of the Art Department, for their work in planning and preparing for the confer-

ence. We are grateful to Lamar Dodd, Edwin Gerschefski, and Leighton Ballew

for the support they have given to this conference, for their participation.

I hope that all of you will have an opportunity while you are here to vis-

it the campus of the University of Georgia, and to get the feel of this insti-

tution. Like many other institutions of this kind across the country, we are

growing very rapidly, and expanding, we sometimes feel, beyond our ability to

handle our growth. However, we are being able to assimilate our expansion and

are moving along very well indeed.

A university such as this one really has three functions. One is instruc-

tion, of course. At the present time, we have about 15,000 young men and women

on this campus, engaged in an instructional program. We think our present stu-

dents are excellent young men and women, better prepared than any that have

come to us in the pe,-t. We have a very fine faculty, who we feel are doing a

great job. A second responsibility which the University has is research--to

inquire into the nature of things, if you please; and our research program

here is expanding rapidly and dealing with many subjects and many matters of

importance to all of us. The third function of a university is public service--

extending the knowledge, and leadership of the faculty of this University to all

of Georgia and its people.

This Center for Continuing Education, in which you are visiting, is a

part of the service program of the University of Georgia. It came to us some

ten years ago by vi:tue of a gift from the W. K. Kellogg Foundation, and is

now known throughout the state for the services it offers. To the Center last

year came between 60,000 and 70,000 people, even as you are here now, to en-

gage in some kind of educational experience. We feel that the Center is serv-

ing a tremendous purpose, and provides the University and its faculty an oppor-

tunity to work with adults in many fields of interest within this state and ad-

joining states. It is in that connection that we have been able to staff

jointly with the Division of Fine Arts a program through our Institute of Com-

munity and Area Development in cooperation with the Division of Fine Arts, in

an attempt to work with communities all across this state on the problems they

are confronting in the fields of the arts.



May I again say how delighted we are to have all of you here for this con-

ference. We hope you will enjoy it as much as we enjoy providing the informa-

tion and bringing to you the distinguished people you are going to hear on your

program.

It is my privilege and very high honor to present to you the first speaker,

who will bring to us the keynote address, "The Transformation of American Cul-

ture." Dr. Harold Taylor first came to national prominence in 1945, when at

the age of 30 he left his post as a member of the Philosophy Department at the

University of Wisconsin to become President of Sarah Lawrence College, a posi-

tion which he occupied for the next fourteen years. During those fourteen

years, he became known as one of the most provocative and challenging educators

in America. He is the author of more than 300 articles in books and journals

of philosophy and of education. In addition to his writing, Dr. Taylor has

lectured extensively in the major universities of this country; and in 1965

made a State Department-sponsored tour to the universities of Greece, Turkey,

and Iran, where he lectured on topics in philosophy, the arts, and education.

Since his retirement from the presidency of Sarah Lawrence in 1959, Dr.

Taylor has traveled on a special Ford Foundation grant, and in January 1967

visited the Soviet Union for three weeks at the invitation of Soviet writers

to confer on cultural, literary, and educational questions of interest for

Soviet and American writers.

He was actively associated with John Dewey, Alexander Michael Johns, Mrs.

Eleanor Roosevelt, and Adlai Stevenson, and shared their friendship and their

intellectual and political interests. He is a musician, an athlete (he coached

the tennis team at the University of Wisconsin), and a critic of the arts. He

holds an honorary degree from the Philadelphia College of Art. He was the mod-

erator of the ABC-TV series on 1Meet the Professor." He is President of tLe

American Ballet Theatre Foundation.



Keynote Address

THE TRANSFORMATION OF AMERICAN CULTURE

Harold Taylor

President, American Ballet Theatre Foundation; former

President, Sarah Lawrence College; author; lecturer

New York City

I AM happy to be with you to celebrate the arts in Georgia, and to share in

the general task of seeing what can be done. I begin by referring to some

remarks by William J. Smith, a poet who not only loves poetry and writes it

well and is married to a poet, but made what seems to me a basic decision

about his life when he ran for the state legislature in Vermont and was

elected. That was an extraordinary thing for a poet to do; his concern was

to represent the serious and intellectual person concerned with the arts, to

join with his colleagues in the state legislature to do something about them,

and to bring the voice of the poet into politics by the front door.

In a review of a number of books of poetry about a year ago, Mr. Smith

reminded his readers that culture in America is not organized on a huge scale,

and the concern of the government for culture could be seen going back as far

as the administration of Mr. Kennedy in its most recent manifestation, and in

the White House Festival of the Arts, where for the first time, the complete

range of work going on in America in all the fields, including design and

photography, was celebrated by the President and Mrs. Johnson, and the fact

that groups of visitors invited to Mr. Johnson's inauguration in 1964 were

shuttled to and from events in busses marked "cultural leaders." These bus-

loads drew up and inaugurated a new phase in American cultural history.

The implication in Mr. Smith's concern was that the organization of big

culture, with its busloads of cultural leaders (especially as this has to do

with universities) has presented as many dangers as it has advantages. When

one looks at the way universities have taken hold of the organization of

knowledge, and organized the delight right out by the kind of courses they

make the student take, and when one thinks that in many universities, the

successful scholar is now a promoter-organizer rather than a teacher, it is

just possible that the educators can and will organize the daylights out of

the arts, in exactly the same way they have the rest of the curriculum. In

fact some of our major universities do have the characteristics of a "cultural

bus," with the bus drivers more interested in the financing of the bus company

and the works parts of the engine than whether or not the passengers are on

the right bus or have any clear idea about where they are going.

Bill Smith called attention to the bus-conception of culture because he

had found that university presses were producing their own volumes of poetry

in rather large numbers, and that poets all over the place were lecturing

and reading their poems to university audiences, and that the slim volumes

of former years were being replaced by fatter volumes of poems--according

to Bill Smith, conspicuously unedited. The result of the involvement of the

university with poetry, Bill implied, is the production of more poems with
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less poetry.

All of this brings me to the problem in the organization of American
culture through the existing resources we have in the university community

and elsewhere. The problem in the organization of the arts, whether in the
universities or elsewhere, but particularly by the universities, is how to

organize them on a large scale without killing them off or maiming them for

life. There are always practical arrangements to be made. Someone has to

get the chairs into the auditorium, the lectern on the platform, the money

for the fees, the buildings for the arts. When all of this was a matter of

one or two academic fellows on the faculty or in town who knew who the poets

and writers were, who knew who the composers were, who read the little maga-

zines, there was really no problem, since there were so few readers of or

listeners to poetry. Few poems and no plays were written on the campuses of
the universities and in the communities of America, and no playwrights or
painters were around town or on the university faculties. They were all

either in Paris or New York, sulking or starving or being subsidized by Peggy

Guggenheimer or succeeding in some other way.

But now we do have a problem. The cultural leaders all have names, and

the names are known, respected, admired, and wanted. The arts also have names,

and they are known and wanted. We in this country have not yet learned what

to do with them in a capitalist society and a democratic culture where the

worth of things is so commonly judged by their capacity to attract money and

where the things most worth judging are not often financially attractive. It

is now clear that there is no other place than the schools and the colleges

and the communities around them for the arts to find their home in the long

run. And of course there is no more natural place for the arts to be at home.

Yet so recent is the concern of society for the arts as an element in the

popular culture, and so recent and sudden is the expansion of the potential

and actual audiences for the arts, that the educational system and its sur-

rounding apparatus have not been ready for either the artists or their audi-

ences.

It is my observation that on the contrary, across the country, the educa-

tional system has in many cases done its best to keep the arts and their prac-

titioners outside, and to eliminate systematically from admission to colleges

all those whose talents lie in the arts, in favor of students who are adept

in scholastic exercises. In the elementary schools, for example, only tea

per cent of all those teaching in the visual arts have ever had any experience

in the field. And, as recently as 1963 one of our leading cultural entrepre-

neurs, in touch with large and quasi public funds (which we will identify in

no other way than by saying they are connected to the man who invented the

Ford motor car) urged that until higher education is reformed a potential

artist be thrown out of a university to find his education and pursuits else-

where. The argument went that if he was seriously interested in the arts, he

needed to live a life of such intensity and concern, with such concentration

of interest in long and peculiar hours, that he would either have to distort

the curriculum /God forbid/ and the cultural habits of the university, or be

distorted by them.

On the other hand, it was assumed that once thrown out, the potential

artist would develop his art through the rigors of the garrett and to the

economic and spiritual punishment of the commercial theater, and he could

dance for local enthusiasts to the light economic tune of $1800 a year, sing-

ing his head off whenever he could find an audience--all because he cared so
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intensely that nothing could stop his development. He would pursue his art

the way a drug addict pursues his connections--stopping only at murder. (I

have met dancers like that.)

It seems to me, however, that there must be a better way of encouraging

the arts than this particular kind of proposal. And the way I suggest is a

transformation of the schools and the colleges and the universities and their

surrounding communities into homes for the spirit of humane learning; I sug-

gest that we consider no education complete which does not engage the student

directly in one of the arts, and that we set about recognizing and reorganiz-

ing the life of the schools and colleges to make the joy of the arts a normal

emotion there. The University of Georgia has given leadership in just this

way, and your conference here today is an indication that the University and

the citizens are concerned and are moving to make this kind of situation pos-

sible.

For it is true in the culture at large, that we have come upon a period

in American life where there is something which can actually be distinguished

as a mass culture. It has been the subject of comment by journalists, by the

picture magazines, by a whole variety of social critics, ranging from the

person who takes the point of view of what is wrong with mass culture (a per-

son like Dwight MacDonald)is that the middle-class mind and its adherence is

a curse and an evil in the land, and that only high-class thinking and high-

class observing should be allowed, to those who welcome the mass culture as

the new market for cultural products which can be produced en masse, ranging

from the work of Andy Warhol to those who work in other media. The concep-

tion of the existence of a mass culture, the creation of a new expanding

society which now has sufficient funds at its disposal to turn its attention

to factors in contemporary life which were formerly neglected, is new; that

is really now what we have to cope with, if we are going to deal with the de-

velopment of the American culture which can transform the values of American

life into something more attractive than those usually presented. We have,

in a sense, a new high priest of the mass culture in Marshall MacLuhan, who

has pointed out one or two things which were already known to those who cared

about such matters, along with two or three fresh insights which need to be

mentioned (and thank goodness, Mr. MacLuhan has mentioned them), of which I

would like to select two which are important for our concern here today.

One is that the culture surrounding the individual in contemporary so-

ciety has its invisible manifestations and its effects on the individual both

in school and college and in the community at large; and as the fish swimming

through water is unaware of the environment in which he swims (as far as we

know) so the cultural environment in which we exist is affecting us by satura-

tion of small items and value patterns before we become socially or culturally

or esthetically conscious of what has happened to us; and as members of the

psychedelic movement point out, the human brain, or the human consciousness,

is in a sense like a telephone switchboard which has been programmed to pro-

duce certain effects and connections. The programmed person is put into that

state of computerism in which the programs have been fed into it by the "cul-

ture" developed through the mass media, the television, the electronic cir-

cuitry of Mr. MacLuhan's vocabulary, and the main job of the artist is to

break up the programs before they destroy the computer. One can approach this

either through the more violent methods of LSD, or through a refusal to accept

the cultural values which surround one, and the insistence on individual per-

ception and expansion of one's own consciousness into new patterns, new forms,

of appreciation.
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I suppose that if there is one thing which emerges from that welter of

discussion surrounding the discussion of mass culture, it is that the antidote

to the banality and tedium of a contemporary culture fed to the American citi-

zens by the mass media is the development of inner perception and the expansion

of one's own consciousness in imagination and through the artists to be able

to make counter forces of one's own against the thrust of the mass culture;

that is to say, to refuse to accept conventional values of whEt we have come

now to refer to as white middle-class Protestant culture, and to look at so-

ciety as a variety of cultures with the Puerto Ricans, the Negroes, the Span-

ish Americans, the Indians, and the variety of the minority groups which give

us a variety of cultural patterning that is the treasured asset of American

society; and that as we teach the arts, and the social sciences and humanities,

we should treasure these varieties of sub-cultures in America and not try to

frighten them all out by courses in "Western Civilization," which not only

hideously distort the figures of Western thought and art, but betray a concep-

tion of a homogeneous white-culture found in the West, found in the great

books, found in the regulation curricula which can (I insert this on the basis

of AmmrvatisnO destroy any interest and ideas in the arts on the part of stu-

dents and citizens.

All of this brings me to a second point, which emerges from affluentism

and its antecedents. That is to say, as one does look at one's own culture,

and one's own personal location in the culture, one can, by stepping back,

become conscious of its characteristics; to stand back fro% one's own ethno-

centric position and look at the culture in which one is living is to look

critically at certain values in life. And one of the quickest ways to do this

is to look back fifteen to twenty years at what was popular art, what were ac-

cepted esthetic, cultural, and social values, such as the motor cars in the

period of the 1920's. The motor car taken out of its environment and looked

at separately becomes an object of art. Old movies and the whole conception

of "camp" and the popular culture become art forms by being taken out of

their culture and lookA at freshly.

These are all interesting and important ideas, which are in a sense an

aid to the critical awareness of the character of one's own culture. One means

of understanding one's culture is to break down the conception that there is

an art that is superimposed on life or that remains apart from life--merely art

objects created by artists--so that we can reach the point at which art and

human reality become the one, a unity that is opposed to the concept that any

object can be a work of art when it is put into the right situation. As

Marcel Duchamp signed a chair, it is possible the Empire State Build-

ing, without buying it, and make it into a woek art. Or, as has been

pointed out by Saul Steinberg, if you put one chair into an art gallery and

sign it, it can be considered a work of art, but if you put eight chairs in,

it becomes a restaurant. Consider the relationship between the reality one

finds in the materials used by composers like John Cage, or in the materials

used by a sculptor like George Segal, or the relationship between poster art

and Larry Rivers' paintings. A new conception of what the mass culture has

in it can be observed when one looks at the culture critically and considers

the le of art within the reality of the contemporary culture; so that, in

a se se, everything is capable of becoming an art object.

This fact is something which the younger generation of students in high

school and college and out of college have discovered on their own by draw-

ing back from the accepted values of the galleries, the museums, the theater,

the dance. The avant garde in the field of the arts rejects at this point
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in American cultural history most of the conventional forms which have been

customary within the avant garde. The avant garde itself has disappeared in

that as soon as the front edge of what we are guarding and what we are ad-

vancing toward is reached, it is immediately removed by being written about.

So that it is impossible to stay avant garde for more than three weeks with-

out having been so fully discovered that there is no place left to be avant

garde from. All this, of course, is tied up with the theory of art which

correlates the reality of life and the cultural values with the art forms

themselves. The dancers who are working in new media, and the theater people

in the night clubs develop a new conception of what the avant garde is, which

destroys the old conceptions of who is avant garde and who isn't.

This seems to me to be a new and fascinating element in the experience

of young Americans who have come upon art with no cultural inhibitions. We

are fond of talking about the culturally disadvantaged, and trying to help

them become "cultured" like ourselves. I think it is an enormous national

disaster that we go at cultural values in just this way. It seems to me

that the most culturally disadvantaged person is someone who has had the mis-

fortune of being brought up in an American suburb surrounded by the medium-

and upper-middle-income people who are all white, all Protestant, and all

middle-class. Such an upbringing is the greatest of all cultural disadvant-

ages, in that it, in a sense, confuses cultural values with a set of norms

taken from art books and put upon curricula in colleges and schools, so that

one is responding correctly to certain stimuli produced by the authentic pro-

ducers of art. Whereas, those whom we are accustomed to think of as cultur-

ally disadvantaged had the extreme advantage of having no culture that they

are aware of and having a style of talk and a style of life and a-style:of

social habits and vocabulary with a deal of vitality, energy, and creative

possibility which we are only now coming to discover.

Let me clear explicitly what I mean. A group of students at San Fran-

cisco State College, having entered the college under the dispensation of the

former governor, and with the unwilling compliance of Governor Reagan, have

come to their conception of what a college is, without the attitude that they

are coming there to be acculturated. They have come to college because it

is a step forward in social and cultural mobility from their place in Ameri-

can life--which has not included a place where one ordinarily read books, or

looked at paintings, or indulged directly in the theater arts. In other

words, they are a new style of college student, who ten or fifteen years ago

would not have been admitted to college at all.

The expansion of this university and of universities across the country

is an extraordinarily important cultural event. Aside from the fact that it

inducts millions more of American youth, boys and girls, into the stream of

contemporary education, it also brings to the university a completely new

sector of the society formerly disregarded by the educators--a group which

has in a sense thrust itself upon the attention of the country, partly

through the Civil Rights Movement, partly through a new place being given to

the Negro in education (not the place which is properly his, but one part of

the right which will be his eventually) and to the poor-white, and the aver-

age student, and the student going to the community college, and a whole

range of lively, energetic people who are culturally uninhibited. These

young people, coming upon the arts for the first time, look at them as pos-

sibilities for dev Lopment on their own.

At San Francisco State College, the Poetry Center, developed by Ruth Witt



Diamond and her colleagues over the past fifteen or twenty years, has been the

source of an extraordinarily important movement in the literary arts in San

Francisco itself. With leadership from the college, San Francisco has estab-

lished a literary movement of its own which has produced a number of poets,

some nationally known. Among them is the poet Ferlinghetti, who has furnished

leadership as a teacher, in a sense, for non-college students around San Fran-

cisco who have begun to read poetry and understand plays, and have become con-

cerned with the literary and visual arts because poets like Ferlinghetti are

around where one sees them 'and talks to them. The custom of that particular

college of having novelists, poets, writers, painters, sculptors, and musi-

cians on the faculty has meant that the new generation of college student,

without a cultural background to inhibit him, has taken a headlong plunge into

the middle of various art forms, about which he was unaware before coming to

college but at the same time finds himself happy to have come upon. And the

new kind of student there is developing community interest in the arts both in

connection with the teaching in the inner city of youngsters who have never

seen a live play or known what poetry is or what a painting is and through

tutoring programs.

San Francisco State students have made the connection between the inner

city and the college directly involving themselves and the children in the

arts--such things as street theater, street exhibitions of paintings and sculp-

ture, children's paiutings, children's sculpture, and a dance movement, Negro

theater, Negro dance. A whole new development has come from the group of stu-

dents not formally instructed in their schools before coming to college, but

now instructing each other in an experimental college which works within the

college itself. There are now 1200 San Francisco State College students tak-

ing courses from each other in a series of 93 different courses, ranging from

discussions of the Vietnam war, with historical detail aided by faculty mem-

bers, to courses in the avant garde since 1920 in painting to courses in the

community arts--again in combination with persons in the community.

This development is happening in San Francisco with a favorable situa-

tion, but it is also happening in Detroit at Wayne State University; it is

happening at Southern Illinois in Carbondale; it is happening in the Univer-

sity of Michigan at Ann Arbor; and a new quality of concern is springing from

the new attitudes on the part of the new group of students in the universities

and colleges who are concerned about the arts enough to foster them, to create

them, not satisfied simply to sit back and be told how to appreciate them.

Coincidental with this movement of a new generation of paperback readers,

who have seen foreign films and have been able to compare them with American

films and other kinds of films, and who in some cases have made their own

films (a new development of the art form in the colleges), we have the growth

of the concept of cultural centers, art councils, and the formal organization

of the arts through a state-wide and state-supported cultural program.

There is one general criticism, which is a kind of warning to all of us

concerned with the arts, which goes back to what Bill Smith was saying about

the danger of organizing the arts in colleges--that the artist as essentially

the creative individual may find himself academized and domesticated by being

put to work inside the American university. Similarly, the conception of the

cultural center (whose most overt and gigantic expression is to be found in

Lincoln Center in New York) has within it a number of dangers which have been

made explicit over these past two or three years, since the custom of building
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huge cultural centers has come upon us, and the American citizen interested

in the arts quite often has as his first impulse a concern to make a place

where the arts can happen; whereas critics of this approach say why don't we

wait until we have something to do which demands somewhere to do it before

we put up the building.

The keenest critic, and perhaps one of the most interesting commentators,

on this tendency in American life is Jules Feiffer, who in a review of the

book Creative America, which was in a sense appealing to the virtue of Ameri-

can culture, had this to say about something which bothered him in present

trends in American mass culture. "The concept of the concentrated cultural

zoo, divorced neatly from our real lives, has become increasingly popular.

While the rest of our landscape uglies up we are anxious to build a place,

some place, that is pretty, an official pretty--a pretty we can go to, pay

a dollar to, come home from and say Yes, I have seen the pretty. It is there.

The more ugly life gets outside our window, the more anxious we are to con-

tain beauty elsewhere--a tree inside a fence, a bird inside a sanctuary, an

artist inside a zoo. And wherever our impulse may be to destroy, we cage

these things we think it is desirable to save. What we leave on the outside

is show business, portraits of lonely artists discussing their alienations

in full-color pictute books or with David Susskind on television."

Then W. Feiffer goes on to say that of course any increase in official

art, whether it is through cultural centers or not, means that there are more

persons interested in unofficial art, which is the only kind worth having.

But his point is an essential one. In the growth of a national concern for

the arts, we have, on the whole, organized committees and programs to build

cultural centers first, and only then have we begun looking around to see how

we are going to keep them filled with people in the audiences and with artists

and new works at a time when the American theater is almost devoid of creative

talent. In many other instances, we are unable to support financially a major

opera, or ballet, or theater company in the cultural centers which are already

established.

I submit that we are in a transitional stage in which the first impulse

of the practical American people has been to provide the housing for the art

form to occupy, when in fact the major need in the American cultural advance,

about which we are also concerned, is to develop the context, the cultural

and esthetic environment, through which new work will happen. Some of the

most interesting new work is being done under incredibly difficult circum-

stances--in basements, in lofts, in all of the places where the artist has

ordinarily had to go to develop his own art form, and such work does not come

near the cultural centers. One need only look at the program being produced

at Lincoln Center to realize that it is a rich man's center, a place where

the standard works of the repertoire of the arts is produced for the same and

usual reasons that go into the programs which bring people in. The esthetic

disasters of the Lincoln Repertory Theater are a case in point: in order to

fill the theater it is necessary to have an acting company of great perform-

ing skill and a play some of which must be new in order to engender the true

spirit of repertory--the plays themselves not being presented and the standard

works not yet having been performed at a sufficiently high level.

I am not suggesting that we tear Lincoln Center down, although I was

among those who did not want it to go up, for a lot of reasons--which I won't

bore you with, since it is already up. But I am suggesting certain handicaps

that can be put in our way when we concentrate too much on the development of
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opportunities for arts without concentrating on the necessities for creating

new environments in our communities where small plays of no great consequence

can be developed by persons who care deeply, and where small dance groups,

through which our greatest dance works have come in America, are at least cul-

turally possible and financially available. Right now a dance group in New

York City (which has any number of young people with dance groups with new

ideas) cannot find a place to perform; although once the budget has been

raised, it is possible for a major ballet company like the New York City Ballet

or the American Ballet Theatre, even then to lose $20,000 a week by performing

before capacity audiences.

We have not yet solved the problem of creating the esthetic environment

through which the new arts can rise, and it seems to me our failure here raises

the question of the responsibility of the schools and the colleges and of the

universities so to reconstruct the internal environment as not only to make the

artist at home, but also to make it possible for him to create his own audiences.

The audience for art, when it is true art, can be composed only of those who

care so much for the art which they are observing that they must be there to

see it. It begins in simple ways with groups of students working together, see-

ing each other's work, and moves to a wider audience, being propelled by the

initiative of the composers, the dancers, the choreographers, the writers, into

a wider space; and what we need to do is perhaps think more simply about what

the conditions are surrounding the new writers and the new actors and those who

have already accomplished something, and make the entire educational system a

place where composers, writers, dancers, poets, and painters are welcome, and

notice where the conditions are changed.

Let me just say two things about changing those conditions. I think we

are making some disastrous mistakes in the way we are teaching the humanities

in the schools and colleges, and that these have effects in our communities.

The community needs to have a central place in its university, in its college,

in its schools, to which it can turn for its esthetic education; but on the

whole, when we think of education we think of a series of courses with books--

or if not books, then slides, or art appreciation--as pointers, and students

sitting in a dimly lit room, doing whatever students do as the slides are

shown. This is the way across the country that art is being taught in the

visual media. There are places where studios are introduced, and here at the

University of Georgia with eighteen hundred students working in the fine arts,

with studio space to paint and to sculpt, you have one of the great good for-

tunes of education in the country. The effect has been and will be felt in

the future in the total esthetic education in the state of Georgia. The North

Carolina innovations in the performing arts and in the learning centers also

have big implications for the entire state. But these are rare states, and

these are rare places where such conditions have already been created.

In most of our states a curriculum is called for in the humanities which

is quite incapable of commanding the esthetic attention of the students who

are in the courses, precisely because it is not possible really to understand

the nature of an art until one participates in it oneself. This simple human

secret seems to have been hidden from most of the educators in the United

States, along with the primitive fact that the arts are a primary mode of edu-

cation and should be as essential to the curriculum as any of the highly-touted

subject matters which have now been pushed by the federal government--in math-

ematics, the technologies, and the formal academic subjects. Until we enter

into a public school system and a college and university system where the arts

are taken with seriousness equal to that given physics and the natural sciences
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or the social sciences, and until we consider the humanities as the develop-

ment of a humane spirit about the human race, through an understanding to be

achieved through the a-ts, we will not be advancing the cause of American cul-

ture, and our culture centers will stand empty of American art while we con-

tinue to import artists from elsewhere and do work of high repute from other

cultures.

We can take hope in the fact that there are already forces at work on

the campuses and in the schools, and they are the forces of a new generation

of students impatient of its elders, prepared to protest, and ready to take

esthetic initiatives. For example, the protest in Berkeley, which received

so much attention across the country and abroad, is a protest against the

whole standardized pattern of American values, for which the standardized,

sterilized educational system 3 the main transmission agent. What the str-

dents in their free-speech movement in Berkeley were arguing against was the

sterility of the total cultural environment of Berkeley, not merely the stu-

pidity of the Board of Regents or the kind of mediational attitude which

President Kerr taught them, or even the political control which the university

wished to exert on its students. They were arguing for their right to be cre-

ative artists in the medium of their own education, to examine the values of

the political system of the state of California, and to arouse the concern of

other students to join with them in getting a better form of education. Some

of the protest literature which has come out of the Berkeley revolt is among

the finest we have had in the last ten or fifteen years--some of the poems,

some of the works in art, some of the works in theater. The work of Barbara

Garson's MacBird, which, if read and seen in the spirit in which it was writ-

ten, is an enormously amusing political satire without the heavy significance

which people like Walter Kerr insisted on giving it. Now there is an inter-

community in the Berkeley student body which is creating new forms of art

appropriate to regenerate the university curricula.

Some members of this generation have left college in order to exercise

their interest in the arts, since in college they could not find anything

esthetically or intellectually stimulating; and these are the ones who already

have the serious interest in the arts that they did not get from the educa-

tional system, and are building their own curricula for Negro children, for

Puerto Rican children--they are working in Spanish and other foreign languages

in order to reach through the Peace Corps, through VISTA, through Headstart,

the children and others who could not be reached in the English language.

They are working through the arts to reach children who cannot be reached

through the traditional and conventional academic exercises. They are mimeo-

graphing their own literary magazines, their own poetry, their own plays, and

performing them for themselves, and I see no reason why, with the variety of

talent which we have in an audience like this for the development of new in-

terest in the arts plus the new variety of wealth and talent in the arts dis-

played daily in the younger generation, we cannot do these young people the

honor of including the vital aspect of their present life in the curricula of

our schools and colleges. They should not be forced to give up art and cre-

ative thinking simply because they are attending a university or college.

I suggest, then, a new coalition of forces: the forces of interested citi-

zens like yourselves, who are skilled in the organization of the human communi-

ty, who are deeply concerned that the arts flourish in America and in your com-

munities; plus the new generation of college students who bring to their own

education an existing interest in art; plus the creative artists themselves,

many of whom are now recognizing their responsibility to the schools, colleges,
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and communities; plus the writers, the actors, the composers coming to those

communities. We have here a coalition.

This conference marks a new approach, which is to be found in some other

states in not quite as advanced a form as you have here, through which we can

make the transformation of American culture possible.

DISCUSSION

Question: There seems to be some difference of opinion about the artist's

education, whether he should go to an art school, a music conservatory, or a

visual arts school, or if he should go to a college or university, taking a

general course, with an art or music major.

Dr. Taylor: I think I would have to give you three different answers. One

group of kids I know who are mad for dance when they are ten or eleven, not

pushed by their mothers but just love to dance, pretty well need to be in one

of the major cities, where there are a lot of dancers around and where there

is a serious ballet company, since entry of a young ballet dancer, say eight-

een or nineteen years old, should not be accomplished just as a part of a high

school or college education. Of course there are only three or four cities

where this can be accomplished, if you are that serious and you have the sort

of talent that is recognizable (the way you spot tennis players at the age of

ten). This is true of young violinists and others.

Then there is the second group of people who would ordinarily have lived

in New, York, gone to the high school of the performing arts, and achieved their

education by using their creative talents while carrying on an academic program

at the same time; and that kind of student, for instance, when we were worrying

about admission to Sarah Lawrence, quite often used to come to us with the

question "Should I go to Julliard or should I come to Sarah Lawrence?" They

would look us over with a pretty tough critical eye to see who our composers

were, what kind of music would be taught, and what we would do. And I would

say for the large majority of kids with a choice like that to make, with

really serious talent in the arts, who wish to become more broadly educated

than working with the Art Students League, or just being around New York, or

going to Paris, or all the other alternatives, that if we can create the kind

of cultural environment which we were lucky enough to be able to do at Sarah

Lawrence, this makes more available the total range of talent for a promising

young artist than the sheer conservatory effect.

There are many factors today which enter into the education of a young

artist which in former years were not relevant. Let me be specific. In the

field of modern dance there are so many direct relationships to music and

musical theater that the dancer who is not in the middle of an environment

where theater people and poets and serious intellectuals inhabit, is in a

sense out of the mainstream of contemporary dance. Therefore, we need to cre-

ate a new kind of college where the arts are central, of the sort that Abbott

Kaplan is designated to create in one of the new State University of New York

institutions, where the performing arts and the visual arts are just as central

to the total curriculum, and where if you wanted to go to a college where the

arts are emphasized, that is the place you would pick. We need more places

like that.
Then a third kind of answer would concern the student whose approach to

learning is through one of the arts--a youngster who loves to write, is en-
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tranced by poets, and is a paperback reader (has read everything by the time

he is sixteen or seventeen, and probably thinks he knows more than he does)

but who is very excited about the whole range of the arts. I think we have

not yet found a place for him in the regular university or college system.

I think that one of the ways of dealing with him is the sort of poetry center

idea at San Francisco State or a kind of internal Breadloaf writer's confer-

ence carried on during the regular academic year. (I don't know why we have

writer's conferences only during the summer time.) We might have institutes

for a given semester in poetry, or in painting, or in sculpture, so that the

student whose approach to learning is through one of the arts is cherished

and treasured and invited in, and not excluded because he has flunked mathe-

matics, or has committed other similar indiscretions which have nothing to

do with his total intelligence.

Then if we reshape the inner workings of the curriculum, we will create

new talents, for we can never tell when we are going to uncover an extraordi-

nary talent, the way Arthur Miller uncovered his when he went to Michigan and

started writing poetry and short stories there.

In other words, I think we need to look at what range of talent the kid

brings; but on the whole, we have to make the colleges and universities avail-

able to that third kind as well as to a fourth kind: that is, the ordinary

interested average student who will learn whatever he is asked to learn--and

he may turn out to be an extraordinary artist who didn't even know he had

talent. I contend that the world is brimming with such people and their

talents, and we are not uncovering them.

Question: Would you say that the North Carolina Center for the Performing

Arts might fill one of the needs you mentioned?

Dr. Taylor: I think that is one of the most promising approaches in the

whole country to the whole problem of making the public system of education

respond to these new demands. I guess it has been going too short a time

for us to give it any real assessment, but everything that I know about it

indicates that it is succeeding in doing what it is doing. Of course the

whole idea of making available residential education to public school kids

for regular periods of time is a radical departure in our thinking about edu-

cation itself, and I would like to add two comments about that.

In some of the work that is going on in some of the private schools,

where parents can afford $3,000 a year for residence, room, board, and tuition,

you can see miraculous things happen to their kids. I am thinking of places

like the Putney School or the Rocky Mountain School out in Colorado or the

Verde Valley School in Arizona, where magical changes occur in the lives of

young people, in connection with the arts, with nature, with their understand-

ing of themselves. We have never really tackled the fact that we can make that

kind of experience available to a large sector of the entire population.

We are just scratching the surface now with summer programs for poor kids,

where we put them on a campus in an "upward bound" program. Why don't we do

that in a series of residential high schools and elementary schools built on

the model of some of our more interesting progressive private schools, and

make of them community centers where the other age groups can feel welcome too?

One of the most exciting things I have seen happen is the mixture of age

groups in the new college population in the community colleges and state col-

leges which used to be teachers' colleges. You have someone forty years old

who is married, has raised
children,coming back to work directly with eighteen-

or nineteen-year-olds on terms of equality. If we b:ought the arts in, and

had a residential institute of the performing arts and visual arts where such

persons could go for two months in the summer, we would do three or four things
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at once, because for every older person you give a chance to be educated, you

have more leverage power for creating a stir back in the community from which

that person comes. The older person learns so much from the younger ones (es-

pecially if not related) and the young ones learn an awful lot from adults with

whom they are being educated simultaneously. So I think we have a great possi-

bility for expansi n along the line indicated by the North Carolina boys.

Question: Will the possibility of the pass-fail concept of grading in colleges

encourage students perhaps to go outside of their own discipline and therefore

encourage the arts?

Dr. Taylor: That is a very good point. I hadn't actually thought of that,

but I'd like the whole thing to be pass-fail--which we were lucky enough to

have at Sarah Lawrence, with no grades at all and no exams. But, I guess, in

those instances where one tiny little corner of a student's life can be pass-

fail, the ultimate liberty of not having to worry about a grade would apply

to one of the arts particularly.

Yes, I should think that if we were to build a whole new series of courses

to be, in a sense, a source of delight of which the pass-fail was only one com-

ponent, and actually built courses just for fun to see what great things could

happen, without worrying about the conventional academic virtues, we would au-

tomatically be led to a new conception of teaching the arts. For example, you

could do something really daring and have a four-credit course in which you

actually sculpt and work in the studios, so that the pass-fail, no-grade con-

ception is combined with direct work in the arts. I think that would have an

effect.
Let me say two things about curriculum making. My own concern is to de-

velop teachers. I am doing a national study this year of the way teachers are

educated. I won't bore you with the deploring things that I know, but one

thing have been confronted with almost daily as I visit the campuses and go

to classes (I go to class with the students, going through the whole thing

with them--the only way I can learn what they are doing) is the lack of sensi-

tivity to social, political, or cultural issues on the part of most teachers

of teachers, and on the part of teachers within the public schools. They have

not been taught either to think for themselves or to take initiative in the

arts or in social affairs.

Then as a corollary I find that those persons who are coming into teach-

ing, who already possess political and social interests, are social activists,

who want to work in the Civil Rights program or who have worked in the Civil

Rights Movement and therefore want to become teachers in order to effect some

sort of social change, are matched by another group of youngsters (I was talk-

ing about them earlier) whose concern for the arts and for learning them and

teaching them comes from a discovery which has been their own: thot is, they

have seen foreign films, or American films, or made films themselves, or have

been dancers, or have caught a taste of what it is like to be an artist. In

curriculum making, it seems to me that to avoid the stabilization process

what we need to do is concentrate our attention on having dancers who teach,

painters who teach, and so on, and think of a sixteen-year-old painter, dancer,

actor, poet, sculptor in those big words. When a young sculptor sculpts, and

sculpture is his central interest at the age of sixteen, and he is treated as

an artist, when he becomes a teacher he will want to teach in his field, and

then he makes his own curriculum. Then he has the effect, and without concen-

trating on developing what I call the teacher-artist or the artist-teacher,

and thinking of it as all one thing.

I don't think we are going to solve the curriculum problem, because when

you look at the way people of genuine good will who are concerned to teach the
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humanities have to rely on textbooks and the regulation syllabus demanded by

the department, whatever department it is, in the general education program,

you see that for the people who themselves have never been caught up with the

excitement of involvement in an art, it is a second-hand experience for them

as they teach. That is why the curriculum is a bore, because those who make

it don't know enough not to take little snatches of Goethe or Hobbes or

Plato, and taking one bit at a time, run through fifteen weeks. They don't

even know that such an arrangement is esthetically and intellectually stul-

tifying. They would know this, if they were involved to some extent in one

of the art forms, because one of the first things you learn is that until

you can spend the time to go deeply enough into a given area you cannot

really know what it is to appreciate an art.

Therefore I concentrate on the development of persons who care through

direct experience in the arts to teach an art, rather than on formal curric-

ulum making. That may not be a full answer to your question, but it at

least indicates an approach to the teacher education. If you transfer that

idea to colleges, then in our teaching we should be creative persons who

are excited about participation in the arts, rather than people who are able

to talk about the arts intelligently or not intelligently after having taken

a course.

klessias: Do you think that the artist needs a formal college education?

Dr. Taylor: I think the answer here matches up with what I was saying ear-

lier. The painter (or the sculptorI think we have to designate different

arts at this point) in the 1960's, once he has begun to be interested seri-

ously in becoming a painter and making painting the image of himself as his

vocation, finds that there are fewer places, fewer art schools, to which he

can go in this country in order to accomplish what he wants to do. I think

if he gets with the right painters, say at some of the studios in New York,

he is well advised not to go to college if he can get himself booked into

a whole set of people who are exciting to him. The same thing is true to

a degree in San Francisco, where there is a new group of sculptors and

painters, so that once you get the feeling of what they are doing, you join

something. However, that is a very rare community.

It does require total commitment on one's own part to pursue an art

and do nothing else, and it is pretty tough for seventeen- or eighteen-year-

olds, which is the group I was thinking of, to make such a commitment with-

out leaving home and creating a whale new life for themselves. So there is

a kind of transmission stage which I see among the youngsters in painting

and sculpture in which they will inhabit a college where they are allowed

to paint for credit, knowing that attending this particular school is not

the most exciting, most intense thing that could be happening; and then in

the meantime they can get ready to go abroad or do something else as soon

as they can get the money and develop the courage to break from everything

they are supposed to be doing.

Of course there are very few art schools. For composers and musicians

there is now a brilliant work going on in some of the universities and col-

leges for musicians--instrumentalists as well as composers--and opportuni-

ties to write for full orchestra or band or string quartet under skilled

teachers. So the conservatory, I think, in the next ten to fifteen years

will be an obsolete institution, if it is kept separate from the main cul-

tural trends. Julliard, for example, would have became obsolete had it not

involved itself with modern dance, and done some of the things that Bill

Schuman learned to do at Sarah Lawrence and pushed at Julliard; that is, not

just to practice your instrument and work with a composer. There is more to
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it than that. All the arts, I think, if practiced properly together will

do more for the composer and the musician who plays an instrument than

just the conservatory work. That is too stultifying. The Oberlin Conserv-

atory, for instance, is much more integrated into the total life of Oberlin

now than it used to be, so that students who are not themselves going to be

full-time students of music will sing in the chorus or play in the orches-

tra while taking their regular courses. In the long run, I think that may

be our answer institutionally to what is after all a European conception

of how to train instrumentalists.
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Mr. Adams

DURING Holy Week of this year I was invited to a meeting such as this, in

Boston. I was a little taken aback by the meeting's being called between

Good Friday and Easter Sunday until I remembered that a number of people have

been making the point recently that the arts are really becoming the national

religion. Tom Wolfe, whose syndicated articles some of you may read, observed

a few weeks ago that the Supreme Court was probably going to have to deflate

the cultural boom by declaring government support of the arts unconstitutional

because it is in violation of a section of the Constitution on the separation

of church and state. Earlier this year President Johnson, you may recall,

appointed Charlton Heston to the National Council on the Arts. Mr. Heston's

appointment also took me by surprise until I realized that he played Moses

in The Ten Commandments.

We have just begun in this country a major (and I would say exhilarating--

though hazardous) experiment to support the arts with public funds, based on

the simple proposition that the arts are a legitimate concern of democratic

government. If the role of government is to be effective, it will of necessity

(and I think quite properly) be constantly changing, and will, I hope, be a

growing subject of continuous discussion, with artists taking an active role,

such as the discussion-you are having here and those that are going on in

other places all over the country. Of all Western countries, the United

States is the only major nation without a tradition of public support of the

arts. The fact that forty per cent of all tickets sold last year to serious

music performances in this country were sold in New York City may be due in

part to the unwillingness of local and state governments to take the initia-

tive to correct such an imbalance.

At the time of the founding of this country--the founding of the new

republic--che patronage of the arts and of artists was still so bound up with

17



the aristocratic society and with aristocratic institutions, such as the

church, the state, and the princely house, that proposals to incorporate

public patronage into the new machinery of democracy got very little encour-

agement. In 1780, however, John Adams wrote into the first state constitu-

tion, the constitution of Massachusetts, the famous section on the encourage-

ment of literature (the 18th century usually listened to the arts), confident

that it would be rejected by the convention. To his surprise, the convention

did in fact adopt the proposition that it was to be the duty of legislators

and magistrates in all future periods of this commonwealth to encourage the

pursuit of arts and letters, along with some other pursuits, including fish-

ing and the study of natural history. Some twenty-one years later, in com-

menting on the lack of enthusiasm or the lack of implementation of this

section (which by the way wasn't implemented I believe until the fall of 1966

when the Assembly did some 200 years later actually take some formal steps in

that direction), Adams wrote: "It is worthy of note that those individuals

who have since been elevated by the popular voice to the chief offices of the

state, have not been noted among their fellow citizens for any superior ac-

quisition of learning or intellectual culture."

Our panelists Mrs. Fisher and George Beattie perhaps can tell us how much

that aspect of state legislative bodies has changed since Adams made these

observations nearly 160 years ago. I have my own private opinion after my

experiences with the malapportioned legislature in Missouri back in 1963 and

again in 1965. My first experience was that we were so roundly defeated with

the proposition to establish a public foundation for the arts in the state

that our opposition became carried away on the floor of the Assembly and

stood up and sang "Home on the Range," all verses and all choruses. And as

a matter of fact, I think this did help us eventually. The second round in

1965, when we were finally successful, we had an impassioned speech by one

of our state senators in which he said that he couldn't understand why public

funds should be used to send an orchestra around the state playing Beethoven's

Unfinished Fifth.

Some of the first successful experiments in government support of the

arts have been carried out actually in the South, long before Governor Rocke-

feller created the New York State Council on the Arts in 1960 and 1961, or

Congress enacted the federal program in 1965. In the 1930's the Virginia

Museum of the Fine Arts began to receive significant state funds for its

statewide museum program, which was later extended to theater and music; and

today, as most of you must know, North Carolina provides more money for the

arts than any other state in the union, not excepting New York. State ap-

propriations for this year, I believe, for the museum, for the orchestras,

for the schools for the peiforming arts, totaled nearly two million dollars.

In the fall of 1968 the North Carolina School of the Arts will open a branch

in Sienna, Italy. That shows you how far they are willing to carry things

in the Tar Heel State.

True patronage, Sir Herbert Read observed, is a tribute to the genius

of the artist and a recognition of the fact that the quality we call art can-

not be assessed in economic terms. This is a definition that I would commend

to all of the new government administrator patrons. If public support for

the arts is going to mean proliferation of the meretricious official pseudo-

culture that we all too often mistake for the real article, I think we had

best forget the whole thing. The pretension and "camp" that often surround

this promotion of the arts which we see described in meaningless statistics

of so-called cultural consumption (as mentioned by Dr. Taylor in his address)
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are not, in my judgment, mass culture. But, more accurately, such a manifes-

tation is the decay of culture in a mass society resulting from the desire of

people to be merely entertained--or as Hannah Arendt put it, to be educated

by acquiring, at a discount, some cultural knowledge and appreciation to im-

prove the social status. Our cities and states have a more serious task be-

fore them than simply indulging in fashionable civic promotion. Their task

should be to bring the arts into the central life of our communities. And

as Thomas Jefferson put it, there must be a zeal in the heart to do this job.

The political framework of American states provides a new and I think an

interesting and unexpected way to restore to the arts a rich and diverse sense

of local tradition on a human scale, that has been all but lost to us in the

twentieth century, addicted as it is to monolithic conformity. The bill passed

by Congress last year creating a national endowment for the arts recognized

the desirability of having not one, but fifty-four independent sources of gov-

ernment patronage in this country, by providing a stimulus to the states and

local leaders to set up their own programs and administrations. As a proof

that this approach was both wise and timely, every state in the union has re-

sponded at least initially by setting up its own individual foundations for

the arts. Not every one of these will be funded in the present legislative

assemblies, but the bill has been a remarkable development.

We have the Director of State and Community Operations to lead off this

first session. Mr. Charles Mark has given patient and incredible devotion to

this entire movement from the very beginning. In no small measure, I would

say, his sectse of humor as well as his other qualities have made progress

possible over this past year and a half since the prospect of matching funds

from the federal program was made known. It is my pleasure to present to you

Mr. Charles Mark of Washington.

Mr. Mark

IF WHAT you say is true and art is the new religion, thct I must be one of

the ministers. I was struck by Dr. Taylor's remarks about the state of edu-

cation in the arts, and I found myself agreeing with him one hundred per cent.

The difference between the arts and the humanities, according to Barnaby Keat-

ing, presently chairman of the National Council on the Humanities, is if you

do it, it's an art; but if you talk about it, read about it, write about it,

or criticize it, it's a humanity; and I think this has become the pretty much

exaggerated, but acceptable, definition. Dr. Taylor reminds me of the old

story about the English professor and the poet who were walking along the

countryside, and the poet looked up and said, "Look at those freshly-shorn

sheep"; and the professor said, "At least, on this side." The professor was

being very literal; maybe they weren't shorn on the other side, but the poet

didn't really care.

When the federal government became involved in the idea of the arts pro-

gram, I was in Washington, really doing two jobs, as chairman of the Kennedy

Center &cid special assistant to the President on cultural affairs. I came

in as a member of the presidential staff, consultant to Roger Stevens, and

there wasn't one penny of money available to pay for travel, secretarial staff,

or anything. We managed then to get through the Congress the National Council

on the Arts Bill to create the body of twenty-four (later raised to twenty-six)
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eminent American citizens to advise the President and the Congress. Congress

gave us $50,000 to run this federal program--still not enough money to do the

job. There was a great reluctance in the federal government; it embraced this

program with very little enthusiasm from the beginning. It was new ground;

we were pioneering. Now we hear about the "cultural explosion," and we know

it's around. I call it the shot heard around the room, because you can't

really put your finger on it. Where does it exist? As the federal government

got more sophisticated and received more informational data, the decision-

makers quite openly were willing to say that there were a great many people

who were interested: not just a certain group of people, but across the

board.

I think one of the things that influenced President Johnson most on this

program was the tremendous amount of favorable mail he got from the American

people on his beautification program, and I think he felt that if beautifica-

tion of the land would sell, then beauty of the mind was also something we

should take a position on. So we went ahead to the next step. Let's face

the fact that historically we came out of a puritan tradition. It was verbo-

ten to dance, and you should sing as little as possible; talking was all right

so long as you did it from the pulpit. That was about the extent of it: noth-

ing in the way of the arts or entertainment was encouraged. When you stop to

think about it, this country was founded by intellectuals, the brightest minds

of the 18th century, adopting the finest thought up to date, to form a country

that was highly experimental and different. That is the last time you heard

from these intellectuals; they were forced out of office and haven't been

asked to come back since, and the whole tradition has been anti-intellectual,

starting with Andrew Jackson's famous inauguration; and the intellectual com-

munity has equally failed the government as the government has failed the in-

tellectual community. I think we are now in the transformation that Dr. Tay-

lor was talking about.

So we formed an arts council, and before they could meet more than twice,

the Congress had caught up with them again and formed a National Foundation on

the Arts and the Humanities, and gave them certain powers to accept money, to

disperse money, to all the people, to all the arts, and the major portion of

the bait was to correct the imbalance which existed between science and the

arts and humanities. Of course we have the National Science Foundation. So

we dutifully went up the hill and fought as best we knew how for an appropria-

tion, and we came away with two and a half million dollars, but the NSF got

550 million dollars. I don't know whose scales were being used, but that did

not correct the imbalance, in my mind, and it hasn't been corrected as yet.

Then we had to think about ways of equitably distributing funds that were

available, the procedures. We made several decisions of what we would not do.

We decided that with this amount of money, according to the need existing, we

would not make money available for capital improvements, constructing build-

ings, or remodeling buildings. All of this was a local problem. It is the

easiest method of raising money for the arts, because you can do it, literally,

in a concrete way.

We decided we would not pick up the ongoing annual deficits of any arts

organization. Totally this amounts today to between 60 and 80 million dollars

a year, and with 2k million our total authorization from Congress (the most we

could ever get in any given year was 5 million), we could not afford to apply

any money to deficits. Third, we would not start a new major organization of

any kind unless sufficient opportunity did not exist for people, for we would
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not compete in any way with things that do exist and need all the help they

can get without having problems added by competition. We would not do any-

thing that was primarily local; we said that overall we are interested in na-

tionally significant things, projects which have national application, and

the 2 million dollars can't do very many individual programs.

The second year we got 4 million, and to date we have had 6 million dol-

lars for thirteen art forms for 55 states and territories for 200 million peo-

ple. That is smaller than the Austrian budget for the arts. The island of

Puerto Rico appropriates out of state funds one million dollars annually for

the arts; New York State, about two million dollars; and North Carolina two

million dollars. They equal what the federal government has allotted the fed-

eral project.

Then we had to came around to deciding what we would do with the general

appropriation. We decided that we would look for imaginative projects which

are of the highest possible quality, and we would fund those to the extent

necessary and try to call to the attention of the Congress and of the people

the acute depression that exists in the country today in the arts. And so we

aet about our task. We set up the funds that allowed Martha Graham to tour

her own country for the first time in sixteen years, and the tour was a suc-

cess. The American Ballet Theatre was about to disappear from the face of

the earth after twenty-five years of superlative work; and we supplied the

money to keep it alive. We made a grant to Bill Ball and the American Con-

servatory Theater, which was about to disappear, and we helped to keep that

alive until they could make their home in San Francisco and in Chicago, as

they now have done, and they are doing superlative work. These are the kinds

of things we got involved in with the general funds that we have had at our

disposal. This is what we will continue to do until we make the point that

there is a need in the arts today that is not being met by the resources

available.

We estimate 60 to 80 million dollars is necessary every year for the

arts; and an additional 60 to 80 million dollars is necessary every year for

the performing arts alone, just to solidify the progress we have made today,

just to stabilize, so that a dancer doesn't have to work the whole year and

take home $3500, so that a musician doesn't have to play all year for less

than $5000. Eighty per cent of our professional symphony musicians in major

orchestras earn less than $5300 per year. Eighty-five per cent of the actors,

members of Actors Equity, make less than $3000 for a year's work. No one

makes a living from poetry alone in this country. In Russia, the average

sale of a poetry volume is 100,000 copies. In this country it is 900. We

aren't going to change this situation immediately, over night, because we have

to change the entire structure. Legislators, elected officials, appointed of-

ficials, school superintendents, boards of trustees of colleges, mayors, alder-

men, businessmen, housewives, or whatever--we were all raised in an anti-art

educational system.

The best thing we can do for the arts in this country is to close down

the schools for about ten years and start over, and let people grow in the

arts, because it is natural for them to grow in the arts, and then we might

learn how to go about it rightfully. We have to change the whole attitude.

Now, on the other side, an additional appropriation of $2.75 million was

made available to each state which would establish and maintain an official

state agency of the arts. Before this federal program was united, there were
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twenty-six state arts sponsors in this country, of which only three had any

money at all. Missouri was one, New York was one, California was just getting

started, Illinois was incorporated and just getting started, Puerto Rico was

in fine shape, and that was about the extent of it.

We made available $25,000 in unmatched federal funds for study of the es-

tablishment and maintenance of such an agency. Twenty-eight states took the

money to study the program(Which is what Georgia did) and twelve states took

the money directly for a program, feeling they could go right into the program

without doing the study first. The only eligible applicant who did not apply

was American Samoa, and we wondered why they were silent. Guam came in right

away. About three months after the program was under way, I got a telegram

from the governor of American Samoa, apologizing for not having applied, but

it seems that the letter from the White House saying that he was eligible had

been misplaced. In fact, he said that the building in which the letter was

had been misplaced. It seems that a typhaon hit it, and everything went out

to sea. We lost American Samoa. But fifty-four out of fifty-five eligible

entities applied for funds and received them.

Now in 1967 we had twenty-two states go to their state legislatures for

enabling acts to create state arts' councils, and I don't think any state has

been turned down. I think every state that has had a bill, has enacted a bill

and created a state arts council. Of course this doesn't mean that the legis-

latures gave any money. One state forbids the use of local funds for running

the council, and one state forbids the spending of any money on the state-cre-

ated agency. From there up to generous appropriations (2 million in New York)

is the range of the state programs today. In the first year, there were 295

projects in the arts through the state program alone, all either expansions of

things that were being done or brand new. The applications are in for next

year's program and, with a few more states still to review, we estimate over

700 projects for the year. This is exciting, and Georgia has one of the most

exciting projects in the establishment of the visual arts centers, one at

Augusta and one at Piedmont College. I think this is very exciting--this is

George Beattie's answer to the artmobile.

Actually, we have existed as a society, believing that everything is

literal, ever since Gutenberg said if you can't read it, it's no good. Half

of man's civilization is visual, and that we have completely ignored this is

appalling. But, if you can, envision on your state-wide educational televi-

sion a series of programs with the artist and his work, and about his work,

being piped into the classroom for the kids, and they see this, and they learn

something and like it, and then they ask for an exhibition of paintings from

these visual arts centers. Before the exhibition airives, printed materials

are made available for study-aids for the teacher to teach about what is com-

ing, about the visual arts. Then the exhibition comes. What a whole new edu-

cational experience this is, and so worthwhile, because by the time students

see, come face to face with a work of art, they have been prepared for it,

and it will have an impact. I think this type of program is one of the most

imaginative and one of the most solid to come out of these states, and I am

telling other states about it.

Last year, in Virginia, the art museum, which was the designated agency

by the governor, said we will take most of our money and we will put it all

into the establishment of a professional touring theater. This decision

caused quite a bit of controversy because there were any number of groups sit-

ting around in Virginia just waiting for that federal money, wanting to get
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their share. There was a lot of political noise about how everything was be-

ing done wrong, and why didn't we change it, and why didn't we throw out the

governor and do things right. But they stuck to their guns and they put to-

gether a company and put on a fine production of The Subject was Roses, play-

ing to 74,000 school children, and even more adults, in 22 cities in the

state. As a result, the school superintendents in the 21 school districts

affected by the performance elected to make a Title III application to Wash-

ington, under the Elementary Secondary Education Act, and they were complete-

ly funded. This year, the same concept of a professional touring theater in

Virginia will be done again, but not through our meager funds of $50,000 to

each state, but through the funds of $150 million in Title III; and the state

of Virginia is now free to go on to program the dance, the visual arts, and

so on. Here is an example of what is happening in some of the states.

This is the basic idea of our efforts to challenge the states, through

state money and private money, to come up with new ideas and begin serving

the arts. This is what we are not doing on the federal level with the gen-

eral funds we have available. We are trying to redistribute the arts, for

the purpose of sustaining the excellent institutions and creative artists,

and make an tmpact with our meager, meager amount of money.

Mr. Beattie

I MUST say immediately that I agree wholeheartedly with all the things that

have been said. I would like to reply to the statement of Mr. Mark's that

our visual project is George Beattie's answer to the artmobile. I must hasten

to tell you right away that when I became director of the Georgia Art Commis-

sion, they agreed to accept me on the basis that I would be able to fulfill

my commitment in teaching at the Georgia Tech School of Architecture--where,

incidentally, I am something of an embarrassment since I have no academic de-

grees, and I suppose therefore that I might say that I am unbrainwashed in

this area.

I don't know what to say exactly about the cultural background, except

to say that I believe I agree with Alfred North Whitehead--and I am not sure

that I can quote him exactly, but I think that he said, "Culture is contempla-

tion of beauty and the human condition--scraps of information have nothing to

do with it. The merely well informed man is the most useless bore on God's

earth." I think I agree; I believe that we have a great task before us in

preserving the esthetic sensibilities of art, starting with our children. I

believe that no place really can we say in education that we are giving peo-

ple the opportunity for vital use of their senses; and though there are many

good signs, we have a great deal of work to do.

I will not be able to give my full time to the commission until July,

though I had to give it full time while the legislature was in session, and

I learned a great deal in a comparati%ely short length of time. I learned,

among other things, that one of our primary jobs is to inform the members of

the General Assembly--they simply must be told the truth about things, and we

hope they will believe us. So far we feel that we have had very good support.

We were told after our hearings before the appropriations committees, that

our professional presentation made most of the other groups (many with big

commissions and big money) look like high-school children. Our presentatioL
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took a lot of work by a lot of people. While I am on that subject, I can say
truthfully that the only good things I have been able to accomplish yet have
been strictly due to the superior and superb work of our study supervisor,

Carlyn Fisher. She has put down the groundwork for all that we are presently

doing, and we owe her a great debt. She has worked tirelessly and brilliant-
ly, and the reason we are able now to do things is because of the groundwork

that she has done.

Our Georgia Art Commission is composed of a wonderful group of people,

who are working hard and giving us creative ideas; they are interested and ea-

ger to do the job that has to be done. Those present with us at this meeting

are Lila Kennedy, Harrison Birchmore, Leland Stayland, and Joe Perrin. We

have present also the immediate past chairman, Lamar Dodd.

I would like to tell you briefly about our pilot project, since we have

now received our $12,000 of matching fund from the state. Our pilot project

in the visual area will be a matter of establishing two central clearing

houses, as we call them. Actually they will be used as galleries, one at the

Augusta Museum and one at Piedmont College at Demorest. These galleries will

be taking care of the paintings, and watching over them when they are deliv-

ered there, and as they are taken by the schools in the surrounding counties.

Around Piedmont College there are eight counties that will be served by this

project, and around the Augusta Museum there are nine counties. Schools will

be able to come to these centers and take back to their schools the best in

painting and sculpture and craftwork that is available in Georgia.

I hasten to tell you that we do not intend in the future to limit the

works of art just to Georgia, but we felt that perhaps it would be wisest to

do so as we begin the project. We are hoping of course to be able as money

is available to expand the project so that we will not only be serving all

the counties in Georgia eventually but will also be creating galleries that

can serve the immediate communities in which they exist. These may be gal-

leries in small colleges, or they may be small museums in communities that

find it difficult to have a collection of paintings. There are several in

Georgia that do not have collections, and want very much to begin. We feel

that this will help to stimulate the acquisition of collections and that it

can be a program that will eventually be self-sustaining by the financial par-

ticipation of the individual schools. The school will be asked to pay a nom-

inal fee--twenty-five dollars, I believe--and if any school finds that diffi-

cult, we have alerted the PTA groups with the hope that they will cooperate

in helping to raise the money. We feel that as the program spreads, much of

it can become self-sustaining.

Then we have what we think is a very unusual kind of program in the per-

forming arts, one that may seem to some people an odd choice for us to make.

I would like to explain why this decision was made. It was originally to

produce a play by Cocteau called Wedding on the Eiffel Tower, and one of the

unique things about this play is that all of the music to it was lost in 1929,

and no one has ever seen a trace of it since. The first person to find out

about this was Carlyn Fisher, our study supervisor, who found that a Georgia

composer had composed music to the play. We thought producing it might be a

very fitting thing to do since it is a very charming play, as much so to

adults as to young people. There was only one problem with it as an evening's

entertainment, and that was it takes only fifty minutes--not long enough for

a full evening's entertainment. We got with educational television here in

Athens, whose people became very much interested; and though we have not

24



rp- "..417,11,#-QtfVretlf;1-tfoWlrittiAnttat" Vv. %WA ,It



behind you.

After traveling around a good bit, I have become aware of our weaknesses

and our strengths in the various art forms. We have some very active theater

groups in the state. In fact, there has been formed a Georgia Theater Confer-

ence, called the Community Theater, and I expect many of you here are from

those community theaters, which are doing very interesting work. A great many

of the performances have to be the more popular fare, but they will make the

effort to pull in something that is really theater. Somehow, over great pro-

testation, they are giving real theater to the communities where they exist.

Ballet has a struggle; it seems to be the history of dance in America that it

should struggle, but some companies are getting stronger and the Commission

hopes to help out. There are only four or five civic ballet groups in the

state; we are going to do all we can to help support those that already exist,

and we will try to encourage others. As to music, we have four symphonies in

Georgie, and we are proud of all of them. They are doing wonderful things--

in Columbus, Augusta, Atlanta, and Savannah. The symphonies have a very

strong community spirit, in that each one wants to share its music with as

many people around the area as they can. The symphony is not a profit-making

venture, but is done at great cost to the people. The Savannah Symphony has

a marvelous program of touring in their area of the state, and other symphonies

are beginning to do this. I think the commission can help in strengthening

these musical programs.

We are in the midst, now, of the widest facilities survey ever sought.

We found that we needed a survey, so that when we tour music we will know how

large a group we can send to where. We found that nobody in the state schools

department, or the State Department of Education, knows exactly what facilities

are available to the public schools. I don't mean to say that they don't know

what each school has, but it would take about three years to go through all

the blueprints (there are over 2,000 school buildings in the state) and to

find out from them just what kind of room they have, with how many seats, and

so on and so on; so we have been mailing a survey questionnaire to all the

principals, asking them to fill it out so we will know what kind of program we

can send to each community, whether the community's facility is suitable for

public concerts, dance programs, drama, exhibitions of paintings, sculpte,

crafts. People said that principals would be too busy to fill out and return

any but the simplest postcard form, but we have gotten many hundreds back by

return mail. One high school principal told me, "I got your survey form, and

I'm so excited, I can't stand it. When are we going to have a dance concert,

or a theater program?" The questions are now being organized and the informa-

tion tabulated; so bear with us, for it's going to take us a little while. We

haven't found a way to file the survey forms yet, but we are going to work

that out--maybe on a map.

We are also surveying the facilities of the city community buildings. It

will take us a while, but in time we will know where we can send what. In vis-

ual arts, we have four or five pretty good museums. I say "pretty good," be-

cause there is really not an excellent museum in the state, but it is not their

fault. They all want to do the best they can, and I think in time we can de-

velop more public interest in supporting these things. Municipal support, of

course, is essential, in any of the performing or visual arts projects. This

is something that has to be realized--I don't think we realize that the arts

have to be subsidized; they are not profit-making ventures, they never have

been and they never will be, and I think we have got to understand that if we

want to live in a civilized way we are going to have to pay for it. If we want



to be a civilized nation, we must support that aspect of civilization which

makes us civilized human beings.

I don't really know how much more to tell you about the survey other

than that we are very busy, and that we have full files. We hope we are go-

ing to do some things, incidentally, too in creative writing--this is a real

branch of our project. At the end of this panel discussion, Mr. Beattie and

I will be delighted not only to answer your questions, but also to hear your

views, to hear what you want us to do, because actually we are working for

you.

Mr. Middleton

WHEN I was asked to attend a meeting at the University of Tennessee, relative

to the prospective formation of a Southeastern Regional Arts Council, I said,

"Veil, I am interested in the arts and I will go." But at that point I had

been active in the work of my professional organization through about fifteen

years of its activities, the Southeastern Theater Conference, and I had been

active in the formation of the Greensboro Community Arts Council, which is my

local city's organization, and I had been active in the formation of the North

Carolina Arts Council, so that I thought, "Not another organization in a soci-

ety of organizations:"

However, those of you who are familiar with The Performing Arts--Problems

and Prospects (the most inclusive study of the performing arts that has ever

been done in our country, published a couple of years ago, and sponsored by

the Rockefeller Brothers Fund) will remember that when the author wrote about

the creating of new organizational arrangements for teaching, performing, and

supporting artists, and the formation of groups like City Arts Councils and

State Arts Councils, the Southeastern Regional Arts Council, there was no in-

tent to do any worthwhile organization out, and there was every intent to

bring about in a functional manner the change in our artistic culture that

Dr. Taylor has covered so thoroughly. So I hope that whatever I am saying

will not be offensive to anyone's establishment, because we do not want the

Southeastern Regional Arts Council to come into being if it really is not

needed. This is an odd thing to say since we have now incorporated ourselves,

and, at least, legally, we are existent.

In December 1965, at the behest of the University of Tennessee, which is

interested not just in its state but our whole region, thirty-six persons ac-

cepted invitations to go to the campus for a meeting to explore the possibili-

ty of forming an Arts Council that would be involved with regional problems.

The people invited were representative of almost all the arts, by the nature

of the organizations in which they were officials or by the institutions they

came from. Representative organizations that attended were the Southern Re-

gional Ballet Association, the Southeastern Museum Conference, the Southern

Highlands Handicrafts Association, the Barter Theater, the Council of the

Southern Mountains, the Southeastern Theater Conference, and the Brevard Music

Festival. You see that the representation was widespread and had large con-

tacts.

For two days three dozen interested people in the arts met and discussed

what could be done about them on a regional basis. I immediately thought about
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my establishment--the Southeastern Theater Conference--and I said, "Do we
really need this organization? The Southeastern Theater Conference represents
ten states. We have community theater here, professional theater, college and
university theater, high school theater. We even have a section of Armed
Forces Theater in our organization. Surely we are big enough to coordinate
area activities." Then I looked back over the sixteen years that I have worked
with the organization, and I tried to see just how much cooperation among the
states we had brought about in terms of touring by good theater groups, in
terms of getting the word around about activities in related states, and I had
to admit that the Southeastern Theater Conference was not doing this. It may
be that because of its nature and its financial arrangement it is not able to
support the kind of office procedural force necessary to bring some of these
things about. So those two days convinced me that the Southeastern Regional
Arts Council was a good thing.

The thirty-six of us elected an ad hoc committee to investigate further
through our contacts in the Southeast the advisability of the formation of this
Council. We made an investigation between the first of December and the end
of February, and then met again in Knoxville. Meantime, Carl Thomas, Associ-
ate Dean of the Graduate School of the University of Tennessee, had done a lot
of traveling on his own, talking with other organizations such as the National
Council on the Arts, a number of private foundations, and Catherine Bloom at
HEW in Washington, to see what their attitude was concerning a Regional Arts
Council.

When we met in February, we discovered that, while the feelings were not
in any sense unanimous that such an organization ought to come into being,
and there was some uncertainty as to when it ought to come about--the consen-
sus was that a Regional Arts Council could benefit the Southeast by pulling
together community, or at least the state, efforts. So we agreed to form the
Council, and the Council became incorporated. The ad hoc committee was turned
into an advisory committee, numbering twelve. We have established an office
at the University of Tennessee, primarily because the university there is able
to make Dr. Thomas available as our executive secretary and to supply office
space, as well as some secretarial help. The University of Tennessee, of
course, is doing this for the larger community and we should bear that in mind.

The objectives of our organization are still in the process of being for-
mulated, because Dr. Thomas does an awful lot of talking, and I've been doing
some lately concerning the objectives of the organization; and as the physical
structure of this organization is being formulated, we are trying to formulate
programming, because the two necessarily have to go together. Also, in terms
of objectives, we are inquiring into the particular educational and/or artistic
needs which may be met or supported by the Southeastern Regional Arts Council--
such things as package exhibitions; coordination of art, drama, and music
tours; arrangements for resource peoples and materials, logistics and publi-
city associated with such workshops; liaisons between various programs and re-
gions--this is the kind of thing that it looks as if we ought to be interested
in.

A good deal of the efficiency of this organization, of course, cannot
arise until the states' arts councils have achieved their basic surveys and
arrived at some programming aspects, because from their programming ideas will
come programming ideas for the Southeastern Regional Arts Council. We have,
however, several projects under way and have completed a couple already, pri-
marily in the interest of art. We have an exhibition tour of Venezuelan
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painting today which was to be shown throughout Tennessee and has been made

available to the Southeast. We have had another tour on Venezuelan engravers.

We have worked on a Latin American Craft Exhibition and getting it toured

throughout the Southeast. There are some other projects that we are involved

with; such as working on lon3-range planning for arts and humanities In Appa-

lachia, in cooperation with the Council of the Southern Mountains; and coop-

erating with the Appalachian Regional Commission in the Office of Economic

Opportunity in assembling a collection of Appalachian art for exhibition in

Washington. An idea that we would like to activate is one in the areas of

the humanities because the Southeastern Regional Arts Council is interested

not just in the arts but also in the humanities, and they are much closer re-

lated than is generally realized.

We would like to sponsor some conferences throughout the Southeast, rod-

eled after the Gordon Research Conferences. These conferences are designed in

the area of the sciences and for scientific research, but they've been very

successful--this program is centered at Rhode Island University--and whereas

the humanities don't allow themselves to big audiences--they don't adjust to

this kind of framework--we thought that we could explore problems in the areas

of the humanities in terms of small groups, by sponsoring regional conferences

in the manner of the Gordon Research Conferences. These would take place at

institutions spread throughout the Southeast, and those interested in problems

in the humanities would be brought together to talk about them. Through the

cooperation of the Southeastern Theater Conference, Community Theater Division,

and the Southeastern Regional Arts Council we are working on a program to de-

velop in the summer of 1968 in Highlands, North Carolina, where a theater hap-

pens to be available, and where the community originated the idea, a Community

Theater Festival, to which the best community theaters in the Southeast would

be brought in a festival of plays to last all summer long, with a different

community theater performing each week.

The problems involved, as you see, are fierce, b:f.cause this Arts Council

would like to cover the entire Southeast in all the arts and humanities, and

anyone who is familiar with the bill which established the two basic founda-

tions knows that there are literally dozens of areas included here.

I would like to encourage any of you who are interested in the Southeast-

ern Regional Arts Council to contact us. Dr. Carl Thomas is executive secre-

tary; the official address of SERAC is P. O. Box 8510, University of Tennessee,

Knoxville, Tennesst!e, 37916. We are very interested in hearing about projects

that can span the states, and we would like to work with you in bringing them

about.

DISCUSSION

question: I would like to ask Mr. Mark: What are some of the tactics people

can use on legislators, since they are the people we are involved with so much

at this point:, to convince them that art is important and worth not only their

money but their time?

Mr. Mark: I think the only weapon you have is the truth, which is quite over-

whelming.
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Question: You mean just come armed with statistics about things?

Mr. Mark: Statistics and concepts. One of the best fund raisings I ever

worked with was in Winston-Salem when an executive of the Arts Council there

would go to the Chamber of Commerce-type contributor and push the card across

the desk and let the man see what he was rated at (which was about ten times

what he intended to give) and just as the prospect started to turn red, blue,

and purple, would say, "Now, hold on. Before you blow your stack and tell me

about heavy sopranos, and dancing on my tippy-toes, and all this arts and

crafts and stuff, let me tell you that I don't know any more about art than

you do. But we don't want our children to grow up as ignorant as you and I,

do we?"
And really this is my position on the whole thing: that we are all igno-

rant, and we have all failed, but if we are going to use our God-given senses

for some purpose other than listening to screeching brakes and smelling pol-

luted air, it is about time to start, and it is a cheap price to pay $50,000

in a state like Georgia when two and a half million people in Puerto Rico

with a per capita income of about $400 a year are willing to put up a million

dollars of their tax money.
Persuading the legislature is really like persuading the public--it's a

mass public education job that the entire arts community of a state has to do

to get any really significant action; unless, of course, you have someone like

Nelson Rockefeller as governor.

Mr. Beattie: Could I speak on this point? We had a senator from Savannah who

came out of a hearing room at the Capitol and went on television and said,

"The Georgia Art Commission should be wiped out. It's a frill, and all fhey

are going to do is transport paintings around the state for rich kids to look

at." I heard this in my car and nearly had an accident. I got in touch with

a news friend and asked if I could answer the senator. He agreed, but said I

would have to wait till the next day. Unfortunately this was on a Friday,

and my statement got on the late Saturday afternoon news. I don't know if I

gave an adequate auswer. I tried to be kind, and said that I didn't filink the

senator had read all the material we had sent him, for no such thing was true,

and he apparently didn't know that his own constituents had just formed a

strong Arts Council in Savannah. I don't think many people heard what I said,

but what is important is that Savannah wTote tons of mail, and by the time we

came to our bearing, the senator, who happened to be on the Senate appropria-

tions committee, was wTeathed in smiles. Fortunately he asked a question that

the only person who could answer was Mrs. Fisher, and so everything turned out

happily.

Mr. Mark: I think you have to try to convince not just legislators, but all

people, that we are raising a generation that is different from what we were.

We are raising a generation in which television is the norm, not some great

technological convenience that keeps us indoors on rainy nights when we want

to go to the movies. Young people today have seen TV since birth, and live

theater or live dancing is quite a revelation to them. A little girl who had

just seen her first play said on coming out of the theater, "I like them round

actors better." This is really a profound statement--"out of the mouths of

babes." We in our generation see television with a transference; we see the

flat and accept it because our minds see the round; but if you have seen only

the flat and suddenly see the round, you are not satisfied any more. And we

have to deal with this generation.

Mrs. Fisher: I have an interesting story to point out too. In Atlanta, one
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of the art teachers in the elementary schools had a very fine program for her

students. She had many important artists, craftsmen, architects, and so on,

come for a general assembly to talk with the students; then she woald take the

students on field trips to museums and galleries in Atlanta, where they got

into the habit of signing their names in the guest books with their addresses,

and so became part of the mailing lists and received notices of all the shows

and the openings. I discovered that the children were there for an exhibition

before the gallery doors were open. The children had to persuade the parents

to take them to the gallery, and they would finally agree to drop them off

and come back in an hour. These were boys, about ten years old, and they

really enjoyed the show. They were interested in what they saw, and talked

most intelligently.
Incidentally, that program is now beilg stopped, because a parent didn't

like the selections at one of the galleries--really an unfortunate choice, be-

cause there were some nudes. I am not saying anything against nudes, but per-

haps these young children should not have seen nudes so early. Also, one of

the teachers complained because a professor who came to talk about his work

in sculpture came after a hard working session and had his sneakers on. This

upset the teacher, and so the program has been canceled. But the residents

are so mad about it that I think we might get it started again.

Question: This was a teacher?

Mrs. Fisher: As a matter of fact, it was a principal. Now you know where to

begin.

Question: How do you acquire the works of art that you send around? Do you

purchase them outright? What is the procedure in borrowing them?

Hrs. Fisher: I wish I could answer that simply and directly. As a matter of

fact, I had loped the question might not be asked, because we are waiting for

word from the attorney general's office giving us full clearance. We have

checked with the purchasing department of the state, and are set on the basis

of acquiring the works directly from the artist. However, the Georgia Consti-

tution is very specific in matters of this kind, and the legislation for the

act of creating the commission is not specific in this respect, and in case

this might be contested by somebody, of course we have to have the attorney

general's approval. We are hoping it will go through, and we have every rea-

son to think that it will. Here is just one of the many problems that you

face in buying something like this. What it means is that the state of

Georgia is buying a collection of art, and all of us here, I am sure, think

that is great, but it turns out to be not quite that simple. However, we have

every hope and confidence that everything will be all right.

Question: If we fail to get the money, will the artists lend their works to

us?

Mrs. Fisher: I can tell you only that we are determined to go ahead with the

project. We have the money, and we are determined to do whatever we have to

do and also be able to pay the artist what he deserves to get for his work--

if indeed it is possible to pay an artist what he really deserves to get.

Mr. Mark: I just thought of another way you can influence the legislators,

with a concept that is truthful, but slips by. Rural legislators, in the

state assemblies and in Congress too, tend to be more anti-art than the urban.

We have here a culture gap that is growing wider and wider, for art is being
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concentrated in the big cities where the money is and where the artist can

live better. The whole purpose of the Georgia Art Commission is to get the

art that exists in Georgia, and elsewhere, more readily distributed. So you

can tell your legislator that a vote against the Georgia Art Commission is a

vote against the education of your constituents. This is a powerful argument,

and one that is true.

On our national level, the question is becoming even more acute. It is

important that our actors, musicians, and dancers be paid a more decent wage,

because the railroads, truck lines, and airlines, and so on, are raising

prices because of the cost of living, so that it becomes increasingly difficult

in terms of economics to tour any performing arts production or group. Commer-

cial managers estimate that there are about 300 cities in this country right

now who have had to stop booking major attractions because the number of seats

available in their auditorium is not great enough to pay the cost of the attrac-

tion at the box office--they cannot sell the seats at a reasonable price and

bring in enough money to pay the cost of bringing the attraction there. This

is a problem that is going to get much worse before it gets much better. There

is nothing you can do about it, for you cannot build auditoriums overnight and

you cannot reduce the prices.

Mr. Middleton: I think we need to be reminded that one thing the Rockefeller

report states very clearly is that we have too long expected theater to pay

its way, and that no box office can be expected to pay the cost of production

in the regional repertory theaters. If you build your own theater, and expect

the company to make its own way from box office, this is erroneous thinking;

certainly, to have anything faintly resembling first-rate fheater is going to

take a healthy subsidy.

Mr. Mark: The Royal Shakespeare Company in England sells a million tickets a

year and still runs a deficit of 150,000 pounds--roughly, $400,000, which is

paid delightfully by the British government.

I don't have the exact figures, but I think that the government arts pro-

grams in most European countries have simply decided on the maximum amount the

public should be expected to pay for theater or music performances, and that

amount is set and the rest is paid directly by the government. The price var-

ies, being based on what the general public can afford to pay.

question: Isn't this a different concept from what we have? We are talking

in terms of subsidizing performing arts groups rather than subsidizing our

audiences. Perhaps if we put the emphasis on the audience maybe we would make

more progress.

Mr. Mark: We do put the emphasis there, really. We are talking about a na-

tional tour plan now in which we would make grants directly to the community

to enable them to bring in particular attractions. The contract would be be-

tween the community and fhe National Foundation, not the arts group.

Another speaker: Both the New York and Missouri Council programs, the perform-

ing programs, are really based on audience subsidy to a large extent. They

figured out the range which the community can pay for an opera performance or

an orchestra, and the council pays the difference. This is not quite as clear-

cut, but it is approaching the European way. The community pays anywhere from

sixty to eighty per cent of the cost, depending on the size of the community,

but in effect it is audience subsidy.

Mr. Mark: We have had a complete reversal on the federal level. Ten years
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ago we taxed tickets to the symphony and we taxed musical instruments, and now

we are talking about subsidizing concerts--a complete reversal.

Question: I would like to ask if the Georgia Arts Council is going to advise

small communities on funding arts councils and if the funds would have to be

raised locally.

Mr. Beattie: I would say that one of the prime interests of the Georgia Art

Commission is the development of this whole area. We are working as fast as

we can. Of course, it is hard to define "prime" here. We have so many things

that are of prime importance that need to be done right now, and obviously we

cannot do everything all at once. However, we are working as best we can in

helping communities in every way we possibly can to form a strong arts coun-

cil. Like the federal programs that want to have no direction over what we

do in the state agency but rather are trying to create an incentive force, and

to help us in every way that they possibly can, we feel the same way, of course,

about the local community. We only want to give them every bit of help and

every bit of advice that we can and every bit of information possible to help

them d, what they want to do and what they think they are best suited to do.

So that this is absolutely of prime importance to us.

Ve are working very hard right now in Macon, Georgia, where there are

several art groups and a great deal of enthusiasm and interest. They have an

old theater that has been condemned but can be a very fine facility, and the

matter is being discussed right now. It has a large stage facility and seats

about 2000. The art people in the community are concerned because they have

no place to have performing arts activities except at Wesleyan College. Using

the Wesleyan facilities has worked in the past, but now that the community

wants to have more things, and the college also has more of its own activities,

the situation has become impossible. So whatever Macon would spend in restor-

ing the old theater building could not be compared to the cost of constructing

such a facility today. They were discussing the matter of a council for a

long time, before the theater came into the picture, but you know discussion

can go on forever, and there needs to be a motivating force to push people

into action.

Question: I wasn't thinking in terms of a city the size of Macon. I was talk-

ing about a small community where the people feel a sense of physical as well

as mental separation from larger areas, where there are people who are inter-

ested but they are small in number--communities of 10,000, say, in size. You

find a tremendous feeling of separation from the mainstream of the cultural

life where it is necessary, and not always possible, to travel 70 miles to a

city to hear a symphony or see a play.

Mrs. Fisher: I can give you an idea of what some areas like that in the state

have done. Habersham County has started the Habersham Arts Council, and a

number of small communities--Demorest and Cornelia, to name two--have come in-

to it. None of the cities is large enough to sponsor a council by itself, or

have a major performance, but by working together each one is able to do more.

Another city, even smaller--with 2300 population--Madison, Georgia, wanted a

part in cultural things. They had had nothing, and usually had to ride to

Atlanta or to Athens for any kind of performance. They got tired of that and

wanted to know what they could do in their own community. Because of the es-

tablishment of the Georgia Arts Commission they are now renovating a beautiful

Victorian auditorium in an old school building, in the hope that something

could come to them from us. They hope to have small concerts--a chamber or-

chestra or a quintet group--that can come right to Madison. Community funding
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will help.
You can get something going in your community, and if you are near enough

to other small towns to make a joint effort, of course it would be marvelous

to form some kind of group so that you can work out your programs together.

But if you want to have a program on your own you can probably do that too.

Mr. Mark: In Wisconsin we have a pilot program called our Rural Arts Project,

with the University of Wisconsin putting up $60,000 and us putting up $60,000.

Five towns are included, ranging in population from 500 to 10,000, to see what

can be developed there both indigenously and in touring attractions from the

larger cities. I have just had a report on the tour of Fledermaus--it went to

three cities that had never had live opera in their history, and played to ten

per cent of the population and turned away at least another five per cent in

all three. The audiences were most enthusiastic. The advertising used modern

promotional gimmicks--had billboards out saying the "Bat" was coming. Every-

body got excited about that. People came by the hundreds and saw the perform-

ance.

Another speaker: The problem of financing arts councils in small communities

has not been solved anywhere in the country except in the larger cities where

there are joint fund-raising activities. This is, I think, a serious and

major problem. The only observation I should like to make is that it seems

to me that somewhere along the line there is going to have to be some quasi-

public local money involved in the local communities to sustain their programs.

In the long run, communities cannot depend entirely on state councils and cer-

tainly not entirely on the national endowment to provide magic plugs. County

governments and small city governments are going to have to be persuaded just

like the legislature to put some thought on these programs, in my opinion.

Qtestion: Which art form do you find the most constituent resistance to? And

whatever it happens to be, do the various commissions look upon it as their

job to proselyte some of the less popular art forms?

Mrs. Fisher: According to the book, the dance seems to be in the biggest di-

lemma, it seems to be the least important of the performing arts. But it is

growing by leaps and bounds.

Another speaker: The New York State Council certainly has considered as part

of their role acting as a catalyst in the areas where there is not much public

interest, and they have gone out of their way to sponsor the avant garde dance

groups. They have had one very successful undertaking, called Contemporary

Art Course, in which John Cage and Chris Cunningham, and same other people who

are considered rather unpopular, have been traveling in upper New York State

rural communities. The undertaking has been so successful that they are begin-

ning to wonder what the public might not be interested in.

Another speaker: I don't know of a single good program that we have had or

that the states have had where the audience did not exceed expectations. I

don't think there is resistance to anything that is good.

Another speaker: I would have to say that I have been somewhat disappointed

recently as to some of the accounts that have come out in public media with

respect to the arts. Doesn't the Council or any special program have in mind

developing means by which reviews of discriminating character and which are

educational may come before the public? I think good reviews are essential,

especially of the visual artist. I think part of our problem is that we do
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not get to the public as broadly as we need to. What is the answer to this?

From panel: Are you talking about public criticism?

Same speaker: It may be criticism, it may be review--a general understanding

about art, a public press, if you will. I just have not found it.

From panel: It really does not exist in this country.

Mrs. Fisher: It so happens that I have with me the results of a press survey

we made in Georgia, and I can give you some interesting facts. The situation

is just about as bad as you suspect. Seventy-five per cent of our newspapers

have no coverage whatsoever on books, dance, music, visual arts, drama, movies,

radio, or television. Only one per cent has coverage in the arts. And with

all due respect to Miss Carter, who is doing a superb job with the Atlanta

Journal, there is not, to my knowledge, a qualified art critic in the state of

Georgia; that is, one who has been trained either as an art historian or as an

artist.

Another speaker: We have a project in criticism which is going to get off the

ground in the next fiscal year, whereby we would take critics from the non-

metropolitan areas and give them stipends to travel to the metropolitan areas

and work with critics there, seeing a lot of good things in New York, Chicago,

San Francisco, wherever they can, and hopefully upgrade their work in this

way. Also there is a very good program at the University of Southern Califor-

nia on music criticism which seems to work beautifully, and probably will be

expanded to the other art forms. The problem is that the program turns out

fourteen well-trained music critics and there aren't more than fourteen papers

who want to pay a critic the wage to do what he is trained to do.

Another speaker: Perhaps Mr. Roy Moyer, Director of the American Federation

of Arts, would like to say something about the program in criticism that the

AFA has.

Mr. Moyer: We had a meeting in Boston two years ago where we discussed the

state of criticism of the arts in America. We thought it would be nice if we

did something other than publish the findings of the meeting; and since we

had to begin somewhere we set up an art critic's workshop. We got a small

grant from a private source to pay the director's salary, and he is now con-

ducting an art critic's workshop in our building in New York. We limit the

number to fifteen students, with tuition free; but the unfortunate thing is

that you have to be in New York to participate. So we were hoping that money

could be found to make it possible for critics or whatever people might be in-

terested to come to New York for the four months required to take the work-

shop. Maybe we cali do that next year.

Question: What is the percentage of the critics' coverage on the performing

arts?

Mrs. Fisher: Twelve per cent covered drama--and I don't know how profession-

ally or how adequately; all I know is that they do check it. Three per cent

had dance, and thirteen per cent had music.

Mr. Beattie: I am sure a great many people here remember that the Greater

Atlanta Arts Council did a survey about three years ago on the idea of how

many people in the Atlanta area were going to sports versus the number going
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to cultural events. It was a carefully done survey, and it turned out that

there were several thousand more people going to the cultural events than to

all the sports events. This was a broad survey that included both levels, in-

tercollegiate sports and collegiate activities in the arts.

Another speaker: I suspect that this might be true in other parts of the coun-

try. I don't know what the answer is in convincing newspaper people, but ap-

parently they are all going to go on having sports sections with the idea that

more people are interested in sports than in the arts.

Another speaker: It was interesting to me that just before Ann Carter came to

the Atlanta Journal I had a talk with one of the officials of the paper, and

he said they had been paying the art editor $12.50 per week, which I think is

rather remarkable in its shocking tmplication.

Mrs. Fisher; That was per story.

Same speaker: That means they had one story a week. I told him he was getting

considerably more zhan he was paying for.

Another speaker: I feel that the most immediate solution to this problem is a

very simple one, which we in Chattanooga have found effective. We provide all

news media with as much information about all our activities as possible, and

they are grateful for our service in doing their work for them. I think that

all organizations could do the work for the news media in advance; and I think

the educational institution that provides the educational material in a report-

ing form rather than in the analytical criticism form is doing a very fine

service, short of the critics on these newspapers.

Question: Can we as Art Councils put some pressure on the newspapers? How do

we get to them? We have begged and pleaded, but how do we ever get them to do

a section on the arts?

Answer: It seems to me that the decision has got to come at the top level of

the newspaper hierarchy, the top editorial staff, possibly even the publisher,

and this is a long drawn-out struggle. It should be adeptly planned, so that

it changes the basic values of the newspapers toward their outlook on what

their services are to the community.

Mr. Middleton: Our Community Arts Council in Greensboro had this problem.

Ten years ago the Greensboro daily papers would publish three stories about

any arts event, with a picture counting as one of the stories, so that we

could not get publicity, or any kind of criticism. A number of solutions

were tried. One was to have a public relations symposium, sponsored by the

local Arts Council, to which we invited all television, radio, and newspapers

in our area to send representatives to teach us how to prepare copy, and to

tell us about what the FCC says a television station has to do for you. The

symposium improved relationships between all our arts groups and the various

media--after you get to know people, you trust them, and you get to be friends,

and therefore you do things for each other. We found getting together to be a

real force; we think it helped so much to improve our relationships that our

Arts Council now has on a regular basis every other year such a workshop, that

usually runs an afternoon and evening.

Another speaker: Our community is Dalton, Georgia, near the state line near

Chattanooga. We have a home daily newspaper, and we would not have had the
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success we have enjoyed had it not been for the news media, not only locally,

but also in Chattanooga and Atlanta. Much of our total success is due to the

cooperation we have received from the news media; it has been tremendous, and

one reason is that we have cooperated with them. When we were participating

in a Georgia Theater Conference meeting in Augusta one of the things brought

out about the news media was the fact that the local people do not always do

their part; they don't communicate properly; if they have something to say,
they assume that the newspapers are going to take the ball and run with it.
Actually, much of the criticism is on us, not on the news media.

Another speaker: It would seem that a happy solutioa would be to put the

editor or publisher on one of the arts council boards. It is always good to

spread your base as far as possible. Involve all the community, not just the

arty group. If you get somebody from the hierarchy of the newspaper, give

him any kind of task on one of your groups, and he will begin to understand

how you function. In a year's time you will win him over.

Another speaker: I am glad the gentleman from Dalton pointed out the excel-

lent press coverage we have in Chattanooga for we are proud of our press re-

lations. I want to share here how we obtained our good relationship. The

newspapers' service to their readers, as they see it, is reporting newsworthy
items, and we have never given them ridiculous or meaningless stories; so

whatever comes from us is accepted by the papers with a certain amount of

trust, knowing that it is newsworthy. We now enjoy in a given month in two

dailies, both of which publish Sunday editions, at least four picture spreads

(on the art gallery, for example), because we are careful about what we give

the papers and what we decide not to bother them with. This is very important.

Another speaker: I think one thing that many groups often overlook in their

relations with the press is the fact that many of the people you deal with

directly, individual reporters and so on, are beseiged by so many stories that

they often have no awareness of the continuity within your own operations.

One thing we have found successful in Savannah with the symphony is to get all

the members of the press together at the beginning of the season, give them

the news and tell them what we are going to do during the year in general terms

--what we want to do, where we are trying to go. This overall information

give, them, when they receive a specific story from us, a little niche to put

it in in their mind; they fit the individual story into the big pattern, and

there is more appeal in what we are doing.

Another speaker: When we hear all this talk about government support, I can't

help quoting from Ralph Waldo Emerson: "Beauty will not come at the call from

Legislature, nor will it repeat in England or America its history in Greece.

It will come as always unannounced and spring up through the feet of brave and

earnest men."



BANQUET SESSION

Presiding: Lamar Dodd, University of Georgia, Athens

Head, Department of Art and Chairman, Division of Fine Arts

Introduction
of Speaker: William Paul, University of Georgia, Athens

Assistant Professor of Art and Adviser to B.F.A. students

Speaker: Roy Moyer, New York City

Director, American Federation of Arts

Mr. Dodd

WE ARE indebted to a lot of people for this conference, and I think that in a

way it marks a milestone in our University undertakings. I am thinking in par-

ticular of the Cultural Affairs Committee of the University, a group of stu-

dents and faculty members, with a fund--all student money--set aside to bring

to this campus important cultural events. We have recently had the Robert Shaw

Chorale and Jerome Hines, and tonight we are having an opening of what I con-

sider one of the major art exhibitions in the South in a number of years.

Of course, our speaker will touch upon the role that the American Federa-

tion of Arts played in this exhibition, and I would like to express to him and

that organization our deepest gratitude for extending a helping hand and work-

ing over a long period of time to make this wonderful exhibition possible, not

only for Georgia, but now for the entire nation.

I would like to present at this time Mr. William Paul, and commend him

for his wonderful job in getting this exhibition here. He will present our

speaker.

Mr. Paul

I HAVE been especially stimulated for the past year and a half by the idea

that the students at the University of Georgia would sponsor as part of their

cultural program an exhibition of this sort. I have had an enormous pleasure

working on this project. Part of that pleasure comes from working with the

very distinguished organization that has served the cause of art and art edu-

cation in the United States since 1909. I am very pleased and honored that

our speaker is here tonight to represent that organization. He is the Direc-

tor of the American Federation of Arts, and he comes to us by way of Pennsyl-

vania, New York, Norway, Greece, and I believe one other country, so that he

could give us this address about art.

Our speaker holds his A.B. degree from Columbia College, a master's de-

gree from Columbia University, and has his residence requirements for a doc-
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torate completed at Columbia University. He has studied at the University of

Oslo, Norway; he has taught in Greece; he has lectured in Art History at the

University of Toronto in Canada. He is a distinguished painter, having shown

annually for the last six years in New York City, and his paintings can be

seen at the Midtown Gallery there.

It was appropriate that because of his insights as an artist and his back-

ground and knowledge of the history of art, as well as his administrative ca-

pacities, he be named the Director of the American Federation of Arts. He

serves on many important boards, committees, and panels. He seives on the ad-

visory committee to the arts in the Embassy's program. He is a consultant on

the National Arts Endowment in Washington. He served with the Fine Arts Fed-

eration of New York. He is on the executive committee of the National Council

of Arts and Government. He is on the Committee to Beautify New York. He

serves with the UNICEF Art Committee--and on and on and on and on. It is in-

deed an honor and a pleasure to present to you Roy Moyer, the Director of the

American Federation of Arts.

Mr. Moyer

THANK you very much, but most of all I

which is currently on at the gallery.

to circulate it, and the exhibition is

are responsible for sponsoring it. It

want to thank you for the exhibition

It is a credit to us that you asked us

a special credit to the students who

is an extremely fine exhibition.

The American Federation of Arts is really a sort of prototype of the

state arts councils, except that we are national. We are about fifty-five

years old, and we function very much like the British Arts Councils, except

that we are concerned only with painting, sculpture, architecture, urban plan-

ning, photography, handierafts--in other words, with just the visual arts.

We began as a lobbying organization in Washington many years ago, and we

have continued to be interested in legislation. As a matter of fact, we real-

ly began as a club. Then J. P. Morgan, who was on the board, wanted to have

his art collection brought into this country but didn't like the duty that was

tmposed upon it; so we lobbied to get the duty removed from works of art being

brought into the country. In a strange way, this has had a very important ef-

fect upon collections in this country, because it has been responsible for the

fine collections of European paintings which now exist in this country.

However, there is still a lot of legislation that needs to be done. As

a matter of fact, it was only about two weeks ago that the New York State Sen-

ate and Congress passed a bill to provide for honest dealings between dealers

and artists--just simple business practices that exist in any other business.

We are interested in the prevention of fraud. We get many questions about art

--sometimes from innocent people who really need help, and sometimes from very

tricky people. For instance, an American who went to Europe bought a Leonardo

da Vinci in Italy and since he couldn't export it legally from the country

(there were records kept of this), he had a contemporary painting painted over

the Leonardo. When he came back to the States, he took the painting to a con-

servator, and said, "Please remove the surface painting." In London about two

weeks later he received a cable from the restorer, which said, "I have removed

the modern painting. I have removed the Leonardo. I have come to a portrait
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of Mussolini. How far shall I go?" /Eaughtei7 We tried to prevent people

from getting into fixes like that, but we are interested very much at the mo-

ment in rights for artists.

In the United States, people still consider art to be property, to be

real estate, and that the person who buys a work of art owns it and may do

what he wants to with it: he may burn it, he may paint on it, and so on, and

the artist has no rights at all. In France it is very different. If you own

a work of art in France, and you change it in any way (such as making a square

painting round) the artist can sue you. But then, I suppose things are very

different in France from what they are in the United States, because if you

commit a crime in France they don't try you to see if you are guilty or inno-

cent, but they try you for your character, and they presume that a person who

would deface a work of art is the sort of person they do not want running a-

round in the streets. As an example--very recently, a man was accused of mur-

dering his fiancee, and when he was brought to trial he had an alibi--he had

been at the movies on the night of the crime. When they asked him what movie

he had seen, he said Blow-up, and they asked him to describe it. On the basis

of his description, they sentenced the man to twenty years.

In France they also have a thing called the droite de suite, which means

that an artist's family and heirs have rights to his works. This is going to

come about here eventually; already it is so in the case of drama and music

and literature. The time will come when any artist will retain his rights to

reproduction and to exhibiting of the works of art, no matter who owns them,

and if you want to borrow a work of art for a museum, you will have to pay the

artist a fee, and if you want to reproduce it, you will have to pay the artist

a fee. This time will come, and it means museums will eventually have to

charge admission to cover the increased costs. In this country museums offer

practically the only form of free art that still exists. The Boston Museum,

in a report last year divided its annual expenditures by the number of people

who attended, and decided that it cost them something like $3.60 for each vis-

itor who came to the museum.

Speaking of museums, I should like to say a few things about how museums

differ in Europe from here. A European museum director is called the conserv-

ator--that is, he considers his primary function to be guarding the works of

art, guarding the national treasures, and he considers his museL'm to be some-

thing like a repository for art. Whereas in the United States museum direc-

tors have really done something unique: they consider that the works of art

belong to people, that they should be shared by the people, and they consider

that their role includes educating the people and seeing that the artist is

shown and exhibited. I think such an attitude is very fortunate, but here

there are vast resources of art that are not taken advantage of. Actually,

one does not know what exists here unless something is stolen and there is

publicity in the newspaper, or unless someone pays such a terribly high price

for a work that it makes the front page.

The community relationship which the museum has really puts it into a

very peculiar public-relations role. A museum very soon learns that if you

pay a huge sum for a Rembrandt, and advertise it sufficiently, you will get a

lot of people into the museum. The largest attendance that the Metropolitan

Museum ever had was for a Rembrandt, or rather for the $2,300,000 it cost.--

That is not exactly true, for there was one exhibition that had a larger at-

tendance--the paintings of Winston Churchill (but they are trying to forget

that one). The National Gallery just paid $5 million for a Leonardo da Vinci,
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although I don't think they have gotten quite five million dollars' worth cf

publicity out of it. The Metropolitan Museum has just appointed Roving as its

director, and he has a great talent for getting into the newspaper daily, and

this seems ta be necessary now in order to attract crowds to museums--and at-

tracting crowds gets to be more and more important.

These are devices used by museums that have antique paintings. Museums

of contemporary art, museums of modern art, have a terribly important influ-

ence upon art. If an artist is chosen to be exhibited in a museum, his prices

go up very high; the dealers put on shows simultaneously; they speak to cus-

tomers by saying "He has a wo-k in such and such a museum now." So that in ef-

fect you might say that museums of modern art are trade museums--they are ex-

hibiting the wares of people and regulating the prices that people pay for

these things, and the reputations that the artists have.

Many people feel that art should be brought to the people. They feel that

more people should be exposed to art. We don't feel that exposure to art is

sufficient. Have you ever asked a guard at a museum a question about art?

When art is removed from its context (and it is increasingly being removed from

its context) and circulated around, the more it is removed from its context the

more you need real information to travel with it to try to establish a context

for it again. So we are more and more going into the realm of educational ex-

hibitions rather than just pointless exhibitions being circulated. And, any-

way, art is rather available. There are fine art books. I think people don't

avail themselves of their opportunities sufficiently. New York has lots of

art, but New York has just as many insensitive and uninformed people as Paris

or Georgia or anywhere else. People really don't take advantage of the art

available.

I am always puzzled when people talk about attendance at art a3 being

greater than at baseball games (or whatever they say). This may be true of

other arts, but it is not true of painting and sculpture. It is not true of

museum attendance. Museum attendance is really rather small. However, a show

has side advantages, because if you have a catalog it goes rather far, and it

is left on the coffee table, and some people see the catalog who would not or-

dinarily see the show. Also, a show is an event, which means you can get into

the news, and so a lot of people read about it. One reason why art exhibitions

attract commercial sponsors is that they can get additional coverage and credit

through the news. I think the problem is not so much of bringing art to the

people as it is keP,ing art out of the hands of those people who wish to ex-

ploit it--keeping out of the hands of the politicians, the businessmen, or

anybody else who tLInks that art is good business. And it is true that the

only way you can convince some companies to sponsor a show is to convince them

that art is good business.

I want to say something about what I think is the incompatibility of art

and the business attitude. Most people are attracted to art because it is an

escape from the world of business into a world of spiritual values. In fact,

love of beauty, which has no value at all, is really incompatible with the

love of money, and business is motivated by love of money. Not only business,

but our entire culture values money, and utility, whereas beauty has no mone-

tary value and really no use. The term art every day comes to mean less and

less paintings on the wall, and comes to mean more and more beauty of our en-

vironment. In fact, we are suspicious of people who own an expensive work of

art who are insensitive in the rest of their lives. So let's talk for a mo-

ment about the rest of our lives, and ask what business has done to increase
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the beauty of it.

When I say "business," I mean the business attitude that all of us have--

our goal of money and utility. We respect money and the right of everyone to

make as much as he can, especially in city real estate. This attitude has

been responsible for everything from the tearing down of beautiful old build-

ings to construction of cheap, crowded new buildings--inadequate expensive

tenements--to air pollution. We built roads everywhere without considering

what these roads are leading to, and the buildings at the end of the roads are

left to anyone who wants to make money by building. A natural corollary of

our money values is the high value we place on utility--if a thing is not use-

ful we say away with it. In building cities, this attitude rules out parks,

which are expensive and useless; post offices, because it is cheaper to rent

an office somewhere--have space in an office building; and soon it will be

churches--yes, this is true. Even Roman Catholics think it is too expensive

to construct a building that is used only one day of the week. There was a

time when this one day in the week was the spiritual culmination of the rest

of the week, but now the "multi-purpose" church is the thing. What can we do

to make our lives more beautiful, and how expensive is it? I'm convinced it

is not a matter of money--it is a question of what we are going to do with our

surplus--because we do have surplus. How else could we spend fifty billion

dollars to go to the moon, or fight a war for sixty to eighty billion a year,

or spend twenty billion dollars a year on roads?

Of the exhibitions we have now in our program, we have about a hundred

traveling all the time, many of them sponsored by industry. I would like to

tell you what kind of sponsorship we receive. There is the kind of exhibition

where the content is a product--like Spode dhina; and we did an exhibition

called Threads of History, where fabrics were sponsored by Dupont and Ameri-

can Viscose. Here is an attempt to get the product onto the level of art.

That kind of sponsorship is very easy and very common. There is also the com-

pany museum--Folger Coffee Company has a collection of silver coffee pots,

Corning Glass Company has glass museums, Campbell Soup has beautiful soup tu-

reens. Then there is the industry-sponsored exhibition in which the content

is art; I think of Clairol that sponsored an exhibition for us called 1Mother

and Child," tied in with their product; of course Philip Morris sponsored an

exhibition of pop and op art. This is frequently done by companies like Con-

solidated Edison, public utilities, that feel that there is public protest

against them. Say that people don't like their digging up the roads. They

feel they have to do something to show that they are really good guys, and so

they put on an art exhibition. If Philip Morris is really interested in pub-

lic welfare, why do they sell cigarettes at all? Then there is the collection

of the company--Abbott
Laboratories has an art collection, and so does Johnson

Wax. This is very good, for you get a kind of publicity, and eventually you

can give the collection to some institution for a tax deduction. Then there

is the collectiolt which the company makes for its offices. This, 1 suppose,

you could cali employee relationships. It is also capital investment. Chase

Manhattan Bank, Presidential Life, Union Carbide--all have company collections.

This is very useful, because when you have a building of stainless steel and

travertine and glass, it is nice to have a painting somewhere so the employees

know which is their desk. Then there is art as advertising, and this art does

not necessarily need to be owned by the company--like Shell Oil's using the

Cellini cup, or Cadillac's having a Renoir painting in the background. This

is to associate "class" with the product, and it is usually the product that

cannot be sold on any other basis, or has to have a special snob appeal. Then

there is the company commissions. Some companies commission artists to give
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awards to their salesmen--Carborundum
does this, as does Reynolds Metal. This

has a kind of use, but it is really consumer relationship.

And then there is the category of philanthropy--that is, gifts with no

concept of advertising in mind. I can think of only one example in the visual

arts for this: the president of CBS gave a gift of $150,000 to the Museum of

Modern Art for a circulating exhibition program. The fact that the Museum of

Modern Art did not want a circulating exhibition program is beside the point.

But I ask the question, "Is it really the function of business to sponsor art?"

As a stockholder of CBS, do I want William Paley giving $150,000 of the stock-

holders' money to the Museum of modern Art? I think it is the function of

business to earn money--I think they should earn money for their stockholders

and for their executives; and I think it is a private responsibility of people

who get money to become sufficiently interested in their own communities to

support whatever charitable organizations they believe in within that communi-

ty. There has never been real industrial sponsorship of art, to my knowledge;

it is always advertising. And I think if you ask what budget the company used,

you would see that they used their advertising budget, not the 51 they are al-

lowed for philanthropy (of which companies spent less than one-half of one per

cent last year).

Since this conference is called "New Directions for the Arts," and I am

constantly being asked, now that we have pop and op art, "What next?", I real-

ly feel that I should let you benefit from a bit of research I have done. I

have thought a great deal about this. The Gestalt psychologists have taught

us that when you look at a painting you look at it from lower left to upper

right; this has nothing to do with whether you are Western or Eastern, and

whether you read from left to right or not; it has to do with the way the hu-

man brain is arranged. As a consequence, the lower right-hand corner is the

place where the artist frequently signs his name, because it is the least con-

spicuous place, but also because it is the place where his subconscious is al-

lowed its freest play. There is something to be learned from that. If you

were to take, for instance, one square inch of the lower right-hand corner of

a Zourbet painting and blow it up, you would have an impressionist painting.

If you were to take one square inch of the lower right-hand corner of an im-

pressionist painting and blow it up, you would have a Cezanne. If you were

to take one square inch of the lower right-hand corner of a Cezanne and blow

it up, you would have a cubist painting. And if you were to take one square

inch of the lower right-hand corner of a cubist painting and blow it up, you

would have an abstract expressionist painting. Now, if you were to take one

square inch from the lower right-hand corner of an abstract expressionist

painting and blow it up, you would have what we now have--minimal art--all

one-color painting.

Well, I think, if you take one square inch of the lower right-hand corner

of a minimal painting and blow it up, that should be it:
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Mr. Dodd

WE HAVE on our panel this morning some voices of experience who can share with

us some thoughts that will have a meaning to all of us, and it is my hope that

fhis morning's session will be one of give and take. We welcome comments and

questions from the audience. Before I present our first speaker, may I pre-

sent a member of the faculty of the University of Georgia who is doing a tre-

mendous job in the field of art education--Frank Wachowiak. Some of you know

that the books of Mr. Wachowiak and Mr. Wound Feldman are now considered some

of the finest books in art education that have ever been published.

Now we are going to hear from the dean of executive directors of arts

councils of America--that is my title for him--Howard Adams.

Mr. Adams

THE Community Arts Council movement is not a new phenomenon in this country.

Though no one has written an accurate history of it, I have read books about

the movement back in the 1920's, when art associations were flourishing all

over the country; and in many ways, these were prototypes of what we now fre-

quently call communiry arts councils. I know that some of our conservatories

and art schools, even going back to the late nineteenth century, came out of

some proto-indigenous community arts associations or councils. The Kansas

City Art Institute actually grew out of a community association, and finally

developed into the Kansas City Art Institute. Since 1946, more than three hun-

dred community arts councils have been incorporated in this country. Someone
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was telling me that there are some forty-eight community arts councils in Mis-

souri alone, and when I left there a year ago there were not more than twenty.

I don't know just what these figures portend.

These volunteer cooperative bodies have come into being for a variety of

reasons and purposes. A number, particularly in the larger cities, have been

organized primarily to carry on united fund campaigns for participating mem-

bers; at least the fund-raising community councils have--they at least have a

very specific role and objective in their communities, and they usually can

afford professional directors, which many of the community councils cannot.

Louisville, St. Louis, Cincinnati, St. Paul, and New Orleans come to mind, and

also Winston-Salem, with one of the most successful community arts councils.

I don't have the amount of total funds raised by these groups, but I know that

in St. Louis, for instance, virtually all the cultural institutions in the

community--the orchestra, theaters, and so on--receive their monies principal-

ly from the Community Arts Council drive. They raise something like 750 to

800 thousand dollars a year, and this is distributed. Some 65 councils are

engaged in providing facilities, such as art centers and concert halls. In

many communities where there are few or no established arts institutions--

theaters, museums or music groups--the councils have attempted to fill in the

gap by actually acting as sponsors of programs.

What is clear from the experience of community councils in the past twen-

ty years is that by and of themselves they offer no simple or pat solution to

the problems of cultural growth. Cooperation is not accomplished by merely

creating organizational machinery. Too often the organization is put together

without adequate le,atiership or clearly defined goals. The loose union of or-

ganizations and people with different levels of cultural seriousness which

make up a council may make it exceedingly difficult to arrive at any common

ground of activity to serve the real needs of the arts. Putting these groups

together and trying to come out with some common objective and purpose to

serve the community is what we might refer to as the "African violet and sym-

phony orchestra syndrome."

Both leadership and defined purposes are essential when a council or a

community decides to tackle the matter of facilities. There is no question

but that many communities today simply do not have adequate facilities to car-

ry on arts programs. The physical requirements for dance, theater, and music

are such that these programs cannot be put on without properly-equipped build-

ings. When a community starts talking about building an arts center, too of-

ten it becomes carried away with raising the money, galvanizing the community

for support, and promotiag the idea of a building itself, while losing sight

of the purposes for which the building was conceived--if in fact these were

clear in the beginning. In other words, getting the brick and mortar in place

becomes the end, not the means. This can happen to any organized community ef-

fort where the means of getting there becomes more than half the fun. My point

is that the whole question of the cultural needs of a particu'ar community must

be gone into objectively and thoroughly before any building prlgram is embarked

on, and once needs are identified and agreed upon, the long-rano purposes of a

projected facility may become clear. The fact that other communities have

built one kind of center with seeming success is no argument that the same so-

lution can be applied to another place. There is a tendency for communities

to approach the question of facilities for the arts in very much the spirit of

keeping up with the Joneses--even though the respective economics, local re-

quirements, and cultural realities may be totally different.
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The other point I would like to make is that many of the art forms that

frequently need housing are themselves at this particular moment of our histo-

ry in a revolutionary state of change. The traditional methods of presenting

opera, theater, music, and the visual arts are being questioned on all sides;

and the advent of the film, for instance, as a serious art form, is adding yet

another dimension to what was once a fairly fixed state of affairs. We simply

cannot approach the question of building in the way we did even at the end of

World War 11, because of the tremendously explosive and vital situation that

does exist in the arts. Community councils must themselves be aware of these

changes in respect to their own program. When it comes to planning facilities

for the future, the greatest possible awareness of current developments is es-

sential if the proposed building is not to be obsolete before it is finished.

Let me recapitulate. (1) There is no evidence that concentrating all the

arts activities in one complex will necessarily benefit the individual art

forms either esthetically or economically. (2) Buildings are essential to the

presentation of the arts, but not for their creation. (3) Short-sighted build-

ing plans can inhibit the very presentation of the arts themselves. (4) The

cost of operating--the maintenance of--a cultural center goes on forever;

therefore the basic uses of such a center must be established on a sound eco-

nomic footing at the very outset.

Mr. Reese

BRAVO Magazine, which has a circulation of 800,000 throughout the United States,

in their February 1967 issue complimented the Arts Council of Winston-Salem with

an article entitled, Ninston-Salem--A Blueprint for the Nation." Though highly

complimentary, the article is a little misleading, I believe, and I would like

to caution you at the outset that my remarks concerning Winston-Salem do not

necessarily apply for other places. They are only guidelines.

The Arts Council of Winston-Salem was incorporated eighteen years ago to

coordinate, promote, and develop educational, cultural, and religious activities

in the city and Forsyth County. The council is composed of thirty member groups.

Twelve groups are called participating members; they have one vote each on the

board of trustees of the Arts Council, and are eligible to receive funds from

the annual arts fund drive. They receive housing in our Community Center, and

they receive services from the staff of the Arts Council. In return, each group

agrees to maintain a responsible management with an administrative committee or

the board of trustees which will meet at least twice a year and file with the

Arts Council a list of the personnel of that body and any changes.

They submit such budgetary and financial information as may be requested

by the budget comwittee of the Arts Council. They undertake no public or pri-

vate financial campaign. They do not solicit funds, except for the sale of

tickets, without the approval of the board of trustees of the Arts Council, and

they must strive at all times to raise the standards of their own organizations,

in respect to quality of performance and efficiency of operation; and they must

cooperate with the other organizations in meeting the educational, cultural,

and religious needs of all the people in the community. They must cooperate

fully with the Arts Council in its annual campaign drive. They must keep reg-

[6,

ular books of account open to inspection of any authorized agent of the Arts

Council, and they must have an annual audit of their record by a public account-
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ant. They must prepare an annual budget and such other financial and service

data for submission to the budget committee of the Arts Council, in such form

and on such dates as is requested. Each group must accept the allotment made

to it and generally conform to the operation and expenditure of the budget

that is approved by the budget committee of the Arts Council. Any major ex-

penditure which is not included in a participating member's approved budget

has to be submitted back to the Arts Council and approved by its budget com-

mittee.

Five groups are designated as associate member groups; they have a vote

on the board of trustees but are not eligible to receive funds. Thirteen

groups are termed as honorary affiliates; they neither have a vote nor are

eligible to receive funds. Each group does have a representative who attends

all the trustee meetings to inform other members of their respective activi-

ties and to coordinate their efforts with the efforts of other groups. These

groups, honorary, would be the colleges and the schools within our community.

Each member group is autonomous, with its own officers and its own board

of directors. It originates and carries out its own programs and establishes

its own policies. It is the purpose of the budget committee of the Arts

Council to come up with the fund drive goal which will meet the needs of the

twelve participating groups. We want to give them enough money to carry out

their proposed programs, but we also have to be realistic enough so that the

money can be successfully raised within our community. Participating members

submit their financial requests to our committee in November or December of

each year. These budgets are very carefully gone over by the budget committee,

which consists of leading bankers, lawyers, and professional men and women in

our community. The budget committee holds meetings with each one of the mem-

ber groups to try to find out what their aims and objectives are. We find

sometimes that they don't ask for enough--thinking they are not going to get

a great deal, they cut back; the budget committee may decide that a successful

program cannot successfully be carried through with what is being requested,

and recommend giving more.

In past years, the potentially touchy subject has been handled very

smoothly in Winston-Salem, probably because the member groups realize that a

united arts fund drive best ser- es all interests; certainly a most favorable

factor in the composition of the budget committee itself is that it balances

business-oriented members with individuals who have served on member group

boards and are thus intimately familiar with the member groups' outlooks and

problems; and despite the apparent dichotomy, such a committee does work.

The united fund drive allows the member groups to devote their energy to their

programs rather than to fund raising; and at least twelve separate fund drives

with all the attendant duplications of efforts and expenses are now combined

into one concerted effort, well organized and efficiently run.

Committees of the Arts Council are responsible for giving counsel and ad-

vice on all policy matters affecting the entire coordinated arts programs in

the community. Our standing committees are budget, nominating, membership,

and personnel. Elected committees are award and budget, and appointed commit-

tees are day-care, cultural educational fund, joint-operating advisory commit-

tee, a long-range planning committee, an orientation committee, hospitality,

and public relations. These committees are vital to the success of an arts

council; they are composed of past or present members of all of the groups of

the council, and in this manner people within the community participate at

various levels in the cultural life of the community. The Arts Council exists
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to serve its member groups and the community. Its services are available to

all members who request them, and "request" is the magic word since our Council

desires to serve and never to rule.

The Community Arts Center in Winston-Salem has a 420-seat theater, a scen-

ery workshop, costume room, make-up, dressing area, an office for the Little

Theater, a symphony and dance-rehearsal hall, an art gallery, a music library,

an instrument storage room, classrooms for arts and crafts, and offices for

the Arts Council. Other community organizations are invited to make use of

our Community Center.

The Arts Council's executive director assists member groups upon request

with the planning of their membership campaign, publicity, and other projects.

Thus one manager, a director, can serve many groups which could not afford to

pay for a business manager. We have central clerical services, with two full-

time secretaries and a fully-equipped printing and mailing room. We have a

central mailing system for the entire community of Winston and Forsyth County.

Membership lists of all groups plus contributors to the annual arts fund drive

are compiled into one master list on addressograph plates--we have 12,000 on

file at present. Each addressograph section is tabbed, so that a participating

member group can mail its own list, another member group's list, or the entire

mailing list at any time. The Arts Council serves as a central purchasing

agency for all paper and supplies, and bills participating member groups quar-

terly. The Arts Council has an endowment fund which has been established for

bequests and donations, and the income derived from this is used to assist the

member groups in projects and experimentations. Groups wishing to apply ad-

dress the request to the Arts Council president.

We publish an Arts Counselor, a calendar listing all cultural events,

seven times a year, October through May, and have a mailing list of about

15,000 people. We have a third-class mailing permit, which enables all of the

groups of the Council to mail at a much cheaper rate with bulk mailings. We

established an annual Arts Council Award, given to a person who has made an

outstanding contribution to the arts in Winston-Salem in a one-year period,

and the award also publicizes the community arts organizations. We have a

publicity workshop once a year, when we get all of the member groups together

with all of the communications media in Winston-Salem and tell them our prob-

lems and ask them how we can best serve them in their needs.

The Council establishes radio programs and television programs. We are

presently in the planning stage of one, to be called Sunday Seminar. It is

not an effort to get the member groups, the presidents, or people on the board

before the public about what we are going to do; it is to get people in the

community generally discussing those things that are very dear to all of us

who are concerned with the arts. The Seminar will be about music, about dance,

about architecture, about what's happening to urban renewal projects, about any

number of subjects. We have a group-advertising contract for the participating

member groups so that we can purchase newspaper space at a greatly reduced rate

for everyone in the communior. Something that has worked most effectively in

Winston-Salem is the block ticket membership offer, which is really a central-

ized box office service, sent out annually on our mailing list to about 15,000

people. There is only one form, listing cultural events of all the groups; the

individual puts a check mark beside what he wishes to subscribe to and sends in

one check to the Arts Council. Thus we are responsible for giving that infor-

mation to the member groups, and they in turn mail the tickets. This is a great

service to people in the community. The Council also serves as a clearing house
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for all arts activities in the community.

We are ever mindful of our responsibility to improve the quality of per-

formance and instruction, and we are presently asking each group to project

its plans for a three-to-a-five-year period. We ask groups to think big in

terms of projects and the necessary budget requirements to carry them through.

Not all will be accomplished, but unless an Arts Council is prepared to move

from plateau to plateau in a reasonable manner, then there is no means for

growth, and only a stagnant condition can remain. Change is important, and

the Winston-Salem Council is always seeking New Directions for the Arts.

Mr. Perrin

I CONGRATULATE you people in Winston-Salem for the job you are doing, and I am

sure that such is the case in other cities around the nation, at least in some

measure.

The Greater Atlanta Arts Council is a youthful organization, flaying only

recently been established. It is made up of 24 arts organizations in the 5-

county metropolitan area. It has sponsorship (at least moral sponsorship)

from five chambers of commerce in the metropolitan Atlanta area. Up to this

point the primary objective of the Council has been to try to create a more

receptive climate for all of the arts, to give one vehicle (not the only, but

one vehicle) by which the arts in the metropolitan Atlanta area may have a

unified voice. To date the Greater Atlanta Arts Council has not involved it-

self in fund raising. There is no unified arch fund-raising program for the

broad community, although a commendable and successful effort has been oper-

able through the Atlanta Arts Alliance in the development of what we believe

will be a fine cultural center--which Mr. Jagels will tell you about.

The purpose of the Greater Atlanta Arts Council is not only to provide

a receptive climate between the arts and the general community and to estab-

lish improvement in dialogue between the arts and thL community, but also to

promote a cooperative spirit among all of the art organizations--those who

are members of the Council and any who have not yet become members. To this

end our goal for 1967 has been as follows:

1. We are having constructed an information center in downtown Atlanta,

which will provide services for the community and the member organizations of

the Council, and others who would want that service to the extent we can pro-

vide it.
2. We wanu to provide one instrument during the year which will, we be-

lieve, intensify and enrich the dialogue between the arts and the community.

This takes the form of what is to be called an Arts Congress to be held on

September 16, at the new Regency Hotel in Atlanta. Some two thousand people

will be in attendance, with outstanding international figures from all over

the various disciplines of the arts as speakers. We hope to involve the major

civic and social and industrial leaders of the community. They have already

been involved by giving their money and some of their time, but they have not

been as personally involved as we feel is healthy for the community. Repre-

sentatives from across the lay community, from the arts community, from all

aspects of the community will be invited to participate in this event, and we

believe that by bringing so many people from across these various lines we ran
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draw attention to the arts and to the spirit of cooperation we are trying to

foster among the arts in the Atlanta area.

3. We are working on and already have in operation a bi-weekly television

program on the educational TV station in Atlanta, dealing with one of the arts.

By and large, this is as far as the Greater Atlanta Arts Council has pro-

ceeded. Our structure is very loose at this point. One of our internal goals

for the year is to try to come up with a functional structure; and perhaps

that is the most important and most difficult job of all, as we see Atlanta

emerging in a variety of efforts toward a variety of goals.

I should like, Mr. Chairman, to utilize the rest of my time to address my-

self to some of the issues of this conference.

I have found this conference most interesting. I was rather amused dur-

ing yesterday's sessions, because I felt that the preponderance of time was

spent in attacking almost every establishment except one, and that was our own

establishment. I don't mean that the program was negative in the total sense,

but I do think we have focused a good deal of attention on the news media (I

joined in), and we have, in one way or another, attacked our educational sys-

tem. We have attacked in this meeting the business community and a variety of

other institutions.

I was encouraged, as is Mr. Dodd, and as many or you are, with the prog-

ress that has been made with the various organizations and institutiols which

have come into being. They have more to do than they can do. My concern is

that perhaps as individual organizations we are not meeting all of the chal-

lenges with a kind of view that is necessary to be able to do more than tread

water. I think we need to be concerned about some problems that are very cen-

tral, and I think the Arts Council can play an effective role in meeting the

challenges. I think the state art commissions r...an play a vital role. I think

the various other organizations that we have, such as civic design commissions,

AIA, and ASLA, through cooperation, through a communication program which will

give us closer relationships with each other, through conferences such as this,

can attack some problems that are absolutely essential if we are to do more

than simply tread water.

Mr. Jagels

TO BUILD our Memorial Cultural Center, the Atlanta Arts Alliance decided we

needed six million dollars. An anonymous donor gave us four million dollars.

We found that we probably could not manage on six million dollars, and so the

civic leadership went out for eight million dollars, which meant that locally

we had to raise four million dollars. After great effort and several cam-

paigns, we finally raised the eight million dollars. At that point, we sent

out the plans to the contractors from the architects' offices and after four,

five, six months the working drawings were made, the estimates were back from

the contractors, and we were only four million dollars short--in other words,

we needed twelve million dollars instead of eight million dollars. For a com-

munity that had raised eight million dollars, raising four more seemed an al-

most impossible task, until finally again, the anonymous donor said, "We like

this plan. We like the idea of everything being under one roof. We will give

you another two and a half million dollars, if you will raise the balance."
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To make a long story short, the anonymous donor started out by giving

four million dollars, and wound up giving six and a half, and the community

raised six million two hundred fifty thousand dollars, for a total of

$12,750,000. Ground was broken on the third of June in 1966, q.e.d. (quite

easily done)--especially if you have an angel like the anonymous donor. All

this happened over a period of ten years; so you know that I have cut out

many details that might interest you.

I would like to describe the Cultural Center. The building will provide

an 80% increase in exhibition space for the museum; it will triple the size

of the school, making it possible for us to have decent facilitit,& for instruc-

tion in all the visual arts; it will permit us to triple the size of the stu-

dent body. It will provide a concert hall which will be the home of the Atlan-

ta Symphony and will be used for other purposes also; it will be a multi-pur-

pose hall seating 1,850 people; it will have a stage fifty feet deep and sixty-

five feet wide, which will be able to accommodate any ballet productions, any

opera productions, or even any theatrical productions that might come to town.

The Center will also have a 900-seat theater, and we hope through municipal

theater to develop a fine resident theater company. This theater will be

multi-purpose also. We have one fine new theater in Atlanta now, Theater At-

lanta, which is sort of a theater in the round or thrust theater. The new

theater will provide another facility, and that is a typically proscenium the-

ater with the possibility of a fourteen-foot th,list over the orchestra pit.

Mainly it will be a proscenium theater. In addition, we will have a total of

four auditoriums, of which the two theaters will be half, and the other half

will be represented by the Walter Hill Auditorium, which already exists in the

museum, seating 400 people. In the lower reaches of the Center will be a

studio theater, seating 225 people. So we will have four facilities which the

cultural organizations of the community may use. All of this, as I mentioned

before, will be under one roof; the exterior will be sort of a contemporary

version of the Parthenon.

I don't want anyone to get the impression that the Alliance is entirely

concerned with real estate and money. It is getting to be rather a cliche

in journalistic circles that having bricks and mortar for a building is one

thing, but what are you going to put in it?--this is the popular statement be-

ing made these days. Frankly, I think I would rather have something to do with

the artistic development of an area if the physical facilities are there than

if the physical facilities are lacking. And so Atlanta is proud to have this

physical facility.

From a recent book on the performing arts, I understand that only three

per cent of the nation's population is interested in the arts, which fact is

fantastic. This percentage may be limited to the performing arts, but I doubt

if the interest in the visual arts is much greater. If this is true, Atlanta

with 1,250,000 population has only 37,000 people inte,:ested in the arts. I

think it is our obligation to provide artistic profe',sional experts, so that

over a period of time Memorial Cultural Center will increase this percentage

considerably. We have seen a fine example from attendance at this conference

and from the work done by Mr. Dodd and his associates as to what is happening

in the arts in this region. We hope to be helpful along all those lines. As

one of the sights of the city, more people will visit our Center and become

exposed to the various arts, and we hope many will develop a permanent interest.

The fact that we are having the visual arts and performing arts together

is somewhat accidental, but perhaps it will be an advantage. People of an
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artistic bent should be interested in the other fellow's work--a musician

should be interested in painting, a painter should be interested in music.

Perhaps this will create an alliance between the various arts that will be

beneficial to all.

Our hope also is that the Center will appeal to all Georgians, that it

will be a cultural beacon, an inspiration, for the entire Southeast. We hope

that there will be an interplay between our artists and those of other cities,

dureby encouraging the development of the arts in the entire region.

We therefore feel that the Center has a responsibility, not only to At-

lanta but o all of Georgia and to all the Southeast. We want this Center to

be yours, as well as ours.

Mrs. Griggs

I AM not going to be able to tell you anything that will make you gasp or be

envious, because we come from a poor county, a small community; but I am not

going to apologize. I am from this area, and the growth that I've seen there is

really amazing. I left home some ten years ago and came to the University of

Georgia. Then I married and helped put my husband through law school, and when

he decided he was going back to Cornelia, I swore that it would be over my dead

body. But I changed my mind, and went back home to Cornelia, and I found that

things had happened during my absence, and now i am really proud to be back.

When I came up through the schools there was no art; no one even talked

about art--we got all of our pictures for our living rooms and all our art ob-

jects from Gallant-Belk's. So I am pleased to come back and find that we now

have art teachers in the high school; we have amateur theater. 011een Williams,

state specialist in art education, has helped us, and has stimulated local in-

terest in art. The PTA's have given money for art supplies, have had speakers

about art on their prigrams, and have contributed money for reproductions of

good paintings to be distributed to all the schools in the county. People are

really beginning to be interested in these kinds of thingc. They even employed

me as an art consultant for the elementary schools. In our part of the state

that is something to pat yourself on the back about, because so many areas in

our part of the country have no high school art teachers, and certainly no art

consultants. After teaching in Athens for three years, the Lhought of trying

to work with teachers that had never had any art experience scared me to death.

But I found it was actually easier to work with these people than it was with

people who had worked ten or twelve years in the arts. Their view was fresh,

they were eager, and worklag with them was most enjoyable. And the kids were

tickled to death.

We found that the people were really interested, and an organization was

formed after Mildred Davis, an art teacher in our high school, and I took a

trip to Callaway Gardens to the art symposium last year. We started hearing

comments about how places had formed art organizations, and we decided that if

they could do it, we could do it. So we started hounding Wylie Davis for halp,

and he has certainly given it to us in coming up and helping us out with how

to get started. Since we are a small community W2 decided that rather than have

an arts council in every town--Cornelia, Clarkesville, and Demorest--we would

have a county organization for all the arts. Wylie suggested that we start very
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slowly and not go gung-ho with lots of big plans and buildings and this sort
of thing, and that maybe we should start by giving a festival to see if people

were willing to put out effort and were willing to support us.

So we had a "Habersham Happening" in July. Our funds all came from con-

tributions from clubs, and private donations. While we were collecting funds
there was only one woman who wanted to know who was this Lucile Griggs and

acted as if we might run off with the money, but after the Happening, they saw
that we were in earnest and really were going to use the money wisely. I

really believe that all the work on the festival was worthwhile, because peo-
ple realize now that we are going to do something. Our festival was held in

a back alley with grease and automobile parts and warehouse numbers, and this

sort of thing, and a lot of people were appalled that we didn't bring out our
brushes and paint and whitewash all the buildings. But we thought such a set-

ting was perfect for our Happening.

We had an art exhibit in a wareLouse, for which people in Georgia who are

the people in art donated paintings. We had a string quartet that fiddled and

came for fifteen dollars, just for the expense. We had puppet shows. We had

Happenings for the children where they could actually work in the materials.
We had drama provided by our own amateur theater. We had films. We had ce-

ramics and pottery demonstrations.

We were determined to have professiones. It is sometimes difficult to
keep your standards high, for we have a lot of people who wanted to have local

talent in, and this can be very touchy. But we said that we had seen our own
work enough and patted ourselves on the back enaugh, and we wanted now to have
something educational, to help us know what is going on and to help us grow.

So in spite of some local pressure, we brought in professionals, and we are

trying to keep it that way.

We felt that the undertaking was really a success. Of course afterwards

we felt as if we would never do it again. People all over the state gave us

materials, but we had to get in and do all the physical labor ourselves. But

we got over it, and we are planning to have Happening Number 'No this summer,

and we expect it to be even bigger and better than it was last year.

After the Happening, we decided that the people were really interested
and that we would officially organize and have a Habersham Arts Council. So

we did that last fall. However, we can't say that we have several thousand

members. We were proud to get 241 members, and we feel that for our part of

the country this is really something. Actually, I feel that it is easier for

a small place to have an arts organization than it would be for a bigger place,

because if somebody doesn't belong, you just walk up and say, "You mean you

don't belong to the Habersham Arts Council?" And the person will have no

choice.

Though our accomplishments are not great, we are not embarrassed; in fact,

we are very proud of what we have done in the time we have been in existence--

actually less than a year. Within that time, we have convinced the bank that
they should have professional art exhibits--we are going to have four a year.

We had Mr. Dodd in the fall, and Mr. Bill Thompson's sculpture is now on dis-

play. We have had two art instructors come up for professional classes. You

can get the instructors, but the problem is to get the people to come and take

the classes. Most of our people haven't had anything before and they are

scared to death. We have planned a ceramic, pottery-making course for the
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summer. All these things probably do not seem great to you, but to us who

have never had these kinds of things, they are great. Our people are becom-

ing exposed and becoming interested and are becoming less afraid to take the

courses; after they get in, they find out that it isn't anything mysterious

after all--it's just hard work. For the first time in thirty years, we've

had two or three dance teachers in the area. We hope that we can get some

good ones next year.

We publish a newsletter that tells of anything that is happening in the

arts in the community. It goes out once every two months to all of our mem-

bers. We have a telephoning committee; and in a small community, you can call

up Mrs. Brown and say, "Are you going to the amateur theater Friday night?"

She can't bear to say no, ane she'll go. In some ways knowing the people makes

things a lot easier, because you know the people, and you can get them to do

things. We started very small, but we hope to have bigger and better things as

we go along.

One thing we are not directly responsible for but feel that we have belped

to :,et is the Piedmont Project that was discussed earlier. Of all the places

in the state, our community got the project of the art they are going to dis-

tribute around to the different schools. We feel that this is marvelous; to

me, the only way you can really learn is to see the original--you can look at

reproductions day in and day out, and never really understand, but you have to

see the original, in addition to working with the materials yourself. I think

this is marvelous that we have had these things come into our community.

Another thing we are getting is a new amateur theater. There are mixed

emotions about that, for we hate to give up our old amateur Lheater, because

it is an old warehouse with a lot of charm and atmosphere. But we have just

outgrown it, and we are really excited about getting our new building. And,

too, we have applied for a federal grant to have classes in connection with

the amateur theater for children and for adults who want to take courses in

dramatics, creative writing, public speaking, and this sort of thing. We are

working on that now, and we are determined to get it. We are fortunate to

have Piedmont College, and they have some good exhibits that have helped. We

have a regional library that is always getting traveling exhibits.

We haven't done anything great, but we are just as proud as can be of

what we have done. Six of us are here for this conference, just waiting for

ideas--so keep them coming.

DISCUSSION

Question: I am Richard Williams and I'd like to direct a question to Mr. Reese.

As I understand it, about 307, maybe more, of your Arts Council budget is allo-

cated to the Council itself. I am interested to know what this covers.

Mr. Reese: You want to know how the Arts Council per se spends its money?

Mr. Williams: Yes. $28,000 is a fairly substantial figure. I assume that

covers a lot of services to the member organizations, and I wondered what exact-

ly it does cover.
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Mr. Reese: To begin with, they pay me and the staff--but not that much money.

One of the services we provide is our Arts Counselor, a publication that goes

out seven times a year to about 15,000 people. That is a rather costly thing

to do. We live in the Community Center at 610 Coliseum Drive; we have tenants

--the orchestra, the theater, arts and crafts--but we do not charge an ade-

quate rent scale. The Arts Council makes up the deficit, and I would say this

is where the largest proportion of the money goes. We try to keep rents very

low, so that the tenants may use the monies in their budgets to improve the

quality of their programs. For example, where we may charge the theater three

or four thousand dollars a year for use of the theater and all its facilities,

the Arts Council may pay ten to fifteen thousand dollars to live in the Commu-

nity Center. This is not equitable, and we will eventually work out some sys-

tem whereby it will not look as if the cost of the operation of the Council

itself is going up each year. But that is factually what is happening--we are

picking up other costs.

Question: I am Charles Anderson, principal of an Athens junior high school,

and I have a question for Mr. Reese. I am interested in knowing to what ex-

tent the Council assists in the coordination of instruction of the member

groups with the public schools.

Mr. Reese: We work very closely with the public schools in a number of areas.

We have a Title I project through the schools, in which we go to eleven

schools in Winston-Salem and Forsyth County. We use the symphony, the ballet,

the theater, and individual programs out of the North Carolina School of the

Arts. We do this by the Arts Council, myself contacting each one of our mem-

ber groups. We give them a budget and ask what they can provide for the chil-

dren under the Title I program. Our request is carried back to the school sys-

tem, and then with the total amount of money allocated to the Council for cul-

tural activities we work out an equitable budget. We also do 40-odd in-school

concerts, and have done this for many years, playing around to the various

schools; and we do one large concert at the Coliseum in Winston-Salem, bring-

ing in all of the schools, so that nobody is missed.

Mr. Anderson: May I go one step further? I am primarily interested in know-

ing to what extent the instruction of the various art media would be provided

or coordinated or assisted into the efforts of the Arts Council.

Mr. Reese: I don't think we have ever been actually involved as is indicated

that some of the councils are. The cultural climate in Winston-Salem is such

that the people are interested in their children receiving good instruction,

but to my knowledge the Council does not play a direct role. We meet with

the head of the music department and we urge certain things, but we are not

actively engaged other than fhrough Title I. We do provide through arts and

crafts professional instructors to Greensboro College and Wake Forest; we have

an accredited program, and students from Wake Forest may come to the Community

Center to arts and crafts and take courses, because we have the facilities and

fhe professional instructors. However, we are not influencing the curriculum

at Wake Forest by doing this. I don't know that I have answered your question

adequately, but we do not play a precise role with the school system.

Mr. Anderson: I'm tempted to pursue the matter one step further, if I may.

Realizing that ten to thirteen or so is the age at which, if we are going to

be effective in helping youngsters pursue an art medium, we must have identi-

fied fhem and placed them closely with professionals, if we are going to move

them forward to the extent that we would like. I was seeking to know to what
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extent youngsters of this age group have contact with professionals in the area?

Mr. Reese: We have professional children's theater programs in Winston-Salem

which have worked very well. No individual admissions are sold; tickets are

sold fhrough the schools, and they tandle all of that for us. We are responsi-

ble for bussing from all the schools of Vinston-Salem and Forsyth County out

to our Community Center. The children's theater programs run from kindergarten

through high school, and we supply, through the children's theater board, lit-

erature and material on what is to be performed. The children are indoctrinat-

ed within the classes on what they are going to see. For example, the elemen-

tary children are now seeing a professional production that deals with the life

of Mozart. Obviously this is very interesting to music teachers, and they have

been instructing their children about Mozart; then they come and see a dramati-

zation of Mozart's life. So there is this coordinated effort with the schools.

And there is a music program by which we are going into the schools for in-

school concerts; we prepare the material on what is to be performed, and the

teachers take it from there and work with students before they actually attend

the concert.

Question: In a community where the intent of the organization is sincere, but

the quality of the production it sponsors is poor, how do you justify this to

the public when you are trying to raise the educational and artistic levels of

the community? Mrs. Griggs mentioned something about not discouraging the

home-grown artist, and sheeven said that was a delicate point.

Mrs. Griggs: Actually, we are not trying to discourage, we are trying to en-

courage them; but we try to make a distinction between the two. I think we are

having an easier time because we didn't start off by offering anything like

china painting to begin with, and so people don't expect this. We have had

some people ask us why we don't show so-and-so's work, but we have already set

up our policy of what we are going to do, and so we just say that we are sorry

but we can't because we already have this other. However, I do think that if

you have ever started china painting, or something like this, it is very hard

to stop and switch over; but we have never started it, and are not going to.

Mr. Dodd: I think your question has brought up a very significant point. I

think it takes a lot of patience, a lot of time, a Iot of wisdom, and a lot of

dedication. Your question has brought to mind a lot of experiences that I

have had. One, I think, illustrates the point very vividly and very beauti-

fully. Some years ago a student came to the University from the other side of

the railroad tracks, and she looked like the saddest mortal in all the world.

She said she wanted to take a course in art; she didn't have the high school

pre-requisites to get in the University, and I explained to her that the only

way she could get in and take a special course was to be over twenty-one. It

was obvious that she was well over twenty-one.

Rather than subject any faculty member to this person, I took her in my

class and did the best I could, talking with her about what should be done,

and the great elements of art, and how to approach this. The first or second

week of class I walked back to her and saw a tiny little watercolor of a

thatched-roof house from her fairy-book stories of olden days, with a little

rose-covered fence and a horrible blue sky. I had talked about all the things

you are supposed to talk about to create a great work of art, and this was

what I had to look at, and I thought to myself, "She didn't get a word I said.

What in the world can I do?"

I stopped and talked with her again, and then I gave a lecture to the

class beamed to this one little person, and after another two weeks of work I
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went back. This time, the watercolor, instead of being a horizontal was now

a vertical, about eight inches tall and two inches wide, with a beautiful blue

mountain with white snow on the top (Fuji) and a reflection of Fuji in the

lake. A girl from the other side of the railroad tracks in Athens painting

Fuji! This went on for an entire quarter, and I thought if I could live through

the quarter, and let her get out of the University, she would not become a spe-

cial student any more.--She was the first person in line to register the next

quarter. I told a faculty member, "You take her for one class and I'll take

her for one, and let's see what happens." So we took her.

I take no credit for this, but within a year and a half this young lady

was doing some of the finest water colors shown in this state. She was an ex-

cellent designer. She still didn't talk--she'd say yes or no and that was all.

She is not painting today. She is a very successful secretary in Atlanta, and

not too long ago, she wrote me a letter. She said, "God give you the strength

to keep on teaching and try to do for others what you did for me." It takes a

lot of time, a lot of love, and a lot of patience, not only with an organiza-

tion but with the human being, I think.

I don't know that this answers your question, but I have seen a lot of

exactly what you are talking about, and sometimes it's discouraging. I have

hundreds of students who come to my office every year with portfolios, and I

know exactly what I'm going to see in the portfolio before I open it. I lis-

ten to the mother and the father rave about their genius and talented child,

and I'm anxious to talk to the young person. I am more interested in talking

to that person than I am in seeing what is in that portfolio.

Question: I am Susan Esslinger. I am with the Army crafts program, at Fort

Gordon, Georgia. I want to comment on your problem of what to do when you

have a lower grade in the arts, a lower caliber, than you would like to have.

We in the Army crafts program have had something to overcome, and that is

ceramic molds, and numbered paint kits, and all the other things we cringe at.

We have a tremendous number of men at Fort Gordon, with a fantastic variety

of backgrounds and experiences. When I came there, they had 300-odd ceramic

molds and one enlarger for photography, and a maximum of 20 people coming into

the crafts shop a day. Naturally there was a great deal to overcome in set-

ting up a program that emphasized the constructive, creative aspects of crafts,

and in selling the Army on the idea that of the 48,000 men on that post, there

were those who would respond and it would not be a small number.

What we had to do (we couldn't get rid of the ceramic molds, because they

represented quite a large investment) was to de-emphasize the molds. As time

went on, we acquired three potters' wheels, we included batik, stitchery, weav-

ing, drawing, painting, print-making. We now have seven enlargers, working

full-time. We have over 16,000 men-hours put in a month in our crafts shop.

What you do is to present things in the best way you can, and emphasize the

good points, hoping the students will eventually respondand somehow or other

they do. They begin to realize the needs they have, and the lacks in ceramic

molds and the kits. Probably one of the most exciting things of all is to

overcome the bad taste and the lack of education.

Mr. Dodd: That is a wonderful statement. It reminds me a little of when I

inherited the Art Department of the University of Georgia. We had one room

in the School of Home Economics, three desks in one office, two plaster casts

(one of them broken), 200 slides--possibly 100 of which you might get in the

projector, and one piece of drapery, and eight students.

Dr. Lester Walker: I am from the University here, and I am much interested in

the idea of art and ideas about art. There has been considerable talk in con-
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nection with the production of art, and getting people involved with working

in something. I am not certain to whom I should address my questionI think

perhaps Mr. Adams or Mr. Reese. But what suggestions are there for getting

people involved with ideas about art, as well as producing art? I don't think

you produce much art until you know what you are producing.

Mr. Adams: That's a hard question. Essentially it is a question of education.

I really don't know what the answer is, but I think it is extremely pertinent.

Dr. Walker: I am an art historian, and I seldom hear mention of this word nor

do I-find any program that I could consider particularly enlightening in con-

nection with developing ideas about what the art tradition has been in our sec-

ondary schools, and of course nothing in our primary schools. I think this is

a lack, and it is a wide-open field for somebody to develop. I'd like to see

a progressive program going, and I'm not talking about the sterile art history

lectures that you have heard. We art historians have probably perpetrated more

crimes in the name of art than any other group and I don't deny this. But I

think there is room for something constructive to happen here, and I'd like to

see it happen, and I want some ideas of how it might.

Mr. Travis Rhodes: We have a very fine art teacher in our city schools and

we have one in our county schools who are doing fine work in this area. We are

very fortunate to have in our library a wonderful collection of reproductions

of the old masters and of contemporary paintings, and these teachers try to get

the young people to relate to these, and tell what they see in them. In the

normal art history way, the teachers communicate about the works of art, sculp-

ture, and music, and then they try to get students to really feel at one with

them. In doing this the teachers are stimulating students to feel that art is

something that is not out of the ordinary, but is a necessary part of life,

something wonderful--and they respond in a most enthusiastic way.

We have not had the program long enough to see too many results, but the

best evidence we are getting that this is working comes from parents. Some of

the parents who at first wouldn't even come into the creative arts center be-

cause it was something "sissy" or something out of the ordinary, now come in,

and not only participate in the activity, but communicate. They say they never

dreamed that art could do so much: now my child comes home and is enthusiastic;

I've seen my child open up; he is doing much better work in other areas; I ap-

preciate this, and so to show my appreciation I want some of this too, for it

must be good.--And so this is how the art history part is getting into the pub-

lic schools, and coming into the lives of the people in the community.

Another speaker: I think I agree with Dr. Walker that art historians have been

perpetrators of some crimes, but I would say also that we as artists have been

equally guilty to the extent that we have tried to isolate art as an unrelated

activity from the rest of life. Until we can orient art as a part of the human

experience, until we can see it as a part of the establishment of meaningful

values within our lives, until we can relate it to our day-to-day experie.ces

in an extraordinary kind of way, and until we can recognize that the artist is

peculiar only in his professional identity as an artist, the same as an attor-

ney is or some other man whose time is devoted to this particular interest as

it relates to the totality of life, then we are in trouble in this respect, I

believe.

Question: I am Bob Nix from Clarke County Junior High School. I would like

to comment on Dr. Walker's question. In the public schools we have had diffi-

culty over the years in getting materials to work with. Recently we have been
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fortunate in Athens in receiving a lAtle Title II money. As many of you know,

the state library guides do not include many art books, but under the Title II

money we have been able to purchase such books as Picasso's Picasso, which is

a thirty-dollar book. Instead of giving a child an assignment, we can hand

him a book and tell him to take it home and take a look at it. Giving a child

this kind of material to take to his home, we feel, has done more good this

year than anything we have ever been able to do before--having the material

there and being able to give it to the child. We may lose a book, but we

haven't yet. This has been one way that we have had a little opportunity of

getting something to happen.

Another speaker: I am concerned about the actual environment that exists in

most of our secondary and elementary
schools: not so much the lack of teachers,

the lack of materials, but simply the anti-art atmosphere that exists in most

of our public schools in the country. I think it is a much deeper problem than

simply buying good books, and so on. It seems to me that if the schools are

really going to be serious, there are going to have to be radical changes in

the environments of the schools themselves.

Mr. Reese: I believe that something we are doing in Winston-Salem would work

Other places. Associated Artists, or groups of artists, within Winston or

that area, who by membership become a member of Associated Artists and have a

right to exhibit in our galleries in the Community Center, have started spon-

soring a teen-age workshop at our Center. They had 125 secondary students

from the schools in Forsyth County who were interested in coming to hear from

art historians and from working artists who are professionals and who exhibit,

discussions in which they try to interest the students in "you can have a life

being an artist--you
don't have to go into something else if this is your love."

An attempt is being made to provide interested students with the opportunity

to sit down and talk with real live working artists who pursue an art as their

profession. This has really worked. We are very much stimulated by the fact

that 125 high school kids in various schools will come once a week and meet

with our instructors and artists of the community. They are having a very

fine verbal exchange, and I think we will see some results.

Mr. Dodd: It seems to me that this problem applies to many areas of our ac-

tivity, and not only the schools. I'm so glad that you mentioned the condi-

tions of the schools. Why put up a perfectly beautiful reproduction when you

are putting it up in a perfectly horrible situation? All of our museums have

educational programs of various kinds. I was impressed when I was in Russia,

to see that use is being made of museums by school children, some of them tiny

tots, long after school hours.

And I saw something in the National Gallery recently that I'd like to

share with you--an
experience of what really can happen. I had spent about

three hours in the National Gallery, and I had noticed a father and mother

with three children. (There were many children in the National Gallery that

afternoon, and I didn't notice any of them running up and down the corridors.)

When I went to the print room to pick up some postcards, this particular couple

was there looking over the postcards with their three children--aged about four,

six, and eight. The father said to the middle-sized one,
"Today you can make

the first choice." The little fellow looked up and said, "I'll take that one."

The father reached up and got a van Gogh, a very lovely little
painting of a

boy, and the child said, "Daddy, not the van Gogh, the Toulouse-Lautrec."
The

smallest child ended up by taking the van Gogh, and the oldest one, after care-

fully surveying the entire selection, said, "I will take the Botticelli." So

there are a lot of places we can inject art history.
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Question: I am Ann Carter from the Atlanta Journal. I would like to ask Mr.

Adams if, in his experience with arts councils, he has discovered any method

to eliminate competition and conflict within the various groups represented.

Once a community has organizations that reach a certain level of performance,

they become highly competitive and lose their community spirit. This is where

the arts councils come in. But how can you get the people to channel their

activities so that they work for the good of all, and yet maintain their indi-

viduality?

Mr. Adams: That's a book in itself. Obviously there is no way to answer such

a question, because you're dealing with human relations in the community, prob-

lems that exist in all areas of community life. I think we all know that we

have become increasingly fragmented within our community life in this country;

and the arts, it seems to me, if the people are really serious about them, in-

stead of promoting more fragmentation and diversity, ought to be unifying in

a community. People who are really interested in the arts ought to find them

a common language to communicate with each other, even if they haven't anything

else much in common.
However, you can't just impose this; you can't just order such a situation

--you certainly can't produce cooperation by drawing up charters and by-laws.

It goes back to those accidental factors involved in all this business that we

really haven't talked about during this conference. It is the accidental fac-

tor that causes a community to have somebody like Lucile Griggs.

Every group must be willing to cooperate. I often think that North Caro-

lina's success in the beginning (I don't mean just Winston-Salem) was the feel-

ing that they did not have everything they needed in the state, and therefore

they were willing to work. That's why they have the high school for the per-

forming arts, and the museum, and so on. They decided they were going to do

all this for the common good of the state, and such an attitude can be applied

to the community. Without that sort of recognition, you are not going to have

cooperation.

Mr. Reese: I think that the problem is one which happens all over the United

States, and there is no solution precisely. One city may have three ballet

companies; it may have two or three orchestras; it may have different levels

of art museums or galleries for instruction. Are you asking how you consol-

idate these into one major performing group?

Miss Carter: Yes. How do you consolidate these for a common fund drive, or

for a common code of standards--of whaf- is an accredited art gallery, or what

is a good performance?

Mr. Reese: I think standards have to be set to begin with, and this has to

come from the leadership of an arts council if it exists. When Wington-Salem

entertained the idea of bringing in a school of the arts (or getting it locat-

ed in Winston-Salem) there were people in the community who realized it would

be a financial drain on Winston-Salem, that some of the money that was going

to the members of the Arts Council would be diverted to help support the school.

Also Winston-Salem's Arts Councils groups are structured on an amateur level in

most cases; they are not professional. Yet they are trying constantly to raise

standards, and they realized that bringing in the school of the performing arts

was an ideal means of doing it.

The picture is changing radically in Winston-Salem, and all the amateur

organizations are being forced to take a good look at themselves. For example,

why should people spend good money to buy five tickets on a membership to the

little theater to see inferior acting by amateurs when they can go to the school
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of the arts and see productions that are free and almost of Equity quality?

Why should people come to see a civic ballet performance of not well-trained

dancers, but those in the process of being trained, when the School is turn-

ing out professional productions? So the influence of the School is good

for us.
What we are presently trying to do is look at each one of our member

groups and decide, "Does it have a place within the community?" Civic ballet,

for example, is about six years old; it was formed to train dancers, and to

hold an annual festival, bringing in other regional ballets, so that we could

educate the community to ballet. As soon as the School opened, the civic bal-

let lost all their good dancers, and of course without dancers you do not have

a dance group. So this year they have come to the Arts Council and said, "Do

we need to be in Winston-Salem?
What is our function? We can't really quite

define ourselves at this point. Maybe we should go out of business. The money

and effort and energy we are devoting to civic ballet could be put behind the

symphony, or in the little theater, or in other areas."

The Arts Council has advised that the ballet should not go out of busi-

ness: "1We are a cultured community, and there is a place for civic ballet in

the structure of Winston-Salem. But you have to redefine yourselves. You

cannot be a ballet company if you don't have dancers. If you have lost your

good ones, then you have got to go out and find dancers." We are trying to

solve the problom by going to the schools, and selling the school principal,

at the top, down through the physical education department--"Send us your

students and let us train them in dance." I don't know that it will work, but

we think it is an exciting idea. We'll get the students there, and we'll give

them free instruction. We will not necessarily call it ballet (though that's

what they'll get when they get there); we have a very fine dance teacher who

will make it fun and games. But we have to go to a new source, and it needs

to be in the community,
because if you are responsible, you hava t: build

dancers, and as early as you can get them. So we have two ex4;ttr- ballet

groups in this small community. The School of the Arts will cuialnue to per-

form professionally The Nutcracker at Christmastime, and other presentations;

but we would not permit civic ballet just to fold up and go out of business

because they had some competition. They will continue to hold their festival.

Where you have conflicting groups weeding out is a problem; you have to

convince all the groups that by working together everybody can have more, you

have a better metals of communication,
and you can eventually move toward a

united arts fund drive. As communities grow, such as Atlanta, with all the

attendant problems, and the high cost of sustaining the arts, some of the

groups are going to be weeded out, because they won't any longer be able to

get the support needed for their existence, or they will not have the facil-

ities needed for their existence.

Mr. Rhodes: Our community, Dalton, was motivated by desire to have profession-

al performances in theater, and one of our great problems (and we didn't real-

ize we had this problem) was ignorance. We communicated with the Southeastern

Theater Conference and the Georgia Theater Conference and other people who were

professionals in this area, and we did embark on a course of five plays in rep-

ertory theater (professional actors and actresses--workshop
for college stu-

dents) over a trn-week period, fifty performances, in a town of 22,000. We

realized that the performances would not bring in enough money to take care of

all the expenses, but we were willing to go into it. We though. we were going

to have places to house the actors and actresses, who came from around the

country, but at the last minute we didn't. But we weren't going to give up.

It happens that we live in a big home, and so we moved furniture around and

moved cots in, and finally we ended with anywhere from seventeen to twenty-three
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people living in our home. I joked about it, but it got serious: we had to

stand in line to get into the bathroom.

However, the most difficult thing for me to get accustomed to was the fact

that most of the actors and actresses would not communicate to me, and I didn't

know anything about theater, and I thought maybe I had something wrong with me.

But a person who is trying to learn five plays in a short time doesn't have

time to commUnicate to someone like me. Since I didn't have experience to real-

ize this, I just hung low. This was one of many experiences that we had in the

community; and finally, what happened was ti-at the people in the community

found out that actors and actresses are real people, with problems and oppor-

tunities and things to give, that they live a very difficult life, and that

the discipline is fantastic.

Because we didn't have enough background and experience, we didn't have

the excellence that we wanted. It was not because the people who were profes-

sionals didn't want to produce excellent plays; it was because of our ignorance

--we didn't give them the things that were necessary for excellence. We real-

ize now our shortcomings. We made mi-takes, but we tried to learn from this,

and we made progress. One thing is that we are not going to have as many plays,

or as long a season; we are not going to bite off as much this time, but we are

going to seek more for excellance--we learned from this experience.

Another thing that happened--we had the art group, the creative writing

group, the professional actors and actresses going into the civic clubs, and

people found out that artisMare wonderful people; so the fabric of our com-

munity is now stronger because the various arts were working together. We

learned a tremendous thing from our drama effort: we learned how ignorant we

were, but how many blessings you receive when you are ignorant but are sin-

cere and make an effort, and that you can learn from your mistakes and go on

to better things.

Mr. Jagels: Not many communities have the humility and the attitude that ac-

count for the success in Dalton. I do think that in volunteer community coun-

cil organizations, where there are constituent members, it is extremely diffi-

cult to maintain and raise the standards of individual organizations unless

there is a concerted effort by the group, because once an organization becomes

a member of the community council or association it is pretty well locked in.

It is like the old Health and Welfare or the Community Chest organizations be-

fore the United Fund campaign--once they were in and getting their money annu-

ally from the United Fund drive, they were there, though their quality may

have slipped, and they may have diverged quite a way from where they were in

the beginning in terms of quality and standards. It is pretty hard for the

central organization without some real authority, without some real dedication,

to maintain standards, and to throw groups out when they fall below standard.

I know of one community council with a theater group as a member, and when the

quality of performances went down, and attendance was bad, and so on, and the

community wasn't reacting, it took quite a while before anyone had the courage,

including the executive director, to say, "Look, we can't go on with this kind

of group within our organization." That's an exception.

Question: I'm Bill Diamant of Fort McPherson, Georgia. The question about

fragmentation is one I would like to comment on. Within the Army framework,

we work a great deal with organization, and we have learned a great deal about

it. I feel that it is essential in all of the arts for all of the artists to

get together, to work together, to learn a great deal from the union, perhaps

--"workers of the world, unite." By the same token, I shudder to think of

what would happen if we didn't have people fragmenting constantly. When the

individual will not say, "I do not agree with the rest of you, and I must go
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my own way," all of the arts, I'm afraid, will wither and die.

Question: I'm Robert Brickell, executive director of the North Carolina Arts

Council. I think part of the lady's question was how do you deal with fric-

tion between growing arts groups in a community, since as they become more

successful, sometimes they tend to become more negatively competitive. One

thing we have found across our state is that although there has been a pro-

liferation of arts activities, there has been a remarkable lack of communica-

tion between individuals and groups in the arts. In my opinion, one definite

asset is involved in the creation of the community arts councils--by defini-

tion, you've got a situation in your community. If you have these groups

that the young lady is talking about, you are growing, you are expanding, and

are achieving a certain amount of success.

One strong argument for having a community arts council is that it insti-

tutionalizes communications between arts groups. That may sound a little

sterile, but it is not if it is done well. You have regular meetings to at-

tend, and you listen to what each other has to say, and it has been my observa-

tion in the more successful arts councils in North Carolina that with the reg-

ularity of some of the things like meetings, like talking and getting things

off your chest from group to group, there has been a consequent decline in gos-

sip, and back-biting, and this sort of thing. Plus the fact that when you have

a lively, dynamic community arts council, almost inevitably (I've never seen

any exception to this) sooner or later you rope in the powerful business estab-

lishment in the community, because you want their money; and when you want

their money, you have got to show that the arts are being managed in your town,

efficiently, and you can't manage efficiently if you have really bad friction.

So, because of your need for money, you tend to ameliorate your differences,

and through the regular meetings you communicate more effectively, I think.

Question: I am Marian Shaw from Savannah. Mr. Reese, what role do you see

for the public library in assisting the local fine arts council?

Mr. Reese: In Winston-Salem, the public library is represented on the Arts

Council, attends the board of trustees meeting each month, thereby informing

29 cultural groups within the community of the programs that are being insti-

tuted by the library. The communication factor is the chief asset in having

the librarian on the Arts Council. Obviously councils have programs that are

instituted through the library, and this is brought to the attention of all

the community leaders and they can take it back to their own groups. It is a

matter of communication. We are very happy to have the library as part of

our council.

Another speaker: I know some small communities where the library is the com-

munity arts council--it actually operates the program in the small community,

and provides the staff.

Mr. Reese: We incorporate anybody in Winston-Salem that we can possibly get

our hands on that we feel are worth it. Wt have the city recreation depart-

ment, the chamber of commerce, the junior woman's club, the Jaycees, the li-

braries. When the thirty of us get together for a trustees meeting, it gets

to be a very lively, but well-regulated and orderly parliamentary-proceeding

meeting. This is always a luncheon meeting, and we ask for different group

reports. Everybody gets up and says what's happening to them. Wt are all

kept constantly informed. The lack of communication that exists in so many

communities is amazing. Wt are small in Winston-Salem, compared to large

cities, but we know what's going on. Everybody knows what everybody else is
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doing, and we intermingle--the same people that go to the theater and to art

exhibits go to the symphony. We all support each other. This is a very good

factor.

Question: I am Chauncey Kelly, conductor of the Savannah Symphony. My ques-

tion is directed to mr. Jagels. It has to do with bricks and mortar, which

seems to be a very unpopular subject nowadays--everyone pokes fun at bricks

and mortar; but to us who are in the performing arts, bricks and mortar are

very important. It must be hard to maintain the illusion at a ballet if you

have a ballerina perform on a basketball court with the scoreboard overhead.

I think what Atlanta is doing in this area is tremendously thrilling, but I

would like to ask about the capacity of the main conce:t hall. I believe you

said it was 1,850. From an artistic standpoint, I think this is marvelous for

sound and everything connected with an orchestraI know what an abomination

the Atlanta auditorium was for concerts, but I'm wondering if 1,850 is enough.

Bow did you arrive at this figure?

14r. Jagels: I did not arrive at this figure. It was established before I ap-

peared on the scene. I think it is ideal for symphony listening, acoustically,

and every other way. I would prefer to see 2,500 seats instead of 1,800, be-

cause we have already sold 4,000 season tickets to the symphony concert which

now appears in the city auditorium, so for us to take care of just our season

subscribers we would have to give two performances of each concert, and two

performances will satisfy only 3600 of fhe season ticket subscribers, and leave

nothing for the transients, for the people we are trying to build into the sym-

phony interest. So we are thinking that we will have to give three perfor-

mances of every concert, which means more expense. The artist will cost extra

--not three times as much, but a lot more than for one performance. However,

they tell me that at Lincoln Center, the Philharmonic, with Mr. Bernstein,

gives four performances of each concert. So perhaps it isn't as bad as it

sounds.
We also have another problem. There are 365 nights in a year, and if we

have, say, a 40-week season of symphony, the hall will be vacant for many

nights. It is doubtful if the symphony wiil be able to use the hall for more

than 50 or 60 nights a year. The more nights a symphony uses the hall, the

better we like it.

Mr. Kelly: It is marvelous to have 1,850 seats for live theater presentations,

but I was thinking in terms of economics--another 450 seats would help pay the

artists.

14r. Jagels: You are absolutely right, but there is nothing we can do about it.

INestion: I am Ethel Chaffin, Community Concert Association, Athens. I wonder

if we have a unique situation here in that we have all sorts of experiences

that are available, all sorts of different directions, but there seems to be

very little coordination. I wonder if an arts council would help our situation.

We have excellent music departments, excellent arts departments, but somehow we

are not reaching the average child, and maybe not the adults. I wonder if an

arts council is the answer?

Mr. Adams: I think establishing a community council is like constructing a

building--it's got to fit the local situation. These are things that all the

people in the community who are really concerned--business leaders and all--

have really got to go into, and decide what the objectives are and how this

could be worked out, given the local resources. Merely having an organization
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to improve coordination and communication in and of itself, in my opinion, is

probably not enough to justify the cost and the time and energy that go into

any kind of organization. It seems to me that you've got to have something

more--whether fund raising, or operating facilities, or actually administering

educational programs for the larger metropolitan community, or maybe involving

several school districts--which last is happening in a number of community arts

councils, where the community council was actually responsible for getting

Title III programs going over several school districts and actually providing

the administration. Also, the arts community has got to become more politi-

cally active, and in some cases act as a political abrasive on local govern-

ment. I don't think simply publishing calendars and coordinating things is

enough.

Mr. Dodd: Not too long ago, I said to some of our politician friends, outside

of the university, 4What would we have in Athens if we removed all the cul-

tural activities of the University from our city? One of the first questions

asked by Westinghouse or Dairypak is 'What kind of a city do you have?" I

hope you will consider this.

Dr. Walker: It was my pleasure many years ago to study rather intensively in

Des Moines, Iowa, in the corn-belt region, on the development of art and ideas

in that community. Des Moines has an excellent museum, and it has an intensely

active critic on the newspaper who stirs up ideas. The art idea in this coo&

munity started out a long, long time ago in the public library. I think this

is a generative point, as Mr. Adams indicated, for communications.

Question: I =Robert Fusillo--one of the culturally deprived consumers.

have heard nothing during this session about poetry or the other extreme--

television. How much are the arts councils involved in these things?

Mr. Adams: There are 40-odd community-sponsored television networks in public

television throughout the country. A number of these receive support directly

from a community arts council. 'No communities I know of are New Orleans and

St. Louis. We have been working to encourage television as one of the listed

areas of interest for the state Art Commission--at least, not to exclude it.

Now the whole question of public television is open, and the Congress has be-

fore it a number of proposals. The Carnegie Report (those of you who are at

all interested in public television should get a copy--it is in paperback now)

is extremely interesting, and it assumes that there is going to be some com-

munity leadership and response as far as the way this public television emerges

in this country. So I think community councils and state councils have got to

recognize the great promise inherent in public television. In the literary

arts, the most notable program from a state standpoint has certainly been from

New York state, where there are something like fifty or sixty poetry-reading

grants now being given annually by the New York State Council for schools and

for university programs, utilizing the poets in the area.
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University of Georgia, Athens

ENVIRONMENTAL DESIGN is the process through which man's environment is shaped

to accommodate his aesthetic and utilitarian needs. It is the arrangement of

land and the objects upon it for human use and enjoyment. As the demands of

man upon the land became more numerous and complex and the need for organiza-

tion or design became apparent, those who specialized in the art of environ-

mental design became known as landscape architects, while the practice of

their art became known as the profession of landscape architecture--a profes-

sion which partially overlapped, but did not pre-empt, the prerogatives of

engineering, architecture, and art. While this development was a mllestone

in man's efforts to control the quality of his surroundings, it has not meant

that the shaping of the environment has been the exclusive prerogative of

landscape architects.

As we look across modern-day America, we find that fhe ultimate arrange-

ment, or shape of the environment, has more often than not been the result of

actions by various government agencies, elected officials, civic organizations,

and private individuals--actions sometimes taken without due regard to their

effect upon the environment or the quality of life experience produced. In

far too many instances, these actions have left in their wake a landscape de-

void of either natural or man-made beauty--a landscape marred by the heavy

hand of man in his single-minded pursuits of technological and economic ad-

vancements. As a result, many of our cities, as well as our rural areas, have

earned the term recently used to describe them by Peter Blake--God's Own Junk-

yard. While the situation is critical all across the land, perhaps the great-

est problems are in our cities, where our population has come to be increasing-

ly concentrated, where the character of our young is formed, where we go about

our daily pursuit of life, liberty, and happiness.

Unless we learn to look about us and recognize the mess we live in, our

environment, historians might accurately record that 20th-century America add-

ed a fo .th freedom to its constitutional rights--that of Destruction of the

Environment; and as we consider those aspects of environmental destruction de-

scribed as air and water pollution, it may well be that their recording will

be of another great civilization unable to cope with its problems. However,

we can be optimistic because this need not be the case. We still have the

time to make a choice: between disorder or design, destruction or harmony with

nature. There is no need for a national referendum, for truly we make this

choice, individually and collectively, as we go about our daily pursuits with

each decision affecting the environment clearly reflecting our decision.

A look at Athens in the Golden Age of Pericles, and a look at the Florence
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of Michelangelo's time should clearly indicate the potential for achieving an

urban environment of sensitivity and high artistic achievement--a potential

whichseceneasily equal, if not surpass, in today's modern society. Should

this be our goal, we have more than enough talent and resmzlees to accomplish

the task.

At the direction of our President, the federal government has made avail-

able programs which can help us to include beauty in our cities and create a

quality environment. Professional talent is available, and is more than anx-

ious to shoulder the necessary task of design or re-design of our environment.

Our universities are reexamining their programs and conducting research in

ways to educate the public, train competent designers, and serve the growing

demand for the creation of a physical environment which will offer a varied

and exciting life experience. As the citadels of education, our universities

are particularly aware of the need for public education and many are consid-

ering a course in environmental appreciation as a step in the right direction.

At this conference we have an exhibit which we hope will illustrate the

various facets of environmental design. The exhibit is a collection of stu-

dent work here at the University of Georgia, by students who are being trained

for the professional practice of the art of environmental design. As you view

the exhibit notice that we are concerned with more than land planning, or what

has come to be termed "landscaping." If we are truly to achieve an environ-

ment of sensitivity and high artistic accomplishment, we must of necessity

concern ourselves with the numerous small details often ignored or taken for

granted: details such as benches, waste receptacles, and planters--which if

properly designed to harmonize with their setting can complement major fea-

tures such as sculpture, fountains, murals, and the natural landscape.

The opportunity is ours. Time will tell whether or not our efforts to

design the environment truly achieved the status of an art.
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Dr. Ballew

THESE sessions, I think, are arranged to underscore or to indicate the cultur-

al explosion in America--what a witty friend of mine refers to as the "cultur-

al bang." I think many of us assume that because some slight attention has

been paid to the arts and the humanities in recent years, through some token

legislation, somehow miraculously there is going to be a cultural renascence

in this country. However, as this conference has indicated, "If there is going

to be a renascence, it is going to take place within the towns (by that I mean

the small towns) as well as the cities of America; a great deal of this, as we

all know, depends on the artist; and too often in the past we have thought of

the artist as an idler and dilettante and of the lover of the arts as somehow

sissy or effete." That is the first sentence of a long quotation. The quota-

tion continues:

"We have done both the artist and the lover of the arts an injustice. The

life of the artist is, in relation to his work, stern and lonely. He has labored
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hard, often amid deprivation, to perfect his skill. He has turned aside from

quick success in order to strip his vision of everything secondary or cheapen-

ing. His working life is marked by intense application and intense discipline.

And as for the lover of the arts, it is he who by subjecting himself to the

sometimes disturbing experience of art, sustains the artist, and seeks only the

reward that his life will in consequence be the more fully lived.

"Today we recognize increasingly the essentiality of artistic achievement.

This is part, I think, of a nation-wide movement toward excellence--a movement

that had its start in the admiration of expertness and skill in our technical

society, but which now demands quality in all realms of human achievement. It

is part, too, of a feeling that art is the great unifying and humanizing ex-

perience. We know that science, for example, is indispensable, but we also

know that science, if divorced from a knowledge of man and of man's ways, can

stunt a civilization. And so the educated man, and very often the man who has

had the best scientific education, reaches out for the experience which the

arts alone provide--he wants to explore the side of life which expresses the

emotions and embodies values and ideals of beauty."--President John F. Kennedy.

After he signed the bill on the National Foundation on the Arts and the

Humanities, President Johnson said, "Our states and municipalities, our schools,

and our great foundations must join forces with us. It is in the neighborhoods

of each community that a nation's art is born. In countless American towns,

there live thousands and thousands of obscure and unknown talents, and what

this bill.5n the National Foundation on the Arts and the Humanitiesq really

does is to bring active support to this national asset. The arts and humani-

ties belong to the people, for it is the people who create them."

Mr. Johnson ended by saying, "We in America have not always been kind to

the artists and to the scholars. Somehow the scientists always seem to get the

penthouse, while the arts and the humanities get the basement." (Incidentally,

in signing the act, Time Magazine observed, "President Johnson took steps to

move the artists and the scholars of America upstairs.")

I would like to say, as a preface to this program, that whether we ascend

on foot or by elevator, really depends on us here, and on all of us in America

who work for the arts.

It is a pleasure now to present the first speaker on our panel at what we

consider probably the most important conference on the arts that we have had

in this region.

Mr. Grove

IT STRIKES me that there is something of historical moment in the discussions

here that is in danger of passing by unnoticed. The conversations are full of

references to Title this and Title that, which is federal support, and our con-

ference is an arts gathering. This is the first time that federal support of

the arts could be referred to in such a natural manner and so matter-of-factly.

Just a short time ago the Office of Education was a kind of obscure, som-

nolent, fact-gathering agency. In this fiscal year it has a total appropria-

tion of $3,901,348,455. Of course, only a small percentage of the amount is

69



going into the arts and humanities, but the figure will tell you something.

Sums of money like that tend to command attention.

This fairly recent legislation is now complicated enough to require a

chart of explanation and description. It is called "The 1967 Report on Feder-

al Money in Recent Legislation for Education," and is free for the asking. We

got out a booklet a while back that was called "Federal Legislation Administered

by the U. S. Office of Education Which May Provide Support for the Arts and Hu-

manities." Its sequel was called "Selected Federal Programs Which May Provide

Support for Museums and Related Organizations, including Art Centers." The list-

ings are under the headings of Construction, Programs, Instruction, Administra-

tion, Teacher-Training, Student Assistance, Research. The listing portrays the

essential nature of the entire undertaking; that is, it is a package made up of

distinct pieces of legislation, written with fairly distinct purposes and views.

I shall be able to mention only a few of them.

I work for the Office of Education unit called the Arts and Humanities Pro-

gram, which is the only one concentrating on education in these fields. We ad-

minister a program of educational research under the terms of Title IV of the

Elementary and Secondary Education Act. And we also try to act as your repre-

sentatives there. If we don't have the answers we try to find them for you.

my message to you may sound rather dismal, because it is that it is your

duty to learn about these laws and what they can do. We will try to help you,

but close knowledge on your part of a lot of fairly indigestible legislation

is now an essential part of the equipment of anyone in arts education, arts

management, and institutions of the arts. That is the way it is.

The largest and most significant of the legislation concerning you is the

Elementary and Secondary Education Act. Title I is the largest of all the

pieces of that law; it is educational programs for the disadvantaged. And the

matter of the arts in the education for the disadvantaged seems to me among

the most serious of the problems confronting us. Most of us have a feeling

that the arts have a tremendously important role to play here, but it is very

hard to lay our hand on objective data to convince hostile critics that this

is true. In December of 1966 we sponsored a conference in Gaithersburg, Mary-

land, which was on the role of the arts among the educationally disadvantaged.

A report on this conference will be published by the government printing office

and will become available soon. It will automatically be sent to the state

arts councils, universities, et cetera. You will be hearing about this publi-

cation; I think it is the most significant document to date.

Title II is mentioned here as library resources.

Title III is the PACE program, Project Advance Creativity in Education,

supplementary centers and services. The appropriation for this went from $75

million in FY 1966 to $135 million in FY 1967. For FY 1968, $515 million is

authorized; but that is authorization, not appropriation, and there is a dif-

ference--you learn that in Washington, rapidly. For Title III, local educa-

tion, local agencies or common interests of them are the only eligible appli-

cants.

How does this come about? How the organizations of the arts and institu-

tions work through Title III is best exemplified by the examples you are hear-

ing about in this meeting. Suffice it to say that the intent of the law, ob-

viously, is to get the entire community involved in educational planning--
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something again unparalleled.

Title IV is educational research. We will send you a list of the one hun-

dred or so projects that we are involved in at the present time if you write

to: Arts and Humanities Program, U. S. Office of Education, Washington, D. C.

20202.

I will mention two other little pieces of legislation which was signif-

icant but underfunded--each one has $500,000: Sections 12 and 13 of the Na-

tional Foundation on the Arts and Humanities Act. Section 12 makes materials

and equipment available. The amount of money is small--the state of Delaware

got $724 to improve the education of the arts and humanities, and the Virgin

Islands got $11. But it is a start. Section 13 is for training institutes;

and since the money pays for the whole thing including stipends for the par-

ticipants, fhe sum allotted buys about twelve or thirteen institutes a year.

At the end of this discussion I will try to answer any questions about

the federal programs touching on arts and humanities.

Miss Ussery

I AM glad to be here to tell you about our Cultural Enrichment Project. East-

man is the county seat of Dodge County, one of the five counties involved with

our Cultural Enrichment Project, which covers thirty schools in the five-county

area.

In giving you an overview of how the project got started let me start

with a quote from a classroom textbook that I thought would be appropriate:

"There are untold wonders in every community, in every field, in every park

or yard, in fact everywhere. Everyone looks at the world and its surroundings,

but how much is actually seen, understood, or appreciated?" I think this is

food for thought for all of us, and it goes into everything that we have dis-

cussed and heard in the conference.

In many schools in this country, the opportunity for children to express

themselves through visual means in ample degree is not a reality. The expo-

sure is not present, and instruction and guidance in the fine arts areas are

not available. In these schools where a fine arts curriculum is offered, ei-

ther as separate subjects or as an integral part of the planned program (as

on the elementary level) there has been in the past five to ten years a great

increase in the participation of students in the classroom, wanting (and de-

manding, if you will) more of this type of exposure in all of the arts fields.

The dawn of awareness to cultural measurement has reached many; but in order

to continue to produce, to project, and to nurture these enrichments, help

must come from somewhere. On the local level, and sometimes on the state lev-

el, a program of cultural enrichment cannot be done without federal aid.

The Elementary and Secondary Education Act of 1965, which we've all heard

about and which we are, in most cases, unfamiliar with in detail concerning

each specific Title, is a reality. Title III is what I have been connected

with. It is concerned with programs to advance creativity in education. It

is a commitment by the federal government for the improvement of elementary

and secondary education throughout the nation by helping local school districts
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enrich their school curricula through the establishment of supplementary cen-

ters and services which will foster and bring to fruition sound learning ex-

periences and opportunities.

As prescribed in its aims and in the PACE program, information about which

the department sends out from Washington, these three things are outlined:

1) supplementing existing services, 2) providing better services than are cur-

rently available, and 3) developing exemplary school programs.

In each case, in various communities, each project or program will be

geared to the specific needs of the school systems, and the community or broad

area. Many projects which are in operation now are quite inclusive and exten-

sive, while others are small and are new. Many Title III operational grants

provide language laboratories, local arts and crafts, supplementary library

materials, and teachers' services.

After the passage of ESEA 1965, the superintendent of the Dodge County

Board of Education contacted the superintendents of several surrounding coun-

ties to ascertain the degree of interest in formulating ideas for one or more

programs that might possibly be financed through Title III. Superintendents

of five counties responded, and came up with the idea of working together.

They formed themselves into an informal cooperative group for the purpose of

discussion, study, and decision-making--and action to implement their decisions.

Common needs were discussed, and final realization was an area of fine arts,

where they agreed the greatest need existed. The superintendents set them-

selves up as a cooperative association, functioning in the same capacity as a

local board of education, to administer the schools' problems and needs.

Specific activities on the running of the operational grant began in Sep-

tember of 1966, and this is when I came on the job as art supervisor; There

is also a music supervisor.

Our purpose in the Cultural Enrichment Project would be to extend the edu-

cational as well as the entertainment aspect into the community, whereby an

interplay of learning experience and sharing would take place between students,

adults, and everyone. In setting up a program of this nature, a positive goal

had to be kept in mind. Through fine arts education if carried out by special-

ists and classroom teachers willing to learn and project this field, an accel-

eration of awareness to all cultural endeavors can be expected.

When I prepared this little speech, we were still in anticipation of hear-

ing about our grant, and we are still in anticipation of hearing definitely;

but yesterday, one of my colleagues got the word that our grant was put in the

"hold" category. So we are still waiting.

Grants of this type are set up on either a single-year or a multi-year

basis. Ours happens to fall into the multi-year basis, where we wrote up in

detail the first year, and then projected the second and third years.

The programs are expected to include the following: a beginning program

in art and music from kindergarten through the twelfth grade (the thirty schools

in our five-county area are largely rural, and within that entire area there is

one art teacher in the high school level, and she teaches other subjects; so

there is a great need here); the formulation of a curriculum that is flexible

in all units that are taught; the placement of art and music teachers and super-

visors throughout the five counties in all levels of learning; and the placement
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of equipment and materials in each school involved. A materials center was

also proposed, to house offices of various personnel as well as materials and

supplies in bulk--reproductions, instruments, reference books, audio-visual

aids. It would be operated very much like a lending library, where each item

could be dispersed out to the various areas.

The program included traveling exhibitions, both national and local; and

music consultants and artists who would come into the schools, and possibly

give programs in the community. It was proposed that a Saturday program be

involved during the second-year phase, with participation by adults and stu-

dents who are interested beyond what would be available in the schools. Qual-

ity in-service training and workshops are included in this project. We hope

that this type of thing would be carried through The possibility of utiliz-

ing television is anothe2 aspect that we thought of.

It is the hope that wherever these types of programs are given a start

by the government further development and growth of project would be carried

on within the state and within the local areas.

Let me say in closing that we,

county area, think our project is a

to others in another area, the same

in Eastman, Dodge County, and the five-

very new direction in the arts, although

type thing would be very old.

Miss Williams

IT IS encouraging to hear that people

of the talk about art in education is

nored or overlooked today. I am very

the talk.

are talking about art. Even though most

critical, at least we are not being ig-

optimistic. Let's hope that we keep up

The public educator has two roles to perform: he perpetuates those cul-

tural values which his society expects and supports, and he stimulates for fu-

ture change--he is halfway between these.

Money has brought some rapid implementation of the aims and visions, of

the ideas and desires, which have been ripening for many years here in Georgia.

With the money we are now able to determine the validity of our beliefs. It

is our belief that students should work with mrterials and processes of the

visual arts and be exposed to the art works of past and present cultures, non-

Western as well as Western. It is gratifying to know that when federal money

has become available, some of our beliefs have been put into action. In the

Elementery and Secondary School Act under Title I, there are something like

seventy projects devoted to the visual arts. These projects provide materials,

personnel, and equipment. Some twenty or thirty other projects of a general

education nature have included art as part of the general education improve-

ment.

Title II is for library materials. It is our belief that library materi-

als with the visual arts have as their basic material reproductions of art

work, and bound books as supplementary material. Not all local librarians

have become aware of this concept, but we have become aware of it in some sec-

tions. As an example, $5,000 of Title II funds was spent by one school system

to provide reproductions of sculptures and paintings for the elementary and
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high schools, and a small amount of money was set aside for the purchase of

original works of art.

You have heard one example of a Title III project. It is perhaps one of

the most exciting, because here an attack on curricula proglems is being pro-

jected through the arts, in an area where there has been no prior participa-

tion or developing of prejudices and traditions.

The National Arts and Humanities Foundation, Section 12 provides $13,000

for Georgia. This is shared at the state department level between music edu-

cation and art education. The art education section provided $6,000 (to be

matched by local school systems) for the purchase of kilns and handtools for

the elementary schools.

State money can become available for consumable supplies as soon as we as

voters finance the Minimum Foundation program to its fullest. Three dollars

per student is set aside in that bill for consumable materials. This must be

financed.

There are programs within the school which we might call stretchers, or

stretching our imagination. We have Headstart for one level, where a large

amount of the time and the instruction and the experience is set aside for art.

At another level, we have our Governor's Honors Program, which establishes a

status for art equal to math and science in the instructional program. This

has done a great deal to help us implement some concepts about the directions

for art education at the secondary level. Humanities programs, at both the

high school and the elementary level, are providing an alliance which can es-

tablish a core of the arts. For a long time we have recognized the core of

studies in social studies. We have a chance with the emphasis on humanities

to learn more about the core that the arts can give in our studies.

In this "togetherness" we are rediscovering the distinctiveness of each

of the arts and also their usefulness with cross-system services. All four of

these programs initially sought to have art personnel available to the teach-

ers. This was one of the prime priorities. Only two of these projects could

find personnel for them. If any of you are interested, please investigate.

These programs, because of system lines or the multi-system programs, are test-

ing our belief that the arts can alleviate curricula problems.

In the area of iastruction our trend has been to emphasize the labo:atory

nature of art but also to include that concurrently with the laboratory experi-

ences we should become acquainted with the art works of other people. Our li-

brary materials resources have given us the reproductions which have been nec-

essary. We are, of course, looking to the Georgia Arts Commission to help ex-

pand our contact with original works of art, so that the school can become a

home for the arts and students can be exposed to original works in an informal

and personal way.

Our methods of instructions are being changed. We have crossed grade lev-

els. This implements our belief that the act of working with art is a personal

and individual one, and that we gain from learning along with people of differ-

ent ages. It also provides more opportunities for more students to schedule an

art course. More care is being exerted in adjusting techniques, materials, and

processes to the experience level of students in the elementary school. We are

trying to provide adult guidance among both two-dimensional and three-dimension-

al aspects of the visual arts. I am reminded that some years ago, as I was
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actively engaged in working with a certain high school class, an eighth-grade

boy after the first six-weeks grading period said, "Miss Williams, when are

we going to have art?" This kind of shook me. I asked him what he had been

doing and what he had been making. He said he had done some woodcarving, and

three or four pieces from clay, and he had worked on a Scout costume, using

both the loom and the sewing machine. I was somewhat at a loss then to find

out what was troubling him, but finally he said, Vhen are we going to paint?"

and I knew what the trouble was. This incident has increased my endeavors to

help us understand that art can happen with any material at any time.

Accreditation and standards are helping to improve art at the elementary

school level. A school jeopardizes its accreditation if it cannot show def-

inite progress toward improving the art instruction and the art facility.

Art has been an integral part of the Georgia curriculum for the elemen-

tary school since the first Minimum Foundation, and by Georgia law and state

board policy it is on a par with math and science, although we have not always

been able to implement this. Next year, with the application of the State De-

partment of Education standards, a standard high school, which is the lowest

grade of high school, will have to offer art for each of its years: that is,

if it is a three-year high school, art must be offered in the course of study

for each of those years. I don't know where we will get personnel.

Three boards of education in this state use school funds directly to sup-

port and maintain local art museums. The museums are an integral part of the

school system.

Have you observed the improvement in our books, both library and text-

books? There is a better choice in the selection of art works--an acceptable

choice. The technology of printing has made the reproductions of art works a

much higher quality. The technique of graphic illustration is much more es-

thetic.

Have you seen some new school buildings where we are not enclosed in cu-

bicles or boxes, but where we have movable walls, and carpeting, and various

textures in the walls, and art galleries? Visit some of these.

All of these are only a few of the things that are happening. Our new

directions are evolving because of the ideas that will be fermenting from

these activities. Perhaps the most encouraging of all that is happening is

the training and preparation of rec eational leaders in the art departments

of our institutions of higher learning. Is it possible that we will see an

end to the era of ceramic molds and get out your liquid slip and pour?

Mr. Lawhorn

WE HEAR much today about the cultural explosion. Attendance at museums and

concerts is testimony to the rapidly leveloping interest in arts. We read that

the writer and performer hold new positions of respect in our society. The

crafts are developing new standards. Good books, and recordings of good music

are being consumed in ever-increasing quantities. Interest in the reproduc-

tions of the great art of all ages has reached an all-time high. Yet, there is

an underlying element that speaks to us in a small voice, warning us of over-
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optimism.

There was a time early in our history when families of great wealth were
the chief patrons of the arts. Today middle-income educated families are now
able to attend cultural activities, and are swelling the audiences in every
phase of the arts. But is this sudden upsurge of interest caused by an abid-
ing love of the arts, or is it the dictate of tradition that says, Ve are now
men and women of status--members of the new rich, and it is befitting that peo-
ple of our class attend the cultural events of our time." Tradition is a pow-
erful force, powerful enough to fill the concert halls and museums; but after
filling the halls, it is not powerful enough to shoo away boredom and keep us
awake. What we have acquired, then, is a veneer, rather than an ingrained love
of the arts; and when this veneer is subjected to a glaring light we realize
the sad situation we are in.

The wealthiest society the world has ever known has very few artists, how-
ever skilled or hard working, capable of making a living by the practice of the
arts alone. There is a great need for balance between the scientific, philo-
sophical, and artistic aspects of our daily life. Neither is complete without
the otl-er two. Yet the major weakness of our society is the distortion and de-
struction of this balance. Men need to believe, to know, to feel, to have
ideas and be able to summarize their perceptions. Esthetic experiences help
fulfill the need for beauty and spiritual expression, and esthetic experience
is an integral part of education. It is far more than helping children and
adults enjoy the arts as an added thrill to life. An esthetic experience is
education. One of the greatest things that have happened in the arts recently
is that we are now able to provide cultural experiences for many more people
through traveling theater groups, mobile art collections, visiting orchestras.
We must, however, go further. Mere importation of art into a community is not
the same as cultivating the fertile soil of that community and producing a
bumper crop. Visiting orchestras, opera companies, or great works of art have
lasting impressions on those in the audience who themselves are actively in-
volved in the arts, but we must also nourish our own composers, writers, play-
wrights, choreographers, vinters, dancers, and actors. Only in this way will
the arts be a living thing.

I maintain that we have not had a cultural explosion, but have witnessed
a cultural bang. I further maintain that an explosion is not desirable; rath-
er let there be an eruption, a volcanic eruption. Wt must build a cultural
volcano, beginning with seething activity down in the elementary grades, boil-
ing up through the layers of the secondary grades, the colleges, the amateurs,
forming a gigantic eruption that will spew out the professional painters, ac-
tors, musicians, dancers, and the thousands that will form the audiences of
tomorrow.

To create a cultural volcano, persons in all phases of the arts must
learr to work together to present a united front. Wt have had internal bick-
ering in our profession too long. We need to work with our hearts as well as
with our heads. The word "art" is a most important part of the word "heart."
It is high time we presented a truly united front to be more effective in the
work that must be done.

Musi_ educators are becoming increasingly aware that total education is
the key to a vibrant profession. We now face the fact that the years and the
months an artist spends to create a thing of beauty or to reach a standard of
excellence deserve a knowledgeable and receptive audience. In Georgia the
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trend is to provide a systematic training in music for every child in every

grade level. Wt realize that every child will not be a performer, but we be-

lieve that there is in each child a capacity to benefit from exposure to mu-

sic. In support of this idea the State Department of Education is conducting

a project in six counties throughout the state, experimenting with the new

approach of teaching public school music. The project involved music special-

ists, classroom teachers, and approximately nine thousand children. The first

six-month period convinced us that this program is feasible, that it has great

potential and should be expanded. Twelve concerts by the Savannah Symphony

have been sponsored by the State Department of Education in six rural communi-

ties this year. State music festivals, clinics, the Governor's Honors Program,

summer workshops for high school students have effected a tremendous growth in

the number and caliber of performing organizations throughout the state. Over

seventy-two school systems have made music an integral part of their proposals

to the federal government, spending between two and three million dollars in

the area of music.

There has been a corresponding growth in the related arts. However, we

are only scratching the surface. When taken as a whole, the product we who

head up the arts are delivering is an inferior one. Administrators who refuse

to redo the school curriculum to create a favorable climate for the arts have

already demonstrated that they no longer can be looked to for support in this

area. Nor can we continue to use their blindness as an excuse for our failure

in our responsibility to the children. Wt must, however, recognize the fact

that more than the administrative machinery is defective. Vt must take a

searching look at ourselves. No more evidence is needed to inform us that the

division created by persons in the arts concerning themselves only with their

own particular situation has caused the arts to be pushed into the educational

background in practically every instance. Memories of my first school music

lessons are memories of music in the furnace room. Thirty years later music

is still in the furnace room6the cafeterias, the hallways. The other arts

share the same, or endure a worse, fate.

The question then that we are dealing with here is: "Are we going to

raise another generation that will keep the arts a stepchild in the wealthiest

society the world has ever known?"

Dr. Burroughs

I WOULD like to say to Miss Williams that I can top her story about the seventh-

grader wanting to get into art. At Spelman, we try not to put freshmen students

into our productions, unless the person is exceptional. A certain eighteen-

year-old freshman wanted to work in the theater, and so we put him backstage

where he painted, sawed, hammered, worked on lights, made scenery. One day, he

said, "Gee, when am I finally going to get into the theater?" I said, ',What do

you mean?" ',When am I going to get on the stage and act?" So, if the young

man wanted to get into artpainting; this young man wanted to get into the the-

ater--acting.

I am going to be different from the rest of the panelists. I have a bone

to pick, and as a representative of the Georgia Theatre Conference I think it

is a worthy bone. I tuink I can best bring my point into focus by telling you

something that Dr. Smith, head of the music department at Spelman College, said
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during a recent panel presentation held there on the training of students :411

the arts. I spoke on the training of drama students. Dr. Smith said that de-

spite the fact that music classes were held in the basement, in the boiler

room, in the hall, the music students in the elementary schools could be ex-

pected to learn some music, because the music teacher is a person trained in

music. And this is the truth. It is not the physics teacher who is teaching

music; it is not the baseball coach who is teaching music. It is the music

teacher teaching music. On the contrary, I must assume that the student who

comes to me in college has no background whatsoever in theater. Why is that

so? I think I can tell you from my experience why that is so.

When I first came to Spelman I was invited to what we called the Georgia

Drama Conference to be an adjudicator (I like word "judge" much better). I had

to adjudicate eight plays in one day. I am sure now that it was not because I

was new and fresh and just out of graduate school that I thought so, but the

plays were abominable, with no exception. However, I had to give each some rat-

ing, and the officials were a little upset because I did not give an excellent--

somebody had to go back with an "excellent" rating. So I excused myself by say-

ing that this was because I was new out of school and was being hypercritical,

and I would wait and see if I was invited back the next year.

The next year I was invited back and that same list of abominable plays

came up. So I decided in my naive way to do something about the situation. I

sent out about seventy-five letters to the various high schools in the nearby

districts, asking them to come to Spelman for a conference, to talk about this

business of drama. They were asked to bring students, and we planned to put

on a couple of plays for them, and then have the directors talk to them. Twen-

ty-seven teachers appeared with about two hundred students, and we had our con-

ference and put on our plays. What was revealing about the twenty-seven teach-

ers who were teaching drama, or let's say coaching theater, in their respective

high schools, is the fact that not a single one of them had majored in drama in

undergraduate school, and not one of them had anything like a drama education.

This is the truth. Twenty-seven drama directors coaching theater in high school,

coming to a drama theater conference, with no preparation in theaters

What was I to do about this? I started what was called the Annual Drama

Clinic. We met in December, at which time the guests were students, and the

directors were guests of the college to see our annual performance of whatever

it was during the first week of December, and then we brought them back in the

spring, at which time we gave them lessons in directing, in scene-painting, in

lighting, and in designing. But the problem exists that whether or not we do

this with them, it is no more than a token gesture, for we could never in two

hours during the course of a year bring these people up to any type of level

where they could do effective work in their respective high schools.

I am no revolutionist; I am not a soap-boxer; I don't know what to do a-

bout this whole business. I said, "What can I do?"

Finally in 1966 the Georgia Theatre Conference was organized. One of the

prime objectives of the Georgia Theatre Conference--and I think that is why I

am here to speak for it--is to see what can be done in the Georgia educational

system about the people who teach drama. If the music teacher can be certified

and teach music, if the English teacher can be certified and teach English, if

the physics teacher can be certified and teach physics, if the football coach

can be certified and get all sorts of uniforms to cnange after every quarter,

then the drama teacher should be certified. If drama is going to assume its
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place in our cultural explosion and if the students are going to be properly

prepared from high school on through college, the teacher who teaches drama

and who coaches the plays must have some fundamental knowledge of what goes

on in order to make those plays theater.

Mr. Vigtel

WE AT the High Museum are facing the happy prospect of vastly expanding our fa-

cilities within the Atlanta Memorial Cultural Center, which is currently under

construction and which we expect to be finished in the fall of 1968. Within

this expanded facility of ours, we expect to establish a department which we

believe will be of the utmost importance not only to ourselves in making our

work in reaching the community more effective but also in supporting the teach-

ers and the school systems in teaching art throughout the area--not only in our

own area but beyond. We are planning to establish a junior gallery, which will

not be separated from the institution but will be an integral part of the Mu-

seum. It will be a department, you might say, where we introduce the children

to the art which is seen throughout the Museum. We teach them to see, to un-

derstand some of the elements for the visual and spiritual which have gone in-

to visual expression.

We do not plan to use this facility at all to train artists, because

there are art schools, and other institutions which can carry this out. Our

job here is literally to sharpen the visual awareness in the young people--

people incidentally that we hope to see again as they grow up and become our

patrons and in turn bring their own children to the institution.

We have been extremely fortunate in having, you might say, a period of

trial before the significant moment when we open the junior gallery. We have

had the opportunity to try our various theories by working with a group of

volunteers acting as docents, literally as teachers, in bringing in children

from the schools, in going to the schools, in having children talking in the

schools, and directly exposing them to the sort of thing that we deal with.

I would like to tell you how all this came about.

Some four years ago, the Junior League of Atlanta began a program, in col-

laboration with the Museum, of bringing school children en masse to the Museum.

By en masse, I mean they were brought in groups of say thirty at a time, each

with their two docents, who were taking the children through the Museum on an

organized, scheduled basis. They came all day long, they were met in a sys-

tematic fashion, and they were, at least for a brief moment in the school year,

introduced to some of the wonders of visual expression. The first experience

we had in this fashion was when "Iiihistler's Mother" came here from the louvre.

We went on from there and had an extremely important experience with an

exhibition which was organized by us together with the Junior League called

Growing in Our Painting. It was a demonstration literally of paint: how the

artist uses this medium, what he expresses both physically and emotionally by

means of it. We brought the children back again for other exhibitions. One

important show e had was of modern American art, and later we had an exhibi-

tion of some of the highlights in the Museum's collection. Then in the spring

of 1966 we had a very important exhibition of contemporary ceramics, extracted

from all over the United States. In connection with this exhibition, we even
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had set up on the first floor of the Museum a pottery shop where we had profes-

sional potters working during the children's visit, showing how the pot is made,

what it is made with, how the potter controls it on the wheel. The children

saw all this before they were taken upstairs to see the more or less amazing

shapes of the ceramics exhibition.

A major change occurred in our life in the Museum after this, because we

were enormously encouraged; we had been able over these four years to take

through in organized fashion with trained docents no less than precisely a hun-

dred thousand children.

Last summer we began construction, and the Museum was faced with the hap-

py dilemma of solving some of the practical problems arising from the construc-

tion project. We found, as a compromise with the builders, that the best thing

to do would be to close the Museum during the daytime and open it to the pub-

lic at night, at least during the week. Our weekend hours remained unchanged.

However, it did affect very drastically our relationship with the schools in

bringing the children to the Museum during the daytime--it simply could not be

done; so, obviously, the only solution was to go to the children.

We devised several programs, currently being carried out, which try to

bring to the children the same sort of experience we had previously given them

in the Museum. We did not bring many originals, although each docent, when

she comes to the classroom, brings with her portfolio prints, and will give,

for instance, explanations, demonstrations of the various print processes such

as silk screen, photography, eeching. Believe me, we do not do this in order

to teach the print types, because you don't do this in a course of forty-five

easy minutes. Rather, we were trying to do the sort of thing that Miss Wil-

liams spoke about a little earlier. We wanted to show young people that art

is really made by human beings, not through some mysterious process of some

machine; it is done with certain materials which are transformed through the

skill, through the genius of the artist. Here these trained docents were able

to use some of the more complex printing processes in demonstrating to the

children this very fact.

We had another kind of visit to the classrooms--the slide lecture, which

proved to be of enormous help. We would use slides of major pieces in the

Museum's collection, and the Junior League docents would talk about, you might

say, form meaning in art, what an artist tries to convey, how the message can

reach the individual if the individual is informed, is sensitized, you might

say, to the message emanating from the work of art.

During the past year our Junior League docents visited no less than 147

schools in the Atlanta area and spoke to something like five thousand or more

children. As a result, we as well as the League became convinced that we have

a very important role to play in support of the school system in its effort to

better its teaching methods in reaching the children through the language of

art. We worked out figures, we worked out areas and spaces within the new Cen-

ter, and we believe we have licked the problem, at least to the point of estab-

lishing a physical facility which will serve as the child's introduction to the

visual arts. Why do we do this? It is really in order to give the child a

chance to see for himself what it is about. I think it is very much in line

with the sort of thing which Mr. Lawhorn spoke about and pleaded for very elo-

quently a while ago.

As a second phase in our effort to establish the junior gallery, our
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members' guild, which has a junior committee, devised a program among them-
selves, in cooperation with the staff, a trial program for this gallery. They

call it Adventures in Looking, and it brings a child in direct contact with

works of art, with methods--not so much in creating as in getting to feel the

medium, getting the feel of what the medium can do as a manipulator. It is a

method whereby we try to make the child see through practical experience, where

we do not try to create an artist. This program, Adventures in Looking, is

operated on a weekly basis and is directed to our various age groups from three

years up to mid-teens. You will be amazed to know that when these children

meet with the docents, we have a general ratio of five children per instructor,

which may seem like an enormous frivolity, like a great luxury; and yet it is

a necessary luxury when we consider fhat in our own community, with something

like 140,000 students in the public schools, there are no more than seventy

teachers fu the visual arts--a ratio of something like one teacher to 1700 or

more children. Not much can be accomplished under conditions like this.
Therefore we felt that it was of vast importance that we try out the method

of having not 1700, but five, individuals per instructor--again not so much

to go through an experience of teaching, but to go through an experience of

learning, where the child himself is exposed to these things in a concentrated

fashion for the brief time that he can be there.

With the Center, with the junior gallery, we hope, of course, to reach far

beyond our own community, and out into the state, possibly beyond, because we

feel that we have a facility which can truly serve the entire Southeast--with

advice and with direct services.

If you ask why do we do this, I think the answer is simple. We aim for

a time when the arts--the visual arts and the performing arts--are indeed a

natural part of the curriculum of the public schools, when the arts are taken

as much for granted as reading and writing, and when we will be living in a

community where we would no more tolerate visual ignorance than we would tol-

erate illiteracy. We are aiming at a community which can indeed control its

own visual surroundings, where we will be able, in our own man-made environ-

ments, to decide how we are going to express ourselves, and where we can

force these elements--our surroundings, our environments--to serve us best.

mr. Wachowiak

I THINK we need a little visual stimulation, and so I am going to try some-

thing here. I go to a lot of art meetings all over the country, and we talk

and we talk and we talk, but we never show what the children do, or the stu-

dents do. These were done by children in Athens. jhows children's work:7

I want to talk to you about some of my experiences here, and all over
the United States, and in Japan; but mainly, I want to talk to you, in essence,

about this thing that we call the "new directions for the arts." Instructions

to this panel were to be "frank and unequivocal" in considering our topic. Of

course I am always Frank, and I have tried always to be unequivocal and honest.

I enjoy working with children, with children of all ages--in the junior high

school, in the college. And one thing that has been my goal and my belief for

the last ten, twenty, years is that we have not even begun to tap the potential

that is creativity, that is art, in children and in adolescents. Another be-

lief has been that we must strive for the qualitative rather than the quantita-
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tive. This is a direction we must be on.

The words "new and improved" are found on many packages in stores today,

from something to feed chickens to something to whiten your teeth. But what

do you mean by "new and improved"? The phrase must mean something. What have

we been doing in art education for the last twenty years, the last thirty years?

I know that there are in this audience men and women who began years ago trying

to show that art can be meaningful in the lives of children--but only if it is

taught with purpose, with conviction, with intent, with a commitment. And such

words as "dedication" and "commitment" seem to be out of place today. I spoke

to a student of mine (a graduate student) about teaching in a college, and he

said, "You don't use those terms any more, man; the term now, man, is 'be cool."

Well, I can't "be cool" (perhaps it's too late for me), and I can't agree that

art is anything you can get away with--I will never agree to it. To me art goes

deeper that that. The art of the man of the centuries, through the centuries,

has an integrity and a meaning, not only for its own age, but for our age; and

we must be able to say that about art today, as well as about the great art of

the past. It must have a meaning. When it loses this meaning, then we'd better

watch out.

When children know that you are concerned, when they know that you are

honest, when they know that you believe in them, when they know that you have

respect for what they do, when they know that you have some creative integrity,

some background in the arts, when they respect you, they do wonders, and this

happens when they are in the fifth grade or the eighth grade or the high school.

But children know, and adolescents know, when you are meeting them only halfway,

when you are cool, when you don't care.

Recently I read a newspaper article that mentioned that our schools are

open now more than they have ever been before, that we are utilizing them--but

what about the schools that are closed up at three-thirty or four o'clock, and

the teachers are shoved out of the building along with the students? As an art

teacher I remember some years ago I didn't want to be shoved out. There were

things to do after three-thirty, and things to do in the evening. Art teachers

don't have papers to correct as others do, but you have the equivalent: you

ought to look at the work, you ought to see what is happening. I visited an

art class some time ago (not here) where the teacher had twenty minutes left

at the end of the period, and she didn't know what to do with that time. She

didn't know enough to talk about the children's work, to have an evaluation, to

talk about art, to have some artifacts at hand that might be discussed, to look

at nature--all these are things we can do. These things didn't happen over

night, they happened over a period of time, and the children became involved

in them until they reached the point that they didn't want to stop, and chil-

dren are like that--when they become involved in something, they go on and on

and on, and you can't pull them away, they run to the art class, they want to

do it, and this happens in everything.

What about your teacher of the year in music, from Owatonna, Minnesota?

Everybody loves him, all the students, and classes in which he had thirty stu-

dents the first year, now have three, four, five hundred wanting to get in.

Why?--"because he makes us work." Why?--"because he has this feeling about

us." He says to his students, "I don't want to burp you or baby-sit with you,

and I want you to be committed to music, and if you are not committed to it by

the time you get out, something is wrong with me." This is the truth. We need

more dedicated teachers. We need more teachers who can see that you can work

with things. Money will help us in some sense, but we must begin with the
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teachers.

What is the direction we must go? The direction is qualitative. What is

it that we need? We need qualitative teachers, teachers who in their college

classes get the best teachers, get the best learning, go through a process

where they know about themselves, know about art, know about art history, and

can become, in a sense, growing artists. This can even happen in a class of

classroom teachers. I have seen it happen over and over and over again, that

these teachers can be caught up in art and they can go on. I said in the in-

troduction to a book I wrote that I dedicated the book to the children--"chil-

dren everywhere who make the teaching of art a continuous adventure." This is

true, but they need time. In Japan two hours a week are required for art

classes for grades one through nine. Who asked that this amount of time be

required? Who told the Japanese that? An American commission. What American

commission has ever told us that we should have art two hours a week in our

schools? No one. We should have it, we can have it, but when we have it, we

must have the best teachers who can do something, who can make the children

come alive in these classes.

We do have a lot of criticism, it's true. The college teachers ctiticize

the high school teachers, the high school teachers criticize the junior high

teachers, the junior high teachers criticize the elementary classrooms. We

must begin somewhere. I say, if there is a direction, we must begin with the

classroom teachers. What can we do there? I think we can do something. I

think we can send classroom teachers into classrooms with a vision, with some

competence, with a love of art. They must start, but you must do it in the

classroom.

Japanese students in Kyoto asked me about coming to study in America, and

I say, "yes, some of you will study in America, some of you will get scholar-

ships, but ninety-nine per cent of you will stay here in Kyoto, and Nara, and

Kamakura, in the little villages in Japan; that is where you began. I began

in Lakefield, Minnesota, and I am not ashamed to say that I began there, with

a group of students. But wherever you are, you must begin, and when you be-

gin, and do something that is exciting, this grows, and it influences the

neighboring community, and the neighboring community, and so on. And if we

are wise enough, we can share these things by bringing them together to our

universities, to our colleges, to our conferences."

I think I saw a little quality grow in Iowa in the ten or fifteen years

that we had the art conference there, as the people came year after year,

brought their high school work, their junior high school work, and shared their

ideas. I think this is important, but I think it is also important that we

know where we are going, that we know there are some fundamentals we must get

back to. I do not want to go into this today, but I think we must get back to

drawing, we must get back to composition, we must get back to teaching about

structure, and the language and the vocabulary of the arts.

These children /Whose work was displayej7 exploded in color, they explod-

ed in design, they went way beyond what you as a teacher can expect them to do

because they caught the joy of working with materials, they took them to the

farthest limitation they could, and tomorrow they will take them even further,

and in the years to come, even further. No, they won't all be artists. We

have thousands and thousands of artists now in New York and all around the

country; we certainly don't want millions of them--we would just have unhappy

people, because they can't sell that much. But we do want people who get
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involved with creativity, with doing art, so that they can appreciate the fine

things they are going to see in their museums, appreciate the things artists

do, develop their cities into places of beauty.

Dr. Hale

I FEEL like a Presbyterian at a Baptist foot-washing, or a non-nominee at the

recent Academy Awards. I really feel out of place, I guess, because I've been

here an hour and a half and have heard you say let's get people out doing things,

and I represent the sit-down, take-it-easy curse that's in our living rooms and

in our classrooms.

There is nothing in this country, really, like the up-coming battle. We

thought we had seen something in the continuing controversy between science and

religion; but when we run into art and technology, that's going to be the bat-

tle, and we know it, and yet there are too many people now trying to put them

together before they really have both developed.

A recent survey said there are twelve million regular viewers of educa-

tional television in this country. I am not here to promote educational tele-

vision; in fact, I could lose my job for what I am going to say. Ninety-six

per cent of the American homes have a television set, and we are fast moving

toward fifty per cent of the classrooms of this country with television sets.

That is a lot of sets; that is a lot of getting the message out there; and

let's face it, we can get out there, but with what? Frank Lloyd Wight called

it the chewing gum of the eyes, and many of us find ourselves gorged, and we

don't dare reach up, and take it out, and stick it under the chair. We don't

know how. It's really the opiate of the culturally lazy. It's the tool of

the marginal profit of publishers of educational clap-trap. I see as probably

the most damaging one event taking place in this country the piecing together

of publishers and technology. Even though Fortune Magazine heralded it as one

of those great moments, I think it will probably damn and doom American edu-

cation unless someone takes care.

I think it is possible that we could combine television and art, but there

are two or three things we'd have to realize. Exposure is not education. When

are we going to learn it? And the other thing is this: we could use television,

but we have to talk in terms of aspirations of the viewer and not inspirations.

You start where people are, and we aren't. I see only about one per cent of

what commercial television is doing that is really worthwhile. In educational

television I see about three per cent that is worthwhile. You see, we can't

throw a symphony orchestra at people who left their clarinets under the bed in

high school. It won't work. We have to start where they are, and this is what

television can do if we permit it to do it.

Television is a spectator sport, and you're saying let's have participat-

ing sport in art. I don't know how you are going to get the two together, but

I am saying now that I think this is important.

At my home I don't control it any more than you do, I guess. I wake up

at one-ten and cut off a box that has been blinking at me the last few minutes.

I sat down to watch it at nine. We sit there and snack ourselves to death,

eating frothy entertainment, and go back to the office the next day to make
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conversation with people who did the same. Visual radio--this is basically

what it is and we never did even understand what radio was. It's a token

phase in educational television because we don't have the money to do what we

think we ought to do.

There is some hope--television might become-something, but let's not get

it ahead of the game. Many people think that television has reached the same

point motion pictures have, and that we are out now at the color cinemascope

screen--we aren't. Television is in its infancy, and much yet is to be devel-

oped, and we don't know yet what, but we are hopeful. Just think of your tele-

vision set; think of the things you've been saying that it could become. It's

a mobile unit into the world, if we want to use it that way; it's an extension

of our eyes. But for a lot of us, it's an easy seat to lazy art; and, frankly,

even though I'm in television and I believe it has something to do, I don't

know if it has the same objectives that you have.

I wish I could say, "Let's get together." There are so many wonderful

things, but one of us would eat the other up, and you know what? We're way

ahead of you. Don't let it do it. There are some things we can do. There

should be some emphasis. In every living room and every classroom there is

a multi-sensory gadget which has a lot of potential.

DISCUSSION

Mts. Fisher: I don't mean to put Miss Williams on the spot, but I've been

wondering about the grading system in the arts. Is it really necessary that

we follow the same procedure in the arts in. our grading system that we do in

our other subjects?

Miss Williams: My personal belief is that I would be a very poor art teacher

if I had to depend on a grade. My personal experience has been that when we

have tried to do without grades in art the parents have demanded grades. I

have tried several experiments. The most successful was asking students what

they had to have as a grade, and then giving what they told me. This made for
-

a very happy relationship.
The most educational experiment has been one where in high school we

worked out a self-evaluation system with the students and came to agreement

as to what we would censider as parts of the grade. Some of this had to do

with how much they had learned from whatever they had done, and where they

would rank their product (if there was a product). After the first grading

period, I found that when I put down the grade a student had given himself I

had to prove to him that I meant it. I also found that about a third of the

people overgraded themselves according to what I thought, and a third of them

undergraded, and the second go-round it reversed on individuals--those who had

overgraded themselves on the first period undergraded themselves on the second

period. So by the end of the yeaT we were in agreement. I think essentially

we wish we didn't have to have grades, and we wish the parents would not ask

for them.

Mts.- Fisher: Is this true in music too? I didn't mean just the visual arts.

Mr. Lawhorn: Yes, this is true in music. I have had the same thing to happen.

I have asked students what they thought they deserved, and it wrked in a situ-
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ation where the students irld the parents, I think, had become so grade-oriented

that I found they do better if you grade them. However, since I always hesi-

tate to give bad grades we find this works out pretty well.

Question: Mr. Grave mentioned that those of us involved in the arts had best

become familiar with the various Titles. We have in a remote section of Geor-

gia a very interesting project encompassing all of the arts that is outside of

the school system; it is really doing quite an interesting job, and yet, through

the school system it cannot achieve any monies. Is there any kind of "title"

we can confer upon this type of project?

Mr. Grave: Is this a program of an arts organization or something like that?

Same speaker: It's an arts program, performing arts and visual arts, basical-

ly for children, but outside of the public school system, although it will co-

operate with the school system.

Mr. Grave: In most of these laws I was talking about, the applicants, the peo-

ple who are eligible, are the schools. If you are going to take advantage of

Title I or Title III, you have to work in cooperation with the school system.

Is this possible in this case?

Reply: I don't know. Let's ask the lady involved, Mrs. Mixson.

Mrs. Mixson: We work in cooperation with the school system, but they don't

give any money toward the program, and we don't have enough money to carry it

on as we would like. There has been some difficulty in getting the superin-

tendent of the county and the city schools involved. They say they have no

money to write this project up, and we offered to write it up, but we still

get involved with the indifference.

Mr. Grove: You just have to fight the fight. You have to convince the people

in the community that the arts have a place in education, and that what you

have to offer has merit. The laws, by their very nature, are creating new

groupings of people; the road has puddles in it, because this is an unfamiliar

situation. It is unfamiliar to the people in the arts who have never worked

with it; it is unfamiliar to the people in the schools who feel that they have

enough problems already without letting the arts people come in. But I think

this is a productofa novel situation.

Question,: I'd like to pursue this, because the same situation may exist else-

where. Is there any possible way from the top levels to say "This looks like

an interesting project--why don't we do it?"

Mr. Grove: You can't do that, because there are some things we can't do from

the federal level. If we start from the federal level saying this is what you

are going to do in that particular school, you rapidly get in trouble.

Question: I understand that. I'm not saying you must do it. We have the

same situation in the Army framework. Although we are a monolithic organiza-

tion perhaps, we still don't tell the subordinate organizations how to do--

we suggest in a nice way, and sometimes they do it and sometimes they don't.

I was wondering if that could happen here?

Mr. Grove: You may have noticed that even a very gentle suggestion from Wash-

ington in connection with the schools can meet with very passionate reaction.
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You are getting certain kinds of leadership from Washington; you have the Na-

tional Council on the Arts. There is just so much you can do from Washington.

Dr. Ballew: Then in essence we should work within the schools if we are going

to get Title I and Title III funds?

Mr. Grove: With Title I and Title III, you must, because that is the way the

law is written.

Question: Is there a possibility that the University of Georgia could sponsor

something longer than this type of symposium, so that people who are arts ori-

ented on the community level or who aspire to greater proficiency in the areas

they are interested in, could attend a summer conference which would include

creative writing, drama, directing, acting, painting, photography?

Dr. Ballew: I think that perhaps it could. I would like Dr. Hale to comment

on that, because certainly I think the Georgia Center would be involved.

Dr. Hale: We would like nothing better than to be able to do this. The

Southern Writers Workshop that has been held here has been a financial dis-

aster. But I think that if a program is diversified to bring in many people

from many phases of art, all you need to do is get some people together who

are serious about participating in designing such a conference and let us know.

We'll meet you on mutual grounds, and plan one. Then it becomes everybody's

responsibility to promote it. If someone wants to commission the Center's

staff to commission some professors to work with us to design such a thing,

let us know, and we will start to work.

Question: How do you go about such a commissioning?

DL. Hale: One citizen in the great sovereign state of Georgia has the right

to say why don't you do this, and if we think it is a good idea (especially if

you have something like a resolution) we can follow it up. This is a good idea.

Being a service function of the university, rather than research or instruc-

tion, the Center will wait to serve a request, rather than do any pushing.

Dr. Burroughs: The Georgia Theatre Conference is of course interested in all

the arts. Certainly it is interested in playwrights. But I don't know whether

it is within our realm to say that we support a writers' conference.

Question: I have in mind a total creative arts conference, an institute with

participation in all the various arts, where there would be some coordination

and working together at times, and separating at other times.

Dr. Burroughs: And the idea is, would the government subsidize it?

Question: No, would the University of Georgia sponsor such a thing, or where

would the money come from? Could it be done on a participating basis? How

could something like that be financed, and how could we start something so

that there would be a Georgia institute every summer as widely known as Bread-

loaf or Aspen?

Mr. Rhodes: I understand Dr. Hale to say that I or any other citizen in the

state interested in the arts, or other subjects, has the right to request that

the Georgia Center consider the possibility of having a conference or institute

program on the visual and the performing arts. If that is the case, then I
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would at this time request that we do whatever it takes to start this in motion.

I think it would be fine to have an institute of this type, especially in the

summer.

Dr. Hale: With this kind of right granted to citizens, there go some responsi-

bilities. I think we can take the commission just like this, and accept it as

a suggestion, something to pursue, and I'll make sure that the message gets to

the proper creative productive forces here at the Center, and bring in the Uni-

versity, which the Georgia Theatre Conference could endorse.

Mr. Rhodes: Must this be followed up with a letter or formal proposal?

Dr. Hale: A formal proposal from this assemblage would reinforce it a great

deal. Sometime or other we have to design a program. To design a program, you

start adding up the expenses of bringing this, this, this together; then you

divide by some mythical figure that says we believe we can get a hundred people

here, and it is going to cost them $50 for the week, or $250 for the week, what-

ever it is. Then we begin to promote, to round up the people who are really

interested, going on the assumption that there are people who would be interest-

ed in such a conference--not just from the standpoint of approving but also by

attending and getting others to attend. If school systems would aupport such

a conference as you want it would help.

Mr. Howard Thomas: Although there is no place on our program for a business

meeting, I suggest that we have one business session where we could possibly

pass a series of resolutions that we feel might be necessary to promote the

arts in Georgia.

Mr. Wylie Davis: That can be done at the end of this conference. Applause/

Question: This is directed to Dr. Hale. Earlier you talked about our being

new in television, and not aiming at the proper level. One of the worst clas-

ses I ever attended was one on television here at the University in the psychol-

ogy department. All of us felt that the whole course was taught at a level

somewhere below high school, and we found that just by attending it was very

easy to get a B in the course. This was a good example of underestimating the

ability of the audience. Do you not think it is a responsibility to ascertain

the level of the audience you are projecting your programs to and aim at their

level? I think that in all the arts, not just television alone, there has been

a problem in underestimating the people and their capabilities.

Dr. Hale: I made no reference, I hope, to instructional television, as such,

especially closed-circuit
teleision that is used in the guise of being econom-

ically sane on college campuses and violates all the principles we know about

learning. That's another clot of pollution. It can't be done, really, except

that universities find a way to put a man in a box. This is a sad use of the

instrument.
I think it is important to say, as we do here in educational television,

"Don't watch us out of habit. We like television by decision, selective tele-

viewing." I had a letter recently from a man in Savannah who had just discov-

ered us, and he wrote to say he cut us on at six o'clock and didn't leave us

the rest of the evening. If I hadn't been nice when I replied, I would simply

have said, "You are a nut." From six o'clock until eleven o'clock that night,

no one has that kind of taste. From American Management to the Green Thumb,

and from Red China to the symphony--he enjoyed it all? Selective televiewing

is really making an appointment to watch.
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If we have a good art show, make an appointment to watch it. For some-

thing like our Eastern Wisdom and Zen Buddhism, if fourteen people in Georgia

are watching it, that is good. They are just as important as the hundred

thousand who watch a replay of The Gladiators. We aim at all kinds of publics.

But you are right; what I've seen on closed-circuit, except one good anthropol-

ogy lecture at Purdue University, I wouldn't use at all.

Question: I have a general question directed to all panelists who might care

to comment. In my position I travel in twenty-six states in the arts, and it

has been ny experience that the people who are least interested in participat-

ing or attending occasions in the arts are teachers. I'd like to know why.

Winston-Salem is one example, where we have the two large industries of Rey-

nolds Tobacco and Hanes Corporation, whose top management makes it known to

their bright young executives and their wives that "we respect things cultural-

ly in Winston-Salem, and we ask you to participate, attend, and encourage."

Yet we do not get the support of the school system. I rarely ever see a school

superintendent or a teacher at any of our functions, and I am at a loss to know

why.

Answer: Statistics prove that teachers rate pretty high nationally, though

maybe not in Winston-Salem.

Another comment: We went to considerable expense recently bringing two Broad-

way actors to Spelman and Morehouse to put on a production of Macbeth. The

English department at Morehouse, with the exception of one person, never showed

up, and yet they had the effrontery two weeks after we had performed Macbeth to

bring in the Judith Anderson-Maurice Evans picture Macbeth, and then further

had the effrontery to tell us this is a cultural event, be sure to attend, and

it was signed by two gentlemen of the English department, who did not, by roll

call, show up at our production.

Another question: I mean this most respectfully, and I mean to remove it from

any personal level--what I'm wondering is, as a part of the total education

process in the arts, fron the state level down to the county superintendent to

the local secretaries, are the teachers being encouraged to participate and at-

tend cultural activities? I know teachers personally, and I talk with them,

and I know their personal problems--they've worked hard all day, they have a

lot of additional duties other than teaching, they have families to take care

of when they get home, and they are just too tired to cow- out in the evening

to participate in a lot of things. Others say that the salary is not adequate

versus other people in the community, that they don't have the money to sub-

scribe to everything, yet I feel quite often this is not a valid argument, be-

cause the prices are kept low in many instances.

I feel that unless the teachers come forth in attending the concerts and

the exhibits and participating in what we are trying to do, they are not set-

ting the example for the students or the rest of the community. It's like ask-

ing a minister to be perfect. I expect no one to be perfect, but I do think

teachers should show a greater interest in the cultural activities.

Miss Williams: I feel compelled to respond here, for I do not agree that your

statement is true. Let me give a personal example. Mrs. Fisher has recently

had an art exhibition in Atlanta. I get to Atlanta on weekends. This is the

time when I'm involved in doing my sculpture. So I have not seen Mrs. Fisher's

exhibition. This is a selection that I made.

Dr. Hale: As a former high school principal, I don't remember saying to the
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teachers,"Join the community concert. Make sure that when the traveling uni-

versity singers come be here"; but I do recall rounding up groups of teachers

to monitor the students at dances, ballgames, plays--if the students were as-

sembling somewhere, we had teachers there. I just didn't have the nerve to

say, "You ought to come to the concert tonight," because I had asked them for

about forty evenings already that year.

Gimestion: I do not mean to attack teachers by my question. This is just an

observation I have made, and I wondered if there was a particular reason.

Mr. Anderson: I would like to ask a question that could be a partial answer

here. It occurs to me that persons whose profession is the arts perhaps are

so busy that they neglect the prime responsibility of communicating to their

fellow man in terms of extending an invitation, or making some effort to pub-

licize the values, the opportunities, to humanize the experience of life in

artistic performances, whether a trip to a visual arts presentation or a the-

ater arts presentation. From where I sit professionally, I wonder if we aren't

so busy with "stuff" and "things" that we forget about the real inherent values

Another speaker: Mr. Anderson is saying, as I understand him, that people in

the arts are too busy to communicate to the teacher and other people and the

layman about what they are doing, and they do not have time to promote their

particular artistic activity in the community.

Mrs. Kennedy: Theater Atlanta had the same problem in regard to the teachers,

and let me tell you our experience. First we solicited the schools, and of-

fered teachers a book of tickets at a special rate ($1.50 instead of $3.50 to

$4.50, depending on the night) for use on any nighr they could go. We sold

very few. The teachers were reluctant to take tickets even at that price, and

most of the reasons (which I think were valid) were that they were too exhaust-

ed after having so much work at school and so much work after hours. We decid-

ed that this was so important that we had to do something. We wanted to get

the students coming, and we had to sell the teacher on the idea, for often the

parents would not see the necessity of the theater.

So we decided for each play we were presenting to have a preview free to

the schoolteachers. We have them sign their name as they come in, to be sure

they are teachers, and we have a full house (765 seats) on these nights. The

teachers have set aside these nights to come. All we ask in exchange is that

they see that every child they are teaching gets some knowledge of the theater

and knows what is going on, and that they encourage students to come, and in

some cases, even give grade credits. This plan is working.

Dr. Ballew: A preview for teachers is a very good thing. We are going to in-

stitute fhis same thing for the teachers here in Athens and nearby, to be ad-

mitted free for any performance in the future.

Mr. Brightwell from Auburn University: I would like to make a statement deal-

ing somewhat with this problem, addressed partly to Dr. Hale, because I'm going

to say something about television, and partly to Mr. Vigtel, because he is go-

ing to have to live with himself for giving me an honorable mention. I think

one of our problems is that very often we do not have a product to sell. All

day as we talk about federal subsidy, I keep wondering what it is we're trying

to subsidize. I think we are not sure in art today exactly what we're doing--

there's so much talk about our being in a transitional stage. Many of us sus-

pect that painting is an obsolete form. I'm a painter, and I suspect that art

as we know it is an obsolete form--I think Dr. Hale intentionally overstated
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his case, for my friends in educational television assure me that he's dedicat-

ed to the medium. I would like to say that I am dedicated to art at this point,

but I would like to take the same freedom which he took in stepping out of his

medium and being objective.

I think there is much that artists and the television medium can do togeth-

er; in fact I see television as the messiah--the medium that can save us and

lift us from this obsolete state which we've gotten into. Let me mention a spe-

cific example, from work with educational television at Auburn. The station di-

rector said, "Let's do something. What can you do as an artist and what can we

de as a medium?" The product that we turned out I don't think is important,

but I think the fact that an artist was working with the medium was important.

We turned out several shows, one of which was picked up by the public affairs

department of ABC and was telecast nationally, and was rated by them as their

best show of the season. (Please realize that this was in competition with a

series which had Mr. Dodd, and he's quite a performer.)

We have carried this work with television into professional training in

the art department--we think of the arts as needing professional training, and

at the same time, we keep thinking the twe can do something--as long as we have

the medium and art working together, possibly we will inject some new energy

and save this obsolete form of painting. Also I think TV is probably the sal-

vation of what I consider another obsolete form, and that is the stage produc-

tion--drama as it is these days.

Mr. Lawhorn: I'd like to turn for just a moment to the teacher issue, and I

must say first that I had no idea this was a general thing, and I hope it is

a local thing. But if it is general I think the one thing we must keep in

mind is that teachers are people, and just like everybody else. They came

through the same school that everybody else came through; they were cultural-

ly starved, and acquired the same veneer as all of us. If they did not have

art from the first grade through, we can't expect them to feel that they have

to go to an arts exhibition. If they did not get music, when they went to

school, it was worse than it is at the present time; this is also true of the

people who are teaching now. So this is not an excuse, but I think we need to

remember that teachers went to the same schools that everybody else went to.

They suffered the same minuses that all of the schools have. We are speaking

today of the culture, the arts, that are not in the schools, and surely fifteen

or twenty years ago they were not there.

What I'm trying to say is this: we can expect teachers to have the same

feelings the rest of us have. If some of us were lucky enough to come through

a fine situation where art was strong, then we have a love for it; but when a

teacher (or anybody else) comes home tired from work, and doesn't know the

first thing about art, that person is just not going to an art exhibition.

Another speaker: I want to amplify that point. Nobody in this room should be

personally affected by this comment, but I feel it is important to point out

that among teachers you have the same cross sections of reasons for being in

their profession that you have for people in a factory or in business or any-

thing else. You have people teaching in the classroom who are no more dedicat-

ed than you have anywhere else. You can expect the same proportion of teachers

to go to cultural events as you can expect of the good old public. I think that

is important to keep in mind. I think if I knew that a roll call was being tak-

en of my attendance at a public affair I would deliberately stay away.

Another speaker: Without turning this into a symposium on the ills of educa-

tion, let me say that from my experience increasingly the teacher will be de-

prived in the liberal arts. When a man wants to go into business, it is as-
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sumed that he should have a background of liberal arts; some of our leading

science schools, like MIT, suggest that their students take liberal arts

courses. But increasingly every year in every state all over the country the

requirements for teachers become bigger and bigger and it becomes almost im-

possible for a would-be teacher to have much experience outside of education

courses per se. They don't get as liberal an education as the business major

does or the chemistry major, and we are in grave danger of not only not having

trained drama people, but of having a bunch of scientific technicians for

teachers, as states encroach upon their real liberal arts education in order

to teach people how to "learn" people stuff.

Dr. Hale: I'm hoping to bring this to a real battle. Let me say, first, you

don t know your history, you don't read the statistics, you have not read the

catalogs, you haven't watched the teacher education in this country develop.

The reverse is true. We have seen a drop in fifteen years from 33% required

in professional education to 197.. Of the total load that the teacher has to

graduate, 195 hours, it used to be that 33% had to be in professional educa-

tion. The national average now is down to 19 and dipping lower. Those are

the facts.

Same speaker: It doesn't show up.

Dr. Hale: This is because those people teaching in college just aren't deliv-

ering--not the people in the College of Education. We had a better situation

when it was 33%. It's 19 now, and teachers, I understand, aren't measuring

up quite as they used to. I think Mr. Brightwell hit the nail on the head

when he talked about dedication.

From floor: As a teacher I think I should respond. Teachers tend to be in-

terested and selective in what they do, and the meetings they go to. As an

art teacher, I select the art meetings; the music teacher selects the concerts;

the math teacher selects the math meetings; and I think we have to remember

that teachers are not only pressed for time but are selective, and sometimes

they won't like the same things we select.

Dr. Ballew: I want to reply briefly to the gentleman who said that art is ob-

solete. I would like to say that if art is obsolete, if the arts are obsolete,

then man is obsolete. I would like to add (not in defense of television at all)

that we have only begun to realize what art can be and what it should be. I

know this is the age of the computer. I know that computers are now programming

dramas, that in television serials they manipulate the aspects of the plot and

come up with another drama--if you can call it that. I know that they are

painting paintings, and I know that we have only scratched the surface. How-

ever, we know that what goes into the computer must come from man. What the

computer can bring forth can be nothing more than what is put into it by the

kmagination of man, and the same is true of that little box that flicks on and

off or that stays on all evening in our homes.

Of all human beings not certified as delinquent or psychopathic, the artist

is not infrequently the most stubborn, wayward, suspicious, and rebellious per-

son who lives. The merest suggestion that he can be profitably directed by the

non-artist will cause his hackles to rise, even if it comes from Washington.

He wants to be praised; he will usually accept financial support; otherwise he

wants to be left alone to go his own way. What he believes (with considerable

justification) to be the low esteem in which society holds him, he repays with

an even lower estimation of those who are not members of this brotherhood.



Though he suffers from the fact that he is not sufficiently appreciated, he

also glories in not being appreciated. To use the current term, he is of all

men the most inner-directed, and to that extent the most anarchistic--or so

it appears.
For society is organized, is aggregated, is interdependent and centrifu-

gal; its gravitational force is made up of common assumptions, common denomi-

nators, commonality. Society has ever been intolerant of anarchy, uneasy

about the antithetical, fearful of the implied threat to its basic stability,

to its existence, to anything that is contrary to it in thought or in action.

And into this category of subtle dangers has fallen or been pushed the stub-

born individualism of the committed artist. For each artist in all periods

has taken on for himself the severe and exacting burden of independence and

singularity which qualified him to interpret, identify, and symbolize, to view

with a unique eye, and to give form to his vision. It is the artist's abil-

ity to do that which makes him an artist as surely as it is a consequence that

he must walk alone. But his isolation is not estrangement, or at least it

should not be estrangement. From his vantage point (if he has one--and he

should have) and with his perspective, he makes his statements about reality

in the language or the medium that bespeaks him. So far so good; yet if this

view is true, it is also true that the artist and society are inextricably

bound to each other. It is from society that the artist must emerge. It is

society that he must be inspired. It is about society that he must care

if there is to be purpose to his effort.

"Likewise, it is from the artist that society gains its loftier images

of itself, gains a sense of the God-given individuality that exists within

the whole. It is a balance fairly struck, although never easily maintained.

Society must always guard against its suspicions of differentness, must be

willing to grant the exceptional behavior of the artist as the price of re-

ceiving from him a comment of value, a comment of validity; and the artist

must accept the risk that his vision may be flawed, obscured, incomprehensi-

ble. That is the price of aspiring to truth. The only thing the artist and

society can never risk is alienation from each other."

93



DINNER SESSION

PROBLEMS AND RESPONSIBILITIES OF THE CRITIC

Terry Kay

Drama critic, the Atlanta Journal-Constitution

Atlanta, Georgia

I HAVE agreed, somewhat foolishly perhaps, to the public confession of the re-

sponsibilities and problems of a critic, and I am inclined to believe that

there is an injustice in the task.

Regardless of how a critic thinks and feels, how he reacts to a given cir-

cumstance, there is always an unequal and totally opposite reaction from those

forces that motivate that circumstance. A critic should probably be read and

not heard. Certainly he should not be subjected to the debate that verbal

statements tend to stimulate. But I have agreed, and I shall proceed. After

all, I have attended a lot of plays that I think should have been read instead

of seen.

First, I do not believe that a critic can be identified merely by his pro-

fessional responsibility to reviewing stage productions. That is a result of

seeing and evaluating the conscious use of knowledge, study, concern, and in-

terest in theater. His review is a particular opinion, written at a particu-

lar moment, for a particular audience. There is a greater responsibility, hav-

ing to do with the right of a critic, the right to inject his own thoughts into

the total theater program. A critic has rights, oddly enough. He has the

right to condone or condemn, the right to protect or destroy, the right to ac-

cuse and prove, the right to be stubborn or to admit he is errant, and he has

the right to forgive.

I am not speaking about the freedom of the press; I'm speaking about the

freedom of the man, the critic himself. If he is to gain from that profession,

he must give to it, he must accept it as a part of his total life; he must be

willing to sacrifice; and certainly he must be prepared to fail. To me, to a

considerable degree, the responsibility of the critic is the same as the ide-

alistic responsibility of the theater, which I believe is acceptance, the to-

tal commitment to an art, instead of an evening's activity.

The critic's work is art, oddly enough, but he will never begin to know

that art or recognize that art until he understands its form. This perhaps

has been the most dangerous failure of theater critics, especially in the

regional centers. It is too simple to dismiss criticism with a vocabulary of

superlative expressions that look appealing in advertisements. It is too

tempting to mentally excuse a production simply because the particular the-

ater is struggling. In other words, criticism faces the danger of becoming

too easy. It faces that danger because the critic has not known his art form,

and because the theater community would rather be appeased than challenged.

The critic in a regional theater situation has been afforded the most ex-

citing opportunity his art has ever offered. It is more exciting even than

the Broadway structure. He has been given a greater latitude to exercise his
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rights, if he will only understand those rights and respect them as terribly

dangerous allies. He has been subjected to more demands than his predeces-

sors, simply because he is in a more demanding realm of theater. His role has

been intensified in the acknowledgment of those demands. His influence has

suddenly become a force that cannot and will not be ignored. All of this may

seem egotistical, but I assure you that these conditions are real and that

they will become more apparent in the future.

Why? A big question. Primarily because regional theater does exist, and

its existence is a pronouncement that the major cities of this nation will no

longer be satisfied with community-oriented,
community-dictated, or community-

standard theater. The provincialism of the local amateur society, appealing

to family, friends, and flag-waving spirit, is beginning to diminish. In its

place is developing a deliberate attempt to present theater for its value, for

its art, and for its communication with an inquisitive, new generation. Even

those organizations which long survived on the premise that they were serving

the community have begun to recognize greater responsibilities, and their pro-

grams function with a sincere regard for standard. The regional theater is

only beginning. It will face numerous problems, and it will be painfully slow

in solving them.

Until new playwrights find the proper atmosphere to grow in the regional

situation, the majority of productions will be established plays. This places

the regional critic in a peculiar position. He is left to evaluate a produc-

tion, but not the play. His attention must be concentrated on the interpreta-

tion and execution of a pre-judged play, and though he may have the right to

question the merit of the script, he does not have the power to change the

pre-judgment. The critic in regional theater, then, is vulnerable to the mis-

fortune of being confronted with conditioned attitudes without having exerted

any effort into finding those attitudes. He is presented a situation that

critics have seldom faced--reviewing
theater that is dominated by non-profit

organizational institutions, but with the honest effort to be Broadway-appeal-

ing in structure.

In New York, a critic is primarily attentive to the play, the playwright,

and the resulting success or failure. It is a commercial venture--the play is

definitely the thing in New York. But there are other influencing elements in

regional theater, elements an audience cannot realize. For example, not long

ago I-strongly questioned a production of Arthur Miller's After the Fall, and

for days afterwards I had to suffer the insidious question of "How dare you

question Arthur Miller?" But this was not the point. I did not question

Arthur Miller; I questioned the production in regard to the particular treat-

ment that that production had had, and its value to that particular theater.

Regional theater requires a critic to be more than an arbiter of taste in

the product of the stage. He also absorbs the blame of promotion, the accusa-

tion of sordid box-office appeal, and yes, even the responsibility of the emo-

tional reaction of actors. By the nature of his position the critic becomes

the catalystic agent for the theater. Though few people realize the implica-

tions, it is important for a critic to accept, to endorse, and to approve ven-

tures of various theater companies within his region. He does not set the

programs in action, in motion, but he does judge them. He does give them di-

rection by evaluating what they are, and what they mean--the significance of

them.

In this often uneasy situation, the critic finds himself faced with an
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inevitable decision. Should he disregard obvious problems of the regional

struggle and engage himself solely in the critical evaluation of productions?

or, should he become involved in the greater scope of theater need? This, I

would like to add, is another right of the critic--the right to make that de-

cision. I must caution that this decision is not indigenous to any area; it

exists wherever regional theater exists. This past summer I had the privilege

of serving in Sarasota, Florida, at the Oslo Theater Festival as one of the

three visiting critics in a drama critics seminar there. Meeting with critics

who have embraced the same problems I have embraced, I discovered, somewhat

to my surprise, an urgent sense of involvement from the majority of those peo-

ple participating in the seminar. I found them curious and confused, anxious

to share ideas and seek answers.

It is my belief that most critics have chosen the right to be involved,

the right of involvement, that in the area of the concern they are exerting an

influence that is more help than hindrance. Often the suggestions and encour-

agement of the critic in a particular situation are frightened proposals to a

theater community; but the community now is at least beginning to listen. In

Atlanta, for example, I, with others in my profession, am convinced that there

should be a super structure, a highly efficient organization which incorporates

all phases of theater development from professional to applicational, from edu-

cational to children's projects. I am convinced that a program for attracting

new playwrights should be instituted. I am convinced that children's theater

must be expanded. I confess my doubt that all these convictions will ever be-

come a reality, though I think they can and they should. But it has been dis-

cussed, and this much has been accomplished.

One of the popular misconceptions about a critic is the senseless cliche

that he creates controversy in order to gain readership. A critic does not in-

stigate; he encounters. A theater company produces a play, and that play is

open to criticism; therefore, a critic criticizes--or, I prefer to say he eval-

uates. If the production is judged exceptional, it is because the factors

more favorably coincide with the critic's conviction of what the play is or

should be. Producers, by the way, like this--the critics are really critics

when they agree. If, however, the productian is questioned, the critic then

becomes a babbling idiot with illusions of misdirected, pontifical power. Al-

low me to illustrate.

Not long ago I reviewed a play that was I thought presented in a question-

able production. It had one of those impossible-to-identify wrongs that often

fidget uncomfortably just under the surface interpretation of the script. The

production had organization, it had movement, it had a fine cast, and it had a

physical balance between the players and the stage properties. But it did not

have the intensity, it did not have the dimensional significance inherent in

the script. There was a flaw, yes, but a flaw more recognizable through in-

stinct than knowledge. In my review, I cautiously tried to explain that the

play needed reevaluation in regard to the author's intent (admittedly a nebu-

lous argument since an author's intent is open to interpretation).

I will not boast that this was an excellent review; in fact, it was rath-

er bad. But the reaction I got was the thing that was strange. One person

wrote that I was deliberately avoiding the question by referring to a compari-

son I had discovered in research. Another person, a researcher, complained,

attacking me on the lack of thorough study. Another person called and com-

plained that the review was vague and compromising. Another person praised my

clarity, my to-the-point guts of writing the true worth of the play. All of
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these comments, incidentally, came from people involved in theater.

It all reminds me of what I consider the most extraordinary trait of an

actor--of actors, rather. It has always seemed paradoxical that a critic may

review a play and in the course of comment distinguish an actor's performance

by saying that Sammy Spotlight was "great" in his role. Sammy understands

this. He knows exactly what it means. But if the critic remarks that Sammy

was "adequate" in his role, it becomes an insult. Sammy wants to know, "What

are you talking about? 'Adequate' how? emotionally? physically? how?" It

is perfectly acceptable to be called great, without explanation, but you can-

not afford to call anyone adequate, without explaining in detail what you

mean. The two words have specific meanings, of course.

A critic's life is not an easy one, and yet he is not the severest judge

of theater. Nothing is quite so cruel as the theater-goer who tells his

neighbor with a shrug, "Oh, it was all right." This is destructive criticism;

this is criticism that has harm.

Personally, I find the theater a remarkably invigorating assignment. As

a newsman, I am proud to have exercised a most precious right--that of being

a critic. We have problems, yes, and we have responsibilities, but we also

have rights. Therefore I believe that the critic performs an tmportant and

necessary function in the art of theater. Reflecting on the problems of the

critic in theater, I conclude that maybe our greatest problems are such things

as actors, actresses, producers, directors, technicians, et cetera, and per-

haps our greatest responsibility is in avoiding that suicidal impulse when we

are engaged in any association whatsoever with actors, actresses, producers,

directors, technicians, et cetera.

I believe very much in theater. I believe in its purpose. I believe in

the people who are working in theater. But I do believe in the right of some-

one to criticize, to question, to investigate what theater is, what it means,

and how it should be progressed in the particular area that he is involved in.

I dank such meetings as you have held in this symposium are healthy simply

because you come together and you say, "These are questions that should be

asked. These are answers that should be told."

In our capacity as critics, we are willing to help, we are willing to

give, and we are willing to accept any responsibility that we must to see the-

ater, and not only theater, but all of the arts, visual and performing, have

a place in the state that is meaningful to ourselves, but most of all is mean-

ingful to those people who have never been exposed and never experienced any

phase of art at all.

97



THE ARTIST'S VIEW

Pros and Cons of Government Subsidy, Arts Education, and Community Organization

Presiding: Hubert B. Owens, Chairman, Division of Landscape Architecture and

Environmental Design, University of Georgia, Athens; President,

American Society of Landscape Architects

Panel: Howard Thomas, painter

Bess Finch, dancer

Charles Douglas, composer

Joseph Amisano, architect

William Thompson, sculptor

James Garner, actor

George Goodwin, Senior Vice President, Bell and Stanton, Inc.,

Atlanta, Georgia

Mr. Owens

OUR PANEL of distinguished participants represents eight diverse fields of the

performing and visual arts. They have the advantage of having been on hand

for all the previous sessions. They have heard stimulating lectures and dis-

cussions, and also have had their souls calmed and refreshed by a musical con-

cert; they have seen an exhibition of painting, an exhibition of sculpture,

and an exhibition of landscape architecture projects; they have viewed a film

and attended a drama production. All of this renders the members of the panel

in fine shape to tackle such matters as the pros and cons of government sub-

sidy, arts education, and community organization as they affect the new direc-

tions of the arts. Members of the panel will speak in the order listed on the

program, and at the end I want to make a few remarks.

Mr. Thomas

Professor Emeritus, Art Department, University of Georgia

PAINTEAS as a group are not inclined to be public speakers. However, in talk-

ing wifh each other, informally, there are some conclusions we have arrived at

that I would like to share with you.

Many painters believe there is a need for a codification of practices and

standards for exhibitions. The rapid development of community groups, such as

we have heard about in this conference, and of agencies that want to have ex-

hibitions, makes such a code practically necessary. In 1950 the Joint Artists-
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Museums Committee was founded, under the auspices of the American Federation

of Artists. In 1958 the report of the deliberations of this committee was

published, and although some of you may know of this report and may have re-

ceived copies, I would like to tell you something about what they did or how

they went about their deliberations.

First, this Joint Artists-Museums Committee numbered some twenty-five or

thirty, including such men as Lloyd Goodrich, Bartlett Hayes, representing the

American Association of Museums, and Adelyn Breeskin. These are people who

have been in this community and who have served either as jurors or visitors

to this University or some other school. There were representatives appointed

by the American Federation of Arts; there were representatives appointed by

the College Art Association of America; there were representatives appointed

by Artists Equity Association, including men like Sidney Laufman. Artists

Equity was the largest group, numbering fourteen, and including Samuel Adler,

who is now an eqteemed artist here on the University of Georgia campus.

Lloyd GocOrich was chairman of the Committee. I would like to read two

paragraphs from the introduction to the report given by Mr. Goodrich:

"Among the thorniest problems of the art world is the relation between

museums and artists. In one sense the two stand at opposite poles of that

world: museums, its most widely established institution; artists, its most un-

derprivileged institutions. Yet they have a direct, fundamental relationship.

Every object in the museum was made by living artists or craftsmen--an obvious

fact which we museum people are too apt to forget. Yet it is a melancholy

truth, attested by statistical surveys, that artists in our rich country, ex-

cept for a fortunate few, are not able to live on income from their creative

work, but depend on teaching, commercial art, jobs outside the art field, for

private income. This, despite the fact, that there never has been a period

when art was so vital, our public so interested in them, our museums so well

attended. Small wonder then that artists look to museums for help in their

economic impasse."

The introduction goes on, and then there were some thirty resolutions.

I will mention a few to give you the general nature of these resolutions that

are the result of eight years of deliberations.

"We believe the juries should be composed of artists, recognized art pro-

fessionals, snch as teachers of art, museum workers, art critics, and gallery

directors, and informed laymen, such as collectors."

Another resolution in that same category: "In respect to the jury-voting

system, we recommend that as far as possible the majority-vote system be modi-

fied to allow jurors a greater margin of individual choice."

And then, the next one: "We recommend that jurors be paid for their serv-

ices, in addition to reimbursement of expenses."

Another: "We recommend that ample time be allowed for delivering and

picking up works."

I am selecting a few of these resolutions that I am conscious of being

violated almost constantly in prospectuses which I receive from people who are

planning exhibitions. Here is another one:

"
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Ne are opposed, as a matter of principle, to museums charging artists
fees in connection with open exhibitions, including those for entry, handling,
unpacking, packing, exhibiting, hanging, and so forth. We believe that such
expenses should be considered as part of the museum's regular expenditures.
We realize that in terms of the individual museum's particular and current
problems, such fees are sometimes necessary to make an open exhibition possi-
ble, but, we believe museums should explore other sources for needed funds,
such as foundations, municipal subsidies, corporation support, private con-
tributions, and admission charges. And we express the hope that the practice
of charging fees to artists may be eliminated."

This was published almost ten years ago. Now let me read from a prospec-
tus for a forthcoming exhibition (it will have to remain anonymous) which I
received in the mail last week.

"Three entries per artist in either oil, tempera, watercolor, mixed media,
or sculpture. /Then follows information about the sculpture, which is to
weigh not more than 100 pounds,etc., and the pictures not to exceed 72 inches;
then come date and place./ The work will be received by Blank Transfer Com-
pany from Tuesday through Saturday, May 16 through May 20. Do not send entries

to the museum. While all entries will receive careful handling, they are sub-
mitted at the risk of the artist. Entries will not be insured by the museum
or the transfer company, and these organizations cant3t be held liable for loss

or damage. /Next are instructions for filling out eight cards for information

for keeping the books straight./ The work of only one artist may be shipped
in a crate; the crate should be a strong, wooden, weather-proofed crate. Send

the catalog information, the warehouse record lit cetera, et cetera/, including
a little card that on the back has your address, and on the front will say

whether your work was accepted or rejected. lind this will be mailed in the
open mails so the postman can read it as he comes up your walk--you either got

kicked out or you got in./
"The jury action notice will be sent, and the return shipping label with

handling fee must be included. The fee is five dollars per crate, regardless

of size or the medium of your entry. Make check payable to the museum.

your work is hand-delivered, send five dollars as handling fee regardless of

size or medium, and deliver the entry prepaid. At the conclusion of the exhi-
bition, the work will be returned collect, whether it is accepted or rejected."

What does the artist get out of this?--maybe a mimeographed catalog of

lists of works, if he is lucky.

Those people who are planning exhibitions could learn from this--here is
resolution 26, concerning community activities: "Believing that museums should

be the art centers of their community, we recommend that they make available

space for local artists to conduct sketch classes, lectures, meetings, forums,

and exhibitions; and we recommend that museums encourage the foundation of mu-

nicipal art centers, as implementing and expanding the museum's activities."

I think this report from 1958 needs to be amplified, for it does not go

far enough for us today and needs to be brought up to date to standard. We
need to have a codification, which should come as a result of a thorough anal-

ysis on the part of artists and representatives of the exhibiting agencies.
The people who are consulted in this should be paid for their advice and time.

The whole project should be under the direction of a full-time director, and

the publication and distribution of the codification should be provided for

financially.
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The advice of the artists, the painters, the sculptors, should be sought--

not one painter's idea, but a collective group of painters' ideas, and espe-

cially the younger group's ideas.

The comment has been made very often by communities which are planning ex-

hibitions, 'lie have not attracted the better artists to our, say, annual side-

walk shows." Why haven't they attracted the better artists? It seems to me

there are a number of reasons. In the first place, paintings are not supposed

to be looked at lying down on the grass--they were made for clean walls in an

organized space. If you put an oil painting down on the grass, and the grass

is moist, and the humidity expands the canvas, soon it is bellied out toward

the spectators; also the bright sun is entirely different from the light in

which the painting was made. So you come away from the sidewalk exhibition

feeling ill. When we go to the exhibition, we should experience something

pleasingly beautiful.

Delacroix kept a notebook for almost forty-five years, making entries un-

til a few weeks before he died. In the last entry in his journal, Delacroix

asks himself the question, 1What is the prime requisite of a painting?" And

he answers it, "A painting should be a treat for the eyes." If we expand

that answer and say that an exhibition should be a treat for the eyes, it seems

to me that we would rule out any kind of display down on the grass or on the

sidewalk.

I should like us to work out a constructive solution to the problem of

the sidewalk show, which is just an institution that is done because it has

always been done in a community for so many years. I think we could design

with Professor Owens and with the architects an exhibition of art that should

be seen outdoors, that will not be ruined if a thunderstorm comes, that is ar-

ranged with the plants and with the trees, for the garden, and leave it up for

six months. Then there would not be the dearth of art in gardens that we have

now. That is ont solution, and there are others.

Mrs. Finch

Soloist, Atlanta Concert Dance Group--Ruth Mitchell Dance Company;

teacher of dancing, Atlanta, Georgia

LIKE Mr. Thomas, I know that artists really do not like to talk about their

art. I am reminded of a quote from Louis Armstrong, who said when asked to

give a talk on jazz, Nan, I don't talk about it--I plays it." I really feel

very much this way about dance; I don't like to talk about it, and I am bored

to death at sessions that involve nothing but discussion of it. But something

has to be said, and I suppose I know as much about dance in our area as anyone

because I've been in it so long.

I did do some research for this session, but T am just not organized; and

this is a figurative and appropriate situation, because dance in itself is the

most disorganized of all the arts. There is very little organization, commu-

nication, or cooperation among the dance people, and that is one of our biggest

problems. One of the questions I was asked to go into was 1What is done in or-

ganization if there is anything really going on in cqmmunity art organizations

that involves dance?" Those of you who heard the disiassion of the arts
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councils know that there is a relation between arts councils where they exist

and the dance companies or groups in the regions. It is a fortunate situa-

tion when an arts council exists.

I will discuss the regional ballet only in the Southeast, because this is

what I'm familiar with, though there are regional companies all over the coun-

try. There are many regional organizations, but the Southeastern Regional

Ballet Festival was started about ten years ago, and this is the only organi-

zation, as such, for regional companies in the South. In a city where there

are three or four dancing schools, and there is no prior-formed civic ballet

as such, then if an arts council wants to start one, they run into a great

deal of trouble getting the teachers or directors of the schools together to

form a civic ballet, because there is a desperate competition or fear among

all dancers. I think it is because dance is the poorest and the most down-

trodden of all the arts. This is not my opinion, it is a statistic--a fact.

From audience participation, dance is the lowest on the totem pole. And there

is less money available for dance than there is for the other art forms. In

situations, there is less facility than any other art form.

And dancers are tired--they have to work very hard physically, as well as

do all kinds of unrelated work to make their dance activity possible. So they

are tired physically, mentally, and it makes them disagreeable. Mr. Mark has

told me about having lunch once in a New York restaurant with a famous dancer,

a marvelous dancer, but he was starving, he had no money, his company was fall-

ing apart, and he was trying to get the government to help. It was an embar-

rassing situation,for the dancer started crying, literally sobbing. But danc-

ers are an emotional, temperamental people.

The purpose of the regional ballet festival groups is to get all estab-

lished and regional companies together in one big meeting and festival once a

year, and an adjudicator runs around the area, in January, looking at some-

thing like eighty works within a two-week period and picks eight or ten that

are supposed to be the best works and works that are appropriate to make ore

decent program. You can imagine the disagreement on the part of the partici-

pants on that adjudicator's choice, if they are not in the program. Fortunate-

ly my group has been in every year, so I have been to a number of festivals,

and they are helping the situation, because if you communicate, you are bound

to learn. I think all of the groups have improved by this communication.

But more important to the dance picture on the national level is an organ-

ization that was established two years ago. Thirty thousand dollars was given

by the government fund to establish a National Association of Dance Companies.

This group is the first step toward some form of organization of dancers. It

is not a union. I mean dancers have Equity, but there is no dance union as

such, and a lot of people don't think there should be; but there has been no

central agency or group that could speak for the dancer in the general run of

things. So this organization was the first step, and true to form, they ran

into trouble.

There was a lovely meeting, and everyone was excited and inspired until

they got down to the cold hard business of the bylaws and really the establish-

ment of what the group would do. Then the group divided into two, and this is

the whole picture of dance in America--the "professional" companies and the

regional companies. The only way you can really define the difference is that

professional means that the people involved make their living from the dance;

the dancers, directors, everyone involved are paid a living wige--though living



wage is a variable thing, because the best company, the highest paid dancers
in the whole country, are not paid the wage that most people could live on and
they have to do other things normally to survive, especially a young man who
would like to marry and have children. He would have to do something else

along with dancing. How can you expect to attract men into a field that holds
no hope of earning a living from it?

Anyway, the professional and regional companies disagreed on something.
I don't know where the disagreement really started--this is one of the prob-
lems to overcome: to get regional and professiOnal people thin. ing the same
way. The regional problems are entirely different from the professional prob-
lems. Regional companies have to exist with no money, except enough to pay
for the performance, and in most cases the dancers and the directors are not
paid, except money that they make in a school that is somewhat connected.

To people connected with a regional civic company who depend for their
support on a school, the school becomes very important--not only artistically
(which it would essentially be) but financially, in a life or death situation.
So if several schools participate in this civic organization competition de-
velops, for there are very few people with exactly the right body, the right
temperament, the right talent or sense of rhythm to be a dancer. You have
maybe one truly talented dancer out of two hundred students. So if there is

a chance that in this civic organization a student of yours that you could
nurse, and rear, and are so proud of, should get in the group and like another

teacher better, you might lose that student. So the director of a regional

company is very hesitant to cooperate with other schools. This is the big

problem. I hate to reiterate it, but the thing that people ask me most is
why in Atlanta are there three dance groups--why can't Atlanta have one really

good company? I think what I have told you is the reason. The directors
would not like me to say this. I am fond of all the directors. I think they
all have great talent in their way, but there is some basic fear or resent-
ment toward each other so that they cannot work together to take three strug-
gling companies and make them into one good one.

The national government has done a great deal to help dance. I read that

the government gave $350,000 to the American Ballet Theatre when it was just
about to close down. The professional companies in the country you can name

on one hand--Chicago, San Francisco, American Ballet Theatre, New York City

Ballet, the National Ballet. There are other groups that are borderl!ae--
they are trying to be professional, although they are part-time professional;
but these are the companies that really operate. In New Ybrk there are sev-
eral companies, one that was supported by individual money, a personal back-
ing, and people would say that you must not let the federal government get in-
volved, for then the government is telling you what to do. But the government

does not tell artists, at least in dance, what to do. They may influence the
situation in that they choose whom to give the money to, so there is a tacit
approval of a certain style or a certain person's work; but once the money is
given, they don't say I like this music or this ballet or I don't like this
music or this ballet--don't do that kind of thing. They really leave the art-

ist alone.
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Dr. Douglas

Associate Professor, Department of Music, University of Georgia, Athens

THE PROBLEMS of the performing arts in America today are not the problems of

performing; they are the problems of growth. We are aware that America today

is experiencing what is popularly called a cultural boom. This boom has

brought about what might be termed a statistician's delight. First we have

thirty-five and a half million amateur musicians; we buy twenty million clas-

sical records a year; there are more than five hundred opera-producing groups;

last summer seventy thousand of us attended Central Park for a single concert

of the New York Philharmonic. We have increased our symphony orchestras to

fourteen hundred, more than double the number of 1940.

Resources such as these for the consumption of artistic creation do not

in themselves insure anything. But we can hardly hope for a climate more re-

ceptive to the creative arts. We can see that music is being brought to people

on a scale that dwarfs any previous efforts in this direction; in fact, it's

doubtful whether any country in the history of the world, with the possible

exception of the Soviet Union, has attempted to democratize the serious art of

music to the extent that we are doing here in the United States.

The artistic scene today is alive and vital; but, at the same time that

we are experiencing this so-called cultural boom, some of our foremost institu-

tions of American culture are in grave difficulty. Opera companies, a number

of our leading symphony orchestras, and some of our most talented composers

share a financial plight. Some of our great talents have been forced into me-

nial positions. After winnitg all kinds of contests, prizes, distinctions, and

making successful debuts in town halls, many young performers consider them-

selves fortunate if, after years of hard labor, their mature talents could bring

them a subsistence level not too far beneath that of an unskilled laborer. The

lot of the average symphony musician is still seasonal, capricious, and under-

paid. As for the serious composer, there is simply no direct outlet for his

problem. If he earns a living from music, it is through arranging or orchestrat-

ing, principally popular music, or through teaching or editing.. Many talented

musicians have simply given up altogether. Many former members of our major

orchestras today earn their living as television repairmen, clerks, salesmen.

My solution to the problems facing the performing arts lies in what I call

a network of subsidy. I choose this phrase "network of subsidy" because I be-

lieve we should establish partnership that will provide a continuing basis of

support for an artistic community. With the establishment of this partnership,

the artistic community would be responsible to the needs of the public, and at

the same time free to pursue its own creative interest.

This proposed partnership would be made up of seven partners. First, the

principal source of financial support for the arts must come from the public.

The public must expect to provide a great portion of the costs of the perform-

ing arts through devices such as season subscriptions and special associations

for the support of the particular activity. Second, the patrons and benefac-

tors of the arts have a vital role to play. Third, the American labor move-

ment has a responsibility for support of the arts. This has been recognized

to some degree in the contributions that several unions have made to support

children's and other special concerts.
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The fourth partner should be private corporations. They must increasing-

ly expand their support of community activities, to include the support of the

arts. The Texaco-sponsored broadcasts of the Metropolitan Opera is a good il-

lustration of the forms of support which business corporations can give to the

arts. Fifth, local governments and state governments are already providing a

considerable measure of support for the arts. The support of art museums is

already a general practice. Everyone accepts the fact that it is appropriate

for state or local government to provide housing for such museums. Why

shouldn't this support be provided for our operas and symphonies as well?

Providing.for the needs of their own communities is an ancient tradition in

the arts--you might recall that for the last twenty-five years of his life

Bach was the municipal cantor of Leipzig.

Our sixth partner, the federal government, has provided a measure of sup-

port for the arts, and there can be little question that this support now must

be increased. The issue for federal support of the arts immediately raises

problems. Many persons oppose federal support on grounds that it will lead to

political interference. This argument cannot be dismissed. In a time when at

least one third of the world lives under Socialist realism, let's not suppose

that political control of the arts cannot be achieved. The answer to politi-

cal interference is not to deny that it exists, but rather to be prepared for

resistance. This is not an area in which we are without experience or prece-

dent. For many years the arts have received support from public funds in many

different forms. Experience supports the general proposition that public sup-

port is most successful when it represents only a portion of the total fund

involved. The principle of matching grants has clearly proved its validity

and should be the basic principle for any federal participation and support of

the arts. In general the more levels of government institutions and individ-

uals involved, the more likely it is that the artists themselves will retain

control of their works.

Our seventh and last partner consists of our colleges and universities.

Educational institutions all over the country have opened their doors to per-

formers, conductors, and composers as faculty members. These musicians would

probably be working, perhaps struggling, in one of the large metropolitan cen-

ters were it not for the universities. A spectacular development is the evo-

lution of the string quartets, trios, solo artists, and composers in residence.

The important thing here is that the artists are economically secure and there

is sufficient time to pursue their creative works successfully. The fact that

our universities are able to maintain high standards of programming is direct-

ly attributable to the vital element of subsidy. There is no need to cater to

man's public taste, as there is no direct depending on revenue from performan-

ces. Even the most disinterested alumni or taxpayers seem to accept the role

of the university's function in this way.

American television and radio must sell time to sponsors. Symphony or-

chestras and opera companies must not only sell tickets but solicit public

patronage and donations in order to exist. Touring concert artists must please

audiences to be re-engaged. This often means playing down to an audience--I've

seen fine artists prostituting their art in a desperate attempt to go over big.

But it is in the university that we may find the performance of the rarely

heard work, and presentation of unusual music--the young composer, the dipping

into the past that has revived interest in baroque music with performance on

authentic instruments of that period. We find great creative artists, excel-

lent teachers, and fine performers brought together in an atmosphere in which

each can function to maximum capacity, in relative comfort and security, thus
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assuring that our great musical heritage will be preserved and nurtured for

many generations to come.

I can't believe that the levels of appreciation of the arts are rising in

proportion to percentage increase in sales of records and concert tickets. But

I also cannot believe that all this activity signifies nothing. I would inter-

pret it as a vastly broadened curiosity about the arts, and curiosity is the

first step. It can lead to interest and finally to a genuine understanding

that makes possible full appreciation.

The cultural citizen of the future is going to demand that his children

learn to understand and appreciate music, intelligently and discriminatingly.

I see the time, in the near future, when what is now taught in the college mu-

sic appreciation course will be "old stuff" to the student in the third or

fourth grade. By the time he graduates from high school, the student should

know his Bach, his Stravinsky, as well as he knows his Shakespeare and Heming-

way.

Walt Whitman said, "To have great poets, there must be great audiences too."

Perhaps someday by sheer exposure and saturation, the level of public musical

taste will rise to a point where more humanity will know the exultation of com-

muning with the spirits of the immortal masters of the past, the present, and

the future. Our world will be a better place for it.

Mr. Amisano

Partner, Toombs, Amisano, and Wells, AIA, Atlanta, Georgia

WHEN I discussed this subject of pros and cons of government subsidy with a

friend of mine, I realized that you cannot be subtle about your point of view,

and I want to say loud and clear that I am not now, nor have I ever been, a

member of any organization that advocated the withdrawal of the federal gov-

ernment from our subsidies, from our patronage. This is my loyalty oath; so

you can count me as one of the pros, rather than one of the cons.

The thing that bothers me is not government subsidy, but that we tend to

belittle the grant or subsidy as a hand-out. If you doubt this, just watch

the newspapers, and you will see that a government grant or government subsidy

that amounted to a million or more gets six inches on page thirty-two, and a

grant of twenty-five thousand dollars from a foundation makes front-page with

a three-column spread and appropriate headlines.

This bothers me. Isn't it because the reaction of the newspaper editor

is that government has so much money that any grant represents such an infin-

itesimal amount that it loses its impact? This may be partly true, but I

think there is a deeper level of reaction. I think we low-rate the gift of

the federal government as a way of saying (and I quote some of my friends),

"The government doesn't know what it's doing"; so that recognition from the

federal government lacks the prestige, the glamor that a private foundation

grant has.

Having said that, it is as good a time as any to point out that the same

man who heads the government agency that makes so many of the grants for which
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we have been speaking was formerly head of one of the largest foundations of

the countryI refer, of course, to Dr. John Gardner. I mention him because

we know that Dr. Gardner made an address here at the University that was the

basis of his very excellent book Self Renewal; and so, in effect, he has his

roots here. It would be very difficult for me to believe that a man who spoke

so brilliantly about the survival of our world depending upon the creative

process of self renewal would change his philosophy about education simply be-

cause he has moved to government. I could go on and on with similar examples.

Let me summarize the question of which side I am on by saying that when

I make my sign for my own particular picket line it will read, "Up government,

up subsidies"; and when I have my foot on the neck of the unbeliever, I will

utter one more sentence, and that is "I'm for government." I think that when

I belittle the interest and the money and the brains that are not everywhere

in federal government, but are in some important places, I belittle myself,

and I certainly belittle my belief in the power of the province of government

to provide for the needs of the people, and I believe this is the only reason

for the existence of government.

So let's not spend any more time arguing about which detergent is the

best one. We need them all; in particular, the government.

I would like to pose another question which has to do with art education

and what part the community and the individual play in this education. I take

as my text a very interesting item that appeared in the New York Times, on the

theme that our future is uncomputable. This was a news story about a confer-

ence held in New York on the computer, and there were such papers read as

"The Role of the Computer" and so forth. But this is what actually was said

at this conference by a participant, a Harvard professor: "We have now or know

how to acquire the technical capability to do everything and anything we want.

We can transplant human hearts, control personality, order the weather that

suits us, travel to Mars and Venus; of course, we can, if not now, in five or

ten years, certainly in twenty-five, fifty, or a hundred." Another participant

followed this up by saying, "If the answer to what we can do is anything, then

the emphasis shifts far more heavily than before on the question 'What should

we do'?" Then a gentleman from the University of Chicago concluded with a

simple little bombshell, "The risk of unplanned, uncontrolled technological

growth cannot be tolerated. The world has become too dangerous for anything

less than Utopias."

The people I quoted that were taking part in this conference were not

philosophers, not art majors, or private foundation heads, not poets. One was

a doctor in the Harvard School of Health, and one was a professor of biophysics

in the University of Chicago. I submit to you than when such people as these

start talking and thinking in terms of Utopias, it is high time that the world

of arts started doing some different kinds of thinking from the kinds of think-

ing we are doing now.

Let me read you one of the statements again: "The world has become too

dangerous for anything less than Utopias."

So what is this Utopia of the arts? How is it arrived at? What are its

objectives? How can it be financed--who finances it? Like Alice in Wonderland,

the arts struggled so long and worked so hard just to stay in the same place

that it is going to be most difficult to conceive of Utopian goals. How do we

get the right answers? My proposal is that we begin to ask questions, and
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hopefully the right questions.

My first question would be: What has art to do with human values and de-

sires? Who makes the decisions? Do we turn to the no-nonsense boyswe've

got a lot of those people who make very large and quick decisions for us. Do

we get a quick, fiery, brilliant decision that becomes the "model"? Is the

model then exposed, accepted, and then we can all relax because we have a mod-

el, and in the interest of economy and easy bookkeeping, we accept the model?

Of course, we juggle the chrome areas around a bit, and the safe view of soci-

ety is left to the babbling of the coffee hounds. Or do we all answer our own

questions as to what is Utopia in the arts? Do we pool these ideas, hoping

that a thread of sanity will run through our answers? Or do we perhaps con-

ceive of a Utopia as a constantly changing kind of thing? Do we toy with the

idea that Utopia, like a democracy, takes on the connotation of change and not

planned direction? Regardless of what comes of such thinking, at least we

will begin to look at the question from a different knot-hole in thel fence; and

by so doing we have already arrived at a new level where we are contemplating

not how we can stay in the same place, but where do we go, and who goes with us.

And last comes the question of who pays for it? And this is where we come

in. In the words of one of the Marx brothers, "I'm allergic to nostalgia"; but

perhaps I'm allowed one moment to say that the support of the arts is an inev-

itable function and an inevitable evolution iii the history of our country. Ed-

ucation started out as a private venture, Rome started out as a private venture

and became a cooperative venture when the neighbors got together. It was only

when the schools and the highways and public health could be proudly financed

that the government came into the picture. I think it is a mark of maturity

that our government has arrived at the point in time where it is stepping in

those places where the individual, the city, the state can no longer do the job

that has to be done. I think the government is saying in essence that the arts

are so important that where the community and state regions need help, help

will be given. We have first-rate men in government who are responsible for

the subsidies. What the government wants are some first-rate ideas. We cannot

have small visions which neither excite men's imagination nor prod men in gov-

ernment to move.

I say let us think this thing through as to what it is we want, how im-

portant it is, and how necessary. Either it is something that would be nice,

as a hobby of basket-weaving under water is nice, or else it is the breath and

spirit of this country. When we make this decision, we make our commitment as

to the depth and intensity of our beliefs. Based on this commitment we can be-

gin to make the basic decisions, the new foundations from which other decisions

can grow.

Mr. Thompson

Associate Professor, Art Department, University of Georgia, Athens

I REALLY don't have any answers here.

of my own position, which I hope will

and I want to say something which has

uation.

What I do have is sort of a statement

encompass the position of most sculptors,

a relationship to the reality of the sit-
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Thank heavens, the government is now giving funds. I am like the previ-

ous speakers--I am for the funds; I have always been for them. I am going to

try to break down how these funds might help the artist from the artistic
point of view and also how they might help the person who is sincerely inter-
ested in finding out what this crazy artist is doing.

From his own point of view, the artist is really concerned with the vis-
ual language. He has given his life, either out of inner necessity or out of
a need to express himself and to express himself best in the medium of his
choice. In my particular case, it is three-dimensional. And so the artist
is concerned with the language, but he's also concerned about saying something,
and as he gets further along the road of saying something, sometimes his con-
cepts get ahead of him. There is always that risk. But a subsidy means for
him an opportunity to devote himself to this pursuit. It gives him the oppor-
tunity of drawing on those resources that he has that are intuitive to him,
that come to him best when he is in a state of mind free from all worries.
You all know that thinking ea problems, on anything that deals with relation-
ships, requires your total effort, your total insight, your total being, and
your awareness to solve the problems. Well, this is what a subsidy provides
for him.

Now, what do these funds ideally provide for the community? They provide
for the community an opportunity of understanding about life and about the pur-
suits of life that can only be expressed in the artist's non-verbal way.

Ir order to get along in this world, we often have to have a facade, and
that facade requires us to be experts on everything--we have to be able to go
to a meeting, we have to be able to talk on panels, we have to do all sorts of
things that we don't at all feel capable of doing. Actually, I feel very hum-

ble on this panel. I think that when you approach a work of art, it is best

to approach it on a humble level, feeling that it has something good to give.
At times you will be hurt, there will be times when it is not worthwhile, but
the times when you will get an insight and a knowledge of the language, and
perhaps a better understanding of yourself, will be worthwhile. In other
words, art is not a window-dressing, it is not something that is a fad, it is
not something that is the style--it is something that is concerned with the
basic drives of humanity. In the moments when great artists are at work, they
crystallize and freeze those moments so that they are there for all generations.
So that is what funds provide for the community.

Nobody can be against all this. The problem is that it is extremely con-
troversial, and so we have all sorts of human doubts, all sortsof human fears;
and to administrate something like this is a real headache, because art probes,
it disturbs, it pushes around and pricks at us, and has a tendency to make us

uneasy. We would much prefer for art to be entertaining--you've had a long
day's job, the world is very agitated, everything like this, and we don't want
to go where somebody starts stirring us up. So the artist is in an unfortu-

nate situation in that he does not fit that wonderful slot of the comedian.
The comedian is always on; he has a wonderful slot in life. I am not knocking

the comedian, for I think a sense of humor is a wonderful thing; but I also
think the probing artist has an area of development that he is entitled to
pursue and a product to give. So we are confronted with not a sacrifice of

one by the other, but a range where the artist can go from an artistic thrust
that approaches poetry, all the way down to the nicely-designed tool.

This is ideally what the government, I think, wants--they want a spiritual
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enrichment now that the machine has freed man to deal with other things; they
want man to become more concerned with the things of the spirit and of the
arts. The projects that government has have to be done in a practical way,
and so we have to have men to administrate them, and they are faced with all
sorts of problems. Some of the problems that they come in contact with are
how is the best way to do it, what can we do with these people, it's fine and
good to say all these wonderful things, but how do you deal with something
like that? Administration is a very challenging thing, I assume, and it is
the job of not only the administrator, not only the reporter, not only the peo-
ple in the community and in the arts--we all share equal responsibility; but
it is also the job of someone who has insight, someone who has tolerance, some-
one who is a special person, somebody who is something more than a good admin-
istrator, though he has to be that also. I think that what happens is that
the government and the artists have come to a confrontation, a dramatic moment
in history, and we really don't know how the stage is going to be set or what
is going to come out, but there is going to be a lot of action.

In my particular field, the field of sculpture, change is taking place.
In the last few years the lines between the arts have been fuzzed. Painting
and sculpture are beginning to move together a little bit, and nobody really
cares. A great freedom has come about through the use of different materials.
All of this is exciting, but from my own point of view (and I think a lot of
people share it) out of the excitement will come something that is really a
contribution. We don't know where it is going to come from, and it may sur-
prise us, but it will come.

There are more shows of sculpture today than I can remember. I think the
climate is good, people are interested in it, you see more about sculpture in
magazines. People have an interest in trying to find out about sculpture; at
least they are provoked--they either like a piece violently or they dislike it
violently, which is a good sign. Provoking people's approval or disapproval
is better than not disturbing anybody. I think that in the future, when there
are more outside shows of sculpture, the pieces of sculpture will change. To-
day there has been a great influence in the making of sculpture out of materi-
als that can exist only on the inside; and no matter what the sculptor says,
he is in league with the material; he has to, in a sense, tip his hat to the
material--he cannot ignore it.

My feeling about art and education is this: I think the univA-sities have
done a great service to the arts. The people who come into the arts education
on the service program get an insight into art that they ordinarily would not
have. These are the people who will go out into the world and become func-
tioning members of the community; and if somebody, some teacher, in some way
can give them an appreciation for art that goes beyond a factual memorization
of dates, then the seed has been planted for growth in the arts.

So, wrapping up what I have to say about sculpture and education and the
arts, I feel that today is a time of drama, where the artists and the govern-
ment have come together, where there are evils on both sides and dangerous
waters to maneuver through, but I don't think that any progress is ever made
by not going swimming when you want to get to the other side and the waters
are stormy.
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Mr. Garner

Member of repertory company, Theatre Atlanta, Atlanta, Georgia

I WAS asked by Mr. Jay Broad, director of TheatreAtlanta, to express his re-

grets that he cannot be here to speak on this panel. He is attending a confer-

ence in Buffalo much like this one, where government subsidies are being dis-

cussed also. He had thought he would be able to make both conferences, but

since that has not worked out I am taking his place here.

There are thirty-five resident repertory companies represented at the

meeting in Buffalo plus one or two board members from each of those thirty-

five theaters. So the question of subsidies, government and otherwise, has

come (or is coming if it is not already paramount) to the arbsand particularly

in the theater. There is a tide rolling in which really began to crest with

the advent of the Kennedy administration. It is a rising tide of "culture"

(I always put that word in quotes, because I am skittish of the word culture--

I think that it has been bandied around and tends to mean what many people re-

fer to as "arty," and being arty is one thing that I do not feel is necessary

in this country of ours). This tide of "culture" and community arts organiza-

tions, cultural centers, national and state arts councils, and educational

programa, regardless of the reason behind them or the reason they were begun,

must be financed or will eventually be financed in some way by subsidy if they

are to survive.

The organization I am connected with, Theatre Atlanta, I believe illus-

trates clearly what complications (and are there complications!) can arise

when one is trying to build a professional repertory company without subsi-

dization.

First of all, we are literally saddled with a beautiful new building, a

marvelous facility, but we must pay rent. There are all sorts of lights--the

light bill alone is staggering, and there is maintenance of course. While

energies are being expended to meet these demanding burdens, at the same time

we are trying desperately to succeed as a theatrical enterprise and bring rep-

ertory theater to Atlanta and to the state of Georgia. To succeed in this en-

deavor there are resident actors to be paid, the permanent and part-time staff

payroll, and literally one hundred and one other expenses to be met from pro-

duction to production. And box office alone will not and cannot make these

expenses. So out goes the word to the board of directors to dig. Well, the

money, God love 'em, :Nimes in, and we take their private money, and we spend

it for production tc 3duction, and once again the circle starts. It's just

as Enesco said in the Bald Soprano, "You take a circle, and eventually it will

become vicious."

Of course, Theatre Atlanta is not unique as a resident repertory theater.

We are too young to be unique, but we do have our growing pains, and we do

have complications. Very few, if any, repertory theaters in this country,

with the exception possibly of the Guthrie Theater in Minneapolis, have re-

ceived any kind of subtidy from the government or any foundations until the

end of three years. The Guthrie of course received most of theirs from the

newspapers.

1: seems that this government of ours, which can spend plenty of money in

the batting of an eyelash on what crops not to grow, wants to wait a little
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while to see if those of us who offer talents in the arts are serious about
our business. So we play a waiting game, and the red side of our ledger gets
redder and redder.

I have mentioned that the box office alone will not and cannot keep a rep-
ertory theater going. There is one exception--if you want to raise your prices
to fifteen dollars a ticket on Friday and Saturday nights. But if you do, re-
member that this just may cut your audience in half, so that you are right back

where you started.

What do we mean by a company that is a success? What are we looking for

at Theatre Atlanta, in particular? I must say that we are working for an

"artistic" success and a financial success. And our basic premise at 1374 West
Peachtree is to be--not to be a cultural growth, a growth which can become can-
cerous, not to be so-called arty, but simply to be in Atlanta, like a tree or

a cat. We want to be as much a part of that city in its expanding years as

Stone Mountain is. We just want to be--to exist, and to be takes time. We
also want our audiences to be. We want them to be with us, not just to see us.
And once again I say that to be takes time. So we keep our box-office prices
low, and we feel that policy is in keeping with other entertainment enterprises.
So even if we filled the theater every evening, box office would not take care
of the new building expense, production costs, and staff salaries._ This brings
me around to one question: How do we /I mean all of us in the arts/ convince

the government or the foundations that they are not subsidizing an operation,

but are actually subsidizing the public?

In closing I have a few questions for discussion during our question-and-
answer session. (1) Do subsidies to the arts give a false sense of security?
(2) Should this long-awaited money go to the organization or directly to the
person who is head of that organization for his disbursal, because the head is
more closely connected than a board of directors? Should grants go to either
the organization or the head of the staff on a personal basis, and by that I
mean, for a specific purpose? For example, is this money to be used to have
an actor's chair at Theatre Atlanta or to have an artist's chair at such-and-
such a museum, or should it go on a general basis?

One last question, and I guess with my question, I know my answer, but it
is in direct disagreement. Has there been an apathy in granting money for the
arts in the past few years? Have all the excitement and the upsurge of the
arts paled in the light of that eternal flame at Arlington? Was this great
arts feeling in theater, painting, music, the dance, sculpture, and architec-
ture also shot down in Dallas?

Mr. Goodwin

Public relations firm executive; winner of Pulitzer Prize
for local reporting (1948)

SOMEHOW in the last fifteen or so years, I seem to have gotten involved in a
matter which I thought was not controversial--the matter of business support
of the arts. I had a text ready for a discussion on this subject, which I
took from the first brochure that was prepared for the Atlanta Memorial Cul-

tural Center. I planned to quote Will Durant, who in speaking of the Renais-
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An account of how the Atlanta Arts Alliance developed will perhaps illus-

trate the point. We have had art in Atlanta, we have had culture in Atlanta,

since the last days of the last century. More specifically, the High Museum
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sance, said, "First of all, it took money." Then in the early hours of this

morning I read Ann Carter's piece on one of the speakers at this conference,

and then Mr. Moyer gave me another text, "We must take art out of the hands of

people who want to exploit it--politicians and businessmen who think it is good

business. The love of beauty is incompatible with the love of money--and good

business is the love of money." So maybe I find myself with a controversial

subject after all.

The arts have always had to be subsidized. Somebody once said that the

arts are financed by those who have money for the benefit of those who have

the leisure to enjoy them, and historically it seems to be true. As you look

at some of the art in the Kress collection and in the High Museum, it is ob-

vious that the church was supporting it at the time it was produced. Even be-

fore that, in the days of Greece and Rome, support seemed to come from the

state. And we have all read of the kings of Europe who had their stables of

creative people and for very good reason. Then there was that wonderful pre-

income-tax time when wealthy individuals were able to provide the subsidy nec-

essary for the various arts. It seems to me very logical that the next step,

the next group with money, if you please, is corporate business; and happily,

it seems to me, corporate businesses, in recent years, stimulated in part by

President Kennedy, stimulated perhaps more by their own education and their

developing concern for the community in which they live, have been providing

progressively more support for the arts. And now most recently we are getting

teamwork and cooperation from the state, through the various federal agencies,

ani, as has been pointed out, it is not unexpected that the head of some of the

federal grants are people with a background in business.

One of the things I think we overlook when we wonder why business does

not support us more, is a factor of timing. I remember a discussion of this

at a meeting of the Atlanta Arts Alliance, where I happen to be a trustee.

Why are we just now in Atlanta getting around to worrying about the arts--both

the visual arts and the performing arts? And in the discussion that followed

the reason became clear. When our town was first started some hundred and

Lwenty-five years ago, the primary concern was for shelter. There were trees

to be cut down in order to build huts, and nobody was really worrying much

about the arts. Then people worried about food, then about the economy--how

do you get this thing going?

Only at this point does a less selfish concern begin to lift its head,

and you find businesses and individuals supporting the church; one of the

first public structures to be built in most of our towns, certainly in this

country, has been the church, and it has channeled off a fair amount of avail-

able dollars over its history. Then came education. Remember that it has

only been in recent years that we have had any substantial grants for educa-

tion, from anything other than government or the wonderful founders of those

first colleges in the country, and they came in the big cities that had gone

through these earlier stages. Then I rather think that attention to human

suffering came next--people built a poorhouse; they worried about those who

didn't have enough to eat; they worried about health; before any cultural move

could get going, hospitals had to be built, and added to. Then, and only then,

it seems to me, could we get around to thinking about the arts--culture (in

quotes, I'm afraid) and then the arts.



has been in business since the 1920's; the Atlanta School of Arts since the

'30's; the Symphony really got going in the '40's; we developed three excel-

lent dance groups, and with some difficulty five theaters; the opera has been

there coming for two or three days a year, and now it comes four days a year,

since 1912. Of course the road shows came. All of these activities began to

hurt for facilities. The museum wasn't large enough. The Symphony was play-

ing in the old auditorium and rehearsing wherever they could find a place, the

latest being the Braves' dressing room. The Arts School was in an old house

(really a collection of old houses) and it needed more space. So I guess the

demand really came from the physical side, from the facilities side.

The several disciplines looked around and asked what can we do, how can

we raise money to meet these needs. This went on for some time, and nothing

very much happened, until somebody suggested that the economic development of

Atlanta, Georgia, required the provision of adequate facilities for the arts.

The suggestion was also made that the city provide some subsidy for the con-

tinuing of the arts (but that comes a great deal later, although much is being

done in that area). Attention began to focus on the relationship of the arts

to the economic needs of a city as it seeks new citizens--educated new citi-

zens who have gone to college and who will want their children to go to col-

lege and who look for the niceties of the community (even if they don't pa-

tronize them very much, they like to have them there). We heard new industry

ask what will our people do for recreation, besides go to baseball games and

go to the lake. Then somebody said, "It would be awfully nice if we could

tell all these new people about the various beautiful facilities that we have."

--Incidentally, some of these precise arguments were used for Theatre Atlanta's

new home, and they worked.

So in 1960 and 1961, the idea was born to try to provide facilities for

the arts. The first step involved some public support, particularly by means

of a bond issue, and how well I remember that our efforts went down the drain

along with the bond issue. That is the only bond issue we have had defeated

in Atlanta in a number of years. But the motivation lived through it. We had

the tragedy in Paris in June of 1962; and in my personal opinion, the impact

of this on the cultural development of Atlanta has been substantially overem-

phasized--nevertheless, it has played a part.

Our one great source of artistic suppurt--indeed our great source of cap-

ital--finally came forward in the guise of an anonymous donor, and said, "If

the business community will raise the matching funds, we will supply four and

a half million dollars to get this going."

It is interesting to note the requirements that this anonymous gift set

on the trustees. First, they were to establish a thing called the Atlanta Arts

Alliance, and tc combine in their efforts not only the Symphony and the theater,

but also the Museum and the School of Art--indeed the School of Art was current-

ly getting ready for a campaign to build its new building. The requirements

were that all these somehow must be put into a package, so that the several dis-

ciplines could support each other. The requirements went further, and said to

the twelve trustees, most of whom represented substantial business interests,

"In addition to pleeging your dollars, you have got to pledge your continuing

support, both financial and moral. You've got to say that you as individuals

will stay with this thing, that you will each year raise the subsidies neces-

sary to carry on the programs that will be ir these facilities.'

The anonymous offer was accepted, and there came a professional fund drive
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which had considerable success--indeed we thought we had enough money to con-

struct our building. When we found it would cost more than we thought, the

same anonymous donor came to our rescue with another grant; then there were

more contributions, substantially from the major business interests of the

city. Now it appears that a total of some thirteen million dollars is on

hand. It is interesting that one call made in the hope of getting twenty-five

thousand dollars resulted in millions of dollars.

During these developments the board of trustees has been expanding, so

that now the original board of twelve businessmen has grown to thirty-six, a

number of whom know something about art and music and theater and the various

disciplines; and it appears that as the Atlanta Arts Alliance moves through

the construction of the Cultural Center and the programs get going, these peo-

ple will exercise substantially more influence on the policies than they did

in the fund-raising days. I think this too is a very happy and healthy situ-

ation.

I cite our experience in Atlanta as just one example in one town. Here

in our audience we have representatives from a number of cities--all with dif-

ferent hopes and needs and ambitions and interests. If these communities are

examined, you probably will find relatively the same potential support for

the arts from business--particularly (as you say it so well) if it is a sub-

sidy of the people, rather than a subsidy of any particular organization. So

I go back to my text "First of all, it took money." It suggests that art and

business have been going down this road for quite a while, and I think we will

go quite a while longer.

Mr. Owens

THE FIELD I represent specifically is landscape architecture. I am a teacher

of landscape architecture, and I also practice it.

At this conference it has been interesting to me to hear a number of our

disciplines say that you need support from the people as a whole, or that your

group is so small it is really not very well represented when it comes to get-

ting attention from the municipality, state, or federal government. I want to

pass on the following for what it is worth to you.

Landscape architecture is one discipline which, I think, has emerged more

rapidly and more fully darirg the past five years than any other of our visual

or performing arts, and I will come back to that a little later. But when it

comes to what landscape architecture stands for as it is applied in our region,

I want to give you this experience of mine.

Several years ago a very charming, intelligent lady from Atlanta came

over to see about enrolling as a student in the landscape architecture depart-

ment here. She brought with her her transcript of credits, showing an AB de-

gree in art history at one of the leading midwestern universities and a master's

degree in the history of art at Radcliffe. She had subsequently married and

had three children. Her husband was a prominent physician, a neurosurgeon, who

had spent some time at Harvard, and she had done some lecturing at the Harvard

Museum; when he did some work at Yale, she worked there. I said to her, Nhy

on earth do you wish to get into this discipline, when you have such a fine
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background and can offer so much as an art historian! If you feel the urge to

get into education, you could make a contribution in teaching art appreciation."

She told me, "When I came to Atlanta, I made it a point to identify myself with

the art field, to get to know the art groups and the music groups, and I didn't

find them too stimulating. Lione of you must take this personally:7 I met so

many ladies who were intelligent, well traveled, college bred, and who talked

about garden clubs; when I was invited to their homes, their places were well

planned, with flowers arranged beautifully, and if you asked them the name of

a flower, they knew the name of it and could take you into the garden and show

you the plant and tell you how to grow it. I decided if knowing so much about

flowers isn't a natural expression of art, it would be impossible to find one

anywhere in the country. Then I started investigating the garden club situa-._

tion in Atlanta and Georgia, and I found iihis is the point I want to pass on/

there are today twenty-three thousand members of garden clubs in Georgia, and

the garden clubs are the auxiliary for landscape architecture."

There may be many explanations for the growth of garden clubs, but my own

(and the one I like best) is that our grandparents and great-grandparents, our

forebears, lived in this area of the country in an agricultural economy. They

were close to the land; they knew boating and fishing, and the agricultural

processes. After the industrial revolution we found in the late 1800's and

early 1900's urbanization beginning. Many people were transplanted to urban

centers, and they missed the contact with the land. It's a natural thing--psy-

chologists tell us that man must have contact with nature or else he goes ber-

serk; there is nothing that can refresh the soul so much as the sights and

sounds of nature.

I think that much of the garden club situation has been a matter of escap-

ism to a degree. The members like to get together. Many of them are genuinely

grounded in gardening, and they know conservation, they know what should be

done for our highways, they know that we need legislatIon to control billboards

or outdoor advertising. Yet there has been much laughter about the garden

clubs: Helen Hopkins' cartoons ten years ago hit the nail on the head--the la-

dies like to get together and drink tea and so forth, or hear people talk a-

bout beautiful new horizons, and morning glories they have seen in Japan, or

see slides of beautiful places. That period is ending for the garden clubs.

They now have a serious bent.

As far as our department here is concerned, landscape architecture has not

been a well-understood profegsiJn. But the big depression of 1929 brought in

a new era. For two or three years there was a sort of pandemonium. Finally

the brain trust that Mr. Roosevelt called in to help work out the situation

said, "Let's put these men who are out of work and have no money and no jobs

to some useful employment. Let them build roads, build parks, build post of-

fices; let the artists paint murals, let the sculptors decorate some of the

housing projects; and let the musicians compose music." And the brain trust

went on to say, "Let's not let any community have any money until they have the

blueprints or the plans prepared by able professionals--landscape architects

for a recreational area, or the courthouse square, or the grounds of public

buildings, and county parks, national parks, and roadsides; architects for all

the many buildings; and engineers for the bridges and roads."

That ushered in an era of great demand for services of the professionals,

and there has been a steadily mounting demand for landscape architects ever

since. For the first time, landscape architecture was brought to the public--

the less affluent people had participation in it. Mrs. Roosevelt said the
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slums must have playgrounds, we must have parks, recreation areas for all

classes and all ages, in all regions. There were not enough landscape archi-

tects, and the same was true of architects and other professionals--there were

not enough trained people to meet the demand at that time. Prior to the de-

pression landscape architects were occupied almost exclusively with designing

suburban and country estates for millionaires. A few were used to design parks

systems in cities and college campuses. But ninety per cent of the work done

prior to 1929 was for private homes and estates. Today we rarely do home

grounds, because we don't have time; now we are called on to do subdivisions,

shopping centers, housing projects, national parks, U. S. Forest recreation

areas, and the large-scale planning type of thing.

When the Second World War came, the landscape architect donned khakis

with the others. Many went to the front, but many were employed building new

towns. The landscape architects laid out Oak Ridge with the planners and the

architects; they did camouflage, and the cantonment camps for soldiers, rest

areas, and that sort of thing. Immediately following the war, there was a

tremendous demand for landscape architects; the common people had had a taste

of parks and playgrounds, and they demanded them and they are getting them

now.

It has been very interesting to me to hear all your discussion about art

in the schools, and that we must have more time with the young people to ex-

pose them to painting and music and art appreciation, and I am all for that.

But I have not heard anyone refer to the benefit that we have through precept

and example. If America would get busy and see that the school grounds and

school buildings are planned as they should be, our young people could go to

school in an environment which would be a utopia. The buildings would be de-

signed by competent architects, and would have murals and art works. The land-

scape architect would be called in in the beginning to site the place, and to

say where the building should go. He with the architect and city planners, if

any, would plan so that there is a place for everything--drives, bicycle park-

ing, trucks, school busses, flagpole, drinking fountains, recreation area,

lawns, trees, shrubs--some flowers and bulbs so that students can learn to re-

spect those things instead of pulling them up. If all this could be planned

from the beginning, I think a lot of our problems would be solved.

Now that the garden clubs are getting on to what needs to be done they

are having competitions for the various garden clubs in the areas, in differ-

ent states. But the needs can't be realized by the landscape architects, for

we have only three thousand registered landscape architects in America. There

are eighteen thousand or so registered architects. It is a matter of educating

the public about school grounds and parks and litter. We shouldn't have to

have legislation about such things--we should be civilized enough so that it

isn't necessary. It's a matter tbat the entire public must know about, and I

want to say that the environmental design sciences need some time also with

the children in the lower grades, and certainly in college. Just as we have

appreciation of art, music, etc., there is going to be from here on out a de-

mand for some time for appreciation of or instruction in environmental design.

The University of Washington in Seattle has eighteen hundred people enrolled

in such a course now, which helps to prepare students to serve intelligently

as citizens on zoning boards, park commissions, school grounds development com-

mittees, and museums, and music boards, and all that sort of thing.

So landscape architecture has emerged as a visual art, and I think it has

emerged more than any other perhaps in the last five years because of the tre-
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mendous amount of federal legislation which has been enacted that involves the

landscape architect. In the beginning, no landscape architect was mentioned

specifically as being represented on the National Council on Arts. Since that

time landscape architecture has been included, and one of the members of the

Council is a distinguished, brilliant young landscape architect in San Francis-

co. The foundation has given grants to landscape architect students this sum-

mer--they realize the tremendous shortage of urban designers. We are all go-

ing to live in major cities, and we need people who know how to design them.

They are giving grants to architecture students, landscape architecture stu-

dents, and planning students to travel through the goad examples of urban de-

sign centers this summer; and in addition, we have a Bureau of Outdoor Recrea-

tion, the U. S. Forest Service, the National Parks Service, Preservation of

Old Services legislation, legislation for scenic trails.

One piece of legislation under way now that should be voted on finally

next week is on preserving the wild rivers; they want to keep the wilderness

character of these rivers, and the landscape architects have been called in to

make the survey and review the reports. Cumberland Island off the coast of

Georgia is slated to be saved for eternityif they don't build that road; we

should not have a highway there for man to desecrate the region with automo-

biles. And the Bureau of Public Roads has employed eighty landscape architects

during the past year. The engineers have never liked the idea of anyone tell-

ing them that the straightest line between two points is not the most beautiful

way to do things. Now thanks to this infiltration from the top, they are going

to work with landscape architects.

I endorse heartily what Mr. Amisano said about being grateful for federal

patronage, and it all depends on the professions and the arts; if we don't

have quality people ready to do the designing and the performing, we don't get

it. One of the most encouraging things is that HUD (the U. S. Department of

Housing and Urban Development) has undergone a complete reorganization during

the past year. Back during the war and shortly following we had someone at

the Washington level who was lacking in imagination. Their restrictions were

so tight for housing projects that they required each unit to be a certain dis-

tance apart, and all on the same level. If a slope was involved they would

come in with bulldozers; there was no interest in preserving trees, and won-

derful features of the topography; they would allow the landscape architect

three shrubs per unit--"now, make it pretty." So that was the problem, and

architects were cut down even more. So now HUD has issued a statement that no

more projects of that sort will be approved unless they have teams of archi-

tects, landscape architects, and planners going over plans together, and they

want to preserve the existing features of topography and vegetation.

Those are the main points I wanted to make, and I now throw the discussion

open for questions.

DISCUSSION

Mr. Bob Fusillo 0 lethor e Colle e: Mr. Goodwin, several weeks ago I was

talking with a very bright young student, with lots of promise, A-type student,

business major, and when I hinted at government support of the arts, I got an

intellectually phrased but vituperatively couched lecture with extensive quotes

about how the arts "damn well ought to survive on their own, we are not going
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to give tax money," et cetera, et cetera. I got a little nervous, for there

was much nodding of classroom agreement. In your fund raising, have you found

this a common attitude among businessmen that has to be fought, or is this

roung man a dying breed? How much education do we have to do against this "if

it doesn't pay, it isn't worth it" attitude?

Mr. Goodwin: It seems to me the student's comment indicates a great deal of

education is needed. This is indeed a problem that most business seems to

bring to the situation: "I run my business and I keep my books in the black,

why can't Theatre Atlanta?" Education is about the only way to explain why

not. This attitude is common, but I hope beginning to diminish.

Mr. Owens: We have been pleased that the two Athens banks have provided space

for exhibits of paintings on their walls.

Mr. Reese: Let me answer the question in part again from an experience in

Winston-Salem. About three or four months ago, we had a request from a group

of twelve businessmen from Orlando, Florida, to come up to Winston-Salem and

study our arts council. We were very happy to receive them. Next Friday from

Birmingham, Alabama, we will have the regional vice president of U. S. Steel,

a leading banker, the Mayor, the head of the Chamber of Commerce, and other

people interested in the civic growth of dia.. community. On May 25 Omaha and

Lincoln, Nebraska, are bringing a group. When they ask us whom they should

bring, we say, "Bring us your leading businessmen and civic leaders." I hope

that that in part will answer your question.

Mr. Owens: What has happened in Winston-Salem is interesting to me, and I

keep wondering--why did it happen? They have one of the finest examples of

historic preservation--Old Salem Place. And why did it happen? Somehow

"progress" didn't come in and say we must tear that thing down and build a

MacDonald hotdog stand here. Athens seems unable to have such a thing as a

Kentucky fried chicken place unless they tear down a mansion and then build

it. They have had a college in Winston-Salem and a group of people who have

apparently been interested in this sort of thing through the generations.

This would be an interesting research angle for someone.

Mr. Thompson: I would like to speak to Mr. Fusillo's question. I notice that

sometimes businesbmen reel there is a choice between art and, for example, im-

provements on a hospital; and I can see where the latter sounds very reason-

able and very practical to a board. However, I think what is really needed is

a Robert Preston--a music man who says there is trouble right here in River

City, and presents the problem and presents the attitude of the arts in a very

positive way. Art is not window-dressing; it has to do with the life and the

vitality of the community. And therefore it is a preventative thing, not some-

thing that is done, for example (pardon the expression) as a garden club, as a

cosmetic. Art deals with such things as mental health, with keeping kids off

the streets, bringing in something that is part of the business life; and I

think if the leaders in the communit, (and it has to come from the community)

view art in this way then it causes an entirely different attitude on their

part toward the building up of the arts program, because it isn't a selfish

thing at all, but a giving thing, and contributes to the dynamics of the com-

munity.

guestion: I'm J. D. Zechariah, executive director of Keep Oklahoma Beautiful,

from Oklahoma City. Some of you people will wonder what a person from Oklahoma

is doing here. I am here because Mr. Owens invited me, and I am very pleased
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to be here. And I am very pleased that this panel is chaired by a landscape

architect, because I am a landscape architect. I am very pleased also to know

that the chairman of this conference, as I understand it, is a member nf the

Georgia Art Commission.
I would like to say this where education and art and business are con-

cerned. There is no dearth of art in Oklahoma. As a matter of fact, your very

first musical comedy in the contemporary sense was the musical Oklahoma:, based

on Green Grow the Lilacs, which was written by an Oklahoma native. There is

pride in the various cities of Oklahoma, and they vie with one another in the

creation and appreciation of art. In one small town of about ten thousand just

outside Oklahoma City, El Reno, every business is a patron of the arts. People

from all over the state and elsewhere gather in El Reno to see the sidewalk

displays and buy art.
In Oklahoma City recently, we had our first outdoor festival of the arts

in which all the arts were represented in thie huge city (I don't know whether

you know it or not, but Oklahoma City is the largest city in the world area

wise, and downtown Oklahoma City at night is the largest void in the world).

At the conclusion of this first outdoor festival of arts, there was such a tre-

mendous outcry for more that already plans are under way for the next one next

year. I'm very happy to say that not only are all the arts representatives

working on the committee, but also three of the leading landscape architects

of the city.

Mr. Rhodes: I feel compelled to make some statements, first as a creative art-

ist; and I will bore yr., with some details, to establish a foundation for what

I am going to say. My educational foundation was basically as a child who had

a desire to see, and who wanted to express what he saw. My educational founda-

tion was in the fine arts as a painter. I accidentally got into business be-

cause my family needed money. I didn't plan it that way. Because I got into

industry as an artist, as a designer, someone who had been trained to see, when

the Museum of Modern Art was sponsoring a program to upgrade industry, to upt

grade the machine, by giving an award to encourage good design--called the Mu-

seum of Modern Art Good Design Award--I happened to be the first person in the

industry I am in to receive this award. I am not bragging about winning this

award. I am saying that I am thankful that an art association, an art group,

an art museum, had a foundation of financial support that came from the busi-

ness that I participated in, and that this program they were sponsoring did up-

grade design in our country, design in the five-and-dime stores, so that those

people who were not able to go to the museum could see and use more beautiful

and more functional things.
I have seen some very:bad materials from the industry I am in; for in-

stance, the peacock bedspread--and I shudder when I think of some of those

things. Also in our industry I have seen some of the best designs I have ever

been exposed to. Very fine examples of appreciation of nature go into homes

and into buildings, into industry, and into schools--better design because

someone did see, and was planning, because some businessman or some industry

wanted to support good design.

My town, Dalton, Georgia, is the center of a worldwide industry, the tex-

tile industry, and I'm not apologizing for this, for I'm very thankful. I,

among others, was one of the leaders; we acted as the catalyst, and we know the

catalyst doesn't work unless materials are already there. But we were hungry,

and in our hunger realized that other peoplc were hungry and that we all need-

ed things that the crcative artists cuuld give us, and we weren't getting these

through the educational system.
I won't say any more except that for what we have done in Dalton we have

not received one cent from outside our community. We received a great deal of
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help; Wylie Davis is one who helped us, and Professor Dodd. So we have re-

ceived much help, but not one penny, not a materialistic thing, have we re-

ceived from outside. Everything came from within, because there was a need.

Basically the support we have received has come from industry and business,

and I am not apologizing for this help. I am very thankful for it, and all

the rest of us who have benefitted from it are very thankful. I appreciate

the comments that Mr. Goodwin made. It is sad to me that we creative artists

are so negative that we fight out and want to condemn and criticize in a nega-

tive way, not in a positive way. A creative artist is supposed to help things

grow, from one point to another. It is a shame to me that so often ottstand-

ing artists (particularly the men, I have noticed) are trying to condemn some-

thing instead of saying let's be thankful for what we have. Let's be thankful

for the support of business and industry. Certainly there are strings at-

tached, and sometimes these strings are not good, and sometimes business and

industry can be criticized and can be condemned, but I hope and pray that some-

how more of us will realize that we need all the help we can get. Sometimes

it is not so bad to take one step backward if we stand a chance to take three

steps forward. So let's not be critical of the hand that is feeding us. May-

be we will be taking a step backward, but it may give us a chance to take three

giant steps forward in the progress of expressing ourselves as individuals in

this world. /Applause/

Mr. Owens: Thank you very much. I must agree with Mr. Thompson that much of

the garden clubs' effort has been cosmetic; and I must be critical enough to

say that much of Mrs. Johnson's beautification program has been the same, and

part of it still is. When she made her committee for the beautification of

the District of Columbia, she did not include a single professional landscape

architect. So as an officer in the American Society of Landscape Architects,

it has been my duty and obligation to help show her the way. I have been to

the White House two or three times and talked with Mrs. Johnson, and she is

using professional landscape architects there on the Council of the Arts and

in all sorts of projects around the country.

Question: I am Bob Brickle from North Carolina, and I would like to address

a question to Mr. Thompson. The question may secm inappropriate to ask of a

sculptor, for it is about money-raising. Mr. Thompson commented on a state-

ment made by Mr. Goodwin that community concern was first with shelter, then

food, then education, then hospitals, and public welfare, this sort of thing,

and the arts seemed to come last because the business community feels they

are last in priority, as far as human needs are concerned.

I understood that you were trying to suggest that the arts are intrinsic

really to all of these earlier needs, and 7 couldn't be more in agreement

with you. However, you made what, as it stands, is a theoretical statement;

and in my business I am in the position of having to go.to businessmen and do

more than make theoretical statements. Frankly, I have hal great difficulty,

and I would appreciate the help of anybody here on this oaestion--the great

difficulty in documenting the statement you made that the arts are intrinsic.

Mr. Thompson: This idea is one that has been worked out in other areas, I

believe. Lawrence Fleischman of the Kennedy Galleries in New York was con-

cerned with this sort of thing in Detroit, and I'm sure that he is sort of a

liaison between the business community and the arts community, and I'm sure

that he would be able to give you a great deal of information that would help

you practically implement your program.

Mrs. Thomas: My question is related to same of these comments, and I'd like
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to address it to Mr. Amisano in particular. I think the very format of this

conference reflects one of the problems, and that is that the artist is the

last person whose view is being sought. We have heard from a lot of people

in the last two days, but here at the end we are hearing from the artist. Who

should bring the artist into the picture? Should we push our way in, or should

we wait for someone to bring us in? We are not very verbal, and we are busy

trying to produce. How are we going to get into the picture at the center?

Mr. Amisano: From what is going on here today, I think the artist is pretty

verbal. I have seen an artist sit in a committee of businessmen and say very

little, and businessmen want to get to the point. It is just that businessmen

don't see enough of artists--the presence of an artist is strongly felt when

he behaves like an artist. When he tries to behave like a businessman or do

all these other things, he fails to be heard, because he's not that sort of

person. How he gets around is really a question left largely to the artist--

he has to make his presence felt. I see more and more of this happening con-

tinually. It is hard to equate this in the same terms of how many thousands

of miles of road a man built last year. But from what I see going on and from

what I hear in community organizations I am encouraged. I went to a community

organization where people were objecting to their environments. One was a

woman attendant at Grady Hospital. She must be conscious of things that are

being said about her environment. I think the arts have already made them-

selves felt, but there can be more impact, and I think the artist has to par-

ticipate.

Question: I am Mrs. Charles Barr, Jesup, Georgia, Wayne County Playhouse.

When the only musical education that so many of our children receive id from

the band director (and even that is not always offered in the public schools

and does not always go down to the primary level), and since so much of the

children's interest is on a marching band, would a government subAidy in music

take the area of music appreciation and the knowledge of other areas of music

besides a marching band on a football field, and that type of music? Would a

government subsidy, or any kind of a subsidy from the state level on down,

help enlarge the scope of music education and appreciation? When the band is

the only area of musical education our children receive, what can be done to

alleviate that situation?

Mr. Douglas: There are many things that are being dine. I am in full agree-

ment with you that many times the emphasis is put on the area of entertainment

rather than education, and many times I feel that we would be better off with-

out it. However, many things are being done now. For example, I myself am

being supported by the Ford Foundation, working with seventh, eighth, and ninth

grade children. This is why I made the statement earlier that I feel we are

coming to a time when what is now taught at the university level will be taught

at much earlier levels. We are finding out that many of the things we had

thought could be done only with college students are now very easily done with

elementary school students; and I Clink that it is coming through grants like

Ford Foundation grants, and the many subsidized by Health, Education, and Wel-

fare. I know of one that is working with kindergarten children to find out

what can be done.

Mrs. Barr: Where can we in a local, rural-type community go to bring this in,

not ten or fifteen years from now, but now?

Answer: The only thing I can suggest to you would be to contact Health, Educa-

tion, and Welfare through a proposal of your own.
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to be here. And I am very pleased that this panel is chaired by a landscape

architect, because I am a landscape architect. I am very pleased also to know

that the chairman of this conference, as I understand it, is a member of the

Georgia Art Commission.
I would like to say this where education and art and business are con-

cerned. There is no dearth of art in Oklahoma. As a matter of fact, your very

first musical comedy in the contemporary sense was the musical Oklahoma:, based

on Green Grow the Lilacs, which was written by an Oklahoma native. There is

pride in the various cities of Oklahoma, and they vie with one another in the

creation and appreciation of art. In one small town of about ten thousand just

outside Oklahoma City, El Reno, every business is a patron of the arts. People

from all over the state and elsewhere gather in El Reno to see the sidewalk

displays and buy art.

In Oklahoma City recently, we had our first outdoor festival of the arts

in which all the arts were represented in this huge city (I don't know whether

you know it or not, but Oklahoma City is the largest city in the world area

wise, and downtown Oklahoma City at night is the largest void in the world).

At the conclusion of this first outdoor festival of arts, there was such a tre-

mendous outcry for more that already plans are under way for the next one next

year. I'm very happy to say that not only are all the arts representatives

working on the committee, but also three of the leading landscape architects

of the city.

Mr. Rhodes: I feel compelled to make some statements, first as a creative art-

ist; and I will bore you with some details, to establish a foundation for what

I am going to say. My educational foundation was basically as a child who had

a desire to see, and who wanted to express what he saw. My educational founda-

tion was in the fine arts as a painter. I accidentally got into business be-

cause my family needed money. I didn't plan it that way. Because I got into

industry as an artist, as a designer, someone who had been trained to see, when

the Museum of Modern Art was sponsoring a program co upgrade industry, to upt

grade the machine, by giving an award to encourage good design--called the Mu-

seum of Modern Art Good Design Award--I happened to be the first person in the

industry I am in to receive this award. I am not bragging about winning this

award. I am saying that I am thankful that an art association, an art group,

an art museum, had a foundation of financial support that came from the busi-

ness that I participated in, and that this program they were sponsoring did up-

grade design in our country, design in the five-and-dime stores, so that those

people who were not able to go to the museum could see and use more beautiful

and more functional things.

I have seen some very:bad materials from the industry I am in; for in-

stance, the peacock bedspread--and I shudder when I think of some of those

things. Also in our industry I have seen some of the best designs I have ever

been exposed to. Very fine examples of appreciation of nature go into homes

and into buildings, into industry, and into schools--better design because

someone did see, and was planning, because some businessman or some industry

wanted to support good design.

My town, Daltot, Georgia, is the center of a worldwide industry, the tex-

tile industry, and I'm not apologizing for this, for I'm very thankful. I,

among others, was one of the leaders; we acted as the catalyst, and we know the

catalyst doesn't work unless materials are already there. But we were hungry,

and in our hunger realized that other people were hungry and that we all need-

ed things that the creative artists could give us, and we weren't getting these

through the educational system.

I won't say any more except that for what we have done in Dalton we have

not received one cent from outside our community. We received a great deal of
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help; Wylie Davis is one who helped us, and Professor Dodd. So we have re-
ceived much help, but not one penny, not a materialistic thing, have we re-
ceived from outside. Everything came from within, because there was a need.
Basically the support we have received has come from industry and business,
and I am not apologizing for this help. I am very thankful for it, and all
the rest of us who have benefitted from it are very thankful. I appreciate
the comments that Mr. Goodwin made. It is sad to me that we creative artists
are so negative that we fight out and want to condemn and criticize in a nega-
tive way, not in a positive way. A creative artist is supposed to help things
grow, from one point to another. It is a shame to me that so often outstand-
ing artists (particularly the men, I have noticed) are trying to condemn some-
thing instead of saying let's be thankful for what we have. Let's be thankful
for the support of business and industry. _Certainly there are strings at-
tached, and sometimes these strings are not good, and sometimes business and
industry can be criticized and can be condemned, but I hope and pray that some-
how more of us will realize that we need all the help we can get. Sometimes
it is not so bad to take one step backward if we stand a chance to take three
steps forward. So let's not be critical of the hand that is feeding us. May-
be we will be taking a step backward, but it may give us a chance to take three
giant steps forward in the progress of expressing ourselves as individuals in
this world. /Applause/

Mr. Owens: Thank you very much. I must agree with Mr. Thompson that much of
the garden clubs' effort has been cosmetic; and I must be critical enough to
say that much of Mrs. Johnson's beautification program has been the same, and
part of it still is. When she made her committee for the beautification of
the District of Columbia, she did not include a single professional landscape
architect. So as an officer in the American Society of Landscape Architects,
it has been my duty and obligation to help show her the way. I have been to,.
the White House two or three times and talked with Mrs. Johnson, and she fig'
using professional landscape architects there on the Council of the Arts and
in all sorts of projects around the country.

Qtestion: I am Bob Brickle from North Carolina, and I would like to address
a question to Mr. Thompson. The question may seem inappropriate to ask of a
sculptor, for it is about money-raising. Mr. Thompson commented on a state-
ment made by Mr. Goodwin that community concern was first with shelter, then
food, then education, then hospitals, and public welfare, this sort of thing,
and the arts seemed to come last because the business community feels they
are last in priority, as far as human needs are concerned.

I understood that you were trying to suggest that the arts are intrinsic
really to all of these earlier needs, and I couldn't be more in agreement
with you. However, you made what, as it stands, is a theoretical statement;
and in my business I am in the position of having to go.to businessmen and do
more than make theoretical statements. Frankly, I have had great difficulty,
and I would appreciate the help of anybody here on this question--the great
difficulty in documenting the statement you made that the arts are intrinsic.

Mr. Thompson: This idea is one that has been worked out in other areas, I
believe. Lawrence Fleischman of the Kennedy Galleries in New York was con-
cerned with this sort of thing in Detroit, and I'm sure that he is sort of a
liaison between the business community and the arts community, and I'm sure
that he would be able to give you a great deal of information that would help
you practically implement your program.

Mrs. Thomas: My question is related to sou of these comments, and I'd like
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to address it to Mr. Amisano in particular. I think the very format of this

conference reflects one of the problems, and that is that the artist is the

last person whose view is being sought. We have heard from a lot of people

in the last two days, but here at the end we are hearing from the artist. Who

should bring the artist into the picture? Should we push our way in, or should

we wait for someone to bring us in? We are not very verbal, and we are busy

trying to produce. How are we going to get into the picture at the center?

Mr. Amisano: From what is going on here today, I think the artist is pretty

verbal. I have seen an artist sit in a committee of businessmen and say very

little, and businessmen want to get to the point. It is just that businessmen

don't see enough of artists--the presence of an artist is strongly felt when

he behaves like an artist. When he tries to behave like a businessman or do

all these other things, he fails to be heard, because he's not that sort of

person. How he gets around is really a question left largely to the artist--

he has to make his presence felt. I see more and more of this happening con-

tinually. It is hard to equate this in the same terms of how many thousands

of miles of road a man built last year. But from what I see going on and from

what I hear in community organizations I am encouraged. I went to a community

organization where people were objecting to their environments. One was a

woman attendant at Grady Hospital. She must be conscious of things that are

being said about her environment. I think the arts have already made them-

selves felt, but there can be more impact, and I think the artist has to par-

ticipate.

Qtestion: I am Mrs. Charles Barr, Jesup, Georgia, Wayne County Playhouse.

When the only musical education that so many of our children receive id from

the band director (and even that is not always offered in the pilblic schools

and does not always go down to the primary level), and since so much of the

children's interest is on a marching band, would a government subs:tidy in music

take the area of music appreciation and the knowledge of other areas of music

besides a marching band on a football field, and that type of music? Would a

government subsidy, or any kind of a subsidy from the state level on down,

help enlarge the scope of music education and appreciation? When the band is

the only area of musical education our children receive, what can be done to

alleviate that situation?

Mr. Domeis: There are many things that are being done. I am in full agree-

ment with you that many times the emphasis is put on the area of entertainment

rather than education, and many times I feel that we would be better off with-

out it. However, many things are being done now. For example, I myself am

being supported by the Ford Foundation, working with seventh, eighth, and ninth

grade children. This is why I made the statement earlier that I feel we are

coming to a time when what is now taught -t the university level will be taught

at much earlier levels. We are finding out that many of the things we had

thought could be done only with college students are now very easily done with

elementary school students; and I think that it is coming through grants like

Ford Foundation grants, and the many subsidized by Health, Education, and Wel-

fare. I know of one that is working with kindergarten children to find out

what can be done.

Mrs. Barr: Where can we in a local, rural-type community go to bring this in,

not ten or fifteen years from now, but now?

Answer: The only thing I can suggest to you would be to contact Health, Educa-

tion, and Welfare thmugh a proposal of your own.
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Mt. Zachariah: In Oklahoma, we have a Governor's Council on Arts and Humani-

ties which sends plays, musical groups, and so forth, throughout the state,

particularly to the rural areas, so that they may be informed about and have

an appreciation of this sort of thing.

Mr. Owens: This question reminds me of what the intellectuals of our English

department here used to say back during the depression days when the agricul-

tural college was getting so much money to expand its program, particularly

in research: "The University seems to operate on the idea of millions for

manure, but not a cent for literature."

I think we must call a halt to this program. I want to thank all the

participants for their cooperation, and the audience for your participation.

Wylie Davis, will you proceed to the platform.



CLOSING REMARKS

Wylie Davis

Assistant Professor of Art and in the Institute
of Community and Area Development
University of Georgia, Athens

AS A result of our session on Educational Trends in Public Schools, Museums,
and Television, an ad hoc resolutions committee was appointed to draw up some

resolutions. The committee consisted of Travis Rhodes, Carlyn Fisher, Dennis

Allen, and Susan Esslinger. I should like to call on Mr. Diamant to read those

resolutions.

Mr. Diamant: Whereas, A symposium for artists, educators, community and gov-
ernment leaders, entitled New Directions for the Arts, sponsored by the Georgia

Center for Continuing Education and the Institute of Community and Area Devel-
opment,has already had a profound effect on the stature and posture of culture
in Georgia; and

Whereas, The Georgians participating in this symposium have determined
that specific action may be taken to assist the state of Georgia to assume its
rightful place as a national leader in all the arts; therefore be-it

Resolved, That appreciation is expressed to the University of Georgia in
general, and to Professor J. W. Fanning, Professor Wylie Davis, Professor Lamar
Dodd, and Dr. Leighton Ballew, in particular, for assembling an outstanding in-
formative and inspirational program; and be it further

Resolved, That the Georgia Art Commission, the Arts and Humanities Pro-

gram of the Department of Health, Education, and Welfare, and the National
Foundation on the Arts and Humanities receive our thanks for their support of

the project; and be it further

Resolved, That the symposium become an annual and regional event, to be
complemented by a practicum conducted by the University of Georgia during the

summer; and be it further

Resolved, That recommendation be made to the Georgia State Department of
Education to take immediate action to eliminate glaring voids in our school

system by establishing positions of consultant in theater education and consul-

tant in the dance; and be it further

Resolved, That the Georgia Art Commission be requested to codify stand-

ards for exhibitions throughout the state, and that such codification include
standards for entrance procedures, methods of presentation, and adjudication.

April 21, 1967, Athens, Georgia.

/Applause/

Mr. Davis: It is now time to adjourn this conference. I might tell you that

when this symposium was being planned, it was suggested that I tie the whole

thing off with a neat little summation of the ideas that had been expressed,
ending of course, with the traditional inspirational quotation that would send
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everyone marching back to their respective foxholes on the culture front,

steely-eyed, with new resolve and new directions.

Those of you who have persevered through these two and a half days of

discussions know that there is certainly no neat way to summarize the flood

of ideas, of reactions, and opinions that have been presented here--short of

a complete transcription and publication of these proceedings, copies of which

might be used in the war against public apathy and ignorance. I sincerely

hope that the University can see its way clear to publish such a transcription

of our proceedings. If so, you will be notified of its availability.

In my search for your soul-searing quotation, I found this one by Louis

Clark Jones: "Conferences are like the mating of elephants--the action takes

place at a high level, amidst much trumpeting and bellowing, and there is not

much to show for it for two years." I have a good idea that it will not take

two years to see the offspring from this particular mating season.

It is impossible to thank all of you and to thank you enough--those of you

who have given freely of your time, who have eagerly shared your ideas, experi-

ences, and knowledge, who have willingly offered your talents, and have trav-

eled long distances at your own expense to question, to examine, and to learn,

and to listen to the curious stirring of what might be a cultural awakening in

our society. Those of you who are here are visionaries, in a way, and although

you represent many types of arts groups, arts organizations, arts institutions,

and art forms, many types of cities, towns, communities, and backgrounds, you

are here because you have heard the same call. It has been necessary to talk

and talk and talk about the politics of art, the finances of art, the organi-

zation of art, the education of audiences and the education of artists; but

you have been drawn together by one central conviction, I believe, and that is

a belief in the potential of the human spirit and the human imagination--the

expression of the spirit, whether it be written, acted, danced, sung, designed,

painted, filmed, or expressed in media not yet devised, and the preservation

of this spirit in a world which in many ways is ignorant of its values.

New Directions for the Arts have not been handed out at this conference;

challenges have--challenges which must be met by artists, as well as organiz-

ers, promoters, educators, and government money. If what seems to be a cul-

tural bud is going to produce a beautiful blossom instead of a plastic flower,

artists as well as their supporters must look beyond the inhibitions of Peach-

tree Street and even beyond the tinsel goddess of Broadway and Madison Avenue:

we must all look within ourselves with honesty, and around ourselves with some

humility, to find New Directions for the Arts.

ERIC Marin ehouse

JULI 1968
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