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VITAL SIGNS: 
THE GATHERING 
& ALTERNATE ROOTS 

We spent a lot of this summer on the 
road. From August 9th through the 16th we 
attended The GatherTng~ a iheater festtval 
and meeting in St. Peter, MN; from August 
19th through the 23rd, we were at the Annual 
Meeting of Alternate ROOTS (Regional Organ
ization of Theatres - South) at Ozone, TN. 

When we arrived at Camp Ozone to attend 
the ROOTS meeting, we were fresh from The 
Gathering. Midway into our non-stop babbling 
about our experiences in Minnesota, we were 
interrupted by a dismayed-looking Ruby Lerner, 
ROOTS' Executive Director: "Oh no," Ruby 
complained, "I was afraid that The Gathering 
would turn out to be the Woodstock of the 
'80s and just like Woodstock, I missed it!" 

Well, The Gathering wasn't much like 
Woodstock in all of the obvious ways: most 
of us aren't that young anymore, no matter 
how you look at it. But there is some sense 
in which the comparison is apt. The special 
events of this season -- The Gathering and 
ROOTS, the People's Theater Festival and 
TENAZ Festival this month in San Francisco-
seem to signal a change in consciousness; 
as the statements of Cherry Creek (the group 
that planned and hosted The Gathering) put 
it, "a lifting sign of cultural democracy." 

Putting Money In Its Place 

It's been years since we've heard so 
much discussion about social issues and the 
artist's responsibility -- and not just fair
weather politics either. Finances are more 
of a problem for most than they've been in 
a decade. Government funding is drying up 
and private money seems to be following suit. 

But people aren't lying down and dying. 
Instead they are turning their attention to 
the real problems that will be solved if our 
movement is to flourish: how neighborhood 
arts groups can be of service to their com
munities and in turn be supported by them; 
how neighborhood arts work can speak to the 
real concerns of our society; and how arts 
workers can integrate their concerns with 
craft, with political and social conscious
ness, with a decent life ~nd livelihood. 

Neither The Gathering nor the ROOTS 
meeting made much of the grants-getting-in
ten-easy-lessons kind of workshop that's 
been an inevitable feature of arts meetings. 
Instead, people seemed most interested in 
talking about ideas -- about the meaning of 
their work and its relation to other people--

(continued on page two) 

COMMUNITY RADIO: 
MAKING WAVES 

Most radio in the United States is one 
long commercial: programming is "formatted" 
for a particular "market," so that the air
time between commercial advertisements ex
ists only to attract consumers of the de
sired age and income-levels. Standardiza
tion is the key -- radio stations across 
the country can purchase the same 24-hour 
programming package, complete with adver
tising slots, and just plug themselves in, 
eliminating overhead and most station per
sonnel. 

This spring the U.S. Supreme Court ruled 
that "market forces" alone should be per
mitted to determine the kind of music and 
talk that commercial radio stations air. 
The Federal Communications Commission's 
(FCC) current rush to deregulate is helping 
this market monopoly along. Some predict 
dire consequences: if stations are sold to 
the highest bidder without consideration 
for community diversity, people across the 
country could find themselves with only one 
or two Top-40 and country-western prerecord
ed formats on their radio dials. 

But there are alternative futures. 

In dozens of communities around the 
country, people have organized to reclaim a 
place on the air through community radio 
stations. There are over 50 such stations 
(continued on page nine) 
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VITAL SIGN~ (cont'd from page one) 

and about craft, techniques and methods 
that would be useful to them. This too we 
took as a hopeful sign. Apparently most 
peple have been sufficiently exposed to the 
"technical assistance" boom and its products 
to take the whole business with a large 
grain of salt. 

The groups and individuals that attend
ed these meetings were incredibly diverse 
on every possible basis -- size, aesthetics, 
politics, structure. It's obvious that 
there's no set of helpful hints or technic
al ideas that is applicable to all, and no 
set of magic words that would make each 
project irresistible to funders. Recent 
and rapid changes in funding, while discour
aging in the short run, seem to have had a 
paradoxically positive impact: apparently, 
people are remembering that money is a tool 
and not an end in itself. After too many 
years in which money led as often as fol
lowed, people are refocusing on the meat 
of their work. And that's why we see these 
gatherings as vital signs. 

THE GATHERING 

The Gathering took several years ofplan
ning and detail work -- and it showed. 
Scheduling, accommodations, food -- every
thing was in place before we arrived and 
worked smoothly throughout. The people at 
Cherry Creek clearly decided that doing it 
right would mean single-minded dedication, 
and that's what they gave it. 

Some 500 people participated. Most 
were members of performing groups. Others 
were writers or organizers, like ourselves. 
Many were professors, especially in the 
social sciences, invited to offer an an
thropologist's or sociologist's view. Be
cause the meeting was so large, and because 
so many events took place simultaneously, 
few could say they'd met most of their 
fellow participants. 

"Working Collectives" 

Like most people at The Gathering, we 
became friendliest with the other members 
of our "woddng collective." These were 
groups organized around themes like "The 
Living Story" and "The Performed Self.'' 
They functioned pretty much like "home 
rooms," meeting almost every morning during 
the week-long Gatnering, giving participants 
a chance to carry on some continuing conver
sations and adding stability to the fast, 
crowded schedule of performances and special 
events. 

We were in the "Transformation and Com
munitas" group, along with about 30 others. 
For the first three days of The Gathering 
our group began each morning's session ~ith 
a presentation: on Monday, Harry Boyte of 
Minneapolis' Crtizen Heritage Center started 
with a talk on the theme of the "common
wealth." He traced the roots of this idea 
in American history, and called on radicals 
in this country to draw inspiration and 
sustenance from them. (For a bit more a
bout Boyte's work, see "Freedom and Diver
sity" in NAPNOC notes #12.) Then Arlene 
gave a talk debunking "the arts orthodoxy," 
and calling on neighborhood arts people 
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to th_i_nk_ freely ~nd s_pec1k out, to be "here
tics." {For remarks on the same theme see 
coverage of NAPNOC's Annual Meeting in 
notes #13.) 

On Tuesday, George Lakey of the Move
ment for a New Society in Philadelphia of
fered "Six Ways Theatre Can Make a Differ
ence in People's Struggles for Change." 
In shorthand, they are Alliances, Analysis, 
Catharsis, Vision, Struggle and Improvisa
tion (in the sense that theater can help 
people improvise their new roles as society 
is changed). 

On Wednesday, Max Kaplan, a writer on 
leisure and aging (himself a retired pro
fessor of Leisure Studies), offered an 
anecdotal and much-condensed version of 
his own career and the lessons he has learn
ed thus far. Max said that power you make 
is worth more than power you buy -- and 
added that in that respect, Reagan may be 
doing us a favor by forcing us to rely more 
on what we can make ourselves. He saw 
hope for the future in our group's focus 
on "Communitas": from Kaplan's perspective, 
the evolution of societies is a continuum 
which progresses from a "primitive" and 
integrated order to one increasingly more 
industrialized and marked by divisions of 
power, labor and responsibility, and ul
timately toward a rediscovery of community 
and re-integration. 

The "Spirituals" and The "Politicos" 

These "working co 11 ect i ve" sessions 
provided continuity and gave us a chance 
to make the acquaintance of our group 
members. The balance of each day's sched
ule was filled with meetings, workshops 
and performances. 

Most workshops focused on ideas and 
techniques for creating performance work, 
and each afternoon as many as a dozen work
shops ran concurrently, making it difficult 
to choose. 

To overstate slightly, the thrust of 
most workshops fell under either of two 
imaginary headings -- the "Spirituals" and 
the "Po 1 it i cos." There was "The Co 11 ect i ve 
Actor" on one hand and "Metamythic Theatre" 
on the other_: "Junkie Workshop" on the one 
hand and ''The Heal i ng Power of Sound' 1 on 
the other. These rubrics also characterize 
the two camps into which participants fell 
-- or to be more precise, the two poles of 
the spectrum along which they might be 
placed. 

The dimensions of that spectrum were an 
interesting and important theme throughout. 
With just a few exceptions, the Politicos 
acknowledged the importance of an awareness 
and integration of spiritual values in 
their work; there was very little of the 
black-and-white, spell-it-out school of 
political theater, which holds that the 
truth is cast in concrete. And with just a 
few exceptions, the Spirituals held no 
truck with the idea that their work should 
eschew the poltical world, but also recog
nized the imperative of integration. 

This was striking. It brought to mind 
gatherings of ten years ago, pitched bat
tles between these factions -- and their 



~nsatisfactory.resolutions, which tended to 
give the work of both sides an unfortunate 
stridency. Though there was some name
calling and hostility between camps, some
thing is beginning to change here. 

We spent a lot of our time at The Gath
ering with a faction of the Politicos, 
drafting a statement and organ1z1ng meet
ings aimed at developing a petition that 
could serve as a call to unity. There 
were half a dozen restaurants around St. 
Peter that provided meals for Gathering 
participants in exchange for purchased 
meal tickets, so we gathered at Pizza 
Villa or the Cat's Away Cafe to talk over 
ideas, language and strategy. We were con
scious of the need to speak to larger po
litical and social concerns -- against 
militarism and repression -- but also of 
the need to address the particular concerns 
of cu 1 tu ra 1 workers. (The petition ap
pears on page13of this newsletter.) 

Art Thou Political? 

This dual responsibility was brought 
home by an incident during The Gathering. 
A·group from Minneapolis, The Performers 
Ensemble, presented a work-in-progress 
called 11The Boat People, 11 about Vietnamese 
and Laotian refugees. The piece was the 
most poorly-received (most of the audience 
left before the end) and most controversi
al of the more than two dozen offerings 
that week. It featured a large cast, 
masked, and a heavy, dirge-like pace. Epi
sodes of the play were punctuated by inter
ludes of music by Hmong and Vietnamese 
mus1c1ans. One song was translated in 
the program; it took a hard-line pro-USA 
position on the war, one that would be dif
ficult for people active in the antiwar 
movement of the 16Os and '7Os to buy. That 
was the political thrust of the piece too. 

The next day an impromptu meeting was 
called to discuss 11The Boat People. 11 A few 
Performers Ensemble members were there, but 
most (including the director) were in Min
neapolis, which complicated the meeting. 
People were emphatic about not wanting to 
11trash 11 the Performers Ensemble members 
(there were many speakers against shaming), 
and instead wanting to offer criticism in 
a constructive spirit; they wished all the 
Ensemble members were there. After a long 
discussion about whether to proceed or n~t, 
the large group (nearly a hundred partici
pants by our count) went forward in an 
understanding and empathic manner. 

The crux of the matter was an old but 
still compelling issue: Is all art polit
ical? The Performers Ensemble members at 
the meeting, and the Ensemble's director 
Susan Galbraith in an open letter the next 
day, would say no: 11 

••• we were not trying 
to make a political statement about thi 
recent history of Vietnam and Laos. 11 For 
the Performers Ensemble, the suffering of 
those portrayed in 11The Boat People 1i tran
scended politics: 11We are attempting to 
tell a story of a people who surrendered 
their fates to the ocean, people who were 
starving, drowning, DYING. At that point, 
politics do not matter. 11 

Those who criticized '1rhe Boat People" 
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for its portrayal of the American armed 
forces as Vietnam's savior and the North 
Vietnamese as the people's enemy would say 
yes. Here are some of their remarks: 11The 
play represents the North Vietnamese as the 
enemy, not unlike Ronald Reagan's recent 
remark that Vietnam was a 'just war' .... 
Political theater makers are obliged for 
the whole ball of wax; they must take re
sponsiblility for their work .... l stayed 
for most of the play but it was hard; I 
was repulsed. The play failed because it 
was presented as history, and as history 
it was false .... Which story do you tell?" 

This theme -- that all art is political, 
whether it reinforces the status quo, makes 
a criticism, or posits alternatives -- was 
discussed throughout The Gathering. In our 
"working collective" we saw an interesting 
exchange between Barry Opper, who's worked 
many years with the Los Angeles-based Pro
visional Theatre, and Bill Wirtz, a young 
man who works with Living Stage in Washing
ton, DC. Opper talked about the develop
ment of Provisional 's work, and the group 
members' consciousness of its inescapably 
political nature, and Wirtz experienced a 
moment of insight and recognition at this 
new formu 1 at ion, saying "That's important. 
All art is political. That's important." 
all the while energetically making notes. 

One thing The Gathering made especially 
clear is our poor performance as record
keepers and teachers. We saw that even the 
most fundamental ideas and principles must 
be discussed and passed on if they are to 
have life outside a few people's heads. 

The Proof of The Pudding 

Most of the performances presented at 
The Gathering would take the •~Jl art is 
political" side of this argument. And it 
was the performance work that in the end 
made The Gathering such an encouraging ex
perience. It was encouraging because so 
many groups were concerned about making 
theater out of themes that matter to or
dinary people. 

We saw work that retold forgotten or 
buried aspects of people's history and her
itage -- the Los Angeles-based Traveling 
Jewish Theatre's "The Last Yiddish Poet, 11 

and "If I Live To See Next Fall" by the 
Knoxville-based Play Group. 

Other pieces used theater to address 
particular social problems: "Junkie" from 
At The Foot of The Mountain from Minneapolis 
and the Illusion Theatre of the same city 
who presented a condensed version of their 
piece "Touch, 11 about children and sexual 
abuse. 

Word of Mouth Productions from Jamaica 
Plain, MA, presented a play with music about 
four waitresses and the facts of their work
life called ''Why Don't You Find a Rich Guy 
and Marry Him?11 and El Teatro de la Esperan
za in Santa Barbara, CA, presented 11El Pulpd: 
("The Octopus"), an updated commedia-style 
play which presents an allegory of political 
control and repression. 

The United Mime Workers from Champaign
Urbana, lL and Otrabanda from New York pre
sented th~ m~st formally jnnov~tlve. work

1 
we 

saw. UMW s· Mime ls-No Object,"a tight y-



choreographed and funny silent mime piece 
about work and the circulation of goods 
and money. Otrabanda presented •~alt 
Speaks," in which a husband, a wife and 
a sentient salt shaker investigate the 
meaning of life and scientific knowledge. 

The Provisional Theatre's "Inching 
Through The Everglades," The Talking Band's 
(NYC) "Worksong, 11 and the Dakota Theatre 
Caravan's "Welcome Home" were complex tap
estries concerned with the lives of work
ing people. The Talking Bank interwove 
oral histories with vignettes on the lives 
of J.D. Rockefeller and his family and 
Frederick Winslow Taylor, the inventor of 
"scientific managooent, 11 all in the episod
ic and musical form of a "performance can
tata." Provisional 's play juxtaposed two 
characters -- a restless Vietnam vet and 
construction worker named Willie Ray and 
a funny and outspoken supermarket checker 
named Irene -- and their thoughts and feel
ings about their own lives and other peo
ple's, their dreams and other people's. 
The Theatre Caravan's play was based on 
the life of a small South Dakota town on 
the occasion of its centennial; the four 
performers played dozens of characters to 
give the audience a feeling for the com
plexity of this small town's life. 

In short, most of the performances pre
sented at The Gathering spoke to social 
and political questions -- but in no sin
gle voice or mode. The festival was re
markable for its diversity and vitality. 
Just as the participants might be placed 
at all points along the spectru~ described 
by its poles,the "Spirituals" and the "Po
liticos," the theater work pres·ented might 
be placed at many points along the spectrum 
defined by theater that seeks to inform, 
to address the audience through thought 
and through formal innovation that upsets 
automatic ways of thinking -- and at the 
other pole, theater whiih uses tradition-
al form and emotional appeals to carry a 
critical and unconventional message. 

People were trying many different ap
proaches -- really as many approaches as 
there were pieces of work -- and i.n each 
case their attempts were marked by real 
commitments to craft, to content, to form 
-- to find an authentfc voice and also a 
voice that mfght be heard. 

The Need for Crrtitism 

What people missed at The Gathering--
at least the most common complaint we 
heard -- was a chance for criticism, for 
considering what we had seen and heard. 
The largest crowds were assembled at per
formances (most "working collectives" and 
workshops contained 30-50 people) but peo
ple only got a chance to talk about these 
common experiences in small groups, over 
a meal or during a break. 

The "Boat People" discussion was very 
important for many participants, because 
it gave them a chance to raise fundamental 
questions that weren't being addressed 
otherwise -- but also because it gave them 
a chance to talk about a piece of work, a 
common frame of reference in a large meet
ing full of relative strangers. 
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Everyone at the "Boat People"meeting· 
endorsed the idea that criticism should be 
an ongoing part of future events like The 
Gathering. We took a lesson from the peo
ple from El Teatro de la Esperanza, who ex
plained that each play presented at Chicano
Latino festivals is discussed shortly after
ward by the audience and also by members of 
the performing group in question -- that 
this gives meaning to the festival and of
fers the participants the help they need 
to improve their work. 

Everyone participated in The Gathering 
with an eye to the future. Some of this 
was expressed in statements like the peti
tion that appears on page 13, a statement 
drafted by the same group condemning U.S. 
involvement in El Salvador and Guatemala, 
and the final reports of the various "work
ing collectives." "The Performed Self" is
sued a two-page statement listing half a 
dozen ways in which its members feel art
ists have special qualities and a special 
mission, three times as many "obstacles 
confronting artists in society," and a num
ber of imperatives for artists based on 
"the conviction that all people are artists 
waiting to be realized." 

The collective on "Emerging Values/ 
Cultural Revitalization" formed a subgroup 
on disarmament which issues a "call for 
coordinated nationwide support by theaters 
and cultural workers for disarmament rituals 
to take place at the UN Special Session on 
Disarmament, May 1982, and rituals coincid
ing with this event in other areas of the 
country and the world." 

Future Meetings 

There was much talk about the next 
"Gathering," and some tentative conversa
tion about setting a date in 1983. Because 
NAPNOC is a multidisciplinary organization 
and not just for theater people, we kept 
thinking how important it would be to call 
a meeting of.progressive people who work in 
all kinds of arts forms, styles and contexts. 
That idea drew a lot of agreement but it 
also drew moans of agony over the planning 
and effort it would take to put together a 
meet i_ng even bigger than The Gathering. 

In a sense, that kind of multidisci
plinary effort is taking place now. From 
The Gathering we made our way to ROOTS, and 
right after this issue of notes goes to 
press we'll be off to The People's Theatre 
Festival and the TENAZ Festival, in each 
case carrying the petition our group draft
ed at The Gathering, getting signatures. 
The National Murals Network hopes to have a 
meeting later this year. 

Meanwhile, there are two writers' con
ferences planned for October -- the Mid-Con
tinent Forum for the Future of Literature 
in Minneapolis on October 3-5; and the Amer
ican Writers Congress in New York on October 
9-12. The Mid-Continent Forum is sponsored 
by a group of small press distributors, 
neighborhood arts groups and university pro
grams. You can ~btain information by writing 
to P.O. Box 8918, Minneapolis, MN 55408 or 
calling Sue Ann Martinson at 612/822-8713. 

The Writers Congress is sponsored by 
The Nation, a progressive weekly magazine. 



Befitting its mid-town Manhattan loca
tion the Congress promises to be much 
less neighborhood arts-oriented. An "In
viting Committee 11features famous names 
from Norman Mailer to Marge Piercy and a 
long list of workshops and panels --both 
how-tos and political and social themes 
-- is promised. Write to GPO Box 1215, 
New York, NY 10116 for information, or 
call 212/420-0608. 

'(If any notes readers are planning to 
attend either of these meetings, please 
let us know. We'd like to persuade you 
to write up your impressions or let us 
interview you about the meeting(s).) 

Scare Tactics in St. Peter 

Before we leave The Gathering behind, 
a few words about money are in order. The 
meeting was planned carefully and cost-ef
ficiently -- and it still cost a pile. As 
we go to press, Cherry Creek has some 
$30,000 in debts, mostly money owed to 
people who put their own assets or liveli
hood on the line so that The Gathering 
could happen despite the drawn-out and 
often erratic procedures of potential 
funders. 

Why such a large debt? The answer is 
one we had all better heed in the coming 
years. Cherry Creek has a commitment to 
the town of St. Peter, Minnesota. Perhaps 
the clearest expression of that commit
ment might be found in the thousands of 
dollars in revenues The Gathering brought 
to local businesses. For some of these, 
the event made the difference between suc
cess and failure by providing capital 
needed to go on. 

But the far Right is not interested in 
such things: a group called "Women for 
Responsible Legislation" issued a newslet
ter denouncing Cherry Creek as "secular 
humanists" -- against God and family and 
for unspeakable and un-American perversions. 
They were able to get a few local business
people to go along; but most important, 
they were able to smear doubt and confus
ion across Cherry Creek's reputation, and 
plant fear in the minds of some towns-
peep le. 

Cherry Creek handled the situation well. 
They called a town meeting, brought the 
dirty business out into the open, and 
strengthened their connections with local 
people who still believe in the Minnesota 
tradition of free speech and thought. 

But the goal of "Women for Responsible 
Legislation" was to make sure Cherry Creek 
had a hard time raising money for its war~ 
and on that score they had some success, 
especially with a number of local funders 
who had been committed to Gathering sup
port but were frightened by the contro
versy. When Cherry Creek found itself, 
just a few months before The Gathering, 
unexpectedly thousands of dollars behind 
its fundraising goal, it was time for a 
decision: Should The Gathering go on as 
planned? Needless to say, the decision 
was to go ahead, the money was borrowed, 
and the rest is history. 
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You can help Cherry Creek out of its 
dilemma and get something for yourself in 
the bargain. Cherry Creek publishes a bi
monthly newspaper, Theaterwork, which fea
tures articles about many aspects of the
ater and related matters -- theory, news, 
descriptions of performing group's philos
ophy and practice, new ideas (and even oc
casional reprints from NAPNOC notes). 

Theaterwork is an important publica
tion; no one in this field should be with
out it. Investing in a subscription will 
help Cherry Creek to meet its debts and to 
continue its work into the future. 

A one-year subscription is $5; two 
years are $9. Write to Theaterwork, 406 
S. Third St., St. Peter, MN 56082 or call 
507/931-3810. DO IT TODAY! 

ALTERNATE ROOTS 
The ROOTS Annual Meeting was quite dif

ferent from The Gathering both in form and 
intention. Instead of bringing together 
potentially sympathetic strangers, ROOTS 
was a gathering of old friends. 

Alternate ROOTS began in 1976 at a 
"Meeting of Appalachian and Southern The
atres" at the Highlander Center in New 
Market, TN, the scene of many of the sem
inal meetings of the Southern civil rights 
movement. These artists wanted an organ
ization that could help them develop bet
ter communications and a cooperative spir
it within the region -- and could also 
advance their work by helping them to get 
exposure in the South and outside. 

ROOTS has sponsored yearly meetings 
and showcase festivals for its members 
every other year since 1978 -- the next 
showcase is coming up in 1982 and may be 
in Knoxville to coincide with the World's 
Fair. ROOTS also focuses on 11networking, 11 

publishing a regular newsletter. 

ROOTS has been through quite a few 
changes recently. As Chairperson Dudley 
Cocke of Roadside Theatre in Whitesburg, 
KY (and NAPNOC Board member) put it,ROOTS' 
ambitious performance festival in St. 
Petersburg, FL in 1980 "emptied both bar
rels" in terms of money, and ROOTS was 
without paid staff for quite a while. 

Regionalism's ROOTS 

But in December Ruby Lerner was hired 
to ftll the role of Executive Director. 
Her introductory remarks on the opening 
night of ROOTS' meeting will also help to 
introduce her here: Ruby spoke about the 
"new culture, grounded in place, which is 
emerging," and she offered several sources 
of information that she'd found inspira
tional. She mentioned Donald Davidson's 
contribution to I '11 Take My Stand, a re
cently-reissued compilation of essays by 
Southerners who'd been involved in the 
agrarian movement of the '30s. Davidson 
says that an artist is also a person, and 
that the·artist and person must enter into 
a common arena to function as citizens. 

Like most ROOTS members, Ruby sees 
the organization's importance largely in 
termi of its regional identity. In the 



July/August ROOTS newsletter she puts it 
this way: ''I'm h.ere becaus.e I. bel i_e,ye. 
that ROOTS represents a vision of the arts 
in the South and that our impact extends 
beyond our immediate terrain. As Nelda 
Clemmons of The Tampa Times wrote, 'Such 
a regional theater could be the resusci
tator of values when a nation seems to be 
seeking them desperately."' 

Ruby's opening speech was followed by 
remarks by several of ROOTS' invited guests. 
Marc Miller of Southern Exposure (cited in 
NAPNOC notes #12), spoke of a retreat his 
organization recently held in an attempt 
to clarify some big questions that could 
shed light on its work. In describing the 
Southern Exposure staff's attempts to be 
concrete about the environment in which 
they must function, Marc used a vocabulary 
that was to be echoed by most other ROOTS 
speakers. 

He said the South is a colony, the 
least sophisticated, most illiterate and 
poorest region -- and also the richest in 
natural resources, with the largest black 
population, and the strongest regional 
traditions. 

ROOTS members feel they must learn to 
understand and work with a society they 
see as full of contradictions which demand 
resolution -- and in which strong forces 
would rather exploit these contradictions 
than resolve them. 

Sue Thrasher, who works at the High
lander Center, began by saying that she 
was also most aware of and concerned with 
regional questions -- but she was trying 
hard now not to be a "regional nationalist" 

She mentioned the Southern agrarian 
movement, and recommended a book by Arthur 
Raper, Sharecroppers All, describing the 
loss of land and other economic facts that 
made sharecroppers of most Southerners, in 
the city and on the land. 

Sue said that to survive, we need root
edness in our own culture. An organiza
tion's programs may be national, but its 
concerns must be addressed from a regional 
and local perspective. As she sees it, 
that rootedness is a prerequisite for ef
fective organizing. 

Sharing, Inspiration and Empowerment 

The discussion whichfo1lowed introduced 
one of the most important themes at ROOTS: 
how political should we be? How political 
are we -- is it really a matter of choice? 

One ROOTS member would state the case 
for an organization mainly concerned with 
sharing skills and professional comrade
ship: "The issue gets down to survival. 
I mean, if things are bad, you can't avoid 
getting really furious -- you will generate 
political ideas. But if you can't pay 
the bills you can't do your art." 

Another member would state the oppostng 
case: "There are three key words tn this 
discussion: sharing, inspiration and em
powerment -- artistically, socially, polit
ically and economically." 

These seem to be the dimensions of the 
debate within ROOTS over the organization's 
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purpose and future. As far as we could see, 
all the members were agreed that a key focus 
of ROOTS' work should be to help with artis
tic and technical matters and management 
skills -- what many people at the meeting 
called "survival." Beyond that, some saw 
another role for ROOTS. 

In opening remarks for the business 
meeting later in the week, Dudley Cocke 
said he would "like to see ROOTS represent 
a set of principles and present a vision 
that could nurture our work and give us 
strength .... lf we can do that, ROOTS will 
be as important as the work of its indivi
dual members. 

"We have one potential power in common: 
a predisposition to make art out of a par
ticular place and people that can lead to 
the creation of theater that is very impor
tant in people's lives .... " 

Content and Cultural Democracy 

Most of the four-day meeting was de
voted to workshops. Along with NAPNOC 
Board member John O'Neal of the Free South
ern Theatre in New Orleans, we participated 
in a discussion on cultural democracy and 
its relevance to ROOTS members' work. 

John talked about the necessity of 
having a framework, a theoretical direction 
to orient cultural work, and he said that 
the idea of cultural democracy could serve 
that function. 

But he also raised a cautionary point 
that several NAPNOC members have brought 
up lately: Cultural democracy can't be a 
"do your own thing" kind of idea, an idea 
that says everything is equally valid, that 
there is no legitimate opposition to op
pressive cultural trends. In John's opin
ion, the kind of framework that cultural 
workers need is one that facilitates making 
the distinction between oppressor and op
pressed, not one that obscures it. He laid 
out his sense of the necessary relationship 
between politics and art: "Content is what 
makes art important, not form. Form is a 
tool for the transmission (If content." 

Finally, he drew participants' atten
tion to the question of audience("audience 
is the key -- who you're actually working 
for and who you think you're working for"), 
describing the Free Southern Theatre's ex
perience: "FST had 90% subsidy, so its 
critical audience was funders who could con
trol the theater by cutting off subsidy .... 
If we went to one audience and they didn't 
like our work, we could find another audi
ence." He asked participants if they weren't 
really playing to that small, critical audi
ence that controls their subsidy, and not 
to the larger audience they profess. 

Critical Issues 

Steve Kent from the Provisional Theatre 
in Los Angeles came down to the ROOTS meet
ing directly from The Gathering and offered 
a three-afternoon performance workshop.Ellen 
Rudolph, former director of the Off-Off 
Broadway Alliance in New York, was a panelist 
in a discussion of artistic issues, along 
with Steve Kent, Dudley Cocke, and Mac 
Pirkle of The Play Group in Knoxville, TN. 
M~c had attended The Gathering and several 



times during the ROOTS meeting carried its 
message about the need for crfticism with
in the group. 11Where, 11 he asked, 11 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? 11Does anyone here derive over half 
their income from the gate? Does anyone 
feel their work now is their best in five 
years? I feel we've been lazy 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 1 ike 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 __ , 
I feel ___ , and I want you to do __ _ 
because 11 

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 1 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 purrose 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. 
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And we participated, along with Ellen 
Rudolph and George Thorn (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 
11professionalize 11 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: 11Don 't 1 et the ta i 1 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 NAPNOC1 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 oni 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 w-0rk. 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 p familiar problem: why is it that 
funders demand 11new 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 11projects 11 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, 11 right 11 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· 

ROOTS1 business meeting later in the 
week focused on organizati:on. ROOTS is 
divided into four regions with a represent
ative from each servfng 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 
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BYE-BYE BIDDLE 
HELLO ... who? 

As NAPNOC notes goes to press, there 1 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). 

Hodsoll, 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 fami 1 y .... 11 And ca 11 s 
to the White House to investigate specula
tions about the Reagan administration's arts 
policies and appointments have been referred 
to Hodsoll 's office. (He1 s also coordinat
ing the Reagan task force on immigration.) 

Hodsoll, 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 Cornnand 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 1 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. 

Hodsoll c~n be expected to cleave to 
the Reagan 1 ine and support Hour nationa 1 



-treasures II wi.th a 11 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 con trove rs i al 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 Hadsall 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 

Ml\.KING WAVES ( cont Id 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 belj eve 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: 
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"l. Fos.ter 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 ,-:ol
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 coor,erated 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, r-•any cornrnuni ty 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. 

Pamiliar 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 commercill 
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. 

--------------------------------------------------
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 sfde and send it to NAPNOC and we' II 
send them sample newsletters and membershfp information. 
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CULTUIED······ 
PEAILS······ 

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 11any member of the Screen Actors 
Guild, including such a prominent one as 
the President, is entitled to hold his own 
opinions. 11 

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 14-karat gold hand-cut 
presidentfal seal was laid into them. 

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 workingcollective~ 

"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." 

-------------------------------------------------
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 NAPNOC1 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. Libraries, institutions and others who don't want to become members can take 
out a year's subscription at $25. 

/7 I want to become a member. 
Enclosed is my check for $25. 

Name 

Mailing Address 

// Sign me up for a year's 
subscription (10 issues). 
I 1ve enclosed $25. 

Organization Name (if any)* 

Zip 

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

Contact Phone 

Please return to NAPNOC, P.O. 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. 



This peti.ti.on was. drafted b1:J a group o:f participants. in The GatherLng (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. 

\./E THE UNDERSIGNED, assemb 1 ed at --,------,......,.._...,,....,---,,,----- in --=-----------=''', fee 1 
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 America.n 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.O. 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. 


