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James Clifford and
Guillermo Gémez-Peiia:
An Exchange

Scholar James Clifford and artist Guillermo Gdmez-Pefia en-
gaged in an provocative discussion as part of a conference, New
Geographies of Performance, held in Los Angeles from Janu-
ary 10-13, 1991 and co-sponsored by the Getty Center for the
History of Art and the Humanities, the Los Angeles Festival, and
UCLA. The conference brought together artists, ethnomusicolo-
gists, folklorists, curators, anthropologists, festival organizers,
and other cultural leaders to discuss both the presentation of
cross-cultural programs in the arts and the nature of audience
response to these programs. The curatorial and presentational
methods of the 1990 Los Angeles Festival served as one example
within a continuum of possible institutional approaches to fur-
thering cross-cultural projects.

The 1990 Los Angeles Festival — an international arts event
that took place over 16 days in September 1990 — provided an
important reference point for the conference. “This Festival is a
10-year project to introduce Los Angeles to itself and to reintro-
duce the world to Los Angeles,” wrote the Festival's Director
Peter Sellars. Much of the Festival’s definition was drawn from
Los Angeles itself where 85 languages are spoken in the school
system, and as Sellars noted, “Every two blocks, it's a new
world.” Norman Frisch. Associate Director, and Judy Mitoma,
Festival Curator, described some of the characteristics of the
Festival that set a context for the conference that followed:

Norman Frisch: “We looked for artists deeply engaged in the
issues and process of community — in both major metropolitan
and rural areas, in both emerging and disappearing cultures, and
among those working in commercial, experimental, and tradi-
tional contexts.”

Judy Mitoma: “Many of this year's individual Festival artists
have never performed outside their own cultural context. Their
dances and songs speak of specific aspects of their natural envi-
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ronment, of their ancestors, of their own personalized gods
and spirits. All this presumes that the audience under-
stands these images. There are those who believe work of this
nature is difficult (if not impossible) to take out of context.
Certainly the physical, cultural, and economic environment
of Los Angeles is totally different from the indigenous
context of these art forms. Many will ask then why we have
curated so much of the Festival in this manner? What
meaning can Los Angeles audiences possibly get out of this?
Why have these people consented to come from remote places
to our urban secular context? What long range impact will
this have on our diverse society?”

The purposes of the conference New Geographies of Per-
formance was to consider conceptual foundations for fu-
ture cross-cultural projects, both for the Los Angeles Festi-
val and for other presenters world-wide. Conference partici-
pants reflected an unusual and wide-ranging mix of disci-
plines and regions of the world. The conference organizers
sought to draw from many different languages, both literally
and figuratively, in structuring a discussion about culture
and community. A working dialogue was initiated between
practitioners and theorists in the arts — groups whose
professional activities result in surprisingly few points of
direct contact. Discussion topics ranged from “Local vs.
Exported Identity” to “Expanding the Compass of Art:
Cultural Ownership, Equity, and the Ethics of Interven-
tion.” '

The following text consists of abbreviated excerpts from an
exchange between James Clifford and Guillermo Gomez-
Pefia, presented at the conference under the general heading,
“The Art-Culture Dichotomy.” The excerpts are not liter-
ally transcriptions but, rather, are summary notes from a
vigorous, roundtable conversation.



James Clifford

Uses of the words “art” and “culture” slide around a lot.
During the 18th century, art meant skill, and culture was
related to agriculture, as in the culture of potatoes,

During the 19th century, both terms came to be reposito-
ries of a special, higher value or order. These 19th
century definitions developed in response to disorders
having to do with class and industrialism and with the
development of mass culture in contrast to “art” and
“culture.”

During the 20th century, further transformations in the
use of the word “culture” were associated with anthro-
pology and ethnography as well as other fields of dis-
course. Here, the notion was that anything could be
culture — not just the high culture of opera houses.
“Culture” encompassed all meaningful human arrange-
ments and could be treated as ethnographic. In prin-
ciple, anything could be culture or considered to be art.
Dada, surrealism, and Duchamp’s “urinal” serve as ex-
amples.

Art and culture, as they function in common and intel-
lectual discourse today, are complexly interrelated and
marked by history. With “culture” you havea domain of
value. Using the word is often a way of saying, “this is
my (or our) world.” Itis a way of locating oneself within
a particular way of life. When people claim a culture,
they are participating in a strategy of localization and in
the creation of aesthetic and political values.

To have a culture is powerful, even though the culture
can be positively or negatively ascribed. Identification
and authentification are built into the idea of culture.

The concept of “art” shares a lot with the concept of
“culture.” While in principle, everything can be art, in
fact, it isnt. Artisselective. If everythingisart, nothing
is art. Lines are drawn. When does a range of bodily
movements become “performance?” Merce Cunningham
makes that very question a focus. The Los Angeles
Festival adopts aesthetic assumptions when it asserts
that the event collapses art and life, just as the Dadaists
did. But the line between them doesn’t collapse. It can’t
and doesn’t. The performance space is very clearly
marked off, as are performances that get coded as art.

Notions of art and culture slide into each other. Art has
culture in it, and one way of looking at cultures is to see
them as works of art. The Los Angeles Festival was a
complex mixture of arts and cultures. When I talk about
culture in the context of the Festival, I specifically mean
anything to do with religiousness, sacredness, ritual,
cosmology, indigenous gesture vocabularies, and so on.
I move over to the art side when I talk about aesthetic
immediacy, formal beauty, or art’s ability to cut across
troublesome differences brought up by the notion of

different cultures, languages, and histories.

I am interested in various subversive strategies that
somehow complicate, bring to crisis, or otherwise make
the distinction between art and culture problematic.
Many performances presented at the Festival tended to
complicate the distinction, but it's not because “art” is
the same thing as “life” in these non-western cultures. |
don’t believe art is the same as life in these cultures,
assuming we know what they mean by either “art” or
“life.”

Who gets to have art and who gets to have culture? Iam
interested in tracking the ways that institutions resist or
complicate this process of sorting, classifying, and giv-
ing value.

In other focus groups [at this conference] there has been
talk of “composite cultures” and “traveling” cultures.
And Guillermo has articulated “borderland” culture in
complicated ways. Notions of diaspora have been theo-
rized and turned into powerful art/cultural works. Is
“diaspora culture” the same thing as “borderland cul-
ture?” I'm interested in comparing these inter- or trans-
cultural, or traveling-cultural paradigms. What specific
histories of displacement generate these paradigms?
Teshome [Gabriel], who came here from Ethiopia and
now must stay, has said, “we are travelers in the west.”

What would be involved in looking at Festival partici-
pants as travelers in the west who have already been
traveling along specific local and global itineraries? What
about traveling performers who have a history of move-
ment and migration? What are their stakes in coming to
L.A? What are the alliances and connections being
made? How does the Festival avoid becominga culture/
art collector? How are different places ina world system
of many centers and peripheries linked historically? Can
we find ways to evaluate the Festival as a stop in these
intersecting itineraries?

Guillermo Goémez-Peiia

[ would like to suggest different ways of operating in this
space between art and culture. As a performance artist,
[ am seeking models other than those of art as spectacle.

1) The performance artist as cultural chronicler: Being a
contemporary Mexican means being crucified by the
East, the West, the North, and the South. We are a
syncretic blend of Amer-Indian and European cultures,
of folkways and imported technology, immersed in the
past but always welcoming the new, the other, the for-
eign, no matter how dangerous it is. Didn’t we welcome
Columbus, Cortéz, and the American multi-nationals?
Don’t we still welcome all tourists, impresarios, and
burnouts from Europe and the U.S.? Oursensibilities are
the sum of these contradictions. The “other” exists
within us and multi-culturalism is the very spinal cord of




our personal and collective biography. It is only when
we cross the border that we face the “other” outside, thus
becoming the outside “other” for Anglo culture. When
we cross the border, our art becomes the double mirror
that reflects this painful dynamic.

2) The artist as border-crosser: A child of the Mexican
crises, I crossed the border in ‘78 and something broke
inside of me, forever. Crossing the border meant much
more than having to learn English. For the first time I
had to confront Protestant ethics, pragmatism, hyper-
individualism, cross-cultural deprivation, and racismon
a daily basis. For the first time in my life, I was truly
alone and scared, without a family, a community, or a
language. This abrupt confrontation with otherness
triggered many processes inside of me, the most obvious
being the exploration of the conflicted relationship be-
tween my Mexican past and my U.S. present, my Latino-
American identity and my new Chicano reality. This
process found its most effective and organic format in
performance. Performance gave me a vocabulary and a
syntax to express the critical processes of rupture and
deterritorialization that I was undergoing, and to con-
nect with others who were experiencing a similar drama.

3) The artist as political activist: A collaborative work of
the Border Arts Workshop titled, “End of the Line,” took
place on October 12,1986 at the intersection of Borderfield
Park and Playas de Tijuana, right where the U.5. meets
Mexico in the Pacific. Dressed as border stereotypes,
members of the Workshop and friends sat at a huge bi-
national table bisected by the borderline. The Mexicans
were in Mexican territory and the Chicanos and Anglos
were on the U.S. side. We began to illegally hold hands
and exchange food across the line. At one point, we
turned the table 180 degrees and entered illegally into
each other’s countries. Three caravels of Columbus
made of flammable material were set on fire on the
seascape. The national Mexican media reported the
event as news, and we became aware of the political
power of site-specific performance.

4) The artist as intercultural diplomat: In my solo pieces I
speak about the most pertinent, the most delicate issues
that pertain to my place in this world as a child of the
Mexican diaspora, in search of the other Mexico. This
country exists both beyond the national borders and
inside my psyche. As I travel, I become a performance
pilgrim, a migrant poet, diplomat, renegade. In trips
from coast to coast and from one country to another, |
inevitably reproduce the migratory patterns of my people,
the Mexicans outside of Mexico. The places and commu-
nities I come across become part of the cartography of
my next piece. Through violent juxtapositions of lan-
guages, characters, and props, I try to replicate the feel-
ing of vertigo produced by my/our ongoing border
crossings.

I am constantly looking for new models of making cul-
ture. Art models must be constantly redefined to re-

spond to present conditions. For children of the Latin
American diaspora, deterritorialization has become our
quintessential condition. The major condition of con-
temporary Latin Americans is displacement, diaspora.
Thereis another Latin America outside of Latin America.

This condition of crossing borders, of living and working
outside your original context, outside your original lan-
guage, is creating a different kind of art. Whenever and
wherever two or more cultures meet, violently or peace-
fully, there is a border experience. Even thoughIdon’t
think border art is new, it is becoming a central discourse
moreand more. Mono-culturalism, static culture, closed-
systems have been expelled to the margins. Recent
historical incidents, from the Tianamen Square massacre
to the Persian Gulf crisis, surpass our capability to digest
them. We are faced with the shattering of many param-
eters, many metaphors, many symbols, and many mod-
els; and we are faced with the need to develop new ones
that respond to the conditions of the "90s.

Question: Could you comment on “simultaneity,” on
the “here and here” aspect of diaspora?

Gémez-Pefia

My experience working in northern Mexico and the
southwestern United States provides a specific example.
One of the guiding principles of this work was the idea
of simultaneity — every performance, exhibition, or
cultural gesture had to take place simultaneously on
both sides of the border. We wanted to create a fabric, a
bi-national dialogue, a link that our government was
unwilling to create. We publish a bi-lingual magazine;
production takes place in Tijuana, distribution is from
San Diego, and the magazine goes to both countries.
We've learned that simultaneity is affected by context.
One gesture means one thing in Mexico and another in
the U.S. For example, writers are not respected in the
U.S., but they are respected in Mexico. Performance
artists are not respected in Mexico but are respected in
the U.S. When I cross the border into Mexico, I become
a writer so they will respect my voice. When I cross back
to the U.S., I become a performance artist and put on
banana necklaces to be respected.

What in Mexico is reported as political news, the U.S.
reports as spectacle. A performance piece done on the
border would be the center of national debates in Mexico,
and in the U.S. it would be covered by the art section. By
crossing borders, one automatically restructures one’s
modus operandi and strategies to broadcast effectively to
the other side. Simultaneity or “multi-contextuality” is
an important characteristic of contemporary art. Artists
can operate effectively in the context of politics, media,
education, and art. This is exciting because it diversifies
our opportunities to intervene and therefore, to have an
impact upon society. Modernists didn’t have this possi-
bility. They were confined to the “rarified” spaces of art,



and their voices never left the art world. Now, however,
I can do performance radio and have my pieces broad-
cast through National Public Radio which gives me a
different sense of belonging to society.

} Question: What happens when words in a performance
don't get translated?

Gémez-Pefia

A border-crosser develops a “multiplicity of voices.” 1
am not just Mexican, I am Mexican plus Chicano plus
North American plus all the misconceptions and mythi-
cal selves that get projected on me by media, cinema, etc.
When I perform in Mexico I perform 70% in Spanish and
30% in English. Inthe U.S,, it's 70% English, 30% Span-
ish, and in the Barrio, 50/50. This kind of linguistic
mobility is very different and very contemporary. What
is missing? Some narratives. ButIdon’t mind because
new and more interesting ones are generated.

Clifford

I want a more precise vocabulary to talk about inter-
cultural situations. “Border” and “diaspora” are in the
air. The terms are used loosely, often interchangeably.
We need to distinguish between them a bit. And we
need to differentiate them from a certain “nomadology”
— a post-modern, primitivist appropriation of the no-
tion of free or unstructured movement, used as though
real nomads actually lived that way, which they didn’t.
What “diaspora” and “border” give me are rather spe-
cific maps or histories of intercultural movements. This
is not a question of going back to Africa, despite the
various “roots” trips. Rather, these words imply a sense
of being in two places. If you're black, British, and
listening to reggae or soul, you're listening to a music
produced out of a whole set of North African travelling
musics and cultural forms. For Guillermo, the sense of
connection is formalized, 70/30, 50/50 — a routinized
history of crossing this border with much difficulty and
violence. Guillermo speaks loosely (and we all do),
saying that every time there is contact between cultures,
there is a border situation. A border sensibility can
apply to anything that rejects binary opposition. The
diaspora image, to me, implies different modes of cul-
tural travel, proximities, and forms of nostalgia. The
border story Guillermo tells is not a story of exile; with
diaspora, you can’t go back.

Gémez-Pefia We are not immigrants, really.
Clifford

Yes, and diaspora almost always implies exile, scatter-
ing. In the late 20th Century, however, diaspora also
brings with it the sense that even if one can’t go back
physically, the interconnection is there culturally, being
renewed at many levels by further rounds of immigra-

tion, by music, by all the cultural flows that connect
people (for better and worse!). Diaspora has affinities to
a border paradigm, but I want to keep the two separate.
I am interested in comparative theoretical models for
culture, in trying to produce theoretical models that
have a strong taint of thelocal, even as they universalize.

Gémez-Pefia

We are trying to give the border a memory it doesn’t
have, and in this process are developing languages.
There is a Mexican obsession with memory and meta-
history. You can find in Mexican literature and art the
notion that we have to re-invent ourselves over and over
again. My generation suffers from the same illness.

It is a task for intellectuals, artists, and theoreticians at
the end of the century to develop more enlightened
definitions of nationality and identity, identity not based
in geo-politics. | am a citizen of this time and place, a
citizen of this continent. My communities are multiply-
ing logarithmically, especially since I came to North
America. The Afro-Americans are my community, as
well as the Asians, feminists, gay artists. Hopefully, we
(because this is a collective project) are developing a new
cartography, a new mapping of this continent not based
in geo-politics. This will change everything ~language,
memory, identity, sexuality.

Edited by Claire Peeps and Anne Focke

James Clifford is the Director of The Center for Cultural
Studies at University of California - Santa Cruz and is the
author of The Predicament of Culture: Twentieth Century
Ethnography, Literature, and Art.

Guillermo Gdmez-Pefia is a poet, performance artist, journal-
ist, and warrior for Gringostroika. His work will be featured
at the Brooklyn Academy of Music’s Next Wave Festival in
October 1991.

(The editors apologize to the participants for any errors and
omissions that may occur in the text.)

New Geographies of Performance: A Report

A comprehensive overview of the conference will be
cooperatively published by the Los Angeles Festival, the
Getty Center, and UCLA for release in mid-1992. This
report will be based on the work of a team of note-takers
and will include transcripts of keynote addresses and
summary overviews of all group discussions, open fo-
rums, and the public symposium. Contact the Los Ange-
les Festival for more information, 315 West Ninth Street,
Suite 210, Los Angeles, CA 90015, (213) 689-8800.




News. ..

State Arts Agencies
1992 Budget Projections

Based on a July 1991 survey, the re-
search division of the National As-
sembly of State Arts Agencies
(NASAA) estimates that aggregate
appropriations for state arts agencies
will fall approximately 26% between
1991 and 1992, the largest decline in
23 years. While in many cases, 1992
budgets are still not final, 30 state arts
agencies are expected to have their
budgets cut (nine by 45% or more) for
a possible aggregate reduction from
$274 to $200 million. The research
division reports, “In the past 22 years,
state arts agency appropriations have
declined three times, the last decrease
being the $18 million loss between
fiscal years 1990 and 1991. In all three
cases, the decreases in total appro-
priations were attributable to declines
in a few states, and consequently did
not reflect a lessening of state support
nationwide.” However, preliminary
analyses indicate that the cuts in 1992
will be more widespread than in pre-
vious years, encompassing many parts
of the country.

In the past, shifts in state arts appro-
priations tended to reflect regional
variations in the economy. Comment-
ingon 1991 budgets, NASAA reported,
“The current economic problems in
New England have had disastrous
consequences for their state arts agen-
cies. Conversely, Rocky Mountain
and Plains states’ strong economies
have meant greater appropriations for
some of their arts agencies.” In many
respects, this continues to hold true
for 1992 projections, and most of the
17 states anticipating increases are
found in the same central part of the
country.

In an article in NASAA’s quarterly
journal, Art View, Jeffrey Love,
NASAA’s Director of Research, and
Bramble Klipple, NASAA’s National
Standard Coordinator, suggest other

factors that may contribute to reduced
statearts agency budgets. “The growth
in many SAA appropriations during
the 1980s have made SAA budgets
more inviting targets for administra-
tions seeking to balance their bud-
gets,” Love and Klipple report. Re-
ductions may also reflect state legisla-
tures’ unwillingness to appropriate
funds “to areas they consider more
discretionary or less politically im-
portant.” And, finally, they pointout,
“In some states, such as Michigan and
Ohio, governors have called for in-
creased private, rather than<public,
support for the arts. .. These trends,”
they suggest, “call for renewed ef-
forts to demonstrate the economicand
cultural value of state support for the
arts.”

More information about the status of
state arts agencies can be obtained
from Kimber D. Craine, Communica-
tions Manager, National Assembly of
State Arts Agencies, 1010 Vermont
Avenue, N.W., Suite 920, Washington
D.C. 20005, (202) 347-6352.

Freedom of Expression in the Arts
A Report from Arts Midwest

In September 1991, Arts Midwest, a
regional arts organization for nine
Midwestern states, published a report
on Freedom of Expression in the Arts.
The report is a result of a decision by
Arts Midwest’s Board to “assess the
current state of free expression in the
Midwest’s arts community and ... in
turn, suggest some creative, innova-
tive responses to what [seems] to bea
retrenchment, areluctance on the part
of artists and arts institutions to take
artistic risks,” wrote Jeanne Lakso, Arts
Midwest Senior Program Director. To
this end, Arts Midwest formed a task
force and organized public meetings
to gather relevant information from
its constituency. The task force in-
cluded Peter Jacobi (journalism pro-
fessor and Indiana Arts Commission
Chair), Tom Nelson (Minneapolis at-
torney well-versed in First Amend-
ment law), Alexs Pate (writer, cura-
tor, and performance artist), Beverly
Suits (Arts Midwest board member),
Helen Valdez (educator and Director,

Mexican Fine Arts Center Museum,
Chicago), and Dora Wilson (artist,
Ohio Arts Council member, and Dean,
College of Fine Arts, Ohio State Uni-
versity/ Athens). Anne Focke of Se-
attle served as consultant, facilitator,
and author of the resulting report.

Thereport, Freedom of Expression in the
Arts, has several sections: the first con-
centrates on understanding the First
Amendment and its relationship to
the arts; the second addresses censor-
ship and the many ways that artistic
freedom is suppressed; and the third
delineates actions that can be taken to
combat threats to freedom of expres-
sion in the arts. Also included are a
selected bibliography and a listing of
resources, specifically including or-
ganizations that can provide informa-
tion and support to artists and arts
organizations in crisis. Throughout
the project, the task force worked to
broaden the definition of censorship
to include not only the outright re-
moval of artworks from public view,
but also the complex array of atti-
tudes and actions that restrict and
suppress expression. Through the First
Amendment’s protection of diversity,
the task force linked the defense of
controversial art to the need to re-
spect many standards of quality and
divergent cultural expressions.

Copiesof thereportareavailable from
Arts Midwest, 528 Hennepin Ave.
#310, Minneapolis, MN, 55403, (612)
341-0755.

LA Partnership Report
Multi-cultural Arts Working Group

The 2000 Partnership was established
in 1989 following the publication of
LA 2000: A City for the Future, the
report of a citizen-based planning ef-
fort. The purposes of the LA 2000
Partnership are to educate the public
about the LA 2000 strategic plan, de-
velop action agendas, and implement
the LA 2000 recommendations.

ThePartnership’s efforts are based on
three premises. Quoting from the re-
port of the Partnership’s Multi-cul-
tural Arts Working Group:




More News . ..

“First, Los Angeles and Southern Cali-
fornia have resources and human po-
tential to become a great 21st Century
megalopolis. However, potential is
not the same as destiny. We must
make an effort to deal with serious
issues if we are to achieve our goals.
Second, our future will be shaped, in
part, by external forces beyond our
contro} and, in part by our collective
vision and will. Shaping the future is
not just the responsibility of a few
leaders and government institutions.
Recognizing our diversity, all of us
must build a community based on
mutual trust and consensus about
goals and strategies. Third, we havea
window of opportunity to define our
problems and to forge the civic will to
solve them. We must seize this mo-
ment to think in new waysabout com-
plex, interrelated issues. We must
also change governance and finance
mechanisms and come up with inno-
vative public and private programs
so we can better manage theseissues.”

The Working Group’s report, titled
Our Many Voices: A New Composition,
details its members’ final consensus
that “to achieve the goal of enriching
diversity, two policy tracks must be
addressed: (a) develop and strengthen
culturally-specific organizations so
they can better share the culture they
preserve; and (b) broaden existing
centralized arts organizations so they
canbecome cultural common ground.
These tracks are not mutually exclu-
sive.”

The report provides sample guide-
lines devised by the Task Force to
show grantmakers how funding
guidelines might be changed in order
to better serve the policy goals it rec-
ommends. These guidelines reject as
too restrictive the funding of arts or-
ganizations according to “the disci-
pline system.” Categorizing appli-
cants according to arts discipline —
theater, music, dance— “is well suited

as a framework for decision-making
in European art forms. However, itis
not very useful for arts and practices
of other cultures that fall outside this
cultural frame of reference . .. and
has led to raising the level of ‘profes-
sionalism’ but done nothing to en-
courage participation.” Instead, the
Task Force suggests broad guidelines
for “The Creators, The Distributors,
The Educators, and Institutional Ad-
vancement.”

A copy of the 40-page booklet can be
obtained from The 2000 Partnership,
c¢/oBankof America, 55 South Flower
Street, No. 4001, Los Angeles, CA
90071. Gerald Yoshitomi, Executive
Director of the Japanese American
Cultural and Community Center,
chaired the Multi-cultural Arts Work-
ing Group and Editorial Advisory
Board. Serving on the 15-member
group were representatives of corpo-
rateand foundation arts grantmakers,
the Los Angeles City Council, the
California Arts Council, cultural or-
ganizations, and arts service provid-
ers.

The Arts and Community-based
Revitalization

Therole of the arts in the community-
based revitalization of Chicago’s
neighborhoods was the topicof a June
1991 symposium that brought together
leaders of Chicago’s community-based
arts organizations with their peers in
the city’s community-based develop-
ment and community service fields.

An introduction to the symposium’s
sumimary states: “Community-based
arts groups and community-based
development organizations, both hav-
ing grown in capacity and numbers
over the past decade, find they share
interests and can be resources for each
other. There is an emerging trend
nation-wide to affirm the arts as a key
element in what it takes to have a
healthy community — along with
health care, education, housing and
other basic services — and this inter-
est is part of a new perspective on
community concerns that focuses not
on pathologies, but on the strengths

and positive values inherent in com-
munities. Local cultural traditions can
and are playing a critical role in multi-
faceted physical, economic and hu-
man community development strate-
gies.”

Chicago projects featured during the
symposium included: The Mexican
Fine Arts Center Museum; the Neigh-
borhood Institute’s One Artist Row;
Boulevard Arts Center; and the Look-
ing Backward to Move Forward pro-
gram of Bethel New Life. National
projects also were featured, includ-
ing; The Guadalupe Cultural Arts
Center in San Antonio; East Liberty
Development Corporation’s Regent
Theatre Arts Center in Pittsburgh; and
Mississippi Action for Community
Education’s Delta Blues Festival in
Greenville. Dudley Cocke of Road-
side Theatre/Appalshop in Whites-
burg, Kentucky, delivered the key-
note address.

The symposium was organized by the
Community-Based Arts and Devel-
opment Working Group and was sporn-
sored by the John D. and Catherine T.
MacArthur Foundation in partnership
with the Amoco Foundation, First
National Bank of Chicago Founda-
tion, Marshall Fields Foundation,
Northern Trust Company, Prince
Charitable Trusts, Robert R.
McCormick Tribune Foundation and
Woods Charitable Fund. For further
information on the symposium, con-
tact: Christine Vincent, symposium
coordinator, Community & Cultural
Resource Development, Box 818,
Vinalhaven, ME, 04863 (207) 863-2752.
To receive a copy of the symposium
sumimary, write to the MacArthur
Foundation, Community Initiatives
Program, Arts and Culture, 140 South
Dearborn, Chicago, IL 60603,

Funding for Media Arts
“The Bottom Line”

The National Alliance of Media Arts
Center has recently commissioned and
published a study on the financial
condition of media arts organizations
in this country. The study was under-
taken by Don Adams and Arlene




Goldbard and was based on a “Media
Arts Organization Funding Survey”
completed by forty-seven organiza-
tions across the United States. Other
resources for the study included in-
terviews with public and private
funders and veteran media arts or-
ganizers, and a review of background
materials on the field and its support-
ers.

The report includes a description of
media arts organizations, sometimes
called “media arts centers,” and is
interspersed with ten profiles of spe-
cific groups. A central section of the
report, entitled “The Funding Land-
scape,” describes and analyzes sources
of support for this field. Final sec-
tions identify promising plans and
priorities for development. Copies of
the report can be obtained from the
National Alliance of Media Arts Cen-
ters NAMAC), 1212 Broad way, #816,
Oakland, CA 94612, (415) 451-2717.

FEDAPT’s Annual Report
“The Quiet Crisis in the Arts”

The Workpapers: A Special Report is the
title of a new publication from
FEDAPT written by Nello McDaniel
and George Thorn. Subtitled “The
Quiet Crisis in the Arts,” the report
was written in response to the au-
thors’ experiences working with arts
organizations during the past eigh-
teen months. The report defines the
difficult economic conditions in which
the arts are operating and cites the
authors’ analysis of the root causes of
the arts economy’s downward cycle.
The report also describes what Thorn
and McDaniel consider the most char-
acteristic problems being experienced
by arts organizations and suggest ways
of redesigning or restructuring orga-
nizations in order to succeed within
what they call “the new givens.” The
report has been circulated widely
among arts organizations and is in its
fourth printing. Copies may be ob-
tained from FEDAPT, 270 Lafayette
Street, Suite 810, New York, New York
10012. There is a $1 charge to cover
postage and handling costs.

The Arts Forward Fund

The Arts Forward Fund has been es-
tablished to address the long-term
changes in the economic and social
climate facing the arts. The Fund's
purpose is to encourage the explora-
tion of new operating strategies for
artsorganizations by supporting a lim-
ited number of demonstration projects
in New York City. The Fund will
encourage organizations to reassess
their missions and structures, and will
be responsive to innovative, new ap-
proaches that may include creating
partnerships, collaborations, mergers,
adoptions, resource sharing, and new
programs to meet artists' needs.

The Fund has a minimum goal of rais-
ing one million dollars from private
and corporate funding sources but
hopes toraise substantially more. The
Fund has received three grants to date:
$200,000 from the Joyce Mertz-Gilmore
Foundation, $100,000 from the Fan
Fox and Leslie R. Samuels Founda-
tion, and $100,000 from the Booth
Ferris Foundation. The Fund will start
operating once $500,000 is secured.
Grants will be awarded in two cycles
with the total life of the Fund being
approximately three years. The first
cycle will consist primarily of plan-
ning grants and the second of imple-
mentation grants to help launch the
most promising ideas from the plan-
ning cycle. At the conclusion of the
second stage, a written report docu-
menting this process and its results
will be prepared and made available
nationwide.

The Fund will be established at the
New York Community Trust which
will also administer the fund. Staff-
ing will be provided by Arts Matters,
Inc. The grant review and selection
committee will be comprised of all
representatives of the foundations
participating in the Fund who wish to
serve. For more information, contact
Robert Crane at the Joyce Mertz-
Gilmore Foundation, 218 East 18 Street,
New York, NY 10018.

Arts and Business Council
Publications Offer Help
in Difficult Times

The Arts and Business Councilof New
York City has issued two new reports
for organizations coping with diffi-
cult financial times. The first is “Criti-
cal Issues and the Arts: Status Report,
May 1991.” This report documents
the Council’s research and recommen-
dationsregarding major management
problems facing arts organizations in
the greater New York City area. The
second is called “Helping Arts Orga-
nizations in Crisis: A Resource Guide
for the Greater New York Metropoli-
tan Area.” This booklet lists resources
to help arts groups and includes
sources of emergency loans, legal as-
sistance, management consulting, and
media contacts. Although both re-
ports are aimed toward the New York
region, grantmakers from other parts
of the United States may find these
reports interesting since they docu-
ment conditions in New York and list
addresses, telephone numbers, and
descriptions of services provided by
many New York organizations. Cop-
ies may be obtained from the Arts and
Business Council, Inc., 25 West 45th
Street, Suite 707, New York, New York,
10036, (212) 819-9287.

Report on Dance Documentation
and Preservation

The National Endowment for the Arts
and the Andrew W. Mellon Founda-
tion have issued a report titled Images
of American Dance: Documenting and
Preserving a Cultural Heritage. Accord-
ing to an eight-month national study
of dance preservation and documen-
tation, researchers found “the current
state of dance documentation and pres-
ervation — beset with financial, orga-
nizational, cultural, and legal prob-
lems — also threatens the next cen-
tury of artistic creativity and public
appreciation.” The study was directed
by William Keens and was guided by
an eight-person advisory committee.
It was conducted by archivist Leslie
Kopp and dance writer/historian
Mindy Levine with a team of field
researchers in Los Angeles, Minne-



And Still More News . ..

apolis, New York, Salt Lake City, San
Francisco, and Washington D.C. Their
interviews and surveys of 172 dance
professionals in the six cities and of
selected specialized repositories
sought responses to a three-part ques-
tion: What constitutes the current
system of dance documentation and
preservation, how is it being main-
tained and used, and how can it be
strengthened? The report draws five
general conclusions and makes a set
of recommendations to address each.
Copies of the 87-page report can be
obtained from the Dance Program,
NEA, 1100 Pennsylvania Avenue,
N.W., Washington, D.C. 20506, (202)
682-5435.

An Open Letter on
Artists’ Communities

The MacArthur Fellows Program of
the John D. and Catherine T.
MacArthur Foundation published An
Open Letter on Artists’ Communities
early in 1991. The purpose of the
publication is to document and share
theresults of the Foundation’s research
on these organizations. The research
supported a new program initiative
by the Foundation that is providing
$2.5 million to eighteen artists’ com-
munities in ten states. The publica-
tion includes a statement on behalf of
artists” communities by John Clauser
of the Yellow Springs Institute and
the Executive Summary of a report to
the Foundation by project consultant
Howard Klein. Klein’s report draws
attention to the dramatic increase in
the number of artists’ communities
during the 1970s. Among them are
urban artists’ communities and ones
that emphasize collaboration among
resident artists. Klein also notes that
governmental funding has decreased
in the past five years, and is now
negligiblerelative to the needs of these
organizations. Thereportalsoincludes
information about the artists’ com-
munities selected for funding as well

as addresses and telephone numbers
of grantees. Copies of the publication
can be obtained from the MacArthur
Fellows Program, 140 South Dearborn
Street, Suite 700, Chicago, IL 60603,
(312) 726-8000.

Serving Black Audiences
A Pittsburgh/Heinz Study

Expanding Our Vision in the Arts: Build-
ing Multi-Cultural Programming and
Multi-Cultural Audiences, is a report
issued by The Pittsburgh Foundation/
Howard Heinz Endowment. The re-
port documents an initiative of the
Foundations designed to identify ways
of encouraging more multi-cultural
programming and of developing, for
both black and non-black arts organi-
zations, a broader audience from the
black community of the Greater Pitts-
burgh area. Underlying the project’s
goals was a strong commitment to
better serve the black community
through the arts. The Foundations,
with guidance from a project steering
committee, determined to develop a
profile of the interests and habits of
the current black adult audience, to
assess the programming directionand
organizational viability of ten local
artsorganizations (both blackand non-
black), and to develop recommenda-
tions for encouraging more multi-cul-
tural programming and audience de-
velopment efforts. Primary consult-
ants to the project were Mikki Shepard
and Leonard Goines.

The 70-page report includes results of
a market survey of the black adult
audiencein theregion and a profile of
selected black and non-black arts or-
ganizations. Thereport outlines these
organizations’ strengths and weak-
nesses as well as their present capac-
ity to “extend their reach” to the tar-
geted audience. Anextensive appen-
dix includes descriptions of model
programs and provides a resource list
of artists, historians, and presenters.
The resource list includes addresses

and very brief biographies of arts ad-
ministrators and individual artists.
Readers of the Grantmakers in the
Arts Newsletter whose jobs require
developing peer panels for review of
fellowship or other grant applications
might find these lists especially use-
ful. For copies, write to The Pitts-
burgh Foundation/Howard Heinz
Endowment, 30 CNG Tower, 625 Lib-
erty Avenue, Pittsburgh, PA 15222,
(412) 391-5122.

Librarian of Congress Describes
Ideal U.S. Cultural Foreign Policy

The President’s Committee onthe Arts
and Humanities has issued the re-
marks presented by James H.
Billington at its Plenary meeting XXIIL
Created by executive order in 1982,
the President’s Committee on the Arts
and Humanities analyzes and recom-
mends ways to promote private sup-
port for theartsand humanities. Chair
Donald J. Hall presides over a com-
mittee of 33 people, including John
Frohnmayer, Lynne Cheney, and
Roger Stevens.

Titled “Intellectual and Cultural Di-
mensions of International Relations:
Present Ironies and Future Possibili-
ties,” Billington’s remarks detail his
concern that the U.S. has failed to find
a proper place for culture in interna-
tional relations. He explains his view
that “the U.S. is hurt as a result of not
having a more energetic international
cultural policy,” and discusses the
“controlling ideological trends in the
world today by which any cultural
and educational international policy
has to be defined if it is not to become
utopian or irrelevant.,” He also pre-
sents his ideas on the key “ingredi-
ents of a more comprehensive, more
effective overall cultural policy for the
broad national interests of the United
States.”

Billington has been the Librarian of
Congress since 1987. Copies of his
remarks can be obtained by writing to
the Committee at 1100 Pennsylvania
Avenue, N.W., Room 526, Washing-
ton, D.C. 20506.



Insights on AIDS

Minneapolis Star Tribune critic Mike
Steeleaddressed the third annual com-
,munity meeting of ARTSOVER AIDS,
a Twin-Cities-based consortium of
artists, arts organizations, and people
affected by HIV infection. Titled “How
Has HIV Changed Us and Our Art?”
Steele’s remarks were transcribed and
areavailableby calling (612) 370-6650.
Following is an excerpt from his ad-
dress. '
“As I've watched friends, people I've
knownand loved, struggle with AIDS,
I've seen whatIcan only call the power
of AIDS, the clarity of AIDS, the tran-
scendence of AIDS. I've seen the cour-
age and nobility, the emergence of
superhuman virtue. 1've seen self-
revelation in depth. AIDS is such a
heightened experience, an experience
of first principles and fundamentals,
one that compresses time and cuts
away what’s unnecessary. Great in-
sights emerge — a reordering of pri-
orities, a clarity of vision, a full and
authentic account of one’s mortality
— leading, finally, not to a denial of
death but to a transcendent aware-
ness of living, of what is fundamen-
tally worthwhile and meaningful in
life. To tell this story isto createan art
of worth, one that ennobles us, that
expands our possibilities, an art of
nurturing substance, not of absence.
To do this, artists, coming out of this
cycle of impotence and despair, must
begin by rediscovering and once again
believing in the transforming possi-
bilities of art. Art has been
marginalized to the periphery of soci-
ety for so long, turning into a snappy
commodity or empty aestheticism, that
it must relearn its powers.”

Native American Task Force
Report on Program Development

The Native American Cultural Arts
Program (NACAP) has issued a re-
port on its program development.
Sponsored by COMPAS, Inc., a St.
Paul-based community arts agency,
NACAP surveyed Native artists in
the state of Minnesota to identify their
needs and develop steps to be taken
to address these needs. The study

found that fewer than 25% of the 162
artists who responded to the survey
had ever approached a funder for a
grant or fellowship. These and other
findings led to a proposal for an inde-
pendent, Native-run community arts
organization that will provide fund-
ing, technical assistance, and public
education programs by, for, and about
Nativeart. A Task Forcerepresenting
more than a dozen tribes worked to
develop the proposal. Appendices in
the report provide summaries of the
Task Force’s discussion about “Who
IsIndian?” “Working with Sacred Art”
and “What Is Indian Art?” Copies of
the 20-page booklet can be obtained
from COMPAS, 305 Landmark Cen-
ter, 75 West Fifth Street, St. Paul, MN
55102,

1990 West Coast Festivals
Seattle’s Goodwill Arts Festival

In the summer and early fall of 1990,
the West Coast was host to three ma-
jor arts festivals: the Los Angeles Fes-
tival, Festival 2000 in San Francisco,
and the Goodwill Arts Festival in Se-
attle. Each festival has been followed
by analysis or documentation of some
kind. The Los Angeles Festival col-
laborated with the Getty Center and
UCLA on presenting a conference in-
vestigating cross-cultural presentation
with the Los Angeles Festival as a
point of reference (see the lead article
in this issue). A formal inquiry into
Festival 2000 is currently underway
and a report is expected to be pub-
lished in mid-1992. A report docu-
menting the content and organization
of the Goodwill Arts Festival was
published in May 1991.

The Goodwill Arts Festival took place
in Seattle and Tacoma in conjunction
with the 1990 Goodwill Games. The
festival highlighted the arts and art-
ists of the Soviet Union and the United
States, but also included art and art-
ists from many other countries as well
as from the Seattle/Tacoma region.
Performances ranged from a new pro-
duction of “War and Peace” by the
Seattle Opera to the First National
Gay and Lesbian Theatre Festival and
an international computer music fes-

tival. Exhibitions included “Moscow:
Treasures and Traditions” as well as
“Between Spring and Summer: Soviet
Conceptual Art in the Eraof Late Com-
munism.” Many other performances
and exhibitions were presented along
with public art projects, two film fes-
tivals, a book of commissioned essays
by Sovietand U.S. authors, and a gath-
ering of Native American tribes.

Community-wide collaboration was
a hallmark of this festival which was
co-produced by over 35 regional or-
ganizations and individuals. The re-
port describes the nature of this col-
laboration and gives a behind-the-
scenes view of the festival organiza-
tion. Copies of the report can be ob-
tained from Jarlath Hume, 270 S.
Hanford St., Suite 208, Seattle, WA
98134, (206) 682-8643.

Cultural Facilities Fund
A Feasibility Study

A consortium of seven publicand pri-
vate grantmakers is undertaking a
nine-month study to assess the feasi-
bility of a National Cultural Facilities
Development Fund. The idea for the
Fund is based on examples provided
by financial intermediaries that have
been used successfully to meet facil-
ity needs in other fields — historic
preservation, open-space conserva-
tion, and community-based economic
development. These intermediary
programs provide capital loans and
grants and often help groups find tech-
nical assistance on real estate ques-
tions. The study will assess the possi-
bility of developing a similar program
to serve the facility needs of the arts
community. If sucha programis found
feasible, the study will also include
more specific plans for the develop-
ment of the Fund.

The study will take place in four loca-
tions —Chicago, New England, Phila-
delphia, and San Francisco — with
the participation of the William and
Flora Hewlett Foundation, the James
Irvine Foundation, the John D. and
Catherine T. MacArthur Foundation,
the National Endowment for the Arts,
New England Foundation forthe Arts,




Pew Charitable Trusts, and the San
Francisco Foundation.

Work begins in September and will
,take place under the auspices of the
Nonprofit Facilities Fund, a New York-
based financial intermediary that op-
eratesa $9.5 million loan fund serving
the capital projects of New York City
non-profits, including many cultural
organizations. For further informa-
tion, contact Christine Vincent, project
director, Community & Cultural Re-
source Development, (207) 863-2752.

National Consulting Program
Artspace Projects, Inc.

Artspace Projects, Inc., a nonprofit
organization in Minneapolis, has ini-
tiated a national consulting program
to support the development of space
for artists — artists” living and work-
ing space as well as space for exhibi-
tion, performance, rehearsal, and other
support functions. The overall mis-
sion of Artspace Projects, Inc. is to
assist in the location, development,
and management of space for artists
and to develop long-term, affordable,
and safe live/work space for low and
moderate income artists and their
families. Artspace Projects promotes
the understanding that artists’ par-
ticipation in a community can play a
very effective role in overall cultural
and economic development. Over the
past several years, Artspace had in-
creased both its expertiseand its repu-
tation as a nonprofit developer for the
arts.

The new consulting program responds
toan increasing demand for Artspace’s
services nationally. A “National Con-
sulting Fund” will support Artspace
staff time and travel costs associated
with specific consulting projects out-
side the Minneapolis/St. Paul area
and will also subsidize the costs of
travel by others to the Twin Cities to
study the projects that Artspace has
developed there. The consulting pro-
gram is supported by the Pew Chari-
table Trusts. Inquiries about the pro-
gram should be directed to Kelley
Lindquist, Artspace Projects, Inc., 400
First Ave. N., #518, Minneapolis, MN
55401, (612) 339- 4372.

AT&T New Art/New Visions

AT&T has just launched a new pro-
gram for art museums that will sup-
port small, innovative exhibitions of
recently created work by living art-
ists. The program, titled “AT&T New
Art/New Visions,” has a three-
pronged approach and will support
the costs of exhibition, education, and
acquisition. Fifty museums — large
and small, mainstream and culturally-
specific — have been invited to apply
in the first year. Proposals will be
reviewed and judged by distinguished
professionals from the visual arts com-
munity who will serve as guest panel-
ists. Five or six matching grants will
be given in the first year.

Advance Notice
Council on Foundations
Conference

The 1992 Council on Foundation’s
annual meeting will be held on April
27-29 at the Hilton Fontainebleu in
Miami Beach. The program for this
conference will be based on the
Council’s annual theme for 1992, “ef-
fectiveness in philanthropy.” Each
year the Council’s President, James
A.Joseph, sets a theme that organizes
all Council activities. The conference
program committee is chaired by
Cynthia Mayeda (Dayton Hudson
Foundation) and includes other arts
grantmakers, Marian A. Godfrey (Pew
Charitable Trusts) and Suzanne Sato
(Rockefeller Foundation). Terry
O’Hara, Program Assistant for Plan-
ning and Education, reported that at
its initial meeting the Committee posed
several questions as beginning points
in the development of a program: Are
grantmakers at the heart of issues or
atthemargins? Sincesystemschange,
how can weavoid just looking at symp-
toms? Can we take a more holistic
approach?
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affinity group of the Council on
Foundations. Its members are deci-
sion-makers at foundations, corpo-
rations, funding programs, and in-
dependent organizations who award
grants in the arts. GIA’s purpose is
to strengthen arts philanthropy and
its role in helping to create a sup-
portive environment for the arts.
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250 S. Broad Street, Suite 400
Philadelphia, PA 19102




News from

Grantmakers in the Arts

* Benchmark Study
Axts and Arts-related Philanthropy

Grantmakers in the Artsand The Foun-
dation Center have entered into a con-
tract to produce a benchmark study
of arts and arts-related philanthropy.
Substantial funding for the project was
awarded by the Dayton Hudson Foun-
dation, the Getty Grant Program, John
D. and Catherine T. MacArthur Foun-
dation, the Rockefeller Foundation,
the Fan Fox and Leslie R. Samuels
Foundation, the AT&T Foundation,
and the Pew Charitable Trusts. The
Foundation Center’s Director of Re-
search, Loren Renz, will act as Project
Director. The Center will contract
with Nathan Weber, Editor of Giving
U.5.A., to undertake the study.

The study will concentrate on arts
and arts-related grants in 1983, 1986,
and 1989. Since 1989, The Foundation
Center has used a classification sys-
tem that greatly expands the coding
system that had been used previously
for philanthropy. The Center will un-
dertake the significant task of re-cod-
ing all arts grants made in 1983 and
1986 so that data from all three years
will be consistent. The project budget
allows for a special study of corporate
arts support given through channels
other than corporate foundations. In
this way, the study will present a more
comprehensive picture of the true size
and scope of corporate support for
the arts.

Grantmakers in the Arts and The Foun-
dation Center have appointed a Na-
tional Advisory Committee to pro-
vide counsel to the staff undertaking
the Study and to act as a review and
interpretive body. The National Ad-
visory Committee will first meet in
Philadelphia on Tuesday, October 8,
immediately prior to the 1991 National
Conference of Grantmakers in the Arts.
Members confirmed to date include
Peter Hero, Executive Director, Com-
munity Foundation of Santa Clara
County; Virginia Hodgkinson, Vice
President Research, Independent Sec-

tor; Judith Jedlicka, President, Busi-
ness Committee for the Arts; Stanley
Katz, President, American Council of
Learned Societies; John Kreidler of
the San Francisco Foundation; Ruth
Mayleas of the Arts Program at the
Ford Foundation; Patricia Patrizi, Di-
rector of Evaluation for the Pew Chari-
table Trusts; Ella King Torrey, Presi-
dent of Grantmakers in the Arts and
Executive Director of the Pew Fellow-
ships in the Arts; and Margaret
Wyzomirski, Director of Policy, Plan-
ning and Research, NEA. Cynthia
Gehrig, President of the Jerome Foun-
dation, will Chair the Committee.
Grantmakers in the Arts expects that
the study will be available for public
distribution by the end of 1992.

The purpose of the benchmark study
is to establish base line data against
which foundation and corporate arts
grantmakers can measure their work
and plan for the future. While the
core of the analysis will consist of
assessing quantitative data, additional
information will be gathered through
surveys, interviews, and discussions
to provide a fuller description of the
needs, priorities, and trends in this
field. Through this study, G.LA. in-
tends to provide a valuable resource
for grantmakers and grantseekers and
to adopt a responsible and coopera-
tive approach to data analysis within
arts and arts-related philanthropy.
Comments and questions about the
study can be directed to Cynthia
Gehrig, The Jerome Foundation, West
1050 First National Bank Building, St.
Paul, MN 55101, (612) 224-9431.

Membership Plan

At its April 1991 meeting, the Board
of Grantmakers in the Arts commit-
ted itself to becoming a legally-consti-
tuted membership organization.
Membership will be open to all indi-
viduals and institutions active in
grantmaking in the arts. A Member-
ship Committee, chaired by Myra
Millinger, has been established to con-
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sider membership benefits and an
implementation schedule. It is antici-
pated that the membership structure
will be in place and fully operational
within the coming year. Anyone who
has questions or concerns about mem-
bership should direct them to Myra at
the Flinn Foundation, 3300 N. Central
Avenue, #1730, Phoenix, AZ 85012,
(602) 274-9000.

Grantmakers in the Arts
Board of Directors

The Board of Directors of Grantmak-
ers in the Arts elected new officers
and directors at its April 1991 meet-
ing. The new officers are President,
Ella King Torrey (Pew Fellowships in
the Arts); Vice President, Sarah
Lutman (Bush Foundation); Secretary,
Tim McClimon (AT&T Foundation);
and Treasurer, John Kreidler (San
Francisco Foundation). Newly elected
Board members’ names are asterisked
on the list that follows. Board mem-
bers will serve three-year terms; offic-
ers will serve two-year terms.

Jessica Chao,*
Lila Wallace Reader’s Digest Fund
Patricia Doyle,
Cleveland Foundation
Cynthia Gehrig,
Jerome Foundation, Inc.
John Kreidler,
San Francisco Foundation
Sarah Lutman,
Bush Foundation
Tim McClimon,
AT&T Foundation
Ruth Mayleas,
Ford Foundation
Myra Millinger,
The Flinn Foundation
John Orders,*
James L. Irvine Foundation
Janet Sarbaugh,*
Pittsburgh Foundation
Joan Shigekawa,*
The Nathan Cummings Foundation
Holly Sidford,*
New England Foundation forthe Arts
Bruce Sievers,
Walter & Elise Haas Fund
Ella King Torrey,
Pew Fellowships in the Arts
Sam Yanes,
Polaroid Company



Broadening the Dialogue

Grantmakers in the Arts
" Sixth Annual Conference

October 9-11, 1991
Philadelphia

The subtitle of the 1991 annual meet-
ing of Grantmakers in the Arts,
“Voices, Visions and Ideas to Chal-
lenge Arts Philanthropy Today,” re-
flects a principal conference purpose:
challenging grantmakers to assess the
effectiveness of arts philanthropy. The
conference intends to “broaden the
dialogue” of this assessment by offer-
ing participants the chance to engage
with organizations and ideas that lie
beyond the boundaries of traditional
arts activities and outside the guide-
lines of traditional arts philanthropy.

Inadeparture from conventional con-
ference formats, the schedule will di-
rect participants in small groups to
one of twelve sites in the Philadelphia

area. The sites include a major mu-
seum experimenting with original
approaches to community outreach;a
pre-school based on the work of
Howard Gardner with the arts at the
core of its curriculum; a Latino com-
munity cultural center whose pro-
gramming is making an impact city-
wide; and a 30-year old community
arts organization that has created a
new standard of excellence for arts
education for children. The site visits
will offer participants the opportu-
nity to engage directly in specific
projects with the organizations they
visit.

The conference program will also fea-
ture formal and informal discussions,
workshop sessions, and presentations
by representatives of the arts commu-
nity, grantmakers, and national cul-
tural leaders. Speakers will include
Dr. George Otero, the founder and co-
director of Las Palomas de Taos in

New Mexico, and Thomas W. Langfitt,
M.D., President of the Pew Charitable
Trusts. The conference program is
designed to challenge grantmakers to
test assumptions used in funding de-
cisions and identify gaps that may
exist between thearts and arts philan-
thropy. Participants will be encour-
aged to exchange ideas and discover
the common ground they share.

The conference will be held at the
Sheraton Society Hill in the historic
colonial district of Philadelphia. Reg-
istration will begin at 3:00 p.m. on
Wednesday, October 9 and the con-
ference will adjourn at 2:00 p.m. on
Friday, October 11. Optional tours of
selected places in Philadelphia will be
offered both before and after the for-
mal conference times. Interest in the
conference is high and space is lim-
ited. Reservations will be taken on a
first-come, first-served basis. For more
information contact Pamela
Carunchio, Carunchio & Associates,
573 Conarroe Street, Philadelphia, PA
19128, (215) 482-7891.

c/o Pew Fellowships in the Arts
The University of the Arts

250 South Broad Street, Suite 400
Philadelphia, PA 19102
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