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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 extend
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.
1 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 past. We have a very fime 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 Educatiom, 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 virtue 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.
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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. 1In 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 omn 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.

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 "Meet the Professor." He is President of thLe

American Ballet Theatre Foundation.

He was actively associated with
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Keynote Address

THE TRANSFORMATION OF AMERICAN CULTURE

Harold Taylor

President, American Ballet Theatre Foundation; former
President, Sarah Lawrerce Coliege; 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 extraordimary 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 fromnt 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 omn 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
s that in many universities, the

make the student take, and when ome think
guccessful 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, comspicuously 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 momney 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. 1In the elementary schools, for example, only ten
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_zaod 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

4
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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. (1
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 enviromment in which he swims (as far as we
know) so the cultural environmment 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 1LSD, or through a refusal to accept
the cultural values which surround one, and the insistence on individual per-
ception and expansion of ore's own conscicusness into new patterns, new forms,
of appreciation.




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 mJestern 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 ‘bservation) destroy any interest and ideas in the arts on the part of stu-
dencs 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 from 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 enviromment and looked
at separately becomes an object of art. 01d movies and the whole conception
of "camp" and the popular culture become art forms by being taken out of
their culture and look:d 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, 2 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 toeign the Empire State Build-
ing, without buying it, and make it into a work o€ 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 ome
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 1le 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. |
® 1

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
gsocial habits and vocabulary with a deal of vitality, energy, and creative
possibility which we are only now coming to discover.

g

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- 1
can life--which has not included a place where omne 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 temn oOr fifteen years ago
would not have been admitted to college at all.

e A Ak e okl

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
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pDiamond 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, sculpcors, 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 upomn. And the
new kind of student there is developing community interest in the arts both in
connection with the teaching in the inmer 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 inmer
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 paiatings, 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 I11inois 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 ir 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 orgauizing 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 vears, since the custom of building

8
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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 concerm 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 picture books or with David Susskind on television."

Then Mr. 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. 1In 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
£i11 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 comsequence
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 enviromment 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 ome 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
fnto 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 temn Or fifteen years--some of the poems,
some of the works in art, some of the works in theater. The work of Barbara
Carson'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 amn 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 traditiomal 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 coalitionm,

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 Americam 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 emough 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 comservatory 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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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. 1 think we have
not yet found a place for him in the regular university or college system.

1 think that one of the ways of dealing with him is the sort of poetry center
jdea at San Francisco State or a kind of internal Breadloaf writer's confer-
ence carried on during the regular academic year. (1 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 whese 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 inmer wor
new talents, for we can never tell when we are going to uncover
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 ordimary
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, 1

tranced by poets,

kings of the curriculum, we will create
an extraordi-

el

Question: Would you say that the North Carolina Center for the Performing
Arts might fill one of the needs you mentioned?

pr. 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.

1n 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. 1f we boought 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

T
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at once, because for every older persomn 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 omnes (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 1'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- i
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- 4
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 3
educated. I won't bore you with the deploring things that I know, but one
thing I 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 omn 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 persoms 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: that 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. 1In
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.

T 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 onme 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 j
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 1
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,

Question: 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 sculptor--I 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.

1t 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 whole new life for themselves. SO there is
2 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 momey and develop the courage to break from everything
they are supposed to be doing.

nf 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 institutionm, if it is kept separate from the main cul-
tural trends. Julliard, for example, would have become obsolete had it not
involved itself with modern dance, and done suome of the things that Bill
Schuman learned to do at Sarak 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.




GOVERNMENTAL PATRONAGE
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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 PFriday 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
1 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 Johmson, 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 discussionm, 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, thé 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
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the aristocratic society and with aristocratic institutions, such as the
church, the state, and the priuncely 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 aad 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- j
quisition of learning or intellectual culture." |

Our panelists Mrs. Fisher and George Beattie perhaps can tell us how much i
that aspect of state legislative bodies has changed since Adams made these 1
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 J
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 senmators 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 govermment support of the
arts have been carried out actually in the South, long before Govermor 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 perforaing 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.

T P R

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 onme, but fifty-four independent sources of gov-
ermment 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 ce-
sponded at least imitially 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 scuse 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, thc: I must be one of
the ministers. I was struck by Dr. Taylor's rema-ks 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 Natiomal 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 humarity; 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 Washingtonm, really doing two jobs, as chairman of the Kennedy
Center andd special assistant to the President on cultural affairs. 1 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 explosionm," and we know
it's around. I call it the shot heard around the room, because you can't
really put your finger omn 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: mnot 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. TIt 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 entertaimment 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 govermment 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 doliars, 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 2% 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 come 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
et 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 $5000 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
gale 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 typhoon 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 légis-
latures gave any money. One state forbids the use of local funds for rumning
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. 1In 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 canm, 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 arrives, 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 gums 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 impact 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 T might say that I am unbrainwashed in

this area. 3

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
T learned a great deal in a comparatively 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 presentatiow




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 domne.

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 momey
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 tOo 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
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completed our discussions, we think that we may be doing the play strictly as
a television event. Of course our main purpose is that we do the finest qual-
ity of production, one way Or another. We think at the moment that it is go-
ing in the television direction because then we will be able to have a perma-
nent thing that will be usable for a long time, and we will also be able to
cover the entire state with it--something we would not be able to do with a
live theater,

In closing I would like if I may to be personal, I find frequently that
people do not understand my position with the commission, and I would like to
clarify it, although everyone here may know, I am the executive director,
which means that I am the only person, except for people on my staff, who is
paid. All of our commission members are serving without any remuneration,
and doing a wonderful job. I am not here, at the discretion of the Governor;
I am here because the commission has appointed me. By w2y of my own personal
philosophy in regard to the commission and its work, I should like to quote
something that Sir Herbert Read said: "Our particular trouble in this air-
conditioned nightmare we call a civilization is that we have lost the very
notion of cultivating the senses, 'til we stumble through life, unaware of its
most appealing aspects, lost to its intensest joys and communicatioms. We are
butter-fingered, tongue-tied, half-blind, and deaf to all nervous vibrations,
We fail to accept some of the things that we must renounce of more power, of
more wealth, of more pride, if we want the influence of love and beauty to
prevail in our lives." I believe we must start wit! young children in preserv-
ing their esthetic sensibilities.

Mrs. Fisher

I THINK I have probably the most interesting job available in the state to one
interested in the arts., T am actually being paid to go to concerts, to the
theater, and to exhibitions--it's really unbelievable!--and to meet all the
f marvelous people in the state who want for Georgia the very things the commis-
sion stands for and will support. This is really an experience for me and T
hope the commission is going to be very effective--1 don't see how we can miss.

I won't give you many details about what I have discovered, but later om,
if you have questioms, I shall be happy to answer them. You might be inter-
ested to know the procedure I followed. I find that people are comstantly
asking where you begin to survey a state for its cultural resources. We start-
ed with the women's garden clubs, a very solid bunch, and asked each club to
supply names and addresses of art groups in their communities. We got in
touch with those groups and from them we found others, and so on and so on.
When a city looked particularly interesting or as if it had a particularly in-
teresting problem, I would travel there whenever possible, writing in advance
to those names that I had. The people I have met and talked to have always
been generous. The hospitality of Southernors is unbelievable; T don't think
I have bought a meal the whole time I've been traveling, and I know I have
never paid a cab fare from the airport to a city.

I find, too, that most of you are really committed people. You really
care about the arts, and you want to see something really good happen in
Georgia. I think you will. You have been by yourselves for some time and
fighting at odds, but I think now that you have some pretty strong forces
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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. 1In 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
Georgiz, 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. T think the commission can help in strengthening
these musical programs,

el e L Ly e

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 Fducation, 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 £i11 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, sculpt: e,
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. 1In vis-
uval arts, we have four or five pretty good museums., I say ''pretty gocd," 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
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to be a civilized nation, we must support that aspect of civilization which
makes us civilized human beings.

1 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 *o> 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,
"Well, I am interested in the arts and T will go." But at that point T 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 toO
bring about in a functional manner the change in our artistic culture that
Dr. Taylor has covered soO 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 whoie 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 cn a Latin American (raft Exhibition and getting it toured
throughout the Southeast. There are some other projects that we are involved
with; such as working on lonz-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 ome 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.

f We would like to sponsor some conferences throughout the goutheast, mrd-
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 j
this kind of framework--we thought that we could explore problems in the areas
i 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, bzcause 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 Tenmessee,
Knoxville, Tennessce, 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

T would like to ask Mr. Mark: What are some of the tactics people
since they are the people we are involved with so much
worth not only their

guestion:
can use on legislators,
at this poinc, to convince them that art is important and

money but their time?

Mr. Mark: I think the only weapon vou 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 T 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 they
are going to do is tramsport paintings around the state for rich kids to look
at." T heard this in my car and nearly had an accident. T 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. Unforturately this was on a Friday,

and my statement got on the late Saturday afternoon news. I don't know if I
gave an adequate suswer. I tried to be kind, and said that I didn't t:ink 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 maay people heard what T said,
but what is important is that Savannah wrote tons of mail, and by the time we
came to our hearing, the senator, who happened to be on the Senate appropria-
tions committee, was wreathed in smiles. Fortunately he asked a question that
the only person who could answer was Mrs. Fisher, and sc 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 generatiom 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, archictects, and so on,
come for a general assembly to talk with the students; then sne would 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 rersuade 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 beiag 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, cne 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.

Quection: 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 oped 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 omne 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, T am sure, think
that is great, but it turms out to be not quite that simple. However, we have
every hope and confidence that everything will be all right.

uestion: If we fail to get the momey, 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 ome 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 theater 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 Ppro-=
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 the 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 conmunity can pay for an opera performance oOr
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.

¥e 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. Nome 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 om 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.

g

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
govermments 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.

PR

Question: 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 gomne 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 some 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. 1T
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. T 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 cau 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 sporis 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 toO
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 implicatiom.

Mrs. Fisher: That was per story.

Same speaker: That means they had one story a week. I told him he was getting
considerably more than he was paying for.

Another speaker: I feel that the most immediate solutiom to this problem is a
very simple ome, 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 institutiom 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, soO 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 aftermoon and evening.

Another speaker: Our community is Daltom, 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 solution 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 newswor thy
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 operationms.

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,"
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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 com-
sider one of the major art exhibitioms in the South in a number of years.

O0f 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 natiom.

T 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 sei.ves 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 Natiomal Council
of Arts and Covernment. He is on the Committee to Beautify New York. He
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