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Some  Notes  on  Community
Arts  in  Europe
To  Our  Reader±  Some  time  ago  John  Pitrmn-
Weber  sent us  the  report  from which  these
notes  are  excerpted;  we  asked  him  for  per-
mission  to  print  an  abridged  version,  which
follows.

John  Pitnen-Weber  is  director  of  the
Comunitg  Mural  Project-Chicago  Mural  Group,
a  luniti-racial  program  founded  in  1970.    He
teaches  at  Elmhurst  College  and  is  co-author
(with  Eva  and  James  Cockc:roft) of  Toward
A  peop±e's  Ar±,  E.p.Dutton,1977 ,  softbeund-§7.95,  an  account  of  the  comtrunitg  mural

lrovement.     lie  is  also  a  member  of  NAPNOC's
National  Organizing  Coiimittee.

I   recently   returned   from  an   11-week
trip   to   France,   Britain  and   Belgium   (March-
May   1980).     The   trip  was   a   result   and   an
extension  of  exchanges  with  French  and
British  community  artists   dating   back   to

974 .

The  context,   structure  and  development
of  community  arts  varies  greatly   between   the
three  countries,   as  did   the  specific  circum-
stances  of  my  visits.

In   France,    I   was   speaking   and   doing
workshops   at  art   schools.      My   5  weeks   in`
France  were  arranged   by   the  Publ ic  Art  Work-
shop  of   Paris,   a   small   co-op  group  formed  a
few  years  ago.      I   saw  a  great  deal   of   recent
public  art   in  ''new  towns,"  but  encountered
what  we  would  call   comunity  arts   programs
only  tangentiaHy.     In  fact,   there  aren't
many.     Publicly-funded  art  centers  do  exist
in  many   towns,   including   industrial   suburbs.
They  attenpt  to  provide  access   to  culture
but   rarely  contest  establishment  definitions
I   met  exciting   individuals   here  and   there   in
the  provinces.     Often   they  were  unaware  of
each  other.s   efforts.     Networking   is  one  of
the  rest   important  contributions  of  the  tra-
veler.      I   was  a  bearer  of  news  and  contact
addresses  between   regions  and  countries.

ln   England   I   taught   for   t`ro  weeks   at
Dartington  College  of  Art   in   the  "Art   in
Social   Context"  program  --a   t\ro-year  cur-
riculum  which  aims   to  orient,   if   not   fully
train,   young  visual   artists  as  community
artists.      I   met  with  groups  of  active  moral-
ists   in   London,   Glasgow  and   Edinburgh  and
visited   col.munity  centers  and  `rorkshops   in
old   neighborhoods,   housing  "estates"  and   new
towns.      I   encountered  an  active  and  self-
aware  community  arts  network.      I   found  a
strong   sense  of  cormron  struggle   in  the  face
of  massive  cutbacks  by  the  Thatcher  govern-
meht,   but   also  a   basic  good-humored  optimism
and   conf idence   in   the   future.

In   Belgium  my   brief   visit  was   hosted
by  a   small   but  enthusiastic  group  of  wall
painters   enj.oying   their   participation   in  a
dynamic   ''first  wave"  of   community   vi`sual   art.
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I   am  unable   to  make  an   analytic   compar-
ison,   since   I   was   not   looking   at   the   same
things   in   each  country.      Nonetheless,   the
following   notes  are  a   sort  of   fragmentary
summation.     They  are   in   part  adapted   from  a
report  written   for   City  of   Chicago   planners.
My   intent   in  writing   that   report  was   clearly
polemic  and   these   notes   still   bear  the  mark
of   their  original   purpose.
SMALL-SCALE    PLANNING:

lMPROVEMENTS    AND   AMENITIES

New  Towns:      Recently-planned   satellite
towns  are   the scene  of   the  most active   town-
art   programs   in   connection  with   new  con-
struction.      High-rise   housing   has   been
largely   rej.ected   as   a   failure.      Each   housing
group   is   provided  with   a   landmark   sculpture,
with  distinctive  color,   a   small   school,   and
often  one  or  more   small   play  areas,   seating
areas,   varied   paving,   etc.      New   shopping
centers   include  cafes,   seating,   nursery   and
public   art.      (Space   for   local   government
services   is  often   built-in  as   part  of  a
package  deal   for   the   land.)   Pedestrians   are
separated   from   traff ic.      Pedestrian  under-
passes   are  decorated  with   color  or   sculp-
tural    relief   in   some   towns.

Older   Post-War   Housin
our  older   public housing   proJ.

Equivalent   to
ects,   such

areas   invariably   lacked   both   the   basic   serv-
ices   (transporation,   shopping,   pubs,   etc.)
and   the  art.     Most  have  aged   rapidly.   Sore
less   than   30  years  old  are  considered   to
be   slums.      Many  attempts   are   being   made   (by
both  government  and   tenant  groups)   to   remedy
the  lack  of  amenities  and   the   lack  of  pub-
lic   life.     Art  and   community  arts   activities
are  usually  part  of   the   remedial   program.

NAPNOC  notes  is  published  by  the
Arts  Programs  National

Organizing  Committee   (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  NAPNCX=.

NAPNOC  welcomes  colrments ,   letters  and
suggestions for  articles.     NAPNOC notes  is
a  resource  for  the  neighborhood  arts  move-
ment.    We  urge  you  to  post  it  on  bulletin
boards  or  reprint parts  of  it  in  your  oun
newsletters.    Us.e  it  to  ask  other  neighbor-
hcod  arts  people  for  help  or  information,
or  to  share  infomation with  them.
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list.    Please  addres s  all  correspondence
E6TAPNoC,   P.O.Box   3036,   Washington,   DC
20010,   or  call   (202)667-4200.   NAPNCX=   notes
is  edited  by  NAPNOC  Co-Directors  Don  Adams
and  Arlene  Goldbard.



City Centers:      Planning   concern   has
shifted   from  expre ssways   to  preserving   urban
''fabric"   and   to   the   problem  of   building

without   destroying   ''historic"  centers.   The
large-scale   demolitions   of   the   1960ts-1970's
i'.eu`iciu .-.. I.    ,         : .... i:-=:c;i    with    the   popula-
tion   and   are  widely  criticized   by  architects
and   planners   (as   in   the  case  of   the  "hole"
left   by   removal   of   Les   Halles,   the  market
in   the  center  of   Paris).      Recent  work  em-
phasizes   reconstruction  and   renovation   in
harmony  with   the  existing   vernacular.    In
Paris   such   renovation   is   part  of  a  massive
]'gentrification"   program.      However   in   Glas-

gow,   scarred   by.  massive  demol itions  and
population   loss,   renovation   is   now  being
done  by  resident  controHed   housing   socie-
ties  with  attention   to  avoiding  displace-
ment  of   the   population.

Painting   is  often  used   to   tranform
walls   exposed   by   demolition.

Pedestrian  streets  are  being  estab-
lished   in   historic   town   centers  or  older
shopping   areas,   with   planters,   sculpture,
fountains,   etc.     Street  musicians   and   per-
formers  are  tolerated  or  encouraged   in  such
streets,   selected  squares,   and  metro  sta-
tions.     Metro  stations  are  endowed  with
permanent  art  work  as  they  are  built  or
renovated.

FRANCE :

Percentage  for  Art  Programs
A  Quantitative  Success,
A  Qualitative   Failure

Little  new  public  art   is   found   in  old-
er  areas  here,     due   in  part  to  severe  zon-
ing   restrictions.      In  contrast,   large  quan-
tities   of  work   in   permanent  media   (porcelain
enamel,   tile,   mosaic,   ceramic  murals,   molded
metal,   plastic,   cement  sculptures,   etc.)   are
found   in   recently-constructed  areas  --all
of   it   funded   by  "per  cent  for  art."   /IVote..
these  are  programs  in which a  percentage  of
the cost of  public  c:onstruction is  set aside
to  pay  for  art  irork  to  enbellish  the  struc-
tures./     This  high   level   of  production   re-
flects   the  dominant   role  of  central   govern-
ment   in   funding   new  construction.      It  also
reflects  the  desire  of  the  traditional   1eft-
wing   parties   to  support  mainstream  culture,
since   it   is   in   left-controlled  municipali-
ties   that  one  f inds  by  far  the  densest  col-
lections  of  public  art.     These   towns  add
their  own  per  cent  for  art  program  on   to
that  provided   by  the  central   government.The
work   is   substantially  similar  everywhere  --
Villeneuve  at   Grenoble  being  an   important
except i on .

Most  of  the  work   is  notable  for   its
bland  mediocrity,   its   indifferent,   run-of-
the-mill   decorative  aesthetic  and   its   cur-
ious   lack  of   relation  to  either  architecture
or  place   (that   is,   spatial   and  social   set-
ting).     Per  cent   for  art  work,   as  a  whole,
is   regarded  by  French  artists  as   second-
rate.     Residents  obj.ect   if  art   is  omitted,
but  are   indifferent  or  hostile   to  much  of
the  existing  work.      Defacement,   however,   is
rare.     The   structural   resemblance  of  current
U.S.   per   cent   for  art   programs   to   the   French
ones  make  an  analysis  of   the  problematic
results   imperative:

2

ative   Lessons   About   Per   Cent   for  Art

1)   There   is   no   collaboration   between
architect  and  artist.     The  artist   is   faced
with   fining   an  arbitrarily  abandoned   hole
in   the  ground  or   space  on   the  waH.     The
art   serves   as   an   alibi   for   a   bad   building.

2)   A  wrong-headed   philosophy:      Art   will
supposedly   "improve"   the   local   audience
through  mere  "exposure."     The  work   is,   there-
fore,   chosen  to  ref lect  current  art  gaHery
modes.     The  audience   is   considered   to  be
passive  and  culture-free   ("deprived").     The
work   is   parachuted  onto   the  audience.   Again
no  dialogue.      Few  arts  administrators   have
even  considered   the  problems  of  place,   aud-
ience,  or  architectural   character:

3)   Selection   is  by  !'expert"  comittee
and  made  one   site  at  a   time,   inevitaffly

:::di::. toc:=?:=:s:e:::t:::nf;  i::i::::;h ;J
selection  by  "expert"  comittee  even  worse.

4)   A   special   problem   in   France   is   that
execution  of  public  art   is   usuaHy  by   spec-
ialized  artisans  working   from  an  approved
"maquette."   /IVote:  A  maguette  is  a  scale
model  used  as  a  guide  for  finished  work.)
The  result   is  a  pale  copy  rather  than  an
original   work.     The  artist  may  produce
pleasing   and   slick  maquettes,   but   fails   to
develop   insight   into   the  materials,   the
architectural   setting,   or  public   reactions.

5)   When   the  artist   is   selected  on   the
basis  of   the  maquette,   then   the  worst  pos-
sible   situation   exists.     The   selection  of
the  artist  miist   be  based  only  on   previous
wo r k .

Al terna t i ves :

Seen   in   Belgium   and   Villeneuve,   Grenoble
is   the  selection  of  artis`ts   for  several   sites
simultaneously,   which   encourages   horse-trad-
ing   rather   than   compromise.

Another  alternative   is   the  "town  artist''
pattern   in  Britain  discussed  below.

Selection   by  a   single   individual    (serv-
ing   for  one  year  or  for  one  proj.ect  only)
has   been   suggested.      Even   random   selection
(as   during   the  WPA)   could   seem   to  produce
as  good  results  as  do  "expert"  comittees.

/

Artist-Archi tect  Teams:

Far  better  results  are  found   in  the
built  environments   produced   by  three  archi-
tectural   workshops  which   include  sculptor/
painters   in   their   basic   team.     These  are  the
TaHer   Bofill    (based   in   Barcelona,   working
in   Spain   and   Southern   France),   Atelier   Kroll
in   BruxeHes,   and   Bernard   Lassus`   group,
based   in  Paris.     One  of   the  characteristics
theseTroups  have   in  colmon   is   the  aim  to
produce  a   built  environment  open   to  modifi-
cation  by   the  users.     All   of   them  use  color,
sculptural   relief,   and  varied  materials   to
shape  the  outside  as  well   as   inside  space.

BR I TA I N

There   is  a   lively  and  diverse  comunity
art  movement   here.     No  per  cent   for  art   sys-
tem,   but  widespread  municipal   support   for
locally-initiated   programs.      A  muralist
might   be  working   in   any  of   the   following
s i tuat i ons :



The   Festival   Society:   A   resident-initi-
ated   not-for-profit  which  organizes   pageants,

-.      summer   festivals,   block   parties,   etc.      Often

the   Festival   Society   is   the   basic   community
organization   and   plays   a   planning   role   (and
administrative   role  as   well),    initiating   and
running   comunity  workshops,   playgroups,
adventure  playgrounds   (see  be.low) ,   tenant
advocacy   programs,   local   newspapers,   etc.
Performing  arts   remain   the  core  of   its
acti vi ty .

The   Cormunit Worksho
cal   activities. P rof es s i ona 1

A  base   for   lo-
staff  works

with  community   residents   on   proj.ects   initi-
ated   by   residents.     Often   includes  writers'
workshop  with  -self-publishing  of  oral   his-
tories,   poetry,   etc.;   silk  screen   printshop;
photo   darkroom;   mural   planning   shop;   rehears-
al   space   for  drama   and  mime;   co-op   bookstore
and   cafe,   and   so  on.   .

Adventure   Pla round:   Built   by   local
volunteer  youth,   adults,   andchildren  under
supervision  of  a   professional   playground
specialist.     Open  only  after   school   and
on  weekends.      In  a  constant  state  of   trans-
formation;   the   building   and   rebuilding  of
the  playground  are   the  adventure.

Other  Artist   Residencies:     Artist
teams  are  resident   in  certain schcol   dis-
tricts,   e.g,   lslington   in   the  London  area.
Other  examples  of   residency  sites   include
a   large  hospital   complex   in  Manchester  and
''mobile''   art   teams   assigned   to   non-urban

areas,   e.g.   the   Fife   Community  Arts   Team.
Although   the   lslington   project  v}as  origin-
aHy   funded  by  private  foundation  money,   it
has   now  been   incorporated   into   the   regular
public   budget.      Though   still   subj.ect   to
budget  cuts,   these  programs   are  achieving
a  greater  expectation  of  continuity   than   is
usually   true   in   the  U.S.    /IVote:   For  example,
see  Bob  Feldman's  article  in  this  issue.)

To`m  Artists   and  Town  Art:

More   than  a   long-term  residency,   the
town  artist   is  an   integral   part  of  a  new
town's   planning/building   team.     The   town
artist   is  most  often  a  trained  sculptor.   He
has   his  own  workshop  and   team,   including  ap-
prentices   (a  post-graduate  position).   The
town  artist   team  provides   permanent  media
art  work   including   landmark  sculptures   for
housing  and   shopping  areas,   social   seating
sculptures  and  play  sculptures  and  cast  ar-
chitectural   ornament  for  housing,   under-
passes,   painted  murals,   and   special   paving
designs.     The   town  artist  often   facilitates
participatory  proj.ects  by   residents,   e.g.,
a   recent  mosaic  underpass   in  Glenrothes,
Fife,   by  children,   led   by  a  member  of   the
arts   team.

Co-un i ty Artists  Seek  Professional
Status:   Comunity  art

be  a   valid   full-time
is   beginning   to

option  for  the  profes-
sional   artist.     Although  comunity  artists
have  specialties,  most  see  themselves  as
generalists.     Some  are  amazingly  versatile

T:c::a::s::e:::iu::rp:a::a!=:i:gp# a
play.-sculpture,   a  poster,   props   for  a  pag-
eant  or  a  mural,   as   local   needs  dictate.
The   Dartington   College   program   ''Art   in   So-
cial   Context''   is   indicative  of   growing   in-
stitutional    recognition.      Some   community
artists   fear   this   regularization  of  status
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and   training   will    ultimately   be   cooptative
and   homogenizing.      A   few   of   the   community
artists,   especially   those  attached   to   school
districts   or   town   councils,   recently   have
gained   civil    service   status.      Even   if   the
artist  moves  on  after   3   to   5  years,   the
post..will    i`ei"aiii.      Nonetheless,.Grittcs.  and
the  art  establishment  and   its   representa-
tives   in   the   Arts   Council    remain   hostile
and   cuts   by   the  tendon  i.hatcher  gover-nment
are  a   real   worry.     The  Scottish   situation
seems  more  favorable.

BELG I UM

AnEx 1osion   of   Painted   Walls:
hborhood   Context and   Local    Initiative

Within   the   last   five  years,   several
dozen  outdoor  waHs   have   been  painted.   The
paintings   are  explicitly   part  of   revitali-
zat i on ®

Local   businesses   have  played  a   key
role   in   initiating   and   sponsoring   the  walls
through   neighborhood   committees.      The  en-

:;::e:::8ef::ms:::?.:i ::i  :::J:::::t:St:e;ure
abstraction.      Trompe   1'oeil    iHusionism   is
a   strong   current,   sometimes   including   so-
cial    comment.

High  quality  art   in   the   new  metro:    ln
contrast   to  the  relatively  decorative  and
innocuous  \rork   found   in   French   transport,
Belgium,like   Sweden,   has   given   free   rein
to   its   best  artists  of  all   persuasions   in
the   new  metro   stations.      Each   has   been   giv-
en   a   station.      Young   muralists    (DeGobert)
as  well   as  older  generation  artists
(Somville)   have   been   given   space,   along
with   internationaHy-known   gallery   stars
(e.g.,    Paul    Delvaux).

The  Rise  and  Fall  of   the  CCCCA
by  Bob  Feldman

A  NOTE   TO  OUR  READERSs      Bob  Feldman
is  a  composer  and  performer  with  the  United
Mime Workers,  a  9-gear  old  professional
mime  collective  which  has  toured  throughout
the  U.S.  and  Europe,  and  in  Latin  America,
performing at  schools ,  theatres ,  comunitg
centers,  union  halls,  prisons,  parks  and
festivals.    He  is  also  a  poet  and  an  organ-
izer,  the  Chairperson of  tile  Champaign
County  Consortium  for  Cultural  Arts   (CCCCA)
and  a  member  of  NAPNCX=' s  Natiol.al  Organ-
izing Comittee.

Any  questions  or  comments  about  inform-
ation contained  in  this  article  can be  ad-
dressed  to  Bob  Feldmaln,  c/o  United  Mime
Workers,   P.O.  Box  2088,   Station  A,  Cham-
paign,   IL  61820.

I.  Brief  Histo

In  1976  a  group  of  artists  and  colrmu-
nity  workers  fomed  the  Champaign  County
Consortium  for  Cultural  Arts   (CCCCA)   to
bring  cultural  activities  to  people- whg
have  the  least  opporturiity  to  directly  ex-
perience  perfomances  and  workshops.

Champaign-Urbana   (C-U) ,   150  miles   south
of  Chicago,   is  the  home  of  the  University
of  Illinois,  which  is  the  largest  state
university  in  Illinois  with  33,000  students



and  the  largest  employer  in  town.     It  is  al-
so  the  home  of  more  than  loo,000  people  who
are  not  students,   the  largest  Kraft,  Inc.
factory  in  the  U.S.,   and  numerous  smaller
f==t.c`ric=,   .r`t^--s.   and  e^r`i.al   carvi~e  agen-
cies.    It  is  a  town  rich  in  cultural  offer-
ings  centered  around  the  University  --  con-
certs  of  dance,  music  and  theatre,  and  pop-
ular  and  experimental  films  at  places  rang-
ing  from  churches  to  bars  to  the  Krannert
Center  for  Performing  Arts,  a  huge  cultural
complex  of  4  modern  theatres  --  and  peor  in
outreach  beyond  its  peripheries  to  people  in
the  black  corrmunity,  to  residential  areas
farther  away,  to  an  unincorporated  area  of
Appalachian  whites,  to  school  children,  and
to  the  rural  farm  areas  of  Champaign  County.
-      The  need  existed  to  provide  cultural

services  and  programs  at  youth  homes,   senior
citizen  centers ,  neighborhood  meeting  places,
community  centers  and  schools.    The  need  was
not  for  another  arts  awareness  or  apprecia-
tion  group,  but  for  a  group  committed  to

active  participation  in  the  arts.    The  CCCCA
was  established  to  fill  this  void  and  open
new possibilities.    The  strength  of  the
CCCCA  was  in  the  people  who  initiated,  cre-
ated  and  carried  out  its  programs  --  people
who vere  active  individually or with  their
own  organizations  in  the  C-U  cormunity,  will-
ing  to  work  collectively  toward  socially
relevant  cultural  work.    It  was  a  rare  group
to  form  in  C-U,  consisting  of  an  equal  number
of  black  and  white  artists  and  community
workers:    a  day  care  center  director,  a  Girl
Scout  leader,  a  recreational  director,  a
mime  troupe,  a muralist,  a  teacher  of  re-
tarded  children,  high  school  teachers,  and
a  videographer.    Each  individual  in  the  group
was  dedicated  to  colrmunity  service  with
groups  not  traditionally  involved  in  arts
activities,  and  it  became  a  primary  goal  of
the  CCCCA  to  provide  employment,  both  for
artists  and  unemployed  people  who  were  will-
ing  to  participate  in arts-related  training.
In  4  years  we  had  4  major  projects  and  spon-
sored  numerous  events ,  supported primarily
with  funds  for  the  Champaign  Consorti`m  CETA
Administration.

In  the  s\mer  of  1976  we  employed  27
local  artists  to provide arts  t.raining  for
40  unemployed  youth,  who  were  paid  minimum
wage  for  the  6-8  weeks  of  workshops,  and  in
1977  we  employed  10  artists  to  work  with  50
youth  on  skills  of  creative  writing,  mime,
dance,  vocal  and  instrumental  music,  drama,
crafts,  and  video  production.    The  writings
were  published  in  a  book  called  Young Voices ,
the  training  was  documented  by  videotape  and
additional  writings,  and  the  perfomances
were  presented  throughout  Champaign  County
and  surrounding  counties  at  comunity  centers
and  youth  homes,  culminating  in  a  performance
at  the  Illinois  State  Fair  each year  in  the
state  capital,  Springfield.

Our  third project  enployed  7  artists  to
provide  free  cultural  services  (perfomances,
workshops,  discussions,  training)   for  people
and  agencies  whose  need  for  cultural  arts
was  the  greatest  and  whose  funds  were  the
most  limited.     `mro  poets  and  writers,   3  mimes,
a  dancer,  and  a  musician  offered  their  serv-
ices  for  7  months  and  presented  programs  in
schools ,  corrmunity  centers,  and  institutions
for  youth,  the  aged,  and  the  handicapped.
During  this  program we  noticed  that  a  number
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of  community  agencies  were  working  extremely
hard  in  areas  such  as  health  care,  recycling,
community  radio,  prograrming  for  young  and
old,  with  a  minimum  of  paid  staff  people.
There  was  also  little  or  no  contact  among
these  groups,   though  they  had  much  in  com-
mon  and  a  potential  for  making  some  exciting
joint  ef forts  for  the  cultural  and  social
improvement  of  the  town.     This  gave  rise  to
the  idea  for  our  fourth  project.
11.   The  Arts  Advocates  Network

The  potential  of  a  network  of  community
agencies  seemed  staggering,  opening  possibil-
ities  for  new  collaborations  on  services,
activities  and  funding.    We  devised  a  pro-
gram  in  which  we  hired  18  artists:     2  to  co-
ordinate  the project,  I  to  write  grants  to
keep  the  project  going,  and  15  Community
Arts  Advocates.    These  Advocates  were  placed
with  15  different  community  agencies  to  pro-
vide  services  and  serve  a  function  which
would  not  otherwise  happen.    All  the  jobs
were  new,  meeting  functions  not  previously
met.     From  the  beginning  of  the  CCCCA,  we
have  always  had  a  broad  definition  of  the
word  "artist":

A  person who  attempts  to  establish
connections  not  seen  before,.  design
thought  patterns  needed  for  the  solu-
tion  of  problems,  answers  to  questions,
arid  fulfillments  of  desires:    and  wlio
creates  a  context  which deironstrates
the  need for the  newly  established
connections .
We  offered  the  services  of  such  artists,

or  cultural  workers,  to  a  wide  variety  of
organizations.    We  sent  word  of  our  project
to  30  organizations,  received  proposals  for
the  use  they  would  have  for  an  Arts  Advocate,
and  chose  those  proposals  which  best  satis-
fied  our  requirements.    Some  of  the  groups
chosen  were  well  established,  many  relative-
ly  new,  and  some  at  their  very  beginnings.
The  following  4  organizations  give  some
idea  of  the  scope  of  the  program:

Prairie Ajr  Radio:    We  provided  the  on-
ly  paid  staff  person  for  this  open~access,
nan-commercial  colmunity  radio  station  at  a
time  when  it  was  anxiously  awaiting  approval
of  its  broadcasting  license,  which  has  now
been  received.    Besides  writing  and  design-
ing  monthly  newsletters,  building  membership,
fundraising,  and  developing  colmunity  inter-
est  in  creating  shows  for  radio,  she  also
created,  taped,  and  edited  a  4-part  series
of  radio  programs  on  Native  American  issues
(survival  schools,  influence  of  corporate
technology,  women,  the  Iiongest  Walk  and  the
Black  Hills  Alliance)   and made  tapes  about
the  controversy  around  the  proposed  local
pover  rate  hikes,  about  organic  farming,  and
interviews  with  comiunity  residents.    Now,
through efforts  of  their  oun,  Prairie Air  has
a  larger  staff,  an active  Board of  Directors,
and  studio  which  they  have  built  th`enselves.
This  fall  will  be  their  first broadcast  under
the  call  letters  WEFT.    A weft  is  a  term  in
weaving  that  refers  to  the  cross  threads
that bind  all  the  other  dif ferent  threads
together,  and  in  a  similar  manner,  they  hope
the  radio  station  will  cut  across  the  corrmu-
nity  and  bind  some  of  the  different  parts
together .



colmunit9 Access  Center:  We  provided
the  first  paid  staf f  person for  this  new
organization,  which  was  designed  to  encour-
age  and  provide  technical  assistance  for
people  in  the  community  to  develop  video
programs  to  be  aired  on  the  public  access
channel  of  the  newly-installed  local  Labie
television  network.    The  staff  person  taped
all  the  City  Council  meetings,  trained  peo-
ple  in  the  use  of  video  equipment,  and  taped,
edited  and  aired  prograLms  on  issues  of  health
care,  nuclear  power,  abortion,  special  edu-
cation,  and  cultural  programs  of  mime  and
theatre.    He  also  developed  the  idea  of
"Soap  Box  Video,"  a  weekly  prograln  on  topics
of  concern  at  dif ferent  locations  where  peo-
ple  gather,  such  a  shopping  centers,  malls,
and  busy  intersections.    Passersby  were
asked  to  air  their  views  in  answer  to  the
weekly  questions,   ranging  from  "What  programs
would  you  like  to  see  on  televisionwhich  are
not  on  now?.'  and  "What  do  you  think  of  Christ-
mas?.'  to  "Should  Illinois  Power  Co.  be  granted
its  rate  increase  request?"    The  Access  Center
1±  years later  is  now  called  Cormunity Video
24,  has  use  of  a  full  production  studio  and
I; encouraging  residents  to  make  use  of  this
facility  through  continuous  training  classes
in  production  techniques.

The c€E==e=:::.s:::±S::i=n::e:a::r::=:==:i ,
education,  and  action  related  to  issues  of
health  care  and  health  planning.    Besides
fundraising  and  newsletter  designing,  this
Arts` Advocate  organized  a  "low-income  task
force"  which  became  actively  involved with
educating  low-income  people  on  special  pro-
grams  available  to  them,   such  as  free  care
through  the  Hill-Burton  Act,  and  was  instru-
mental  in  drawing  attention  to  a  local  hospi-
tal  which  was  illegally  billing  Medicaid
patients.    This  resulted  in apress  confer-
ence,  a  march  to  the  hospital  and  a  public
hearing  which  packed  the  community  center
in  the  black  neighborhood  where  the  hospi-
tal  was  located.    At  the  hearing,  hospital
administrators  blamed  a  computer  for  the
mistaken billings  and  Said  the  sitiiation
will  be  imediately  changed  (which  it was) .
Also,  a  strong  case  and  plea  for  minority
representation  on  the  hospital  Board  of
Directors  was  made  --to  this  date,  there
has  been  no  change  along  these  lines.

Carroll  Addition  Corrminitg Center..
Carroll  Addition,  an  unincorporated  area
just  outside  the  Urbana  city  limits.,  is
largely  ignored by  the  rest of  the  tour,
particularly  in  regards  to  culture.    The
colrimunity  center  for  the  youth  is  a  run-
down  small  building  with  a  ghostly  appear-
ance.    The  Arts  Advocate  here  brought  in
numerous  cultural  activities,  designed  and
taught  classes  in  arts,  crafts,  and  film,
tcok  the  kids  on  field  trips,  and  generated
excitement  for  the  otherwise  bored  and  un-
motivated  youth.    The  Center  came  to  life
and  of fered  much  more  than  ping  peng  and
scratchy  records.    On  one  of  the  trips  to
the  Urbana  Public  Library,  she  discovered
that  the  kids  mere  denied  library  cards  be-
cause  they  did  not  live  in  Urbana  proper.
She  was  able  to  change  this  situation.    In
addition,   she  designed  and  printed  a  bro-
chure  for  a  local  environmental  group,  and
she  organized  a  corrmunity  festival  in  the
park .

Other  activities  by  the  Arts  Advocates
included:     Compiling  and  editing  2   issues  of
"Ground  Level,"  a  magazine  of  articles,

poetr.y,   and  graphics  from  local  black  artists;
opening  a  previously  unused  pottery  shop  and
providing  free  demonstrations,  workshops  and
exhibits;  originating  musical  programs  in
nursing  homes;  providing  cultural  activities
for  4  day  care  centers;  painting  signs,  bins,
trucks,  and  pick-up  locations  for  the  Commu-
nity  Recycling  Center;   leading  mural  projects
and  art  classes  at  the  Boys'   and  Girls'   Clubs;
designing  educational  graphic  displays  and
information  about  the  dangers  of  nuclear
power;  beginning  an  oral  history  project  of
the  older  black  residents  in  town;  develop-
ing  outreach  programs  for  the  rural  areas  of
Champaign  County;   and  developing  an  experi-
mental  film  series  and  concert  series  for  a
coffeehouse .

Besides  working  for  the  individual  or-
ganizations,   the  Advocates  met  for  a  few
hours  each  week  to  discuss,  evaluate,   and
criticize  their  activities.    At  these  meet-
ing§,  plans  for  "networking"  activities  were
developed  involving  collaborations  among  a
nuter  of  groups.    The  most  easily  combined
activities  involved  the  2  media  groups  work-
ing  with  a  number  of  individuals  and  agen-
cies  developing  video  and  radio  programs,
both  educational  and  promotional.    The  Soap-
box  Video  idea  sprang  from  these  discussions.
Other  ideas  were  proposed  and  researched:   a
Speaker's  List  to  be  compiled  on  topics  such
as  health  care,  environmental  problems,   and
the  recycling  process  which  could  be  made
available  to  schools  and  community  organiza-
tions;   clean-up  of  the  Boneyard  Creek,   in-
volving `removal  of  debris  and  ground-cover
planting;  a  kiosk/community  information
center  to  be  located  at  gathering  places
like  bus  stops,  libraries  and  shopping
centers .

The  CCCCA,   along  with  the  local  chap-
ter  of  Amnesty  International,  brought  the
Brigado  orlando  Letelier,   a  Chflean  mural
group,   to  C-U.     The  4  Chileans  designed  and
painted  a mural  on  the  wanof  a  local  auto-
repair  shop,  involving  and  training  many  of
the  Arts  Advocates  in  the  3-day  process.
The  last  evening  was  a  gathering  of  every-
one  involved  plus  invited  guests  to  a  per-
fomance  by  the  United  Mime  Workers,   a  lo-
cal  mime  theatre  group,  and  a  slide  show  by
the  Brigado  about  their  mural  work  and  the
present  situation  in  Chile.    A  discussion
about  culture  and  politics  followed.

Our  grant-writer  worked  with  3  or  4
organizations,  helping  them  design  grant
proposals.     He  and  members  of  the  Community
Recycling  Center  researched  the  idea  of  us-
ing  2  oxen  to  pull  a  huge  cart  around  town
for  I:ecycling  pick-up,  and  found  no  legal
restrictions  against  this  idea.    This  would
be  both  economical  in  terms  of  fuel  resources
and  serve  as  a  promotion  for  the  idea  of
recycling.    The  Center  is  currently  gather-
ing  resources  to  carry  out  this  idea.

We  enployed  a  graphic  artist  and  made
her  services  available  for  groups  who  were
in  need  of  a  designer.     She  developed  and
designed  logos,   flyers,  posters  and  graphic
displays  for  numerous  social  service  agen-
cies.     She  also  helped  pave  the  way  for
community  agencies  to  have  their  posters
displayed  in  all  the  buses.
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The  Advocates  planned  and  coordinated
3  community  arts  festivals  in  the  parks  and
on  the  downtown  mall.     In  addition,   the
CCCCA  helped  other  organizations  gather  art-
ists  to  perform  at  benefit  concerts,  and
provided  artists  for  the  Very  Special  Arts
Festival  for  the  handicapped.

The  CCCCA  also  sponsored  an  interaction
between  local  artists  and  cor[munity  organ-
izations  called  the  "Song  of  Art."    This  was
an  attempt  to  bridge  the  gap between  artists
studying  at  the  University  and  artists  liv-
ing  in  the  community,  and  to  find  a  nev  way
for  socially  concerned  artists  to  work  with
organizations` that  do  not  see  cultural  work
a§  relevant  to  their  goals.    Members  of  20
organizations  were  asked  to  write  a  state-
ment  of  the  "desired  consequences  of  their

•organization's  a.ctivities,"  and  these  were
printed  and  displayed  at  a  weekend  concert
of  music,  song,  theatre  and  poetry.    After-
wards,  they  were  each  asked  to  write  a  state-
ment  of  the  "desired  consequences  of  a  com-
position  they  would  like  to  see."    These
statements  were  then  given  to  local  compos-
erg,  and  a  concert  of  short  pieces  based  on
this  material  was  presented  at  various  com-
munity  locations  about  3  months  later,  stim-
ulating  dialog  and  new  thoughts  about  art
and  change.

our  last  big  venture  was  arranging,  co-
sponsored  with  the  Afro-American  Cultural
Program,  a  concert  by  Gil  Scott-Heron  and
Friends,  and  a  poetry  reading  by  Gil  Scott-
Heron  and  3  local  poets.    Both  were  superb

' events .
Ill.  Problems

UP  to  this  point  I  have  focused  on  the
positive  aspects  of  the  Arts  Advocate  Net-
work.     The  project  was  also  beset  with  nu-
merous  problems  and  complications,   some  of
which  might  serve  as  a  warning  for  things  to
look  for  and  think  about  when  attempting
your  own  neighborhood  programs ,  particular-
1y  if  dealing  with  CETA.

To  begin With,  there  Was  a  huge  shake-
up  and  complete  transfomation  of  the  local
CETA  office  administration.    The  Depart:ment
of  Labor   (DOL)  placed  certain  restrictions
on  the  office  as  the  new  administrators were
hired,  and  by  the  time project proposals  were
reviewed,  4  months  of  the  fiscal  year  had
already  passed.     So  projects  were  accepted
for  only  8  months,  with  the  possibility of
extension  for  10  additional  months  at  the
end  of  the  fiscal  year.    We  hired  our  3
staff  people  during  the  first  2  months,  and
the  Arts  Advocates  for  the  last  6.    Each
advocate,   then,  iras  guaranteed  a  job  for  on-
ly  six months,  with  the  possibility  of  ex-
tension.    T`ro  months  before  the  designated
end  of  the  project,  we  were  reviewed  and
criticized,  and  then  told  that  the  project
would  be  extended  for  3  more  months.  I.ater,
the  project was  extended  for  an  additional
2  months,  then  I  month,  and  iras  finally  dis-
continued  --  14  months  total.    You  can  im-
agine  how  neurotic  one  can  become  when  a
job  can  end  anytime.    This  uncertainty  af-
fected  long-range  planning  as  well  as  every-
one's  psyche.

Three  months  after  the  onset  of  the  pro-
ject,   COL,   and  thus  CETA,   changed  all  their
lronthly  payroll  forms  and  time  sheet  inform-
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ation  forms.     Most  of  the  Advocates  detested
filling  out  forms  anyway,   so  this  added  to        a
the  burden,.and  created  some  confusion.   Short-
ly  after  this,  one  of  the  advocates  was  found
preparing  for  his  music  classes  in  a  studio
ir.  his  I.one  v;.here  all  his  equipment  was.  We
felt  this  was  justified.    Working  at  home,
however,  for  whatever  reason,   is  strictly
prohibited  by  CETA,  with  no  exceptions.   For
us,   the  concept  of'  "office"  was  useless  in
many  cases,   since  the  job  of  many  advocates
involved  traveling  to  various  places  and
meeting  with  people.     CETA  is  used  to  9-5
jobs,  and  any  deviation  from  this  causes
then  to  panic.     `I'o  monitor  us,   they  decided
that  each  advocate  should  now  fill  out  a
sign-in/sign-out  sheet,  or  a  "time-account-
ability`'  sheet,  to  account  for  time  away
from  the  designated  worksite.     Each.advocate
from  the  beginning  was  also  asked  by  us  to
write  a  short monthly  report  of  his  or  her
activities,  for  evaluation  purposes  and
proof  to  CETA  that  something  was  actually
happening.     So  the  paperwork  began  to  mount
as  did  resentment  and  tension.

Increased  paperwork  caused  our  coordin-
ators  to  become  full-time  administrators  of
the  program,  rather  than  having  half  their
time  to  initiate,  create,  and  coordinate
arts  programs  for  the  CCCCA  in  the  community.
We  only  had  enough  money   (through  the  admin-
istrative  allotment  provided  in  the  CETA
contract)   to  hire  a  half-time  non-CETA  ad-
ministrator/book]ceeper  to  help  the  coordin-
ators.    A  full-time  person  might  have  solved
some  of  these  problems,   if  we  could  have  af-
forded  to  hire  someone  at  that  time.

We  had  imagined  that  the  Advocates
I  work  together  in  a  collective,   non-

rarchical,  active,  participatory  manner
as  our  Board  of  Directors  does  and  in  ac-

;ord  with  our  vision  of  a  desirable  society.
This  did  not  happen.     In  retrospect,   this
can  never  happen  if  a  group  largely  depends
on  CETA  funding.     Each  individual  in  each
department  in  each  cubicle  in  the  CETA  ad-
ministration  is  a  wonderful,  cooperative
person.    But  each  individual  is  also  super-
vised  by  another  individual  who  is  super-
vised  by  another  individual  who  is  super-
vised  by  the  Director  who  is  supervised  by
the  IX)L.     One  person  in  one  department  will
tell  you  one  thing  which  will  be  contra-
dicted  by  a  person  in  another  department.
Get  every  statement,  promise,  decision  and
action  in  writing,   so  you  have  documents
wliich  you  can  point  to  when  questioned.   The
important  lesson  I  learned  is  that  CETA,
whether  directly  or  indirectly,  imposes  a
hierarchy  on  your  program  whether  you  want
it  or  not.    CETh  is  a  bureaucracy.     This
means  you  will  be  a  bureaucracy.     This  you
shodra  be  arirare  of  before  Submitting  a  pro-
posal  to  then,  and  you  should  be  prepared  to
deal  with  this.    Your  proposal  should  be
lirritten with  this  is  mind.    If  you  want/
need  money  from  them,   there  !±±±± be  paper-
irork,  there  will  be  hierarchy  and  alienation,
and  there  is  no  getting  around  it.    If  you
work  creatively  and ageessively  within  thi.s
system,  there  are  ways  of  being  successful,
as  Phil  Arnoult  has  shown  in  Baltimore.  We
thought  we  were  doing  well   (and  we  were  for
our  first  3  projects) ,  but  in  this  fourth
project  we  stepped  beyond  the  bounds,   tried
too  large  of  a project,  bit  off  more  than



we  could  chew  and  found  ourselves  with  a
choice  of  spitting  it  out,   swallowing  it,

i       or  having  it  stuck  in  our  throats.
We  had  imagined  and  hoped  that  a  strong

network  of  community  artists  and  organiza-
tions  would  emerge  during  and  continue  af-
ter  our  project.     However,  people  in  the
organizations  had  so  much  work  within  their
own  scope  of  interest  and  had  their  ohm  prob-
lens  struggling  to  survive,  that  time  spent
trying  to  collaborate  on  group  projects  was,
simply  too  much.     A  clear  purpose  needed  to
be  articulated  beforehand  to  make  this  net-
work  work  --  a  definite  tangible  activity.
This  the  CCCCA  could  not  provide.  Networking
did  occur,  but  an  enduring,   continuing,   co-
hesive  group  did  not  develop.     This  is  some-
thing  that  cannot  be  forced.    People  are  al-
ready  members  of  too  many  organizations  to
create  another  one.   -I  think  now  that  short-
te]:In  coalitions  organized  around  a  specific
issue  can  work  as  a  strong  network.

We  had  imagined  the  artists  we  would
hire  to  be  largely  self-motivated,  once  pro-
vided  with  some  designated  duties  within
each  organization.    This  was  often  not  the
case.     Our  expectations  were  too  high.  Many
took  advantage  of  the  job's  flexibility  to
waste  both  their  time  and  the  time  of  the
organization.    Many  needed  much  more  struc-
ture  than  was  provided  for  them  at  the  be-
ginning.

We  were  told  by  the  Advocates  that  they
were  confused  as  to  whom  they  were  responsi-
ble  and  whom  they  should  see  if  problens
arose.    We  thought  this  was  clearly  stated
at  the  beginning:    First,  their  supervisor
at  their  worksite;   second,   the  CCCCA  coor-
dinators;   last,  and  only  if  absolutely  nec-
essary,   CETA's  job  coach.     The  process  of
"out-stationing,"  in which  worksites  are
dif ferent  than  the  site  of  the  sub-contract-
ing  organization,  is  now  prohibited  by  CETA,
partly  to  eliminate  supervisory  middlemen.
At  the  end  of  our  project,  we  helped  some  of
the  participating  organizations  write  their
own  CETA  grant  proposals  to  continue  1  or  2
positions,  and  at  least were  successful  in
this  respect.

Our  initial  grant-writing  for  general
funds  was  very  successful  due  to  the  excel-
lent  work  of  our  grant-writer.    Funds  were
received  from the Illinois  Arts  Council  and
from  the  City  of  Urbana's  Revenue  Sharing
account.    As  the  year  went  on,  we  needed  to
raise  additional  funds,  so  the  Advocates  or-
ganized  a  benefit  concert  which  was  a  very
fine  event,  had  good  publicity  and  decent
attendance,  but  raised  little  money.

We  had  done  festivals  and  concerts  with
local  people,  and  decided  to  try  bringing  in
a  well-known  perfomer  for  a  fundraiser  to
attract  a  wide  variety  of  comunity members
and  to  hopefully  generate  a  larger  amount  of
money.    We  brought,   as  mentioned  earlier,
Gil  Scott-Heron  to  town.    We  held  the  music
concert  on  campus  in  order  to  use  a  large
hall.     Due  to  many  unexpected  complications
with  the  University  and  some  poor  judgement
in  planning  on  our  part,  we  lost  quite  a  bit
of  money  on  the  concert,   though  we  did  print
a  beautiful  ad  book  which  was  distributed
free,   at  the  concerts   (ad  books  are  excel-
lent  for  raising  funds) .     Large  events
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should  be  very  carefully  planned.   Since  the
concert,   I  have  heard  of  other  groups  which
have  lost  large  sums  of  money  when  trying
to  bring  in  groups  from  out-of-town  to  draw
larger  audiences.

The  details  surrounding  this  perform-
ance,  coupled  with  the  dying  network' idea
and  CETA  hassles,   caused  the  famous   "burn-
out"  syndrome  mentioned  by  Phil  Arnoult  in
NAPNOC  notes   (p.2,   issue   #3,   August  1980).
and  ,i.eft  us  by  June,   1980,  with  no  money-
in  o`ur  ban]c  account  --  funds  depleted  and
discontinued  by  CETA,   the  Illinois  Arts
Council,   and  Urbana  Revenue  Sharing.
IV.   What  Next?

The  lack  of  money  is  not  necesarily  a
problem.     The  problem  now  is  finding  people
willing  to  commit  their  time  to  new  projects.
In  our  four  years  of  existence,  the-desire
to  develop  a  colrmunity  cultural  center  has
always  been  a  long-term  goal.    We  attempted
to  work  with  this  idea  and  soon  discovered
that  although  interested,  very  few  people
were  willing  to  make  it  a  priority  of  their
time  and  energy.    Burn-out  took  its  toll
heavily  on  everyone    who  was  part  of  the
CCCCA.     Most  of  the  Advocates  after  the  pro-
ject  wanted  to  work  on  their  own,  disconnect-
ed  from  any  organization,  or  just wanted  to
live  their  lives  as  normal  people  rather
than  as  community  organizers.     Over  the  past
year,  most  of  the  active  CCCCA  Board  members
began  to  gravitate  out  of  town  to  places
like  Philadelphia,  Chicago,   Sam  Francisco,
Cheboygan   (Michigan)   and  have  taken  jobs
with  recreation  and  youth  programs    in  Sam
Bernadino,   CA,  with  housing  and  urban  de-
velopment  in  Seattle,  with  a  neighborhood
arts  group  in  Dallas,  and  with  a  public
television  station  in  Washington,   DC.  Those
of  us  left  here  in  C-U  would  have  to  begin
from  scratch  in  developing  a  new  Board.

There  ±=±  groups  in  town  providing
some  cultural  services  --  the  Park  Districts
offer  pottery  and  dance  classes  and  sponsor
concerts  in  the  parks;  Parkland  College  Com-
munity  Arts  Outreach  Program  has published
an  artists'  directory,  and  continues  to
bring  cultural  programs  to  the  rural  areas
of  Champaign  County;   and  the  Champaign  County
Arts  and  Humanities  Council  has  a  phone  cal-
endar  of  cultural  events  called  Televent,  of-
fers  grant-writing  help  and  other  services
to  arts  organizations  --  but  no  organization
is  actively  involved with  or  cormi  ed  to  the
goals  and  ideas  which  we  have  been  t`rorking
with.

The  full  impact  of  the  Arts  Advocates
Network  project  is  only  beginning  to  be  felt
by  those  involved.    Recently,  a  fomer  Advo-
Gate  told  me  now  that  she  is  looking- for  an-
other  job  she  realizes  the  uniqueness  of  her
job  opportunity  with  us,  and  iironders  if  she
will  ever  be  in  a position  like  that  again,
a  position  in  which  she'11  be  able  to  make
decisions,  initiate projects,  and  be  encour-
aged  to  use  her  creative  abilities.    I  hope
such  opportunities  continue  to  be  developed.
For  now,   the  CCCCA  is  lying  dormant.     Its
survival  is  unlikely.    Four  intense  and
dramatic  years  have  come  to  an  end.



CETA  Again

The   Department   of   Labor   is   studying
CETA  and   the  arts   again,   and  we   think   it's
important   that   they  get  as   complete  a   pic-
ture  of   the  potentials   and   problems  as   the
one  drawn   in   ''The   Rise  and   Fall   of   the
111.A,„  aoove.

DOL   has   contracted  with  Morgan  Manage-
mentsystems,Itic.  of   Columbia,   Maryland   for
a   nationwide  survey  project  called   ''CETA
AHEAD"   (Arts   8   Humanities   Employment   Arfely-
sis   and   Documentation).      Morgan   Management
is   about   to  send  out   survey  forms  with   two
main   objectives   in   mind:

''To  establish  a  national   inventory  of
CETA  arts   and   humanities   programs/
projects   through  a   survey  of  prime

~          sponsors  and  their  subgrantees/
contractors";   an.d
"To  document  and  analyze  selected

prime  sponsor  use  of  arts   and   human-
ities  programs/projects,  with   the
aim  of  preparing  a   handbook  of  case
studies,   to  serve  as  examples   for
other  prime  sponsors."

Project  Coordinator   Donna   Startzel   has
been  making   contact  with  as  many  arts   and
humanities  agencies  as  possible  over   the
last  several   months.     Preliminary  contact
has   been  made  with  all   the  groups   she's
been  able   to  find   --does   this   include you?

If   you   haven't   heard   from   CETA  AHEAD
yet,   send  a  postcard  with  your  organiza-
tion's   name  and  address,   along  with  a   con-
tact   person  and   telephone,   right  away,   to:

Donna   Startzel
Morgan   Management   Systems
5565  Sterret  place
Columbia,    Maryland   21044

or   call   301/997-4060  or   596-5655.

"EXPANSION   ARTS"   SURVEY   IN   THE   WORKS

In  July,  the  National  Endounent  for  the
Arts   (REA)  put  out  a  "request  for  proposals"
(RFP)   for  a  project  to  survey  neighborhood
arts  groups,  which  it  refers  to  as  "expan-
sion  arts"  in  keeping with  the  name  of  its
grants  program.    NEA  wanted  to  find  out  how
many  of  these  organizations  exist  (its  Re-
search  Division  gave  some  bidders  a  ball-
park  estimate  of  3,000  or  4,000  "expansion
arts:  groups  nationwide  --way  too  low by
our  reading)  what  they  do,  how  they're  man-
aged,  where  they  get  their  money  and  so  on.

N^PNOC
neighborhood  arts   programs

national   organizing   committee

P,0.    Box   3036,   Washington,    DC  20010,;

We  studied  the  RFP  with  an  eye   to  bid-         `
ding  on  it  ourselves,   but  were  discouraged
by  problems  in  its  design  and  conception.
For  one  thing,  NEA's  definition  of  "expan-
sion  arts  organizations"  was  limited  to
"professionally-directed"  groups;   we  thought
the  survey  would  be  inadequate  if  it  left
out  the  many  low-budget  and  vr.1unteer  groups
unable  or  uninterested  in  employing  profes-
sional  management  staff .     F(jr  a.nrither,   t'rLe
Survey  was  based  on   "augTt`Le:itiiicj"   a   1,ist  of
3,000  "expansion  arts"  groups   the  NEA  has
cormissioned  earlier,  a  list  so  flawed  that.
it  included  research  firms,  art  supply  shops,
and  many  other  businesses  that  couldn't  fit
even  the  most  generous  definition  of  "expan-
sion  arts."Most  discouraging  to  us  were  tl`e
facts  that  the  winning  bidder  would  be  ex-
pected  to  develop  a  work  plan  for  the  pro-
ject  after  the  contract  was  awarded  by  meet-
ing  wIEHTboth  the  Research  Division -and  Ex-
pansion  Arts  staff  at  NEA,   and  only  then
would  "the  specific  data  elements  to  be  col-
1ected"  be  determined;   and  that  the  NEA  has
yet  to  state  a  clear  purpose  for  the  survey
--  what  impact  will  the  survey  f indings  have
on  policy  and  to  what  uses  will  the  data  be
put?

NAPNOC's  office  was  called  by  several
prospective  contractors,  big  survey  research
fins  who,  as  is  usual  in  the  survey  business,
were  looking  for  infomation  that  would  help
them  prepare  knowledgeable-seeming  proposals
--  and  for  "expert"  consultants  to  act  as
sub-contractors  and  lend  credibility  to
their  claims.     For  about  two  weeks  we  were
wooed  in  turh  by  university  researchers  and
people  from  corrmercial  survey  organizations;
finally,  we  did  agree  to  consult  with  one
of  the   (ultimately  rejected)  bidders.

Just  before  the  end  of  its  fiscal  year
on  September  30,   NEA  awarded  the  contract--
in  the  amount  of  $99,039  --to  Market  Facts,
a  Chicago-based  research  f irm  with  a  2l-per-
son  office  in  Washington,   DC.     As  usual,   the
Endowment  didn't  stray  far  from  home:     The
expert  consultant  to  Market  Facts'  project
is  Arts  Media  Service's  Vantile  Whit field,
fomer  Director  of  NEA's  Expansion  Arts
Program.

We  talked  with  Carol  Rice  at  riarket
Facts'  Public  Sector  Research  Group  here  in
Washington:    Market  Facts  is  a  general  sur-
vey  research  firm  and  hasn't  had  any  exper-
ience  in  the  neighborhood  arts  field,  but
Ms`.   Rice  seems  genuinely  interested  in  doing
a  thorough  job  and  expressed  her  hope  that
they  would  be  able  to  do  so.     She  promised
to  keep  in  touch  with  us,   and  we  will  moni-
tor  the  project  and  keep  you  posted.


