

















times during the ROOTS meeting carried its
message about the need for criticism with-
in the group. 'Where,'" he asked, '"is the
place to challenge each other?"

From Mac's perspective, the time is
ripe for people to ask some hard questions:
why did our company start in the first
place? 'Does anyone here derive over half
their income from the gate? Does anyone
feel their work now is their best in five
years? | feel we've been kzy because the
money is still rolling in...."

Steve Kent offered his advice on how
to begin making critical assessments of
work within ROOTS. He suggested three
points to keep in mind:

1) Networks like ROOTS can function as
critical frameworks. He offered again the
example of TENAZ, which has formalized and
institutionalized evaluation. ''There is
no performance without evaluation. |It's
sometimes scary and sometimes unpleasant
...but it either jams you into improving
or stopping....And because the (TENAZ)
festival is annual, groups can get criti-
cism year-to-year, as they attempt to
change their work -- there's continuity."

For TENAZ, according to Steve, the
first analysis is whether the work is po-
litically correct: 'for example, a group
might be criticized for blaming social
problems on individual weakness.'

2) Steve offered a formula for making
critical statements that aren't competitive

or designed to wound: 'When you do 5
| feel , and | want you to do
because g

3) Steve also said that all struggles
are power struggles, and that issues con-
cerning power within each group must be
dealt with. He recounted Provisional's
experience in working with a therapist who
forced people to deal with hierarchies.
Organized as a collective, Provisional re-
sisted the idea of hierarchy completely,
but now has come to believe that a number
of hierarchies must be recognized, all
based on expertise. That way the group can
confidently defer to the judgement of, say,
the member most successful at handling pro-
motion, and get on with its other business
as well.

Steve suggested several ways in which
group members acquire the power to prevail
despite resistance: experience, articulate-
ness, charisma, emotionality (as when a
group indulges a member because it's ''too
heavy'" to fight it out); mystification; and
withholding (as with the person who gets
power by withholding comment or approval,
by making feelings known without words).

This discussion concluded with partic-
ipants sharing the basic facts of their
group's work and vision -- telling others
the meaning and purpose they saw in it.

The Art of Management

Representatives from The Road Company
in Johnson City, TN, Roadside, and the
Southern Arts Federation (the regional arts
agency, headquartered in Atlanta), led a
two-afternoon workshop on touring.

And we participated, along with Ellen
Rudolph and George Tharn (director of the
Graduate Program in Arts Management at
Virginia Tech) in a discussion of alterna-
tive management styles.

Management is a key concern for ROOTS
members. Some are involved in efforts to
""professionalize' their management -- di-
rect-mail promotion, season subscriptions,
a hierarchical administrative structure
and separate administrative and artistic
staffs. Others want to maintain nontradi-
tional management styles or administrative
structures, but fear these choices will
make fundraising harder and harder.

Ellen Rudolph offered some of the vari-
ous strategies groups are trying to increase
their chances of economic survival. One is
reducing overhead by maintaining a kind of
ad hoc theater -- instead of trying to sup-
port a fulltime enterprise, switch to a
project-by-project basis. Another is the
idea of affiliation with a larger and more
financially solid institution -- as the
Living Stage in Washington, DC is affiliated
with the Arena Theatre, or some theater
groups have affiliated with educational in-
stitutions which can provide space, back-up,
perhaps some funding.

George Thorn laid out his vision of
management: ''Don't let the tail wag the
dog....A clearly agreed, communicated and
identified vision is the first step.' He
suggested that in evaluating their current
management structure groups begin by ask-
ing "What is it we want to do, are now do-
ing, and can't do now?'" In George's view,
the role of managers is to support the
artists.

Katharine Pearson of The Play Group
(and NAPNOC's Board) spoke against the idea
that changes in management are necessarily
the solution to money problems. Katharine
said she could tell ''stories of money and
access to performing in the schools denied
because of the politics of critical theater
work.'" This kicked off a chain of such
anecdotes, reminding everyone that survival
is more than a question of boards of direc-
tors and brochures.

The Politics of Management

We thought this would be a good time
to return to the fundamental relationship
of art and politics, and suggested that
while it's hard to show that increased em-

phasis on professionalization -- and in-
creased proportionate expenditure on admin-
istration -- has meant better work or bet-

ter community relations, it's fairly ob-
vious that this trend has taken some of the
bite out of many erstwhile '"alternative'
groups.

We suggested that the real point is
to diversify -- to help as many different
models as possible come into existence and
be tested in the difficult present climate
-- bearing in mind that for most people in
the neighborhood arts movement, the vision
is one of survival but also of soci.l change.

We made two suggestions to ROOTS mem-
bers. First, we asked people to think about
the oft-invoked regionalism in terms of




management, not just in terms of the style
or content of their work. Are there par-
ticularly Southern organizational forms or
values that might have relevance to ROOTS
member institutions? The co-op tradition
comes immediately to mind, and certainly
there are others.

Second, we suggested that ROOTS as an
organization could advocate for choice and
diversity with policy-makers and funders
-=- just as the major institution alliances
lobby for their own interests. For instance,
most ROOTS groups are fairly small-budget
organizations. Several members complained
about a familiar problem: why is it that
funders demand ''new projects'' each year
instead of providing support for ongoing
activities? For small groups, this dis-
tinction is especially inept, since their
ongoing programs are likely to be a col-
lection of '"projects' anyway. ROOTS could
speak strongly (where individual members
might fear to jeopardize their funding,
or might not carry sufficient clout) on be-
half of nontraditional management styles
and for the kind of grant support most
helpful to ROOTS members.

Some ROOTS members resented our comments,
feeling we were condeming companies that
had adopted traditional professional man-
agement styles and were pleased with the
results. This disagreement highlights one
of the real obstacles to the kind of di-
versification we called for -- most of us
are stuck with the unfortunate tendency to
seek a single,''right" solution, to defend
our own choices by attacking others.

From where we sit the enemy is mindless
conformity: there is no single right man-
agement system or style. To promote diver-

sity -- so long as there are so many prom-
inent voices speaking out on behalf of con-
ventional, hierarchical choices -- we will

speak for the alternatives.
ROOTS Routes

ROOTS' business meeting later in the
week focused on organization. ROOTS is
divided into four regions with a represent-
ative from each serving on the Executive
Committee, along with the Chairperson,
Secretary, Fiscal Officer and Ex-Officio
Officer. Between annual meetings the re-
gional representatives organize local meet-
ings to inform themselves and the other
groups in their regions, and they attend
periodic Executive Committee meetings held
in each of the four regions.

Alternate ROOTS membership is open to
performing arts groups and individuals in
the South -- and funders and arts agencies
in the region would be well-advised to re-
ceive ROOTS material as well. For more in-
formation contact Ruby Lerner at Alternate
ROOTS, 1538 Laurel, Knoxville, TN 37916 or
telephone 615/546-0290.

Arlene Goldbard
Don Adams

BYE-BYE BIDDLE
HELLO...who?

As NAPNOC notes goes to press, there's
been no official word. But the Washington
Post and New York Times have each leaked it,
and when you call the White House they re-
mind you that appointments aren't official
'til they're formally announced. So it ap-
pears to be official: President Reagan will
name Francis S.M. ("Frank") Hodsoll, prin-
cipal policy deputy to White House Chief of
Staff James Baker III, to head the National
Endowment for the Arts (NEA).

Hodsol11, 43, has been making official
appearances as White House representative
at arts-related meetings. He's made intro-
ductory remarks at the Washington meetings
of the Presidential Task Force on the Arts
& Humanities: "President and Mrs. Reagan...
personally care about the arts, perhaps more
than any other first family...." And calls
to the White House to investigate specula-
tions about the Reagan administration's arts
policies and appointments have been referred
to Hodsol1's office. (He's also coordinat-
ing the Reagan task force on immigration.)

Hodso11, who's from Los Angeles, is a
lawyer with degrees from Yale, Cambridge,
and Stanford Law School. He entered the
foreign service in 1966, after two years
with the New York law firm , Sullivan and
Cromwell. He acted as assistant program ad-
viser at the Supreme Allied Command in Brus-
sels from 1967-69 and returned to Nixon's
State Department as a political affairs of-
ficer until 1971. He was assigned as a de-
tailee to the Council on Environmental
Quality (1972-73), then served as special
assistant to the administrator of the Envi-
ronmental Protection Agency. With Ford in
the White House, Hodsoll moved to the De-
partment of Commerce (1974-77), where he
served briefly as then-Undersecretary James
Baker's executive assistant before becoming
Deputy Assistant Secretary for Energy and
Strategic Resource Policy. He returned to
the State Department in 1977, where he di-
rected the office of Law of the Sea negoti-
ations, later becoming Special U.S. Deputy
for Nonproliferation. He resigned in
August, 1980, to serve the Reagan-Bush cam-
paign as coordinator of preparation for the
debates.

The extent of Hodsoll's arts involve-
ment appears to be some undergraduate ac-
tivities at Yale (The Post mentioned coor-
dinating some college choral concerts at
Carnegie Hall.)-- a fact that is likely to
spur some arts world controversy. Hodsoll
is known as a "good manager," but as far as
his positions and loyalties on arts world
issues go, we can only speculate. Chances
are, his inexperience in arts administra-
tions will be forgiven by the arts estab-
lishment, which takes hope from Hodsoll's
White House connections. There's little
question about his Senate confirmation
once nominated.

Hodso11l can be expected to cleave to
the Reagan 1line and support "our national
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-treasures" with all the Endowment funds that
can be mustered. People who do cultural
work in poor communities, rural areas, mi-
nority neighborhoods or whose work focuses
on radical or controversial themes shouldn't
expect much from a Hodsoll Endowment.

Why Reagan would nominate Hodsoll --
who's shown no previous interest in cultur-
al policy -- remains a mystery. Insiders
speculate that Hodsoll is being rewarded
for faithful campaign service with a "plum"
position that doesn't carry much weight in
the Reagan administration. The Departments
of Energy and Labor have already been
handed to a dentist and a building con-
tractor on the same basis.

Don Adams
Arlene Goldbard
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MAKING WAVES (cont'd from page one)

on the air now in 28 states, and more in
the offing. They are united through a na-
tional membership organization called the
National Federation of Community Broadcast-
ers (NFCB).

Community Access, Community Control

In many respects, NFCB and its members
are radio stations with neighborhood arts
consciousness. From NFCB's Statement of
Purpose:

"...We believe it is important that the
full range of opinion in our communities
finds expression through our stations; and
that a wide variety of cultural, racial,
political and social groups should have
use of the broadcast spectrum. We believe
that to insure the foregoing, broadcast
outlets should be controlled, in substan-
tial part, by representatives of the com-
munities they serve....We have an active
commitment to public affairs, exploring a
broad range of issues -- local, national
and international -- and presenting polit-
ical and social alternatives for action....
We present diverse cultural, musical, and
dramatic offerings, produced locally and
drawn from across the country and theworld
...We care strongly about the people in our
communities and what we broadcast. That is
why, at each of our stations and across the
country, we work for the growth of vibrant,
responsive and human broadcasting."

Community radio stations relate to the
neighborhood arts movement in two important
ways: They can provide broadcast outlets
for the work of community-based cultural
groups; and they are important community
cultural institutions themselves, offering
the airwaves to communities otherwise at
the mercy of advertiser-controlled media.

The NFCB Program

As is true for most neighborhood arts
groups in the United States, most community
radio stations were begun in the ferment of
the late '60s, and the idea spread through
the '70s as the success of earlier efforts
became known.

The NFCB was begun in 1975 as a means of
promoting collaboration among community-
based radio stations around the country.
NFCB has five main purposes:

"]. Foster the development of public

policy at the legislative, regulatory and
administrative levels to aid the growth of
our stations and advance the public inter-
est in mass communications.

"2. Seek an equitable distribution of
federal funds appropriated for noncommer-
cial broadcasting and develop support for
community oriented broadcasting projects.

"3, Facilitate the exchange of program
materials, information and technical ex-
pertise among ourselves.

"4. Publicize our activities and rep-
resent our interests before such organiza-
tions, agencies and groups as may affect
our individual and collective welfare.

"5 Assist the organization and expan-
sion of new and innovative broadcast sta-
tions throughout the country."”

NFCB's 9-member Washington, DC staff
carries out a comprehensive service and
advocacy program to work toward these goals.
Its Program Service is a cooperative nation-
al program distribution system. NFCB mem-
bers receive a monthly listing of programs
which they may order at reduced rates. Ad-
ditionally, NFCB publishes a monthly news-
letter containing information, features and
technical articles of interest to community
stations; an informal quarterly newsletter
called fast forward which serves as a dis-
cussion forum and idea exchange for program
directors at member stations; and occasional
Advisory Memos for time-dated regulatory or
funding news and job listings.

Special publications include the NFCB
Legal Handbook, a guide to FCC regulations
affecting community radio; SOURCETAP: A
Directory of Program Resources for Radio;
and a soon-to-be-published Training Manual
to assist stations in training the volun-
teers who carry out much of the on-air and
administrative work of community radio.

Minority Networks

As the community radio field has ex-
panded and diversified, other associations
have been formed by NFCB members. Four ex-
isting Spanish language stations in Calif-
ornia and Washington have formed Western
Community Bilingual Radio. Additional bi-
lingual stations are being organized in
Arizona, New Mexico and Texas.

Similarly, AIRS -- the Americar Inter-
tribal Radio Society -- brings together
Native American Indian stations already op-
erating and being organized in Arizona,
California, Minnesota, New Mexico, North
and South Dakota, Utah and Wisconsin. Many
of these stations do bilingual programming
and focus on cultural preservation and
development.

NFCB stations that serve mainly black
communities keep in touch through an in-
formal network within NFCB.

NFCB also hosts an annual national
conference and regional meetings of members
and associates (independent producers, non-
NFCB stations and others) which permit all
the members to meet and work together.




Getting Off the Ground

NFCB also serves as a resource for com-
munity people interested in starting a com-
munity radio station. NFCB stations usual-
ly start out with a handful of concerned
people who take on a leadership role and
involve others in the formidable task of
building a station from the ground up.
Neighborhood arts groups can take a lesson
from the perseverance and commitment to
community organizing involved.

Nan Rubin, NFCB's Director of Station
Development, estimates that this process
takes an average of 3-4 years; she esti-
mates that there are two dozen new groups
now working with NFCB to begin new stations
and several nearly ready to go on the air.

The complexity of FCC regulations and
the high start-up costs of community radio
make the organizational period a difficult
and crucial one. NFCB works closely with
groups involved in organizing new stations,
providing advice, suggesting models for or-
ganizing and planning, and making referrals
to other stations that have dealt with sim-
ilar problems.

The station that introduced us to NFCB
in the first place, WEFT in Champaign-Ur-
bana, IL (see NAPNOC notes #5 for the story
of its founding), missed a beat in the pro-
cessing of its FCC papers and has therefore
been delayed in its clearance for broad-
casting. Though not yet on the air, WEFT
has begun to reach listeners through the
local cable system.

The Problem of Support

Once they are going, support for NFCB
member stations comes from a variety of
sources. Some receive occasional grants
from local foundations. State arts and
humanities councils (and to a lesser extent
the National Endowments for the Arts and
Humanities) have given program support for
special projects, though most public arts
agencies are wary of community media.

A good number of NFCB members stations
have found special fundraising activities
to generate needed funds. The Cincinnati
(OH) station's "Blues Cruise" features lo-
cal performers in a highly successful river-
boat fundraising event that's been a help
to Cincinnati's blues "renaissance." KPFA
in Berkeley (CA) sponsors a large annual
crafts fair that generates revenues for
the station. And some stations have suc-
ceeded in getting businesses to underwrite
productions costs of a particular program
or series.

The most important source of community
radio support, though, is its listeners.
Member dues and contributions make up an
average of 30-60% of NFCB members' budgets,
Nan Rubin estimates. Most NFCB stations
rely on listeners not only for money but
for on-air and support personnel too.

Radio Free Georgia's (WRFG in Atlanta)
General Manager Chris Carroll expressed a
concern felt by many other community radio
people these days: "Our biggest challenge
is to increase our listener support," she
said, after listing previous and current
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funding sources that include CETA, VISTA
(Volunteers in Service to America), the
Corporation for Public Broadcasting (CPB),
state and federal humanities agencies, and
city and county arts agencies. Carroll
estimates that 25% of her $100,000 budget
comes from listeners and another 25% from
fundraising benefits.

While she feels sure that Radio Free
Georgia will stay on the air -- in fact,
the station's increasing its power to broad-
cast to a wider area -- she is less certain
about how successful they'll be in making a
case to new funders since "arts and cultural
programs just aren't seen as important" com-
pared to other priorities. As for the pros-
pects of business support, Carroll is skep-
tical; WRFG has gotten on $1-3,000 a year
from businesses.

Arts on the Air

In discussing the potential for cooper-
ation and collaboration between community
radio stations and neighborhood arts groups,
Nan Rubin had encouraging words: "Local
organizations involved in culture shouldn't
feel intimidated by radio. Most stations
are eager to collaborate, and it's real
cheap....It's a tremendous opportunity to
reach people -- possible a very different
audience than who they're usually reaching."

Rubin cited a wide array of instances
where successful collaborative programs
benefitted both the local stations and art-
ists, and pointed out that stations in rural
areas and small cities and minority-run
stations were especially interested in col-
laborative work with local groups and relied
on the participation of local people in their
programming.

These stations' listeners particularly
listen to radio for what Rubin called "cul-
tural reinforcement" -- to enjoy music and
talk, news and issue discussions that are
not carried on commercial radio.

Preparing and producing effective radio
is more than turning on a microphone. Art-
ists interested in developing radio programs
need to work with station personnel or other
experienced producers to adapt material for
radio transmission. Some stations and in-
dependent producers have special training
programs for nonprofit community groups to
develop radio production skills. Contacting
local community radio stations is a good
way to begin to locate such opportunities,
and to discuss how to go about exploring
radio broadcasting potential for your work.

Most stations are equipped for some kind
of remote live broadcasting. Concerts and
lectures can be especially well-suited to
this simple broadcast treatment. Not all
forms of live performance suit themselves to
live broadcast, though; taping allows for
editing and reworking to suit the radio for-

. mat. Many dramatic pieces that may seem ap-

propriate for radio treatment can turn out

to rely at key points on visuals. It takes

a trained ear to judge. These problems of
production can be surmounted with the col-
laboration of sound technicians and a commit-
ment to experiment with new modes of produc-
tion for the medium.



For Instance...

Some community radio stations have taken
the lead in organizing cultural events.
Station KOPN in Columbia, MO, initiated a
"new music" festival, commissioning new
work for the radio and sponsoring live per-
formances in addition to its broadcast pro-
gram. KOPN also hosted a radio drama festi-
val which featured a regional script com-
petition and culminated in local and sat-
ellite broadcasts.

Cincinnati's WAIF has developed strong
collaborative relations with other local
groups. Early on, it approached the Urban
Appalachian Council about broadcasting con-
certs from its annual festival. The Coun-
cil was skeptical at first, fearing that
broadcast arrangements might interfere
with live performances or undercut festi-
val attendance.

But the first year's broadcast was so
well-received that it continued. By the
third year, festival organizers, perform-
ers and station personnel were planning to-
gether to insure the best possible broad-
cast arrangements. Broadcasts have helped
build festival participation and extend
its reach, and WAIF received a grant to
edit and distribute the festival tapes.

WAIF has also cooperated with the Model
Cities art center to broadcast concerts
and has co-produced events like Sweet Honey
in The Rock's Cincinnati appearance with
the local schools and arts commission.

WYSO in nearby Yellow Springs, OH, also
developed an effective and mutally reward-
ing relationship with the Dayton public
schools' folklife center program. A tradi-
tional string band that was touring the
schools made its radio debut from WYSO's
studios. The program went so well that
weekly broadcasts from the folklife center
were begun, with the schools picking up
the performance fees.

In addition to broadcasting dramatic and
musical performances, many community radio

stations carry coverage of cultural events
and issues. Interview programs, regular
commentaries and features on magazine-for-
mat programs help raise awareness of arts
events and policy issues ignored by estab-
lishment media.

Familiar Issues

The issues faced by community radio sta-
tions are likely to sound familar to neigh-
borhood arts people. Community radio pro-
grams often go against the grain of com-
mercial broadcasting -- in form and content.
As alternative political voices, community
radio stations identify strongly with com-
munity interests -- often opening them-
selves to political pressure from estab-
lishment interests. Some NFCB members have
been criticized for their gay programming;
others have found some listeners offended
by their news and public affairs program-
ming, and threatening to withdraw support.

Given the current trend toward greater
censorship in media, some speculate that
these pressures will continue to build. On
the other hand, progressive people may find
less and less to interest them in commercial
media and turn in increasing numbers to com-
munity radio.

Particularly as financial pressures
mount, the temptation to moderate program-
ming and policies will increase: program-
mers may exercise self-censorship to pre-
vent potential sponsors from being scared
off by the points of view expressed on com-
munity radio. Programmers may be tempted to
allocate more air time to the surest fund-
raisers: bluegrass and classical music.

The economic future of community radio
bears watching, especially for neighborhood
arts people, who have more than a passing
interest in the viability of community-
sustained enterprises over the next few
years.

Contact NFCB at 1314 - 14th St. NW,
Washington, DC 20005 or telephone 202/
797-8911.
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USE THIS SPACE TO LIST THE NAMES AND ADDRESSES OF PEOPLE YOU THINK MIGHT LIKE TO HEAR

ABOUT NAPNOC.

Fill out the coupon on the reverse side and send it to NAPNOC and we'll

send them sample newsletters and membership information.




CULTURED -
PEARLS -

NAPNOC member Hamish Sandison has suggest-
ed a new feature for notes: a column of
short items sent in by readers, and chosen
to shed some special light (or shadow) on
cultural politics in the U.S. We'll offer
the first few items, and if readers are
interested enough to send others along,
we'll make it a regular features. Keep
those cards and letters coming to NAPNOC,
P.O. Box 11440, Baltimore, MD 21239.

On August 25, the New York board of the
Screen Actors Guild (SAG) unanimously re-
jected a proposal by one of its members
that Ronald Reagan (former SAG president
and honorary member) be disciplined for
anti-union conduct in his handling of the
air traffic controllers' strike. They did
vote to notify the President that SAG sup-
ports the strike, but a SAG spokesperson
noted that ''any member of the Screen Actors
Guild, including such a prominent one as
the President, is entitled to hold his own
opinions."!

September 4 was a thousand-dollar day:
Health and Human Services Secretary Richard
Schweiker announced he would ask states to
enforce Congress' new limit on personal
property for welfare recipients. Schweiker
wants social workers to visit the homes of
potential recipients and make sure the value
of their worldly goods -- clothing, furni-
ture, untensils and everything else --
doesn't exceed $1,000.

On the same day, President Reagan took
delivery on some new personal property of
his own. Tony Lama, Jr. appeared at The
White House to present Reagan with four
pairs of custom-made cowboy boots, each
pair valued at...you guessed it!...$1,000 -~
that is, before the lh-karat gold hand-cut
presidential seal was laid into them,
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ENTER HISTORY

We met Mark Weinberg at The Gathering
and were glad for the opportunity to do so.
He asked us to run the following announce-
ment. If you can help him out, please do
-- and tell him NAPNOC sent you.

"I am seeking information on Alternative/
Collective Theatres for research on a disser-
tation (hopefully book) to be titled 'Per-
formance Generation: The History and Evolu-
tion of Collective Theatre in America.' It
will include a history of the movement
since the late 1950's, detailed chapters on
the histories and processes of specific com-

panies, and a directory of workingcollectives.

"The organization and working methods of
collective theatres, as well as the produc-
tions, have been on the leading edge of the
political and theatrical frontier for years,
yet have officially gone unnoticed. 'Theatre
in America,' a 1968 report for the National
Theatre Conference, claims to be 'inclusive'
but does not mention any alternative theatres.
The same is true of the pompous study 'Per-
forming Arts and American Society' published
10 years later. It is necessary to document
the successes and failures of alternative
companies -- to chronicle the legacy and
living force of theatre as an art and an
instrument for growth and change.

"I need to make contact not only with
active theatres all over the country, but
also with members of past groups and with
people who have left still active companies.

"If you have any information to share,
please contact me at:

25 South Hillside Terrace
Madison, WI 53705

(608)231-1103.

"Thank you."

lﬂ

JOIN NAPNOC and help build CULTURAL DEMOCRACY
NAPNOC has set a target this year; with 600 members and subscribers by the summer 1982

Annual Meeting, our organization will be self-sustaining.

The movement for cultural democ-

racy needs NAPNOC's independent, unbought voice -- and if you are concerned about community

cultural work, you need it too.

Individual memberships are $25 a year; each membership includes a free subscription to

NAPNOC notes.
out a year's subscription at $25.

/"7 | want to become a member.

Enclosed is my check for $25.

/7 Sign me up for a year's
subscription (10 issues).
I've enclosed $25.

Libraries, institutions and others who don't want to become members can take

/ / 1'm an angel. En-
closed is my tax-de-
ductible contribution
of §

Name

Organization Name (if any)*

Mailing Address Zip

Contact Phone

Please return to NAPNOC, P.0. Box 11440, Baltimore, MD 21239 or telephone 301/727-6776.

* Please send information about your organization and its program, and be sure to put NAPNOC

on your mailing list.

Use the other side of this coupon to name others who'd want NAPNOC info.
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This petition was drafted by a group of participants in The Gathering (see "Vital Signs,
beginning on page one) with the intention of creating a statement that could be a call to
unity among like-minded people across the country. Copies have been distributed at The
Gathering, Alternate ROOTS and other arts meetings. When a substantial number of signatures
have been received, we'll prepare a display ad to publicize the petition more widely.

WE THE UNDERSIGNED, assembled at in *, feel
it is urgent to express our convictions and beliefs concerning larger questions of politi-
cal and cultural struggle in the U.S. as well as the rest of the world today.

RECOGNIZING: That commitment to democratic principles and resistance to oppression are in
the best tradition of the American people;

WE OPPOSE: The rising tide of militarism and the encroaching threat of nuclear destruction;

The attacks on freedom of expression, on racial, ethnic and cultural minorities, on women
and the expression of sexual identification, and on working people and their unions; and

The attempts to undo the democratic gains of past decades and the reallocation of our
resources from the common good to the benefit of a few.

WE AS CULTURAL WORKERS CALL ON THE ARTS COMMUNITY AT LARGE:
To resist this reactionary movement and to create progressive alternatives;

To work for cultural democracy, recognizing that our society comprises many cultures
entitled to coexist in freedom and equality;

To rediscover, recreate and invent through our work images and forms which articulate,
support and advance freedom, equality and understanding;

To continue to build a progressive cultural movement, especially at this moment of great
urgency;

To commit ourselves to save the planet and all other life forms that share it with us;

To create and maintain cooperative alliances with others who are struggling for freedom
and against oppression in all forms in the U.S. and around the world; and

FINALLY AND IN CONCLUSION: To recognize and act on our particular responsibility as cul-
tural workers to constantly improve our artwork in form, content and function, to recon-

struct in light of heightened political understandings, and to assume full responsibility
for the meaning and message of our work.

INDIVIDUAL AND/OR ORGANIZATION MAILING ADDRESS & ZIP

PLEASE POST THIS PETITION. FEEL FREE TO DUPLICATE IT AND PASS IT ON. RETURN SIGNED STATE-
MENTS TO NAPNOC, P.0. BOX 11440, BALTIMORE, MD 21239 or call 301/727-6776 for information.

* please insert the name of the meeting or organization at which this petition is being
distributed and the town and state in which it is located.




