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THE   PUBLIC   POLICY   OF   PRIVATE   SUPPORT

Current  American  arts  policy  makes
much of  the  role  of  private  sector  support
for  cultural  activities:    Most  arts  agencies
sag  that  thei.I  funds  are  intended  to  comple-
ment  contributions  from  individuals ,  busi-
nesses,  foundations  and  the  like.

Though  many  neighborhood  arts  groups
do  quite  well  with  "private  sector  resources"
(including  volunteers  and  in-kind  help) ,
public  subsidy  and  public  agency  contracts
have  played  more  important  roles  in  the
neighborhood  arts  movement.     Community  de-
velopment  programs ,   job  development  schemes
like  CETA,  and  public  arts  agency  support
have  meant  a  lot  to  groups  which  serve  com-
III:unities  whose  members  don' t  have  "disposa-
ble"  income  to  contribute.    For  these  neigh-
borhood  arts  groups,  private  support  has
played  a  subsidiary  role,.  in  fact,  the  IRS
law  encourages  this  bg  making  tax-deductible
contributions  far  more  attractive  and  re-
warding  for  the  rich,  who  are  more  likely
to  make  their  gifts  to  high  arts  organiza-
tions ®

The  issue  of  private  support  was  an
important  one  at  the  National  Partnership
Meeting we  covered  in  NAPNOC  notes  #2.  What
follows  is  taken  from  the  paper  we  promised
then  on  the  federal  tax  laws  that  its  author
Hamish  Sandison  calls  the  "linchpin"  of  pri-
vate  arts  support  in  this  country.    Sandiso.n
first  briefly  discusses  what  organizations
qualify  for  favorable  tax  treatment  for  their
donors,  then  proceeds  to  consider  what  kinds
of  contributions  --  and  contributors  --  are
favored  bg  the  present  system.

The  final  section  of  the  paper  dis-
cusses  the  question  of  how  tax  deductions
are  computed.    This  can  be  important  for
neighborhood  arts  people  who  are  working  on
ef forts  to  encourage  increased  private  giv-
ing.

Sandison,  presently  an  associate  at
the  law  f irm  of  Arnold  &  Porter  in  Washing-
ton,   DC,  was  a  founding  member  and  director
of  Bag  Area  Lawyers  for  the  Arts  in  San
Francisco  and  is  presently  Board  President
of  the  British  American  Arts  Association.

This  article  is  excerpted  from a  longer
paper  complete  with  Revenue  Code  and  case
citations  prepared  for NAPNOC  notes.   The
full  version  discusses  additional  issues
such as  limitations  on  giving  and  donations
of  real  property  as  opposed to  cash.   NAPNOC
members  and  subscribers  who  wish  to  review
the  entire  paper  should write  for  a  f ree  co

Tax  Deductibility  and  the  Arts
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"JOHNSON.    'No,   Sir:     to  act  from

pure  benevolence  is  not  possible
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for  finite  beings.     Human  bene-
volence  is  mingled  with  vanity,
interest,  or  some  other  motive. "
J.  Boswell,  Life  of  Johnson,
750    (R.W.   Chapman   ed.    1953)  .

The  tax  deduction  for  charitable  con-
tributions  has  been  a  feature  of  U.S.   income
tax  law  since  1917.     Charities  themselves
have  been  exempt  from  federal  income  taxa-
tion  ever  since  the  first  income  tax  statute
of  1913.    Today,  tax  deductibility  is  the
linchpin  of  private  support  for  charitable
activities  --especially  the  arts.

A  study  conducted  by  Professor  Martin
Feldstein,  of  Harvard  University,   for  the
Commission  on  Private  Philanthropy  and  Pub-

To   Our   Readers:

In   NAPNOC   notes   #3,   we   incorrectly
listed   the   NCCED;    it   should   be the   National
Congress  for  Community   Economic   Developement,
not   Conference.

The  Manhattan  Publishing  Company ,
Ainerican  distributor  of  the  Council  of  Eu-
rope's  cultural  policy  documents  reviewed
in  NAPNOC  notes  #2,   has  a  new  address  and
phone  number  for  publications  orders:

Manhattan  Publishing  Company
P.O.   Box   650
Croton,   NY   10520

( 914 ) 271-5194

Their  editorial  of f ices  are  still  at
the  I,afagette  St.  address  we  gave,  so  orders
sent  there  will  be  forwarded.

NAPNOC  notes   is   published  by   the
Neighborhood  Arts  Programs  Nat ional
Organizing   Comlnittee    (NAPNOC)  .   Copy-
righted  articles  may  not  be  reprinted  with-
out  the  permission  of  the  authors;  other
material  may  be  reprinted  without  special
permission  as  long  as  proper  credit  is  giv-
en  to  the  authors  and  NAPNOC  notes.   Signed
articles  represent  the  views  of  their  au-
thors,   not  necessarily  those  of  NAPNOC.

NAPNOC  welcomes  comments,   letters  and
suggestions  for  articles. NAPNOC  notes   is
your  resource.    We  urge  you  to  post  it  on
bulletin  boards  or  reprint  parts  of  it  in
your  own  newsletters.    Use  it  to  ask  other
neighborhood  arts  people  for  help  or  infor-
mation,  or  to  share  information  with  them.
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spondence   to  NAPNOC,   P.O.   Box 3036,   Washing-
ton,   DC   20010,   or  call   (202)667-4200.
NAPNOC  notes  is  edited  by  NAPNOC  Co-Direct-
ors  Don  Adams  and  Arlene  Goldbard.



lic  Needs   (the   "Filer"  Commission)   found
that  the  estimated  total  of  S17.3  billion
in  individual  charitable  giving  for  1970
would  have  been  reduced  by  an  average  of  26
percent  if  there  were  no  charitable  deduc-
tion.    Professor  Feldstein  estimated  that
the  reduction  in  giving  by  taxpayers  in  the
Sloo,OOO  to   $500,000   income  bracket  would
have  been  an  even  greater  75  percent.   This
reduction  in  charitable  giving  would  af fect
arts  and  cultural  institutions  most,  since
he  found  that  they  receive  a  larger  share
of  giving  by  higher  income  donors  than  other
charities . . .
I.    INCOME   TAX   TREATMENT   OF   CHARITIES

Charities  are  exempt  from  federal  in-
come  taxation  by  virtue  of  section  50l(a)   of
the  Internal  Revenue  Code   ("Code'') .   For  this
reason,   they  are  often  referred  to  as  "tax
exempt"  organizations.     However,   there  are
many  tax  exempt  organizations  that  are  not
charities  and  to  which  contributions  are  not
tax  deductible.     These  include  social  wel-
fare  organizations,  business  leagues,   labor
organizations,   social  clubs,   and  others.   The
term  "charities"  is  therefore  more  accurate
to  describe  those  organizations  that  are
both  exempt  f rom  taxation  and  capable  of  pro-
viding  contributors  with  a  tax  deduction.

Section   50l(c)  (3)   of  the  Code  defines
charities  as  follows:

"Corporations,   and  any  community
chest,   fund,   or  foundation,  organ-
ized  and  operated  exclusively  for
religious,  charitable,  scientific,
testing  for  public  safety,  literary,
or  educational  purposes,  or  to  fos-
ter  national  or  international  ama-
teur  sports  competition   (but  only
if  no  part  of  its  activities  in-
volve  the  provision  of  athletic
facilities  or  equipment) ,  or  for
the  prevention  of  cruelty  to  child-
ren  or  animals,  no  part  of  the  net
earnings  of  which  inures  to  the
benefit  of  any  private  shareholder
or  individual,   no  substantial
part  of  the  activities  of  which
is  carrying  on  propaganda,  or
otherwise  attempting  to  influence
legislation ...,   and  which  does  not
participate  in,  or  intervene  in
(including  the  publishing  or  dis-
tributing  of  statements) ,  any  poll-
tical  campaign  on  behalf  of  any
candidate  for  public  office."
The  Treasury  Regulations  currently

list  six  heads  of  charitable  purpose,  of
which  the  third  --  the  "advancement  of  edu-
cation  or  science"  --  is  most  relevant  to
the  arts®     Under  this  third  head,   the  IRS
has  recognized  an  enormous  variety  of  arts
organizations  as  charitable. . .

With  a  few  exceptions,  charitable  stat-
us  under  section  Sol(c)  (3)   of  the  Code  is  not
accorded  automatically:     every  new  organiza-
tion  seeking  exemption  from  taxation  must  ap-
ply  to  the  IRS  for  recognition  of  its  exempt
status  under  Code  sec.   508(a).     The  excep-
tions  are  churches  and  related  organizations,
and  public  charities  with  average  annual
gross  1-eceipts  of  $5,000  or  less.a.
11.       INCOME   TAX   TREATMENT   OF   CHARITABLE

CONTRIBUTIONS
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Tax  Deductibility
Under  section  170   (a)  (1)   of  the  Code,      J

individual  taxpayers  who  itemize  their  de-
ductions  are  allowed  to  deduct  from  their
adjusted  gross  income  any  charitable  contri-
bution  which  is  made  within  the  taxable  year®
For  example,   if  an  individual  taxpayer  with
a  top  tax  rate  of  32  percent  contributes
Sloo  to  a  charity,  his  or  her  taxable  in-
come  is  reduced  by  Sloo  and  he  or  she   saves
$32  in  tax.     As  far  as  the  charity  is  con-
cerned,   it  receives  a  tax  free  give  of  SIOO.

Because  of  the  progressive  system  of
tax  rates,  taxpayers  in  higher  tax  brackets
gain  even  greater  tax  benefits  f ron  their
charitable  contributions.    For  example,  a
taxpayer  with  a  top  tax  rate  of  70  percent,
who  gives  Sloo,000  to  a  charity,   saves
$70,000  in  tax  on  the  gift.

The  charitable  deduction  is  not  avail-
able  to  those  who  do  not  itemize  their  de-
ductions.     Instead,   nonitemizers  are  limited
to  a  standard  deduction,    the  so-called
"zero  bracket  amount"   ($3,400  for  a  married
couple  filing  jointly  and  $2,300  for  an  un-
married  individual  in  1979) ,  which  is  built
into  the  tax  tables.     Thus,  nonitemizers
have  no  incentive  to  make  charitable  contri-
butions  because  they  are  allowed  to  take  the
standard  deduction  whether  they  make  any
charitable  contributions  or  not.    Only  those
whose  contributions  exceed  the  zero  bracket
amount  are  allowed  to  itemize.

The  Filer  Commission  found  that  in
1972  only  35  percent  of  the  taxpayers  item-
ized  their  deductions:    most  of  these  item-
izers  are  in  the  higher  income  brackets®   In
practice,   therefore,   the  charitable  deduc-
tion  for  private  support  of  the  arts  is  pre-
dominantly  a  preserve  of  the  well-to-do®   It
is  for  this  reason  that  the  Filer  Coln]mission
recommended  that  all  taxpayers  who  take  the
standard  deduction  should  also  be  permitted
to  deduct  charitable  contributions  as  an  ad-
ditional,   itemized  deduction.     Bills  to  this
effect  are  currently  pending  in  the  U.S.   Con-
gress:     these  are  S.   219,   sponsored  by  Sen®
Daniel   P.   Moynihan    (D.-N.Y.)    and   H.R.1785,
sponsored  by  Rep.   Joseph  L.   Fisher   (D.-Va.) .

A  corporation  is  also  allowed  to  deduct
from  its  taxable  income  any  charitable  con-
tribution  which  is  made  within  the  taxable
year,     under  Code   sec.170(a)  (i)  ,   or  which
is  authorized  by  its  board  of  directors  with-
in  the  taxable  year  and  is  paid  no  later  than
the  15th  day  of  the  third  month  following  the
close  of  that  year,   under  Code   sec.   170(a)  (2) .

What  is  a  Charitable  Contribution?
A  charitable  contribution  is  defined

by  section   170(c)   of  the  Code ..,. section  170
(c) (2) (8)   is  essentially  coterminous  with
section   50l(c)  (3)   of  the  Code.     Thus,   a
contribution  to  any  arts  organization  that
is  recognized  by  the  IRS  as  exempt  under
section  50l(c) (3)   will  be  deductible  under
section  170(a)  .

Three  additional  points  are  worth  mak-
ing  here  about  the  scope  of  the  charitable
deduction.

First,  no  deduction  is  allowed  for  a
contribution  of  services   (as  opposed  to
property) .     But  taxpayers  who  donate  their



services  to  a  charity  may  deduct  any  unre-
`i    imbursed  expenses  incidental  thereto,   such

as  travel  or  other  out-of-pocket  expenses.
For  example,   an  attorney  who  gives  an  hour
of  free  legal  advice  to  a  charity  may  not
deduct  the    value  of  his  or  her  time;  but
he  or  she  may  deduct  the  cost  of  mailing  a
letter  to  making  a  telephone  call  for  the
charity.

Second,   taxpayers  who  receive  a  bene-
fit  from  their  charitable  contribution  may
deduct  the  contribution  only  to  the  extent
that  it  exceeds  the  value  of  the  benef it
received.     For  example,   if  a  taxpayer  pays
$25  to  attend  a  charity  dinner  and  the  val-
of  the  dinner  is  in  fact  SIO,  he  or  she  may
deduct  only  $15  as  a  charitable  contribu-
tion.

Third,  the  value  of  donated  property
other  than  cash  is  its  fair  market  value  at
the  time  of  the  gift.     The  Treasury  Regula-
tions  define  fair  market  value  as:

" (T)he  price  at  which  the  property
would  change  hands  between  a  willing
buyer  and  a  willing  seller,  neither
being  under  any  compulsion  to  buy
or  sell  and  both  having  reasonable
knowledge  of  relevant  facts."
Treas.   Beg.   sec.   i.170A-i(c)  (2).

Statutory  Limitations
The  charitable  deduction  is  subject

to  two  important  statutory  limitations  which
reflect  a  public  policy  to  discourage  its
use  for  purposes  of  tax  avoidance.   First,
the  total  amount  of  charitable  deductions
allowed  in  any  given  year  is  limited  to  a
certain  percentage  of  the  taxpayer's  in-
come.     Second,   if  the  donated  property  has
appreciated  in  value  in  the  hands  of  the
donor,   the  amount  of  the  deduction  may  be
reduced  by  some  or  all  of  the  appreciation® .

Note:  the  article  continues  here  with  a
discussion  of  these  two  statutory  limita-
tions.     Members  and  subscribers  mag  write
for  a  copy  of  the  full   paper  to  NAPNOC,
P.O.   Box   3036,   Washington,   DC   20010.

Further  Reading

A  Tax  Guide  for  Artists and  Arts  Organ-
izations   (H.K.Lidstone

I.R.S.   Publication   526,
Contributions   (1979)

a . Hopkins ,

ed.   1979)

Charitable

The  Law  of  Tax-Exempt
(3d   ed.    1979)

Commission  on  Private  Philanthropy  and
Public  Needs   (the  "Filer"   Commission)  ,
Giving in  America   (1975)

I.  Bouuaert,   Taxation  of Cultural  Founda-
tions  and  of  Patronage  of the  Arts  in  the
Merhoer  States  of  the  European Economic
Cormunity   (1975)

I.R.S.,    Exempt
(1979)

s  Handbook,

SAN   FRANCISCO:   Community   Control
But  is  there  a  catch?

San  Francisco's  Neighborhood  Arts  Pro-
gram   (SFNAP)   has  been  of  interest  to  neigh-
borhood  arts  people  since  its  beginnings  in
the  late   .60s.    At  first  it  stood  as  a  mod-
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el  during  much  of  the  neighborhood  arts  move-
ment's  greatest  period  of  expansion.     Later
it  became  the  target  of  criticism  from  neigh-
borhood  arts  people  in  the  Sam  Francisco
Bay  Area  who   felt  SFNAP  had  abandoned  its
commitment  to  community  cultural  develop-
ment,  becoming  over-centralized,   incompetent
and  unresponsive.     Longtime  NAPNOC  members
will  recall  Philip  Arnoult's  report  in  the
Communique  of  March  1978,   pointing  out  the
failure  of  planning  that  resulted  in  prob-
lems  with  SFNAP's  CETA  program  and  community
cultural  facilities.

Members  have  been  keeping  NAPNOC
posted  on  developments  in  San  Francisco,
which  have  been  coming  fast  and  furious.
Some  weeks  ago  we  received  a  copy  of  a  let-
ter  sent  by  Mayor  Dianne  Feinstein  to  mem-
bers  of  the  San  Francisco  Art  Commission
(SFNAP  is   a  project  of  the  Commission)  .
Here  are  some  excerpts:

"The  purpose  of  the  tax-funded  arts
program  in  San  Francisco  is  to  promote  and
encourage  artistic  and  creative  expression
for  the  enjoyment  and  enlightenment  of  all
San  Franciscans.     It  is  not,  nor  should  it
evel`  be  allowed  to  become  the  conduit  of
special  interests  for  political  agitation
and  propanganda.,     I  reaffirm  this  obvious
principle  because  I  expect  it  to  be  en-
forced  bg  your  Honorable  Commission.

"In  particular,  the  Neighborhood  Arts
Program. . .should  welcome  broad  community
participation  and  should  not  be  permitted
to  narrow  (its)   activities  to  service  po-
litical  groups  intent  solely  in  prolrioting
their  cause  or  ideology.

"At  times  there  mag  be  a  gray  area
between  art  and  a  political  viewpoint.  But
there  can  be  no  mistake  between  artistic
ef fort  and  overt  propagandistic  undertakings
intended  simply  to  promote  political  sup-
port  and  action. . ."

Mayor  Feinstein's  letter  was  apparent-
1y  prompted  by  activities  in  the  four  cormu-
nity  cultural  centers  which  are  the  mainstay
of  SFNAP's  program  now.     These   four  centers
were  purchased  during  the  mid  and  late   '70's
by  the  Art  Commission  using  federal  revenue
sharing  funds.     Three  of  them  are  large,  un-
finished  spaces  --a  former  brewery,   a  furni-
ture  store,   a  warehouse  --and  the  other  is
an  old  opera  house.     They  are  located  in  the
Mission  District,   a  predominately  Latino
area;   in  the  South-of-Market  District,   an
industrial  area  with  a  mixed  residential
population  of  Latinos,  Filipinos  and  mostly-
young  avant-garde  artists;   the  Western  Ad-
dition,   a  predominately  Black  area  decimated
by  the  City's  "redevelopment"  program  in  the
'60s;   and  the  Bayview-Hunters  Point  District,
a  predominately  Black  area  and  the  City's
poorest  neighborhood.
Art  +  Politics  =  Fire  Violations

The  centers  are  often  the  sites  of
cultural  ac.tivities  with  a  political  thrust.
People  at  the  Mission  Cultural  Center   (MCC)
tell  us  that  Feinstein's  letter  came  in  re-
sponse  to  activities  held  at  the  MCC  in  sup-
port  of  the  new  government  in  Nicaragua &  the
revolutionary  movement  in  EI  Salvador;   else-
where  we  heard  that  a  billboard  at  the  South-
of-Market  Center  advertising  an  exhibit  of
radical  posters  held  across  town  spurred
complaints  to  City  Hall.



Apparently  economics  also  played  a
role.     Sam  Francisco's  new  Performing  Arts
Center,  years  in  construction  and  millions
of  dollars  over  budget,  opens  its  doors  this
month,   and  will  make  increasing  demands  on
the  City  coffers  for  the  expensive,  high  arts
programming  that  will  take  place  there.     At
the  same  time  the  effects  of  Proposition  13,
the  tax-cutting  initiative  Californians
passed  in  1978,   are  being  felt.    With  bigger
money  demands  from  the  major  cultural  insti-
tutions  and  an  administration  in  City  Hall
that  sees  the  arts  primarily  as  after-work
fun,   community-based  cultural  programs  are
harder  and  harder  pressed.     One  way  this
pressure  has  been  felt  is  in  Feinstein's
directives  to  "shape  up"  if  City  support  is
expected.

Despite  these  directives,people  at
the  MCC  were  convinced  that  their  cultural
programs  were  not  improper  activities  for
the  City-owned  cultural  centers.     The  ACLU
backed  their  claim,   asserting  that  MCC  was
not  supporting  candidates  or  legislation,
or  otherwise  violating  legal  prohibitions
against  political  activity  --  and  it  ap-
peared  that  City  Hall  would  back  down.

A  member  of  Friends  of  the  MCC,   a  non-
profit  organization  formed  to  support  and
prograln  the  center,   told  us  what  happened
next..     "We  were  getting  prepared  to  cele-
brate  the  f irst  anniversary  of  the  Nicar-
aguan  revolution  when  we  had  a  visit  bg  the
Fire  Department.    At  first  it  didn't  alarm
us  because  we`d  had  many  inspections  before,
and  they  always  shined  the  violations  on  --
maybe  because  it  was  a  City  building.     But
this  last  time  around  theg  made  the  regula-
tions  stick.    We  fought  like  hell  and  were
able  to  have  the  Nicaraguan  celebration  in
spite  of  all  the  pressure,  but  our  regular
programming  then  suffered.     We  are  now  lim-
ited  to  an  occ:upancg  of  49  people  which  pre~
cludes  any  possibility  of  having  events  at
the  Center."

It  appeared  to  be  a  stand-off .       The
City,   as  owner  of  the  cultural  center  build-
ings,   is  responsible  for  making  the  repairs
that  will  satisfy  its  own  Fire  Department's
code.     And  the  City,   saying  that  it  has  no
money,   effectively  closed  three  of  the  four
centers  --Mission,   South-of-Market,   and
Western  Addition  --  by  limited  occupancy  at
each  site  to  49  persons   (the  Bayview-Hunters
Point  center  meets  code  specifications) .

Re-slicing  the  Pie
Then,   events  took  a  surprising  turn.

The  Art  Commission  offered  the  vacant  posi-
tion  of  Coordinate  of  SFNAI'  to  Alphonso
Maciel,   who  had  been  Director  of  MCC.   Accord-
ing  to  Maciel,   "When  I  InterviewecF  for  tj]e
job,  I  told  them  that  I  would  only  accept
the  position  if  we  could  agree  on  the  func-
tion  of  NAP,  and  that  I  was  co][rili:iitted  to
working  for  colrmunitg  control  of  the  cul-
tural  centers. . .What  I'm  trying  to  do  now
is  to  cut  NAP  down  to  its  proper  size  and
proper  function,  then  find  out  where  the
money  is  and  how  to  get  at  it  so  we  can  re-
pair  those  buildings...Basically  the  role  I
would  like  NAP  to  assume  is  that  of  a  benev-
olent  landlord,  a  sort  c>f  housekeeper;  NAP
will  take  care  of  the  physical  aspects  of
the  buildings  only  and  then  have  the  corrmu-
nitg  take  over  the  progralimingo"
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Ironically,  when  the  Art  L`ommission
first  purchased  the  cultural  center  build-
ings,   the  main  controversy  was  a  dispute
between  neighborhood  arts  people  who  wanted
to  control  programming  of  the  facilities
and  the  Commission,  which  wanted  control  to
remain  downtown.     There  were  community  meet-
ings,  petitions  and  demonstrations,  but  in
the  end  the  Commission      held  the  purse
strings  and  so  prevailed.   Maciel  seemed  to
be  saying  that  things  had  changed:     "Tj]e
Commission  has  realized  that  NAP  was  on  the
wrong  track,  and  that  it  was  increasingly
dif ficult  for  NAP  to  obtain  private  funds  --
that  foundations  don't  want  to  support  muni-
cipal  programs  that  have  been  cut,  they  want
to  support  the  corrmunities  directly.

"So  in  the  last  few  weeks  we've  been
trying  to  organizing  a  C:oordinating  Counc:il
of  the  four  c:ultural  centers'   'Friends  of...'
organizations.    Then  these  nonprofit  organ-
izations  could  band  together  and  avoid  a  lot
of  duplication.    For  instance,  they  could
hire  a  fulltime  fundraiser,  or  centralize
f iscal  management  bg  hiring  one  accountant
for  the  c:enters  instead  of  four...Bg  having
such  wide  representation  it  could  be  a  very
effective  lobbging  body.

"So  although  the  community  a`±ts  pie  is
not  getting  any  bigger,  it`s  just  a  matter
of    re-slicing  it.    Having  NAP  take  the  role
of  housekeeper  will  require  a  runc:h  smaller
slice  of  the  pie.    Then  bg  transferring  the
prograirrming  and  the  rest  of  the  administra-
tion  to  the  Coordinating  Council,  the  centers
will  have  a  bigger  slice."

And  what  about  the  controversy  over
what's  politics  and  what`s  art?    Can't  the
City  as  landlord  still  close  down  the  cul-
tural  centers  for  f ire  violations  and  the
like,   and  then  refuse  to  make  repairs?  Maciel
felt  the  only  solution  to  this  problem  was
making  sure  that  the  centers  were  free  of
violations:   ''An  architectural  firm  j]as  been
retained  to  draw  up  a  master  plan  for  the
four  bui.1dings,  including  all  the  work  that
needs  to  be  done  in  relation  to  handicapped
access,  fire,  earthquake  safety,  all  those
things.     Of  course  we  don't  have  the  money
now.    There's  half-a-million  dollars  avail-
able,  and  the  whole  project  would  cost  4  or
5  million.     But  with  that  money  we  can  im-
mediately  reopen  the  centers."

Maciel  is  hopeful  that  "re-slicing
the  pie"  will  mean  new  private  funds  avail-
able  for  the  cultural  centers.     He  explained
that  there  is  a  new  private  fundraising
group  called  "Friends  of  the  Arts"  which  has
pledged  to  raise  a  substantial  amount  of
money  from  individuals  and  corporations  for
SFNAP,   on  the  condition  that  SFNAP  gets  out
of  the  private  fundraising  game  itself ,
leaving  the  foundation  field  clear  for  the
Coordinating  Council  to  raise  funds  for  the
centers.     He  sees  this  new  fundraising  plan
as  key  to  his  new  role  as  Coordinator  of
SFNAP  and  to  the  City's  decision  to  accept
his  commitment  to  autonomy  for  the  centers.
In  short,  he  believes  the  City  will  grant
community  control  of  the  centers  if  the
communities  will  come  up  with  ourside  money
to  pay  for  their  programs  themselves.
Complicated  Questions

It's  too  soon  to  know  how  this  new
plan  for  SFNAP  will  work  out;   at  the  moment
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it  raises  as  many  questions  as  it  answers.
i  When  SFNAP  began,   it  was  conceived  as  a

citywide    program,   and  it  provided  support
for  community  cultural  activities  in  all
parts  of  San  Francisco.     The  new  program
will  serve  only  the  four  centers  and  related
activities.     Will  people  in  San  Francisco`s
other  neighborhoods  pressure  the  City  to
respond  to  their  cultural  needs?    Will  the
new  Coordinating  Council  succeed  in  over-
coming  the  in-fighting  tendencies  which  have
historically  defeated  citywide  neighborhood
arts  organizing  in  Sam  Francisco?    Will  the
Council  be  able  to  raise  funds  to  replace
the  post-Proposition  13  cuts  in  City  support
(it's  only  now  that  we  are  beginning  to  see
the  full  impact  of  these  cuts)?    And  finally,
will  San  Francisco's  government  maintain  a
commitment  to  decentralization  of  community
cultural  programs  if  it  is  based  only  on
finances?

Maciel  closed  our  conversation  by
sa.y±ng  "The  future  looks  very  promising.   In
fact,  it  looks  so  promisi.ng  that  I  keep  tell-
ing  the  people  I'm  working  with  that  it
shouldn't  blind  us  into  lowering  our  guard.
In  some  wags  it's  too  rosy  a  picture,.  let's
keep  our  guard  up."

From  NCTA:   A  Touring  Perspective
on  Cultural  Pluralism

The  "touring  boom"  of  performing  arts
groups  in  the  past  decade  or  so  has  done  a
lot  to  increase  the  visibility   (and  in  some
cases  the  incomes)   of  professional  perform-
ing  arts  organizations.     But  for  people  who
fall  outside  the  definition  of  professional-
ism  set  by  most  public  arts  agencies,   this
"boom"  hasn't  had  much  impact.     Developing
new  touring  activity  demands  major  commit-
ments  and  the  willingness  to  take  a  finan-
cial  risk.

Dick  Shea  has  worked  with  the  National
Council  for  the  Traditional  Arts   (NCTA)   for
some  time  developing  touring  programs  for
traditional  ethnic  music  groups.     NCTA's
"Mountain  Music   Elomecoming"   program  last

April  inspired  She  to  write  a  thoughtful
letter  to  I.arry  Kuboda  of  the  National  En-
dowment  for  the  Arts.   Planning  Division
about  the  need  for  alternative  approaches  to
public  support  of  touring  groups.     Much  of
Shea's  letter  is  excerpted  in  this  article.

"The  object  of  the   (Homecoming)   tour
was  not  to  bring  culture  to  the   'hinterlands,"
according  to  Shea.     "In  fact,  all  of  its  per-
formers  were  drawn  from. . .places  like  Sodom
Laurel,  North  Carolina,   Mountain  City,   Ten-
nessee  and  Closplint,  Kentucky.     It  did  not
expect  to  find  a  cultural  wasteland  in  the
communities  it  visited;   in  fact,   it  encour-
aged  those  communities  to  look  around  and
discover  within  themselves  the  wealth  of
local  tradition  and  artistry  they  already
possessed.     On  several  occasions,   the  tour
shared  the  stage  with  respected  local  per-
formers .

"One  cannot  help  but  ask  some  ques-
tions  about  the  conceptual  underpinnings  of
most  of  the  other  touring  activities  going
on  at  taxpayer  expense  in  our  country  today,"
Shea  continues.     "Who  are  those  tours  really
reaching?    Are  local  tour  sponsors  really  in
tc)uch  with  broad  segments  of  their  communi-

ties?    Or  perhaps  with  just  a  very  limited,
educated  and  privileged  sector?    Despite  all
the  talk  about  developing  new  audiences,
isn't  it  the  same  select  ten  percent  who  al-
most  always  end  up  being  served?    If  this
is  the  case,  is  there  any  point  in  contin-
uing  to  stimulate  the  over-stimulated?  Isn't
the  real  problem  that  most  Americans,   the
other  ninety  percent,  have  no  contact  with
any  live  performance  at  all?    And  what  does
EE=  notion  that  culture  must  be  imported
from  the  outside  do  to  a  community's  per-
ception  of  itself  and,  more  importantly,  to
its  own  sources  of  local  culture  and
tradition? "

Here  is  Shea's  prescription  for  the
NEA,   excerpted  from  his  letter  to  Kuboda:

''As    I   am   sure   you   are   aware,   there

were   serious   unconscious   class   and   ethnic
biases   in   the  original   conceptualization   of
the   Endowment,   that   being   some   form  of   pub-
1ic   subsidy   for   major   national    high   and
avant   garde   arts   institutions®      These   biases
were   not   introduced   by  design,   but   rather
grew  naturally  out   of   the   process   which   ini-
tially   gave   birth   to   public   support   for   the
arts   in   our   country.      As   the   Endowment   and
other   publ  ic   arts   agencies   have  grown ,...
they   have   in   most   cases   tried   to  deal   with
this   limitation   which,   by   the  way,   turned
out   to   be   a   political   as  well   as   a   concep-
tual   one®       ln   general,   they   have   done   so   by
extending   their   definition   of   responsibility
to   include  other   smaHer   institutions   of   lo-
cal   and   regional    import,   and   through   initia-
tives   to  expand   the   audiences   and   geographic
reach  of   all   of   these   institutions.    'Outreach,I
'audience   development,I   and    .access   to   the

best'   have   become   the   key   phrases   in   a   cam-
paign   of   sorts   to   deal   with   this   initial
problem,   while   at   the   same   time   defining   fu-
ture   directions   for   growth   in   the   public
sector   arts   support   network.

"The   upshot  of   this   process  over   the

past   several   years   has   been   the  establish-
ment   of   a   nationwide   infrastructure  of   pub-
Tic   and   private   support   for   the  arts   in  our
country.      That   structure   now   includes   a   net-
work  of   local,   state   and   regional   arts   agen-
cies   working   in   cooperation  with   the   Endow-
ment,   a   proliferating   field  of   private  arts
producing   and   arts   service  organizations,   as
well   as   a   growing   involvement   on   the   part   of
corporate   and   philanthropic   sources   in   pri-
vate  giving   to   the   arts.

''While   this   process...has   succeeded   in

spreading   funding   and   institutional   support
somewhat   more  evenly   across   the  national
landscape,   the   infrastructure   and   animus
underlying   this   growth   have,   for   the  most
part,   remained   geared   toward   serving   the
needs  of   those   types  of  art   forms  which   the
(NEA)   originally   set   out   to   support.   Yet,
there   is   clearly  only   a   limited   audience
within   the   national   population   for   these
types  of  arts,   no  matter  how  available   they
become.      That   audience...is,    in   addition,
readily  defineable   in   rather   restrictive
socio-economic  and   ethno-cultural   terms.
This   situation   inevitably   poses   a   maj.or   di-
lemma   for,   while   public   arts   agencies   face
an   obvious   responsibility   to   serve  all   of
the   citizens  within   their   respective  I.uris-
diction,   most   of   them   have   become   inextric-
ably   bound   up   in   funding   commitments   and    in-



stitutional   arrangements   which   limit   the   bulk
of   their   support   to  a   fairly  narrow  range  of
aesthetic   traditions   having   only   limited   ap-
peal    inthe   general    populace.

•'In   comparison   to   an   overall    policy

orientation   favoring   public  outreach   for   the
high   and   avant   garde  arts,   the   programming
of cuituraHy  specific  art   forms   for   particu-
lar   segments   of  our  diverse   national   popula-
tion   presents   an   obvious   policy  alternative.
While   most   Americans   will    probably   never
take   serious   interest   in   ballet,   opera,   sym-
phony  or   Andy  Warho]  ,   many   are   deeply  con-
cerned   about   the  artistic   traditions   of   their
own   ethnic   root   cultures,   be   they  Appalachian,
Mexican,    Southern   BIack,   Naval.o,   Japanese,
Polish,    Irish,   Jewish  or   from  whatever   back-
ground.      This   phenomenon   is   to   be   found   a-
mong   virtuaHy   all   ethnic   and   regional
groups   in   this   country,   and  within   each
group   it   crosses   economic   and   social    bar-
riers   to   an   extraordinary   degree.   As   an   al-
ternative   approach   to   public  arts   policy  and
programming,    it   represents   an   unparaHeled
opporunity   to  expand   the   population   base
served   by   public   arts   agencies.

"The  experience  of   the  ethnic   perform-
ing   arts   touring   program  and   of   other   similar
proj.ects   points   up  what   some  of   the   implica-
tions   of...such   a   policy  might   be.    For   the
record,    it   should   be  noted   first  of  all   that
the   raw  materials   for   producing   quality   pub-
lic   arts   programs   of  only   the   highest   cali-
bre  are   indeed   there.      Extensive   field   re-
search  carried  out  over   the  past   twenty  years
...has   uncovered   literaHy   thousands   of
previously  unrecognized   artists   and   perform-
ers   of   virtuoso   calibre.      The  general   con-
sensus   of   professionals   in   the   field   is
that   the  process  of   locating   such   talented
artists   has   nevertheless   still   only  I.ust
begun   for  many  of   the  ethnic   groups   in   the
country.      So,   a   reservoir  of   qualified   ar-
tistic   personnel    does   indeed   exist   within
the  country   to  mount   a   successful   national
program   of  multicultura]    arts   programming.

"Secondly,   present   programs   of   public

support   in   this   area   are   clearly   inadequate
to   meet   the   funding   needs   implicit    in   the
implementation   of   a   policy  on   this   scale.
The   experience   of   the   (NEA   Folk  Arts-funded)
ethnic   performing   arts   touring   program   is
instructive   in   this   regard.      With   only   the
beginnings   of   four   ethnic   tours   on   the   road,
the   program   has   already   bumped   up   against
the   limits   of...the   present   Folk   Arts   bud-
get.      Yet,   there  are  well   over  one   hundred
ethnic,    regional,   and   tribal   groups   that
make   up   our   national    population!       It    is
clear   that   maj.or   funding   commitments   will
be   required   from   the   Endowment   and   other
public   arts   agencies   in   order   to  get   pro-
grams   of   this   nature   off  of   the   ground.    In
the   case  of  ethnic   tours,   as   an   example,
such   funding  would   certainly   have   to   be   on
the   scale  of   the   Dance  Touring   Program  at
the  very   least,   in  order   to  effectively
serve   the  universe  of  artists,   art   forms
and   population   segments   being   discussed   here.

"Thirdly,   many  of   the   support  mechan-
isms   designed   to  accommodate   the   high   and
avant   garde  arts   have   proven   entirely   in-
appropriate   for   folk  and  ethnic  art   forms.
Audiences    in   folk,   ethnic   and   tribal   commu-
nities   are  mobilized   in   a   very  different

way.      Sponsoring   organizations   for   cultural
activities   in   these  communties   are  of  a
radicaHy  different   nature.      Perhaps  most
importantly  of  aH,   the   folk  and  ethnic  art-
ist...cannot   be   dealt   with   in   the   standard
ways   in  which   symphony  orchestras,   opera
companies,   f ine  art   gaHeries   and.  theater
troupes   are .... The   expansion  of   present   pub-
lic   arts   policy   to   include  multicultural
progamming   as   one  of   its   core   concerns  would
thus   imply   a   maj.or   commitment   to   re-structur-
ing   much   of   the  existing   public   arts   support
network.

I.The   prospect   of  every  ethnic   group
...coming    in   for   public   arts   monies   tends
to   instill   apprehension   in   even   the  most
sympathetic  of   publ ic  arts   adminstrators.
...this   fear   is   misplaced,   for  while   folk,
ethnic,   and   tribal   groups   do   have   their
problems,    institutional   greed   is   not   among
them.   Their   needs,   too,   tend   to  be  quite
modest.   The  experience  of   the  ethnic   arts
touring   program   and   of  other   similar   pro-
j.ects   has   shown   that   such  endeavors   cost
considerably   less   and   have   appreciably
greater   impact   than  many  of   the   high   bud-
get   items   presently   supported   by   the   Endow-
ment   and   other   public  arts   agencies.    In   fact,
of  all   the  types  of  arts  activities   funded
from   public   sources,   those  from   the   folk
and   ethnic   f ields   show  the  greatest   pros-
pects   for   ultimately   becoming   self-support-
ing.       Indeed,   not   a   few  of   the   various   high
and   avant   garde   arts   festivals   held   in   this
country  each   year   bankroll   practicaHy   their
entire  operations   from   sales   of  ethnic   foods,
a   culinary   folk   art   form   in   and   of   (itself).

`'Beyond   these   practical   considerations,

of  course,   there   are   compelling  moral    reasons
for   contemplating   the   implementation   of   such
an   alternative   approach   to   publ ic   arts   sup-
port   which   might   para.llel    that   already   in
p I ace . "

Notes   If  you  are  involved  with  a  group  which
like  NCTA  is  thinking  about  the  same  cultural
questions  as  neighborhood  arts  people,  per-
haps  you  would  like  to  share  its  thinking
with  NAPNOC  notes   readers. If  you  come
across  thought-provoking  material ,  send  it
along .

National  Council  for  the  Traditional  Arts
1346   Connecticut  Avenue  NW,   #1118
Washington,   DC   20036

( 202) 296-5322

NEIGHBORHOOD   ARTS   AGAINST   THE   KLAN

NAPNOC  member  I.incoln  Cushing  of  the
Progressive  Cultural  Workers  Network  in
Sam  Diego   (CA)   has  called  our  attention  to
Grass  Roots  Events,  a  nonprofit  group  that
organizes  and  produces  community  cultural
events .

Grass  Roots  Events  is  sponsoring  a  2
month-long  series  of  events  called  "Cele-
brations  of  Human  Dignity,"  a  series  of
concerts,  educational  forums  and  cultural
gatherings  aimed  at  "urging  the  many  col:Irun-
nities  in  Sam  Diego  with  their  diverse  cul-
tural  strengths  to  come  together  in  song,
verse  and  image  proclaiming:   1.  Dignity  is
a  haman  right!   2.  Racism  hurts  evergone!
3.   The  Ku  Klux  Klan  offers  no  solutions!"
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"Celebrations  of  Human  Dignity"  has
•  been  organized  to  counter  an  upsurge  in  Ku

Klux  Klan  activity  around  San  Diego.     From
a  letter  from  Grass  Roots  Events..  "I  want
to  request  gour  endorsement  and  support  for
a  positive  cultural  program designed  to  help
counter  a  dangerous  threat  growing  in  south-
ern  California.

"On  June  2  Tom  Metzger,  grand  dragon
of  the  Ku  Klux  Klan,  received  33,152  popular
votes  to  capture  the  Democratic  Party  nomi-
nation  for  congress.  This  event  culminates
several  gears  of  right  wing  growth  during
which  bigotry,  racism  and  hatred  have  be-
come  standard  fare  in  the  public  arena.  From
crudely  stenciled  slogans  to  slick  media  ads
to  rape  and  murder  at  the  Mexican  border,
Sam  Diego  is  on  the  f iring  line  of  a  serious
right  wing  offensive."

The  Klan  has  been  a  theme  in  the  work
of  neighborhood  arts  people  in  other  parts
of  the  country,  too.    The  Play  Group  in
Knoxville   (TN)   was  concerned  in  its  most
recent  production  --  ''If  I  Live  to  See  Next
Fall"  --  with  Klan  organizing  in  the  South
earlier  in  this  century,  and  how  the  Klan
sought  to  defeat  the  organizing  ef forts  of
tenant  farmers.

Grass  Roots  Events  wants  the  endorse-
ments  of  other  organizations,  and  also  wants
to  link  its  efforts  with  si.milar  work  bg
other  cultural  groups.    Contact  Lgnn  Eldred
at   (714)295-2134  or  write  Grass  Roots  Events
at  P.O.   Box  8134,   San  Diego,   CA  92102.

NATIONAL    RURAL    CENTER   GUIDE

The   National    Rural    Center(NRC)    is   cur-
rently  developing  a   "handbook/resource  guide"
intended   to   aid   rural   and   small    communities
in   planning   and   implementing   arts   programs.
This   is   the   final   phase  of  a  joint   project
of   NRC   and   the  American   Councils   for   the

Arts  which  centered  on   a   2±  day  conference
in   New   Harmony,    Indiana,    last   spring.

The   NRC   plans   to   illustrate  each   sec-
tion   of   its   guide  with  examples  of   cultural  i
activities   in   rural   communities   all   over   the
country.    (The  proj.ect   so  far  has  focussed
mainly   on   the   Midwest.)   Major   sections   will
cover:   Why   the  arts   are   important   in   rural
areas,   with     articles  on   such   topics  as
cultural   heritage,   education,   community  and
economic  development,   and   recreation;   f inan-
cial   resources  and   strategies;   and   technical
assistance   sources   and   information.

The   NRC   is   operating  with   a   very   tight
time   schedule;   they  want   to   have   information
in   hand   on   September   15,   but   they  will   set-
tle   for   simple  contact   information   (they'11
send   you   a  one-page   form)   along  with   printed
program  descriptions   or   reports,   news   clip-
pings,   short   narratives  or  even  cassettes.
Interested   rural   groups   (or   urban   groups
with   rural   connections)   should   call   the
NRC's   toll-free   line   for   more   information:
(800)424-9679.      Leave   a  message   for   Betty
Vinson   or   Susan   Barron   and   they  will    call
you   back.

Not   all    the   information   the   NRC   col-
1ects  will    be   used   in   the   guide,   but   they
tell   us   that   it  will   be   kept   on   file   for
public   use.      There  will    be   a   listing   in   the
guide   for   each   group   that   sends   in   informa-
tion,   and   each   respondent  will   receive  a
free  copy  of   the  guide  when   it   is   produced.

Materials   should   be   sent   to:   Betty
Vinson,   Arts   Project   Director,   National
Rural    Center,1828   L   St.    NW   #1000,   Wash-
ington,    DC   20036.
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