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ANIMATION: 
WHAT'S IN a NAME? 

It goes without saying that the mo\€It\ent 
for cultural democracy is world-wide. With 
or without official encouragement, artists 
all over the world -- in rich nations and 
poor, capitalist and socialist, industrial
ized and agrarian -- have been working on 
the same kinds of community cultural proj
ects. For most of the world, this has led 
to an active international exchange and an 
increasing consciousness of shared oppor
tunities and problems. 

The United States has been peculiarly 
isolated from this exchange. With official 
cultural policy-makers attending to the es
tablishment forms and institutions theypro
mote, you have to look for discussion of 
neighborhood arts issues between the lines. 
If the term cultural democracy is used at 
all outside of neighborhood arts circles, 
it's invoked as a "domestic enemy," in the 
words of National Council on the Arts mem
ber Theodore Bikel {see NAPNOC notes #6). 

With little chance for international 
exchange, community cultural workers in the 
U.S. have had to grapple alone with even 
such basic questions as nomenclature. A 
favorite topic of NAPNOC's correspondents 
is naming: what do we call our work, how do 
we describe it to others? 

Neighborhood arts doesn't sound exactly 
right to people who work in rural communi
ties or don't see themselves as tied to a 
particular neighborhood. Community arts 
might be a little better, but that title 
has been pre-empted by the local arts coun
cils. Some neighborhood arts people char
acterize their work as alternative, and 
while accurate, that term denotes only op
position, so fails to take into accouhtthe 
affirmative, culture-building aspects of 
our work. 

This is not a petty question of label
ling, but of naming in a more fundamental 
sense. The fact of naming -- recognizing 
th~· need for a self-chosen description of 
the work of the neighborhood artist -- is 
what's most important. With it will come 
the understanding that neighborhood arts 
work is not something to do while you're 
practicing to make it in the big time, but 
a vocation in and of itself, with its own 
aims, values and ethics. This understanding 
is held by many dedicated neighborhood art
ists. But for others, this idea will come 

{continued on page two---) 

GUNS C 80M8EIS: 
Reagan's 1983 Budget 

Last year Ronald Reagan was the "Great 
Communicator 11 

-- able to galvanize support 
for his 11Economic Recovery Package" (see 
NAPN0C notes #10) and push much of it ttrough 
Congress with only token opposition. This 
year he could become the "Great Procrastin
ator," since no one in Congress appears 
eager to stand behind the budget proposal 
he submitted early this month'and his ad
visors now counsel a "strategy of patience. 11 

Reagan's budget proposal for Fiscal 
Year 1983, which begins on October I, is 
the largest in history at over $757 allion. 
It calls for further deep cuts (over $40 
billion) in human services budgets and an 
after-inf 1 at ion increase of over 14% in the 
military budget. Just back in Washington 
after a long year-end recess in their home 
districts -- and facing mid-term elections 
(continued on page seven---) 
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ANIMATION (continued from page one---) 

as news: Neighborhood arts work has dignity 
and deserves respect, in and of itself, and 
not as a means to "graduate" into the world 
of establishment arts. 

What Is Animation? 

In the international sphere, where ser
ious discussion of cultural development 
work has been carried on for some time, the 
word used to describe this profession is 
animation. 

Animation and its variants -- "community 
animation theater," for instance -- have 
lately begun to be used by North American 
arts workers, borrowing from Europe and the 
Third World, where the term is in common 
usage. Animation is derived from the French 
animation socio-culture] and refers to the 
work of the animateur, a community worker 
who helps people to build and participate 
in community life, to articulate their own 
grievances and aspirations in a public con
text, and often, to make art from the mater
ial of their daily lives. 

Not everyone is thrilled with the term: 
British arts worker Su Braden prefers "com
munity artist," saying that animation "is 
evidence of the persistence of the paternal
istic attitude still held by many artists 
and arts funding bodies'.' because the root 
word animer implies a "moribund situation, 
ready for the 'animateur' to administer the 
kiss of life." 

Moreover, animation has come to take on 
less specific meaning as it has been more 
widely applied. French classified ads, for 
instance, might now call for an animateur 
for a shopping center or an insurance of
fice, meaning, roughly, a public relations 
agent. And in one of its first uses inmore 
official U.S. circles -- by Partners for 
Livable Places, funded by the National En
dowment for the Arts' Design Arts program 
to provide technical assistance to planners 
and architects -- the term takes on a dis
turbingly non-hwnan meaning: "Animation is 
the term used ... to describe how creative 
zoning, imaginative street planning, public 
art, good architectural design, mixed-use 
development, and festivals and celebrations 
make cities prosperous and exciting places 
to live." 

Working for Cultural Democracy 

Needless to say, animation work was go
ing on long before the term came into use. 
The concept of animation socio-culture] be
came current when researchers and policy
makers began taking community cultural work 
seriously and debating its importance to 
society. 

One force in this continuing dialogue 
has been the Council of Europe, a regional 
association of European governments. Its 
Council for Cultural Cooperation (CCC) is 
the principal body through which research 
projects and international symposia on ani
mation have been carried out. After a lot 
of fighting the CCC came in 1973 to a work
ing definition of animation, as follows: 

"Animation may be defined as that stim
ulus to the mental, physical and emotional 
life of people in an area which moves them 
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to undertake a range of experiences through 
which they find a greater degree of self
realisation, self-expression and awareness 
of belonging to a community over the devel
opment of which they can exercise an influ
ence. In urban societies today this stimu
lus seldom arises spontaneously from the 
circumstances of daily life, but has to be 
contrived as something additional to the 
environment." 

This cautious and tortured prose attell'{ts 
to bridge the gap between community cultural 
workers who see themselves as helping to 
transform consciousness so that people can 
act to change the culture and the society, 
and bureaucrats who see animation as a kind 
of activity-boosterism which should present 
no threat to the status quo. 

At the point when this definition was ac
cepted by the CCC, Europe was in the midst 
of a debate on the proper role and direction 
of public cultural policy. Research had 
shown that regardless of the techniques used 
or the large sums of money invested, efforts 
to build establishment arts audiences never 
succeeded in involving more than the few 
well-to-do, educated people already interest
ed in concerts and galleries. It became nec
essary to distinguish between this concern 
with "democratizing" established arts insti
tutions' programs and appeal through audience 
development on the one hand, and promoting 
cultural democracy on the other. 

These contrasting themes -- democratiz
ing existing arts programs and promoting 
cultural democracy -- underlie most cultural 
policy debate around the world today. 

Here's how Augustin Girard (a French cul
tural official active in UNESCO) has explain
ed the first concept: "Two assumptions are 
implicit in the idea of the democratization 
of culture; first, that only high culture of 
sacrosanct value is worthwhile; secondly, 
that once the (undifferentiated) public and 
the works are brought face to face, cultural 
development will follow. These two axioms 
entail as a corollary that priority should 
be given to professional writers and artists 
and to decentralization of the major cultur
al assets." 

Girard notes that this policy "results 
in the creation of vast 'machines,' whose 
'operators' acquire excessive influence and 
whose fixed costs eventually dictate the na
ture of their artistic output; we have seen 
this with opera houses throughout the world 
and with a great many national theatres." 

The alternative policy is to build cul
tural democracy. Francis Jeanson describes 
this in another UNESCO-published essay "On 
the Notion of 'Non-Public'" (by which he 
means those who don't form part of the audi
ence for establishment culture): "(Cultural 
democracy) points to a culture in the pro
cess of becoming, as opposed to one that is 
stagnant, already there, ready-made, a sort 
of sacred heritage which it is only a matter 
of conserving and transmitting. It even re
jects -- or at any rate goes way beyond -
the naive idea of a more just, more 'egali
tarian' division of the cultural heritage, 
so far as the non-public distinguishes it
self precisely by its more or less marked 

(continued on page 3---) 



ANIMATION (continued from pa.ge two---) 

indifference to 'cultural values,' which do 
not seem to it to bear the slightest rela
tion to its actual problems of existence. 

"But, all the same, it doesn't go so 
far as to condemn out of hand a cultural 
past on which it is itself dependent and 
whence it draws its deepest motivations.On 
the contrary, its aim is to arrange things 
in such a way that culture becomes today for 
everybody what culture was for a small num
ber of privileged people at every stage of 
history where it succeeded in reinventing 
for the benefit of the living the legacy 
inherited from the dead ... " 

Policy Imitates Art 

Needless to say, these European social 
theorists and bureaucrats were not creating 
from whole cloth a new way of looking at cul
ture: they were observing the failures of 
their own governments' programs, and begin
ning to articulate some of the characteris
tics a new and more potentially successful 
policy should have. But if the policy of 
"democratization" was to be abandoned, what 
forms of cultural action should take its 
place? To answer these questions, the poli
cy-makers and critics looked to the grass
roots experiments in which artists and other 
community workers were already engaged, 

These encompassed a wide variety of proj
ects. Some animateurs worked as "town art
ists," described by John Pitman-Weber in 
NAPNOC notes #5 and Cultural Democracy #17. 
A typical town artist might work in a "new 
town" setting, employed by a development cor
poration or city council to help local peo
ple create amenities and arts projects where 
they have not had the time or impetus toe
volve gradually. A town artist might be a 
sculptor/community organizer, for instance, 
who lives in a house and uses a studio pro
vided by the community, and over a period 
of years helps people design and build play
grounds, public squares, decorative elements 
for buildings, floats for local pageants, 
and so on. 

Or an artist/organizer -- a theater 
worker, for instance -- might work with a 
tenants' group in public housing in an old
er community, helping to create theater that 
raises issues of concern and involves ten
ants in cultural activities with their 

' neighbors. A resident company might evolve 
from this beginning. 

Some animation projects undertaken by 
groups of organizers and corrnnunity members 
focus on facilities which combine resources 
for cultural participation -- perhaps a li
brary, meeting rooms, theater and workshop 
space, a bar or restaurant -- with corrnnuni
ty services like a day-care center or clinic, 
and places for gardening and amateur sport 
activities. The facilities give concrete 
expression to the integration of arts activ
ities with daily life. 

The idea of animation has not been re
stricted to arts work. Animation projects 
may focus on sports, after-school activi
ties for children, adult education, health 
care, or city planning and public housing. 
Literacy education has been a big focus 
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of animation work; learning to read 
means acquiring tools that can enable pecple 
to understand and act in their lives where 
before they had felt themselves only to be 
acted upon. 

Animation International 

In practice animation projects today run 
the gamut of possibilities. Readers willre
call our interview with Jacob Sou of the Re
gional Cultural Action Center in Lorne, Togo 
in NAPNOC notes #7. RCAC trains animateurs 
who then return to work in their home coun
tries throughout Africa, where the need for 
trained cultural workers and administrators 
is seen as acute. In independent countries 
of the Third World, programs of local cul
tural development are often enthusiastically 
supported by government because they helpto 
advance the aims of public policy by build
ing literacy and developing indigenous cul
tural enterprises. As Jacob Sou explained 
to us, a student at RCAC mtght in the course 
of training prepare a project that involved 
designing a model cultural ministry and a 
program of cultural action. When training 
is completed the student may well go to work 
back home translating this project into action 

The new Cuban theater described by Cric
ket Parmalee of the Provisional Theatre in 
NAPNOC notes #16 is another example of ani
mation work supported by government. This 
month's Theaterwork contains an article on 
post-revolutionary Nicaraguan theater and 
its educational aims. The November/December 
issue of FUSE, a Canadian magazine that cov
ers culture and politics, contains an article 
on Sistren, an animation theater company of 
women who met while employed as street c£an
ers under a CETA-type program in Jamaica. 

Liz Leyh is a sculptor who works as a 
town artist under the auspices of Inter-Ac
tion, a big community arts program centered 
in London. One of Liz' projects in the Mil
ton Keynes new town was a 70-foot-long con
crete painted giraffe, a play sculpture, 
built over a period of 6 weeks by some 200 
children and adults from the neighborhood. 

Video artist George King was another In
ter-Action town artist. One of the projects 
George worked on was "Sweet Sixteen," in 
which a group of community arts workers used 
the device of interviewing residents concern
ing their own stories of life at 16 years of 
age to help create block clubs that generated 
publications, theatrical presentations and 
video programs and gave old and young the 
opportunity to collaborate and interact. 
George is English, now living and working in 
San Francisco. 

The Cultural Commonwealth 

All these projects share certain charac
teristics: They encourage critical thought 
and action, whether the object is to remedy 
the lack of play areas for children or to 
raise consciousness among poor working women 
They are based on the idea that ordinary peo
ple can take an active role in building cul
ture; they take it as given that culture is 
dynamic and non-artists can't be consigned 
only to consumption of professional arts 
events and mass media entertainments. 

They see the artist's role as social 

(continued on page four---) 
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ANIMATION (continued from page 3---) 

not as a person set apart to be admired 
from a distance, but as someone with speci
al skills whose own creativity and commit
ment can find expression and meaning work
ing with others. And these projects have 
continuity: a single event or exhibit is 
not animation. All of the projects descrio
ed aim to be integral, ongoing parts of 
community life. 

Because of these common characteristics, 
animation projects are supported by agencies 
or organizations that take some responsibil
ity for the cultural commonwealth. Govern
ment (and intergovernmental agencies like 
UNESCO -- the United Nations Educational, 
Scientific and Cultural Organization) is 
most supportive in the Third World countries 
which take cultural development as a prior
ity. Government agencies in Europe have 
also established programs of training and 
support for animateurs. This month's The
aterwork also contains an article on "Com
munity Animation Theatre" in Canada and the 
Third World, focusing on a workshop that 
was held last May. The authors describe the 
differing economic situations facing various 
participants: "The Canadians had to worry 
about the survival of their theatre groups 
and had to compete with large theatre orga1.
izations for funding and audiences. In the 
third world, funding was either assured (in 
countries with supportive governments) or 
impossible." 

In some countries non-government organ
izations have supported animation projects; 
for instance, several foundations and relig
ious groups have provided grants in the 
United Kingdom. Unions have been involved 
in animation projects throughout Europe,but 
their role has been to plan and partic.:ipate 
since in such cases government support is 
generally adequate. 

Finally, some support for animation 
projects has come from earned income. Espe
cially in projects which revolve around 
neighborhood facilities, people have been 
able to earn money from bars and restaurants 
to support community programs. 

Public Support in The U.S. 

The biggest obstacle to the development 
of animation-type projects in the U.S. has 
been the lack of public funding. Public 
arts agencies here generally support indiv
idual artists through fellowships or the 
traditional artist-in-residence model. Even 
in residency programs artists are moreoft~n 
chosen for their slides or reviews than 
their commitment to or experience in commu
nity work. Those chosen are generally sup
ported for a period of months -- almost nev
er for more than a year -- and often the 
artists selected are assigned to unfamiliar 
communities. The conventional residency 
model is based on the notion that when the 
artist and public are brought into mere 
proximity the public will be edified by the 
encounter. Committed neighborhood artists 
are sometimes able to transcend these con
straints -- but to succeed despite the exi
gencies of government support can hardly be 
the best situation. 
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...., 

Similarly, most public arts agencies ~-
still see their first purpose as supporting 
establishment cultural institutions and pro
grams of 'tlemocratization," and don't design 
their programs with larger cultural goals in 
mind. Neighborhood arts groups have so far 
not been able to count on ongoing support 
for their community work. Like individual 
artists who are funded through residency pro
grams, they may be able to receive project 
grants, generally for a year or less at a 
time, And like some resident artists, they 
may be able to transcend, through hard work 
and imagination, the insensitive constraints 
these support programs place on their work. 

It seems unlikely that the Reagan admin
istraton will inaugurate programs of federal 
support for animation projects -- under that 
name or any other. But this does seem an 
appropriate time for neighborhood arts peo
ple to turn their attention to state and lo
cal public agencies -- in arts, recreation, 
education, housing, planning and so on -- in 
the hope of building understanding of neigh
borhood arts as the sort of cultural action 
they should be supporting. 

Part of this effort will be to offer an 
understandable explanation of the goals and 
purposes of neighborhood arts work, and of 
cormnunity animation as a vocation. 

The Vocation of Neighborhood Arts 

To offer such an explanation we need a 
lot more dialogue within the movement. Which 
one of us hasn't had to rely on expressive 
shrugs and grimaces when faced with explain
ing neighborhood arts work to a new person? 

One issue is accountability. This is a 
question that is of great interest to ani
mateurs around the world. J.-M. Moceckli 
in a CCC essay, "The deontology of animcteurs," 
put it thusly: "There can only be animation 
in a group or in a community; the mandate of 
the animateur concerns a given community (a 
district, block of flats, the young or the 
elderly in a given town, the readers of a 
library, etc.) or a smaller and better de
fined group (a group of young people, a com
pany of amateur actors, etc.). His moral 
contract is concluded with this community or 
this group, within which he is active; he is 
answerable to the group ... This can be the 
unit in which cultural democracy is exercis=d. 

"In practice, neither the group nor the 
community signs the formal contract ... ; al
though they are the true employer of the an
imateur, he is recruited, paid, kept where 
he is or sent elsewhere and given notice by 
a third party .... 

"It can be seen therefore that the ani
mateur has two employers: the one who engcges 
him and the one for whom he is engaged .... It 
is hardly possible to avoid an eventual con
flict." 

While the situation of neighborhood art
ists in the U,S. is different from that of 
the paid animateur Moeckli describes, the 
conflict is the same: by and large, the 
neighborhood artist's moral contract is not 
with those who provide the money which sup
ports neighborhood arts work. This can mean 
conflicting loyalties and conflicting defini
tions of role and responsibility. In the 
(continued on page five---) 
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establishment arts world, the artist who 
works in public programs derives authority 
from funding sources (for instance, there's 
been much talk at the NEA lately about the 
"imprimatur" of Endowment funding) and from 
reviews, awards and credentials from pres
tigious sources. But the neighborhood art
ist/animateur derives authority from prac
tice, from acquiring and utilizing skills, 
from being of use, from working with others. 
From Moeckli's perspective, the animateur's 
role is to multiply this authority, to help 
others acquire and utilize their own skills 
in exercising cultural democracy. 

The traditional idea of the artist's 
accountability is not nearly so complex: 
the artist is responsible to the patron ac
cording to the terms laid down, to a person
al vision and inspiration, and to the ab
stract idea of art, as in "I owe it all to 
the theater." To whom are you accountable? 

Training for Cultural Action 

One of the reasons these questions are 
new territory for neighborhood artists in 
our country is that we have no special train
ing opportunities for animateurs. 

In our work for NAPNOC we speak to 
groups of students, and never have we en
countered a class of theater students or 
painting or sculpture students whose formal 
edur:aticn even touches on community work. 
All of these students are trained as if they 
will work after graduation in a resident 
theater or as gallery artists in some ideal, 
imaginary setting. People who chose neigh
borhood arts work generally make that choice 
when they become dissatisfied and disillu
sioned with the traditional artist's role 
for which they were prepared. 

Neighborhood arts workers in the U.S. 
have by now acquired ample skills in both 
practice and teaching. we should be dis
cussing and deciding for ourselves the sort 
of training people in our line of work need, 
We should be encouraging students to seek 
this training to prepare for neighborhood 
arts work without enduring the usual fruit
less and unsatisfying attempt to fit into 
the establishment arts model. 

This doesn't mean professionalization 
in the sense that doctors and lawyers are 
professionals -- credentialed, self-police~ 
high-status, mystified and mystifying. Ani
mation is less a set of techniques or a job 
description than it is an outlook, a frame
work. As G. van Enckevort has written for 
the CCC, "Animation is the anti-insitution
alisation of cultural work." He has propored 
this definition of professionalization: "a 
process in which activities previously car
ried out by volunteers or part-time workers, 
for a wide variety of reasons and in addi
tion to their usual work, come to be the 
principal activity of paid full-time work
ers appointed for the purpose. This devel
opment is judged to be a positive one be
cause through it the community discharges 
an essential responsibility." 

The question for Enckevort, as it should 
be for neighborhood artists in the u.s., is 
how to achieve this sort of professionaliza-
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tion -- which would allow us to collate and 
share our theories and experiences, estab
lish needed training programs, come to an 
agreement on questions of ethics and account
ability, and earn the respect to which all 
dignified work is entitled -- without falling 
into the trap of seeking privilege and au
thority at the expense of others. 

In another CCC essay, J. Hurstel suggests 
that trai.ning for animateurs should be inte
grated with action. Essentially, animateurs 
should be trained through practice. Their 
training should be permanent and ongoing,in 
contrast to the idea that at some point, ed
ucation stops and one emerges as a complete 
expert. 

Thus described, we know many neighborrrod 
arts workers in the U.S. who take theirtrain
ing as animateurs seriously. Our task now 
is to describe the training and practice 
which has been going on to advance the self
definition of the movement -- and so that 
potential supporters could be persuaded to 
make an investment in neighborhood arts work 
for its own sake, and to evaluate projects 
by the values and purposes on which they 
are based. 

We doubt that substituting the word ani
mateur for neighborhood artist would do much 
to clear up our irritating problems of nomen
clature. But whatever names are used, we 
think neighborhood artists in the U.S. have 
much to gain by joining our colleaguesarourd 
the world in advocating policies of cultural 
democracy and programs of support for cul
tural action that will help it into being. 

Don Adams & Arlene Goldbard 

A Few Resources+-+-+-+-+-+-+-

We can't unequivocally recommend all of 
these books; some are too expensive and in
sufficiently rewarding. If you want to read 
more about animation, drop us a note and 
we'll send you more detail on resources.But 
for now, these are the books and publications 
mentioned in the above article. 

Su Braden, Artists & People, Routledge & 
Kegan Paul, Ltd, London 1978 

Socio-cultural animation, Council for Cul
tural Cooperation, Strasbourg 1978 

Augustin Girard, Cultural development: expe~ 
ience and policies, UNESCO, Paris 1972 

Theaterwork, published bimonthly by Cherry 
Creek, 406 S. 3rd St., St, Peter, MN 
56082; 1 year $5; 2 years $9. 

FUSE, published bimonthly by Arton's Publish
--ing, 31 Dupont St,, Toronto, Ontario, 

Canada M5R 1V3; subscriptions $12 per 
year in Canada; $15 per year in U.S. 

Who do YOU know 
who'd like to know 
about animation? 

Send us their names and addresses 
and we'll send them a copy 
of this issue. 



AT THE NEA 
• 1: PRIVATE LESSONS 

National Endowment for the Arts Chair
man Frank Hodsol 1 seems to consider his ig
norance a virtue. Now he is planning to 
spend up to $350,000 in Endowment program 
funds to conduct a series of seminars de
signed to educate him on various arts fields. 

From February to October of this year, 
Hodsol 1 wants to hold 14 seminars -- one for 
each program area of the NEA plus one each 
for "states, regions and local ities, 11 mu
seums, and education. 

According to the descriptive material 
distributed to the National Council on the 
Arts at its February 5 - 7 meeting in Wash
ington, DC, these seminars will aim to 11con
tribute to a base of knowledge on: 

11 1. the arts in America. This will 
include needs: on a general basis to 
develop new art and assure preservation 
of the existing body of art.Specifically, 
we will address the needs associated 
with creation (including education, 
training, and development of a creative 
idea), production, presentation/exhibi
tion, distribution, preservation, and 
appreciation/audience development;and 
112. the most effective means of sup
port for ( the above): partnership among 
the private sector (individuals, cori:x>r
at ions and foundations), state and local 
government, and Federa 1 government . 11 

Each seminar will last for two days and 
include approximately 20 invited guests.Ac
cording to the NCA material, these will be 
"chosen from among the leaders in the field 
with representation from: diverse aspects of 
the field (e.g., artists,managers, supporters, 
critic~ educator~ consumers); varied categor
ies within the field (e.~,in musicorchestra, 
jazz, chamber, etc.);state/local arts agencies; 
and NEA Counc i 1 and pane 1 s. i; 

The NCA discussed these seminars in 
closed session (more than half ofthisnonth's 
meeting was conducted behind closed doors 
with no attempt even to pay 1 ip service to 
federal sunshine regulations). But rumor has 
it that some NCA members were unhappy about 
spending so much program money to educate 
the Chairman when support for artists is be
ing cut, and there was reportedly heated 
criticism of the choice of participants for 
the first session on Design, held February 
19-20 in Charlottesville, VA and loadedwith 
big names. 

Other seminars are scheduled as fdlcws: 
Music, 2/26-27 in Philadelphia, PA; Inter
Arts, 3/19-20 in Minneapolis, MN; States, 
Regions and Localities, 4/6-7 in Washingto~ 
DC; Theater, 4/30-5/1 in New York, NY; Ex
pansion Arts, 5/21-22 in Atlanta, GA; Dane~ 
6/4-5 in New York, NY; Opera/Musical Theatr~ 
6/18-19 in Houston,TX; Media, 7/16-17 in a 
location to be determined; Folk Arts,8/6-7 
in Knoxville, TN; Visual Arts,8/27-28 in IDs 
Angeles, CA; Museums, 9/23-24 in Chicag~I~ 
Literature, 10/1-2 in Boston,MA; and Educa
tion, 10/15-16 at a location to be detenri1ed 
If you want to find out who's invited we sug
gest you contact the appropriate program 
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director at NEA, 2401 E St. NW, Washington, 
DC 20506 or call the main number, 202/634-
6369, 

DA/AG 

2: EXPANSION and CONTRACTION 

According to the Federal Register it was 
to be an a 11 -day meeting, open to the public, 
of the "Expansion Arts Special Pol icy Com
mitee. 11 The topic was to be "Future Program 
Directions," but as it turned out the meet
ing was less than public and the real agenda 
was an embarassment of riches. 

A special panel, mostly made up of former 
panelists -- long time Expansion Arts in
siders and grantees -- was convened to de
cide how the program should spend two-and
one-half million dollars which became a,ail
able when Congress decided the NEA should 
receive an appropriation of $143 mill ion 
this year, instead of $88 million as Presi
dent Reagan had originally proposed. 

The first few moments of the meeting vere 
spent reporting on the NCA's February meet
ing. Readers will recall that NEA Chai man 
Hodsoll has been reviewing all grant appl i
cations personally (after they'd been ap
proved by 11peer review panels 11)and returning 
numbers of them to staff and panels for jus
tification. The NCA discussed some of the 
Chair's reservations in closed session. 

According to Expansion Arts staff, Hod
soll intended to present a 1 ist of questions 
before the NCA reviewed applications in each 
program area. He began with Expansion Arts 
and was met with inquiries as to whether 
staff and panels might not be more appropri
ate for such discussion. Nevertheless,the 
Council went on to take up Hodsoll 1 s ques
tions with respect to Expansion Arts, one 
NCA member suggesting that a group of Coun
cil members might review applications in 
tandem with Expansion Arts panelists. 

In the end, the Expansion Arts grants 
were approved. Hodsoll 's questions--which 
had to do with the proper scope of the pro
gram -- were forgotten as other grant pro
grams came up for review, leading one staff 
member to note that even though the NCA ex
pressed strong support for Expansion Arts 
its members always seemed ready to subject 
the program to close scrutiny and let the 
hard questions go when other programs were 
discussed. 

Then Hod so 11 entered and was introduced. 
He sat in throughout the meeting. Hodsoll 1 s 
arrival touched off an hour or two of ~ch
making which sought a balance between impas
sioned defense of Expansion Arts' crucial 
role (especially as a supporter of minority 
arts organizations), and a measured attempt 
to downplay the idea that grantees were de
pendent on Expansion Arts for support--the 
Endowment having shifted gradually to a kind 
of survival of the fittest philosophy in 
which the notion that a group might need 
public money to survive is taken as an indi
cation of its weakness and unworthiness. 

Chairman Hodsoll then told the Expansion 
Arts panel about next year's budget request 
--$100.8 mill ion overall for the NEA, in
(continued on page seven---) 
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eluding $5.25 mill ion for Expansion Arts. If 
·congress approves the budget at this level, 
Expansion arts will have its lowest budget 
since 1974. 

We didn't get to see the whole panel 
meeting: a number of decisions were made 
concerning the allocation of funds and we, 
being the only members of the public present, 
were shunted in and out of the meeting room 
when the subject of grant funds arose. (NEA 
makes its claim for closing meetings in 
which grants are discussed under the federal 
code provisions which allow agencies to pro
tect the 'trade secrets' of their clients 
and applicants.) 

But we were able to make one observatm 
that might be of interest to readers. The 
special Expansion Arts panel decided to put 
$990,000 into funding for its City Arts 
grantees in FY 83, to make $81,000 in grants 
at that day's meeting, to set $1,000,000 a
side for new grants to organizations in FY 
83, and to put $218,000 into a contingency 
fund; in addition Expansion Arts, like all 
NEA programs, was required to put $64,000 
into the Chairman's contingency fund. 

Why did Expansion Arts reserve such a 
large chunk of current-year funds for grant
ing next year? One reason surely must be 
the puzzlement expressed by panelists and 
staff members concerning the current econom
ic condition of neighborhood arts groups. 

Expansion Arts director A.B. Spellman 
talked about the decision to reduce the num
ber of Expansion Arts grants categories open 
to application and the number of applications 
funded, saying there had "been a measure of 
evolution in the field, 11 so that the old 
categories no longer fit, and that Expansion 
Arts had been 11oversubscr i bed, funding too 
broadly." Several times he noted that the 
program had "pulled out of nickel-and-dime 
grants," noting that they "probably ought to 
do more in that direction -- identify prin
cipal organizations and give them principal 
support." The demise of CETA was mentioned 
a couple of times to explain why 1980 budget 
figures couldn't fairly be compared with ap
plicant organizations' current budgets, and 
staff did speculate that some groups may have 
lost a good deal of support that way. 

But we heard none of the domino-type 
horror stories of funding losses we've been 
getting regularly at NAPNOC. You know the 
tale: an organization loses CETA and pert-aps 
NEA money as well, state and local ~gencies 
cut their support since they begin to doubt 
the group's capacity to raise matching funds, 
and foundations follow suit when the grape
vine hints that failure is around the corner. 

Since the entire Expansion Arts staff 
was present at this meeting we can't hold 
out hope that someone in the agency is pick
ing up a telephone and getting frank ans¼El"s 
about current money problems. But those 
nickel-and-dime grants the agency now dis
dains at one time meant survival for some 
pioneering and significant artists, and we 
suspicion the same money could mean just as 
much today. We doubt the social Darwinism 
the ~EA is embracing is the proper philoso-
phy for Expansion Arts. DA/AG 
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GUNS AND BOMBERS (continued from page one--) 

in November -- even Reagan loyalists in the 
Congress are unprepared to support the Pres
ident's budget proposal as it stands. Many 
members now feel that social service cuts 
made in the 1982 budget were too severe and 
should be moderated. 

Compounded by recent public opinion pclls 
which show substantial disapproval of 
Reagan's economic policies, the coming bud
get deliberations are impossible to predict. 
Some Washington budget-watchers even specu
late that no budget bill will be passed be
fore Congress adjourns for its election re
cess next fall, because members fear the 
wrath of voters. (No budget bi 11 has yet 
been passed for the current fiscal year, as 
we reported in Cultural Democracy #17.)This 
could mean a lame-duck session, with retiring 
members of Congress participating, so those 
who actua 11 y vote on the federa 1 budget might 
not be held accountable by voters. Many of 
these lame ducks could be Reagan supporters 
if the predictions of a Reagan official 
quoted in the NY Times come true: ' 1 1fwecbn 1t 
see an upturn (in the economy), anything less 
than a 38-seat loss should be seen as a maj
or victory for us. 11 

In preparing his 1983 budget Reagan ap
parently hoped to divert attention from the 
substance of his spending proposals by intro
ducing a new theme in his State of the Union 
speech last month: "New Federal ism. 11 

New Federalism 

"New Federalism" describes the adminis
tration's 11lump-and-cut 11 block grant strate
gy -- reduce funds available for social ser
vice programs, lump them into block grants, 
deregulate administrative accountabil ity,ard 
shift them to the states. Briefly, Reagan's 
plan cal ls for swapping Medicaid (nov, run by 
the states) for AFDC (Aid to Families with 
Dependent Children) and Food Stamps (both 
run by the federal government). The states 
would also run some 40 other social programs 
currently administered from Washington. A 
trust fund would be set up to help states 
finance these new program responsibilities 
through 1991. 

States could elect to abandon some or all 
of the formerly-federal program responsibil
ities now lumped into these new block grants, 
in which case the funds would go into a "Su
per Revenue-Sharing Payment 11--usable for any 
purpose, either by the state or passed ttrough 
to local government. From 1988 on, the fude~~ 
contribution through the trust fund would de
cline and it "'JOuld al 1 be used as "Super Rev
enue Sharing. 11 

State and local officials claim that the 
"New Federalism" proposals will stick them 
with much higher expenses than Reagan asserts, 
and that trust fund income has been over-es
timated: where Reagan predicts a surplus for 
the states in the first year, the American 
Federation of State, County, and Municipal 
Employees projects a cost to states of at 
least $17 billion. Social service groupscrit
icize the additional cuts these new arrange
ments obscure, the absence of any controls 
on state spending, and the total pull-out of 
federal effort proposed by 1991. 
(continued on page eight---) 
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Hoist By His Own Petard 

Reagan's budget calls for a deficit he 
projects at $91.5 billion in 1983; it will 
be even higher if the economy continues to 
dee] ine. While Reagan promised to balance 
the budget by 1984, Office of Management 
and Budget director David Stockman now pre
dicts that won't be possible 1 til after ~8'. 
Even then a balanced budget would be a neat 
trick: Reagan has pledged to double themil
itary budget in the next five years and re
duce tax revenues from corporations and 
rich individuals. Even if Reagan eliminated 
all social service expenditures by the fed
eral government the budget would still be 
solid red. 

This is an ironic state of affairs,~nce 
few economists see a balanced federal bud
get as key to economic well-being. Reagan 
brought up the balanced budget red herring 
himself, though, and now he's stuck with 
its stench. 

This already complex picture will be 
complicated by a number of other budget-re
lated contingencies: by March 30 Congress 
must provide for future funding for those 
federal programs now operating on continuing 
resolution; Reagan may use that opportunity 
to propose deeper current-year cuts (i .e, 
rescissions and deferrals), thus appearing 
to reduce the depth of 1983 cuts. A higher 
debt limit will have to be passed to enable 
the government to continue to borrow more 
money as the deficit deepens. 

The dominant feature of the 1983 Reagan 
budget proposal is the record military bud
get--some $255 billion. If this proposal is 
approved, a huge array of new, high-technol
ogy offensive weaponry will by authorized 
and procurement set in motion, Reagan wants 
some $1 .644 trillion to go to the Pentagon 
from 1983-87 -- equivalent to $900 million 
each day. 

Early in January the press leaked Penta
gon expectations that military spending 
would actually reach $2.4 trill ion for this 
period; then the Defense Dept. instituted a 
new pol icy requiring planners to submit to 
lie detector tests in order to discourage 
future leaks. 

So far no serious Congressional opposi
tion to the military budget seems forthcom
ing; weapons authorization is the business 
of the strongly pro-Pentagon Armed Services 
Committees in each house. 

Arts & Humanities 

Federal cultural agencies will not fare 
we 11 in next year I s budget if Reagan I s pro
posals are accepted. The National Endowment 
for the Arts (NEA) is budgeted at $100.875 
mill ion (down from this year's $143.04 mil-
l ion); the National Endowment for the Human
ities is projected at $96 million (down fi-on 
$130.56 million this year). The Institute 
of Museum Services would be axed (it was 
saved from proposed elimination in 1982 
with a budget of $11.52 mill ion). 

In addition Reagan has recommended elim
inating the Department of Interior's support 
for historic preservation as well as defer-
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ring unobl igated current~year funds so they ~ 

could be used to close up the historic pres
ervation grant program next year ($21 million 
was allocated for grants to states this yea~ 
with $4 mill ion to the National Trust for 
Historic Preservation). Washington's own cul
tural institutions -- the Smithsonian and 
the National Gallery of Art -- are scheduled 
for modest increases. 

Active lobbying by big arts institutions 
and Congressional leadership saved the Endow
ments from much lower Reagan proposals (a
round $88 million) for the current year.But 
Washington arts lobbyists are not sanguine 
about this year's chances--especially since 
NEA Chair Frank Hadsall has stated he will 
not support requests for any increases. 

Hodsoll said he would be defending the 
President's $100 mill ion request and not at
tempting to fight for more money, though the 
National Council of the Arts has already de
clared its intention to oppose this. "Being 
real istic, 11 he said, "at least for the next 
three years it is inconceivable to me that 
the Endowments won't be in a period of de
clining budgets." 

The Corporation for Public Broadcasting 
(CPB), which receives its appropriation two 
years in advance, is targeted for a rescissim 
of $20.5 mil lion from its already-approved 
1983 appropriation, which would bring it d0vn 
to $116.5 million (compared to $172 mill ion 
this year). Reagan would have CPB funded at 
$96. 5 mi 11 ion in 1984, before sinking to $85 
million in 1985. The CPB Board has proposed 
cutting off all programming support grants 
to independent program producers, limiting 
future funding to major pub] ic radio and TV 
stations; this new pol icy will be considered 
early in March. 

Other Social Programs 

There are few programs of direct support 
to community cultural groups left in the fed
eral budget, as a brief run-down of the pro
posed fates of formerly helpful programs will 
testify: 

Employment and Training. At its peak, o
ver $200 million in CETA funds (the Compre
hensive Employment and Training Act) went to 
support arts groups, mainly through public 
service employment titles terminated last 
spring--even before the budget had moved 
through Congress, when local governments 
spent CETA funds on unemployment benefits irr 
laid-off CETA workers. 

There is no prospect now for restoration 
of public service job support: the notion of 
public service work has become virtually ta
boo in Reagan's Washington. Reagan's budget 
calls for $1.8 billion in "job training bla::k 
grants 11 to the states to replace CETA; no 
stipends would be paid to the trainees under 
this plan. (In 1981, CETA programs received 
over $6 billion.) 

Three bills have been introduced in Con
gress to establish new employment training 
programs: Rep. Gus Hawkins' (D-CA) bill would 
direct $5 billion through the existing local 
government delivery system, but with new pri
vate industry councils sharing control of 
funds; Sen. Quayle (R-IN) has proposed a $3.9 
billion program with 70% allocated in block 
{continued on page nine---) 
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grants to states (with private industry 
councils drawing up each state's training 
plan) and remaining funds going to natioral 
programs and limited job search assistance; 
and Rep. Jeffords' (R-VT) bi 11 ca 11 s for 
$3.6 bi 11 ion to be al located among the staes 
on a needs-based formula, with subgrants to 
local "labor market jurisdictions" identi
fied by governors. Jeffords' bill alone 
allows stipends for trainees. 

The Title VI I private sector initiative 
program of CETA, which expires this Septem
ber, has been recommended for zero funding; 
this was the only CETA title to receive an 
increase in Reagan's FY 1982 budget. 

Community Economic Development. The Econ
omic Development Administration (EDA) ,which 
has supported the construction of some cul
tural facilities, is recommended for el im
ination in 1983. The same recommendation 
was overridden by Congress last year. 

The Community Development Block Grant 
(CDBG) program has been recommended at the 
same level as 1982 -- $3.456 bill ion,down 
from $3.67 bill ion in 1981. CDBG funds have 
been allocated by some local governments to 
support cultural programs, usually in lower
income communities targeted by the CDBG leg
islation, but new HUD regulations fail even 
to define "low-income" communities.And UDAG 
(the Urban Development Action Grant program) 
is also recommended for continuation at the 
same $440 mill ion level as 1982, down from 
$6 76 mi 1 l ion in 1981 . 

Education. Sweeping changes are ocurring 
in the Department of Education, where plans 
are being made to reduce the Department to 
a "Foundation for Education Assistance"and 
to disperse most of its functions either to 
states or to other federal departments. 

Nearly $3 bill ion in cuts are being 
recommended for 1983, bringing the Depart
ment's proposed budget to $9.95 billion; 
Reagan has also proposed rescissions of $1#+ 
bill ion this year, bringing the FY 32 bud
get down to $12.858 bill ion. 

Most of the education funds that once 
helped support cultural programs have al
ready been lumped into a block grant p-ogram 
for states, slated for implementation in the 
school year beginning this fall. Under Rea
gan's new plan, vocational, adult and other 
education programs would also be combined 
into hlock grants. Indian education would 
be moved to James Watt's Interior Dept.Col
lege aid for lower-income studetns is slated 
for deep cuts, with complete elimination of 
graduate student support. Only 1/3 of Bi 1 in
gual Education will remain, with regulations 
allowing even this support to be treated as 
"English as a Second Language" funding. 

Fair Budget Action 

Organized public opposition to Reagan's 
pol icy and budget plans appears much great
er than in the first year of his administra
tion. On February 18-19, over 500 local ac
tivists from 46 states met in Washington 
for a budget briefing by the Fair Budget 
Action Campaign, a national effort endorsed 
by NAPNOC's Executive Committee in December, 
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The Campaign is helping coordinate the ef
forts of local organizers nationwide ,cind he\">
ing to provide information on new budget 
proposals and organizing strategies. 

If you are in need of further informabn 
about any aspect of the proposed budget,a
bout making contact with other coalitions, 
or about Reaganomics in general, contact 
NAPNOC. We can direct you to organizations 
and publications that can help. 

To get a copy of the Fair Budget Action 
Campaign's :'Organizer's Manual , 11 which dis
cusses the budget proposals and outlines lo
cal lobbying and organizing strategies, send 
$5 to: FBAC, P.O. Box 2735,~/ashington,DCZ)()l3. 

A Stockman Ballet? 
Only NBC could be dorky enough to call it 

ballet, but when NAPNOC member Liz Lerman p.it 
her Dance Exchange performance group to work 
on a piece presenting the economic realities 
of the Reagan regime she touched off a media 
splash of major proportions. 

"Docu-Dance" is a framework Liz first 
used in 1980 to address the question of art 
and politics; it juxtaposes semi-abstract 
movement and spoken text. In its latest in
carnation, presented in mid-February in the 
Dance Exchange's Washington,DC home, the 
dance includes graphic representations of the 
relative impact of Reagan's policies on the 
rich and poor, cuttings from 0:1B director 
David Stockman's controversial December in
terview in the Atlantic Monthly, and comments 
on the economics of the stage. 

A reporter from the Wall Street Journal 
viewed a rehearsal and was struck by its sa
tirical presentation of the depressing facts 
of Reaganomics, especially of Stockman's 
doubts: "None of us really understands what's 
going on with these numbers." 

When a Journal article appeared on Feb
ruary 12, Lerman's switchboard lit up with 
calls from NBC (both TV and radio), CBS,Time, 
Newscript, the L.A. Times, National Public 
Radio and others. A crew from NBC taped part 
of the dance for its Saturday night news and 
billed it as "the Stockman Ballet" in teasers 
before each commercial break; clips from the 
dance were interspersed with clips from Sta::;k
man's press conference after the Atlantic 
interview was published. 

Liz sees the piece as a way of "waking 
people up rather than hitting them over the 
head," presenting hard facts with a sense of 
humor. The "Docu-Dance" framework evolved 
from Liz's interior dialogue over the prob
lem of presenting political content through 
dance. It's ironic that while the establish
ment arts world continues to insist that art 
and politics don't mix, breaking this taboo 
has meant attention and enthusiasm for the 
Dance Exchange's work far beyond their wild
est imaginings. 

Washington readers can see the piece 
and other political dance on March 26, Call 
202/783-8900 or write the Dance Exchange at 
P.O. Box 50308, Washington, DC 20004 for 
information. 



DEMOCRATIC COMMUNICATIONS=== 
The February issue of The Independent, 

published by the Foundation for Independent 
Video and Film in New York, reports on "The 
Willow Declaration," a statement by a group 
of media people who met in Willow,NY, last 
August to discuss the implications of UNESCC1s 
call for a "new world information order" 
(discussed in Cultural Democracy #17). we 
reprint the declaration, which has been en
dorsed by FIVF's Board, below; for more in
formation about it, contact Karen Paulsell, 
NYU/TITP, 725 Broadway, 4th Floor, New York, 
NY 10003. For more information about FIVF 
and The Independent write to John Greysonor 
Wendy Lidell, AIVF/FIVF', 625 Broadway, 9th 
Floor, New York, NY 10012. 

"We are a group of artists, educators, 
researchers, film and video producers,elec
tronic technicians, social scientists and 
writers united in our support for democrat
ic communications. The economic,cultural 
and spiritual welfare of humanity is increas
ingly tied to the structure for production 
and distribution of information. Most commu
nications today is one-way, from the centers 
of power to passive audiences of consumers. 
We need a new information order here in the 
U.S. to give the power of voice to the un
heard and the disenfranchised. We strongly 
support freedom of the press,but we see that 
in our country, this freedom now exists main
ly for corporations to make high profits, to 
promote socially useless consumption and to 
impose corporate ideology and agendas. As 
workers who produce, study and transmit in
formation, we pledge to change this reality, 
We will work to preserve and encourage face
to-face communication:people can speak best 
for themselves without the intervention of 
professionalism or technological mediation. 
We support that technology which enhances 
human power and which is designed and con
trolled by the communities which use it.We 
use it. we support the participation of work
ers and trade union and community organizing, 
We support the development of community chan
nels for programs, news flow and data ex
change. We support popular access to and con
trol of media and c:ommuni.cations,and criti.ci.ze 
and deplore the fact that this right is be
ing attacked now in the U.S. by efforts in 
Congress to eliminate the Fairness Doctrine 
and public interest broadcast regulations. 
While these laws have been underutilized and 
difficult to apply, they have been the prin
cipal tools for forcing even token public de-
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' bate, we who live and wark in the U.S. pledge 
ourselves to struggle for the democratization 
of communications within our communities,our 
places of work and our political institutions. 
We support further inquiry by international 
organizations such as UNESCO into the social 
relations of the electronic environment. We 
hope that these discussions will continue 
and will resonate among and between nations 
and peoples. 

STORYTELLERS ALERT 
l~APNOC member Debra Wise of Underground 

Railway Puppets and Actors in Melrose, MA, 
has asked us to run a couple of announcerra1:s. 
First, Underground Railway is planning a sto
ry-telling concert on April Fool's Day to 
benefit The Gathering (read about it in NAP
NOC notes #15) and to serve as a memoria_l_ 
for Ken Feit who died shortly before The 
Gathering in August. Debra is looking for 
storytellers and clowns--especial ly those who 
knew Ken--to perform. And of course everyone 
is invited to attend. 

Second, Underground Railway is beginning 
an oral history project with intergeneration
al groups and wants to hear from otherswhove 
been involved in similar projects. Contact 
Debra Wise at 486A Main St., Melrose, MA 
02176 or call 617/665-7812. 

HELP YOURSELF 
Readers may not know that NAPNOC staff is 

available to consult with neighborhood arts 
groups or public agencies needing advice and 
assistance. Some of our clients have been: 
The Chicago Mural Group; Illinois Arts Coun
cil ;Colquitt County (GA) Arts Council;Rural 
Arts Services(Mendocino,CA); and Appalshop 
(Whitesburg,KY). 

We specialize in helping arts groups 
solve problems of organization,staff, and 
planning (especially where corporate-style 
technical assistance doesn't fit)and in help
ing public agencies plan community programs 
and involve the community in their work. 
Write to us about your group's problems and 
we'll send you some information on similar 
work we've done, the costs involved, and the 
kind of help we might offer you. 

Contact NAPNOC, P.O. Box 11440, Balti
more, MD 21239; telephone 301/323-5006. 
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