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Preface 

The publication of this series has been undertaken as. part· of the programme adopted by 
the General Conference of Unesco at its fifteenth session for .the study of cultural policies. 

In this context 'cultural policy' is taken to mean a body of operational principles, admin­
istrative and budgetary practices and procedures which provide a baSis for cultural action 
by the State. Obviously, there cannot be one cultural policy suited to all countries; each 
Member State determines its own cultural policy according to . the cultural values, aims 
and choices it sets for itself. 

It has been largely recognized that there is a need for exchanges of information and 
experience between countries as well as for cross-national investigations on specific themes, 
research into concepts and methods, etc. 

The aim of this series, therefore, is to contribute to the dissemination of information by 
presenting both the findings of such studies and various national surveys illustrating prob­
lems, experiments and achievements in individual countries chosen as representative of 
differing socio-economic systems, regional areas and levels of development. To achieve a 
measure of comparability, an attempt has been made to follow, as far as possible, a fairly 

similar pattern and method of approach. 
This survey has been prepared for Unesco by Mr. Charles C. Mark, Director of the 

Office of State and Community Operations, National Endowment for the Arts. The opin­
ions expressed by him are his own, and do not necessarily reflect the views of Unesco. 
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Cultural policy within the 
federal framework 

The report prepared as a result of the Round-Table Meeting on Cultural Policies, held in 
Monaco by Unesco, lays a groundwork for a definition of cultural policy: '(1) that 
"cultural policy" should be taken to mean the sum total of the conscious and deliberate 
usages, action or lack of action in a society aimed at meeting certain cultural needs 
through the utilization of all the physical and human resources available to that society 
at a given time; (2) that certain criteria for cultural development should be _defined, ~d 
that culture should be linked to the fuifilment of personality and to economic and social 
development.' 

Contrasting this definition with the opening statement of the United States_ J?aper _pre­
pared for the Monaco meeting, 'The United States has no official cultural positiOn, either 
public or private', leaves room for considerable negotiation and examination. Th~ ke~ to 
further discussion leading toward compatibility is the phrase •action or lack of action m _a 
society'. This is simply a statement of fact affecting a federation form government. It IS 

not possible for the United States to adopt officially a policy to govern any social enterprise 
without enormous effort involving almost the modification of the Constitution. The natiOnal 
government is a restricted one, restricted by consent of the individual states to such powers 
as the states grant to it. The responsibility for cultural development was not one of the 
powers that the Founding Fathers saw fit to entrust to Congress or the President. 

Lack of action does become, then, a kind of cultural policy. It is negative space, or free 
space, in language the sculptor uses. While in other issues this lack of ability to adopt a 
direct position is a handicap, in cultural policy it seems an advantage. By refusing the 
central government the right to set policy, the states and private sectors are forced to adopt 
concepts suitable to their aims, resulting in a pluralistic approach. Diversity in cultural 
policy is one of the touchstones of the United States position. The states, cities, private 
groups, and individuals are free to develop separate and unique positions independent of 
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A study of cultural policy in the United States 

Washington. Once developed, these attitudes cannot be officially encouraged or discour­
aged by any other sector of the society. No 'official' art can develop artificially, government 
control for propaganda or political purposes is simply impossible because no ideology 
exists to perpetuate. The only official philosophy is that everyone is free to have his own 
philosophy. 

Yet, the federal government has an arts programme. A~ agency called the National 
Foundation on the Arts and the Humanities exists and carnes out a programme through 
grants and studies. How is this agency compatible with a cultural policy of no action? 
First of all the legislation creating the National Foundation forbids federal interference 
with any in'dividual or institution in the carrying out of any project. The federal establish­
ment may contribute funds to a project, production, or study, under conditions mutually 
acceptable to the grantee and the federal agency, but once under way the grantee is free 
to act freely within the agreement. Secondly, it is part of the governing legislation that the 
federal share may not exceed 50 per cent of the total cost of any project involving an 
artistic institution. 

However 20 per cent of the total funds available to the agency in any year may be used 
for project; without regard to the 50 per cent of cost provision. This latter rule is designed 
to allow certain beneficial studies to be carried out totally at federal expense, but also to 
assist grantees whose financial resources are extremely limited. 

At first blush, it is easy to conclude that in the United States financial assistance for 
ad hoc projects is the extent of federal assistance. This would be an understandable but 
erroneous assumption. As will be illustrated in detail later, the over-all national viewpoint 
of the problems affecting cultural growth is too important to be given over to merely acting 
as a treasure chest for the arts. The states, local authorities, or private institutions do not 
have a sufficient vantage point to view the national cultural needs. In many cases jurisdic­
tional limits prohibit these sectors from any action should they see a large need. Yet, without 
abs~lute authority what can the national government d? about cultural progress? 
~~am, the advantages of limitation seem to outweigh the disadvantages. Simply because 
It IS necessary to utilize fact gathering, persuasion, consensus, and the strong argument 
~f financial support in order to enlist the co-operation of lo~al and private support, solu­
tto~s tend to receive solid execution and a permanent commitment. Hardly any important 
proJects can be carried out without the necessity for persuading another social sector to 
co-operate, but once committed, the base of support tends to be more permanent and 
enthusiastic. 

Many illust~ations of this limitation and advantage will be found farther on in this paper, 
but the followmg project clearly shows the problems and advantages. In this case in point, 
the federal authorities became persuaded that classic drama was badly taught in the secon­
dary schools and that should these classics be well presented certain broader educational 
advantages would be achieved. The objectives of the federal arts programme were three: 
(a) .to prove to the education establishment that quality theatre had an important contri­
?ut!On to make to secondary education, (b) the development of future audiences for qual­
Ity theatre, and (c) providing artistic and employment opportunities for trained and 
experienced theatre artists. 

The first entity requiring persuasion was the United States Office of Education. 
Endorsement of the project educationally and major financial support was necessary. After 
enlisting the co-operation of this other federal agency, the locations for the project needed 
to be selected. In one city, a local non-profit repertory theatre was persuaded to expand 
its operation and move to another facility in order to carry out the project. In all three of 
the cities in the project, local school funds and curricula changes were necessary and the 
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Cultural policy within the federal framework 

school authorities were persuaded to co-operate and commit funds. Finally, the state 
cultural authority was persuaded to give token financial support. In all, a federal agency, 
a private local institution, a local public authority, and a state agency, in addition to the 
originating federal agency, all became deeply involved in an important project which began 
as an idea at the federal level. If it had been accomplished directly by federal fiat it 
is doubtful that the success would have been as complete or far-reaching. 

The federal role is a restricted one. In the basic legislation Congress recognizes that 
culture is the prerogative of local, private, and individual initiative and that the federal 
role is to assist and encourage. Still, in the three years since the national foundation has 
been established, the role has been modified to become a working partnership, often with 
the federal establishment providing leadership and guidance while local public and private 
resources provide the bulk of the funds and administrative services. In concept, the United 
States most resembles the system employed by Czechoslovakia, but with less budget control 
and less formal organization. The more financially important role of private foundation 
will be discussed later, though this federal method and deductibility from income tax for 
charitable gifts are definite facets of cultural policy. 

Is this a cultural policy? Yes. It is the conscious usages, actions and lack of actions, 
aimed at meeting cultural needs through utilization of all the physical and human resources 
available to the society. Some might argue that a more deliberate policy could result in 
less waste of time, money, and energy. It might even be claimed that cultural awareness 
domestically and internationally is obscured by the array of cultural concepts and levels, 
each vying for adherents and importance. However, granting that confusion and slow 
progress is often the price of free debate, culture can only truly reflect the total attitude 
of a society and Americans are more concerned with the exercise of free and diverse choices 
than with progress. 

The United States cultural policy at this time is the deliberate encouragement of mul­
tiple cultural forces in keeping with the pluralistic traditions of the nation, restricting the 
federal contribution to that of a minor financial role, and a major role as imaginative 
leader and partner, and the central focus of national cultural needs. 

Since the National Foundation on the Arts and the Humanities is a relatively new agency, 
and since much of the material discussed here relates to it, a description of its structure, 
funding, and stated objectives seems in order. 

The Act creating the foundation was passed in September 1965. This legislation created 
two related but separate agencies: the National Endowment for the Arts and the National 
Endowment for the Humanities. The power of the endowments rests with the chairmen, 
who also serve as chairmen of separate advisory bodies known as the National Council 
on the Arts and the National Council on the Humanities. Each council is composed of 
private citizens appointed by the President of the United States and, in the case of the 
arts, includes prominent artists, educators, and patrons. The endowments have separate 
staffs responsible to their respective chairman, and certain legal and administrative per­
sonnel are shared. All substantial applications for grants must be reviewed by the councils 
before the chairman can take action, though legally he is not bound by the recommenda­
tions of the council. Chairmen report directly and only to the President. 

Under the present authority neither endowment can receive an annual appropriation 
from Congress larger than S 9 million. In the case of arts, whenever a grant to an institution 
is involved, 50 per cent is the limit of federal financial participation. Also, $2.5 million of 
the arts share is earmarked for a state partnership programme. In actual fact, the total 
foundation appropriation for any past year has not exceeded $ 12 million. 

Two provisions of this legislation act as an encouragement of a multiple and diverse 
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cultur~l policy. The first is the state partnership programme men~ioned above. ~ch year 
a special appropriation is designated for matching grants to official state agencies. When 
the law was passed, barely five states had administrative machinery and funds for a state 
programme in the arts, notably New York and Puerto Rico. With the encouragement of 
federal funds and a helpful federal attitude, every state and four of the five territories 
managed to establish state arts councils within the first year. After three years, all of the 
states except two have passed state laws establishing arts councils and almost all have 
per:nanent administrations. Each state submits an application annually which describes 
Its mtende~ programme and, assuming the proposal is r~asonable_, recei~e.s an equal share 
0~ the special appropriation. The endowment also enters mto special additional agreements 
With the states, or group of states through their arts councils for special programmes aimed 
at ~ultural improvement. The i~portant purpose of this programme is the development 
of ~dependent and strong sub-national agencies dedicated to the development and distri­
butiOn of cultural resources. The measure of success is the ability of the individual state 
arts co ·1 d unci to attract state tax funds for programme purposes, an thereby act as a cul-
tural catalyst. 
~e other legal provision makes a substantial sum available to both endowments 

proVIded · · · fi 1 arts . pnvate gifts are given to the agencieS. In one sea year the endowment for the 
f rd~lVed more than $2 million in unrestricted gifts from individual corporations and 
oun at10ns Th" d d "bl '" · th · 1s amount was first of all entirely e uct1 e 10r mcome tax purposes on 

avC:Ui::e of the donors, but it was also matched by the special appropriation funds made 
agenc Thunder the law. Thus S 4 million was added to the programme budget of the arts 

y. e 1 h ' · d if a ch aw as now been amended to allow restncte g ts for specific purposes 
ange whi h . ' consciou c makes the provision even more attractiVe to donors. Again, here is a 

progra s effort to encourage the participation of non-governmental authorities in an arts 
mme. 

This then is th d · d · f · and p t . e general structure of the foun at10n an Its undmg power both real 
0 entia! s· bl" . ' and view d. . mce 1967, the arts endowment has pu Iciy stated Its general obiectives 

e Its pr · ifi • stated Polic ~~ammes against these goals. They are not Sign cantly different from the 
pendently i:OSihons of France or the United Kingdom, but they were developed inde­
arts thro . gh e~ are: (a) to increase opportunities for appreciation and enjoyment of the 
sustain aud Wider distribution of our artistic resources throughout the nation· (b) to 

n enco · · · ' develop exi . ~rage mdividual performing and creative artists; (c) to help sustain and 
research an:mg mdependent institutions of the arts; (d) ~0 carry out special projects of 
cipation in a~?d~rtake special experiments in arts _educa_t!On; (e) to increase local parti­
nationaJ o IStlc programmes through co-operatiOn With the states; (f) to open new 

. PPortunir · h h d · proJects of an in Ies ~ all aspects of ~he a~ts w ere sue . o not exist; and (g) to support 
States. ternat!Onal nature which will benefit artists and educators in the United 

Before leavin th . . 
position should gb e discussion of general policy, one major d_rawb~ck of the United States 
uating both e noted. This is the difficulty encountered With this type of policy of eval­
trends. It is ~~~gress made in terms of the above objectives and in terms of needs and 
there is no d l"bextremely difficult to develop long-range plans under this system Since 

e I erat · b · gl · Certain kinds of ne e. controllin~ force, there can e no sm e ~valuation of its work. 
of this action-but gab~~ evaluatiO~s c~n b~ made-the proble~ d1d ~ot diminish because 
to bear. H POsthve evaluatiOn IS difficult because massive actiOn is never brought 

owever cou t · · h f · I · I I I li · negatively al Th n nes wit orceful Ideo og1ca cu tura po c1es seem to evaluate 
out but 1 so.th ese countries tend to emphasize those projects which are not working 

, eave e oth 1 . ers a one, assummg them to be successful. 
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Cultural policy within the federal framework 

Long-range plans are hindered by a lack of long-range funding for the most part. If a 
reasonably simple method for pooling local and national, private and public future 
resources could be developed, then planning to meet needs could be more effective. Perhaps, 
as the present economic crisis in the arts becomes more acute in the future, some form 
of national artistic economic council will seem feasible. In the meantime, it is necessary 
to expend energy in hand-tailoring each separate long-term project and persuading each 
sector of society of its potential benefit. 



A background of traditional culture 

When Ulysses s. Grant was President of the United States he was widely quoted as saying: 
'l only know two tunes. One is "Yankee Doodle" and the other one isn't.' Any discussion 
?f CUltural policy in the United States must first come to grips with the popularity of anti­
mtellectualism and anti-culture throughout our history that is implied by that presidential 
quote. 

The discussion in the following paragraphs is an attempt to generalize about the main 
stream of cultural life in the United States. To be sure, theatres were built and used before 
the revolutionary war, concerts were a monthly event in many cities, travelling opera and 
theatre companies found eager audiences all over the American continent. However, these 
events and circumstances were almost entirely reflections of an American need to become 
?art of European civilization, to express inner appetites by feasting on the riches of an 
inherited culture. It should also be pointed out that pockets of real creativity were active 
from colonial times forward among subculture groups. The Moravians maintained a rich 
musical tradition in the forests of Pennsylvania and North Carolina, for instance. When 
events in Europe forced political exile on special groups as did the French Revolution and 
the German insurrection of 1848, the United States received a cultural injection as these 
people carried on traditions of culture as part of their new life. However, the main stream 
of American civilization before the twentieth century did not value the arts, particularly 
American manifestations of the arts. Only a small percentage of the population showed 
concern for artistic quality and permanence. The majority made new art as they pioneered 
a new country and it was decades before these novel expressions were allowed stature. 

Three points must be borne in mind in order to view American cultural history properly. 
~ost important is the fact that the United States was entirely a nation of immigrants 
unported from other cultures. The only indigenous culture was that of the Indians who 
were driven from their land and destroyed as a people. American folk culture as it 
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A background of traditional culture 

developed with time (and it did develop) is a synthesis of European, African, and to a 
much less extent, Asian culture. 

The second point relates to the importation of other cultures and the predominant 
motivation of the early settlers. Essentially, we were a nation of farmers until the mid­
nineteenth century, a nation which colonized and exploited itself. Our cities were trading 
and supply centres for the trek west to new lands. People came from small, soil-poor farms 
of Europe directly to the endless rich prairies where they could own as much land as they 
could cultivate and protect. These were hardy, frugal, hard-working yeomen willing to 
struggle against man and nature, but cultivated music, dance, or painting were not part 
of their lives. They brought their peasant culture with them and practised it in the 
settlements they built to resemble 'home'. Europeans are often astounded today to find 
that there are whole areas of some states where English is not the common language, but 
rather German, Norwegian, Italian or Basque. 

The third factor influencing cultural growth in the United States was the Protestant 
religions. Beginning with the Puritans whose beliefs allowed for only service to God and 
one's occupation, the other developing sects added fine variants aimed at repressing instincts 
toward the arts. All of the arts were expressly forbidden by the Puritans, including bright 
colours for clothing. As late as the 1870s, the leaders of the Baptist, Methodist and 
Presbyterian religions were debating the appropriateness of family recreation, not to men­
tion theatre, dancing, or popular entertainments. In 1872, the Methodist Episcopal Conven­
tion passed by majority vote a list of •amusements' including every form of art, that were 
forbidden to all Methodists. ' 

With these three conditions against American culture, how is it that the arts managed 
to survive at all? Fortunately, the new continent poured forth riches beyond anyo~e's 
dreams and wealth meant travel. Sons were sent back to England to be educated, w1ves 
went to France on shopping trips. European merchants, craftsmen, and finally artis_ts 
found opportunities here by serving the wealthy. One German architect designed and bwlt 
over fifty of the most gracious plantation mansions in the south, training slaves at each 
place to be carpenters, woodcarvers and joiners. And taste began to breed taste. 

However, the Industrial Revolution is responsible for the most influential and most 
debat~ble cultural movement. A period of 57 years, between 1860 and 1917, saw _the 
foundmg of most of the United States quality institutions of the arts. The Metropolitan 
Opera, the Metropolitan Museum the New York and St. Louis orchestras, were among 
the earliest, but by the time of the' First World War most of the famous schools and insti­
tutions were established. 

This was, however, imported culture. It was an attempt to ape the capitals of Europe, 
not to develop an American cultural life. Considerable evidence points to the fact that 
many of the wealthy who established, attended and carefully guarded these institutions 
from any infusion of the lower classes did not r~ally enjoy the experience of art. . 

However, at the time when the industrial barons were buying culture packaged m 
Europe, other social changes were taking place. The country was turning from an agricul­
tural society into an urban one. New waves of immigrants were arriving from Europe, 
this time to stay in the cities and find places for their lives. Whole sections of large cities 
became foreign to native Americans and some remain so today. In addition, rural people 
joined the urban migration and began fighting for the factory jobs. It was this phenonemon 
that struck at the village and family-oriented Protestant religions. Thousands were attend­
ing the low-priced and continuous vaudeville shows and the leading clergy was forced 
to choose between retracting their position on entertainment or watching the American 
family disintegrate as' the younger generation preferred the orchestra seat to the church 
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pew. This was a major debate in the nation from 1880 until1915, by which ti~e entertain­
ment was so widely accepted that the few remaining 'village' preachers were Ignored. 

As one leading clergyman after another crossed over the box-office threshold, the vaude­
ville entrepreneurs made every effort to hold their endorsement ~Y providing elevating 
and polite acts in their theatres. It was during this period that Amencan taste and humour 
was developed and distilled. This was also the period when the sexless, non-controversial 
content of Hollywood films was perfected. Vaudeville added films to the acts presented 
in the early 1920s. Since the theatre-owners prided themselves on the 'family entertainment' 
motif of their attractions, the Hollywood film-makers produced films aimed at these major 
markets. 

Meanwhile, indigenous culture was growing untended and unappreciated. Theatrical 
and musical performances abounded from the early seventeenth century and were attended 
by rebellious Protestants, European-oriented Americans, and members of minority relig­
ions, but native creative talent and ideas were not valued as comparable to any work or 
artist of European origin. Church opposition kept many talented people from embracing 
the artist's life, although literature and painting were not always included on lists of 
forbidden pastimes, and American authors and painters sometimes found sympathetic 
acceptance at home so long as they followed European traditions. However, through the 
nineteenth century, from Benjamin West to Mary Cassatt and Henry James, Europe had 
the climate that claimed our most original and talented artists. 

What are the uniquely American contributions to world culture? Only when the contri­
butions had been envied around the world did Americans recognize them and begin to 
believe that our culture could produce its own art. Three distinct art forms became labelled 
as distin~tly American in the early twentieth century: jazz, a unique form of dancing, and 
the musical comedy. All three came out of conditions of suppression. All three evolved 
from a f~lk subc~lture that was expressed freely, but held unacceptable by the main stream 
of Amenc~n s?c1ety until long after it was applauded wildly in other countries. 

Jazz, as IS Widely known, was born of a European mother and an African father. Slaves 
and _freed Negros picked up European instruments and melodies and added rhythms and 
~USical organization as they felt it. From the funeral processions and brothels of the south, 
It spread north and east until the world danced to the blues. It influenced European 
composers and then se · Am · · · · · 'ts ds . nous encan composers began legitimiZmg I soun · 

A_ Jazz dancer tapped his feet to complex rhythms and the enthusiastic approval of 
audiences ~ll over Europe, including Queen Victoria about 1850. At that time no respec­
table Amencan gentl~man would have admitted havi~g seen Juba (William He~ Lao~) or 
anyone who danced m his style. Isadora Duncan fifty years later, was practically dnven 
from the country for ideas about free movement ~nd rhythm- These roots led to so-called 
modern dance which existed as an underground culture until forty years ago, and only 
recently attracted a stable audience 

Musical theatre began in America before the revolutionary war, and evolved steadily 
from the first professional all-American musical, The Archers, first performed in 1796. 
<?ne reason for an almost preoccupation with combining plays with music was the opposi­
tiOn of loc~l governments (church inspired) to 'straight' theatre. It was assumed that music 
ha~ a certam moral tone and no play could be really bad if it had songs connected with it. 
Mmstrel shows, sh~wboats, travelling troupes, and even circuses found musical plays a 
popular part of the1r repertory with the rural and frontiersmen audiences. Partly due to 
the tradition established in the east in the eighteenth century, but also probably because 
Americans have an inexplicable love for gay melodies, the musical grew and flourished 
and became the standard of the world. ' 
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By the second decade of the twentieth century, when the United States came to realize 
its relative strength among nations, its people at the same time realized that a traditional 
American culture did in fact exist, or was rapidly developing. The years of the 1920s saw 
an enormous burst of artistic energy from American artists. As evidence, Americans had 
been winning Nobel Prizes in science and peace since the beginning of the award in 1901 
(Peace Prize, 1906; Physics, 1907; etc.); but not until Sinclair Lewis won the Literature 
Prize in 1930 had an American artist received such world acclaim. Since then, five Ameri­
cans and one author who was born and educated in the United States (T. S. Eliot) have 
been honoured. 

The point of this capsulized social history of the arts in America is that to speak of cul­
tural policy as an extension of traditional culture is a difficult undertaking in this country. 
Many countries have undergone periods of cultural encouragement and discouragement 
in the course of their history. They have seen their folk art evolve from the first primitive 
tribes to settle in their regions at the dawn of time. Other nations have seen their cities 
become established as centres of culture and commerce and remain such centres century 
after century. And they have proudly acclaimed their mature artists as they emerged from 
mature artistic institutions and societies. All these events and circumstances are not 
applicable to the United States. 

Our history began with the cultures of many countries severed from the traditional 
roots. Art was officially discouraged by the powerful and almost universal fundamentalist 
religions. The nation was scattered in wilderness for its first hundred years. Cities of 
sophistication in the eighteenth century became ordinary towns as the centre of national 
life moved west. (Charleston, South Carolina, and Savannah, Georgia, were once 
extremely national cultural capitals.) New Orleans lost its excitement to St. Louis; 
St. Louis lost its place to Chicago as the railroad replaced the riverboat. No repertory 
theatre to date has managed to hold together for 25 years, only two orchestras can boast 
of 100 years of existence. 

Indigenous American culture did not clearly become definable until the. twentieth ~en­
tury when our composers, playwrights and authors began to find the umque Amencan 
beat in their work. It came from the Indian ceremonies and the restlessness of the pioneer 
families, but its expression as an instinctively understood interpretation had to wait until 
the land was conquered. 

All this not only affects the scope of a cultural policy, but also affects t?~ abilit~ to eval­
uate and effectively plan long-term programmes even if a defined pohttcal phtloso~hy 
made such planning possible. Instead, as stated in the report on the Monaco n:eetmg, 
'Cultural needs are evolving more quickly; new needs are appearing, and pubhc taste 
changes · · . One must, therefore, avoid choosing a framework which may bec~me too 
narrow and preserve the possibility of a flexible adaptation of resources to the reqUirements 
of a rapidly evolving cultural scene. •1 This must be the American position. 

The events sketched lightly here are generally the cultural heritage for which contem­
porary cultural leaders of the United States must account as policies and programmes 
progress. By all signs, we are well into a most incredible artistic naissance. The historical 
maturity has caught up with the experiences of the world situation. The economic s~rength 
of the nation is capable of sustaining any artistic effort, and our international commttments 
demand an ever deeper involvement with other countries in all enterprises, including 
intellectual and artistic. In addition, far in advance of other nations, we have encountered 
the extreme effects of the Industrial Revolution, the imminent realization that man is or 

I. Round-Table Meeting on Cultural Policies. Final Report, Paris, Unesco, 1968. p. 10. 
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may be mechanically obsolete. It is already glaringly evident that we cannot control some 
of the situations into which our technology has placed us. This is a time in our history 
that cries for the humanistic influence in our lives. We seem to be moving toward a full 
realization of the importance of culture as a counterweight to technocracy. But it is only 
a beginning, as ensuing chapters illustrate. 



Artistic creation and the training 
of cultural agents 

The aesthetic clement in everyday life 

This most important ingredient in the culture of every society is perhaps the least controlled 
by aesthetic considerations in the United States. Progress is made at all levels of govern­
ment, but it is slow, slogging progress against the traditional and entrenched forces of 
economic determinism. Influence and control are found at all levels, but by far the most 
effective are local forces. 

The local effort 

Almost all towns and cities have planning bodies given powers by the municipal govern­
ment. These powers vary from advisory to complete control of the aesthetic content of 
new projects. Almost all cities control the type and size and use of structures in every area 
of the city, though this is largely for economic reasons. However, aesthetic control has 
been added in many cities. Regulations enforced purely for aesthetic betterment are difficult 
to find as general policy, except in the 'new towns'. However, local protest action has been 
surprisingly successful very often. The people of San Francisco halted freeway construc­
tion through protest when a valuable park area was threatened. Protes.t has frequently 
halted the destruction of particular buildings, the 'down-zoning' of a neighbourhood, or 
the beginning of a renewal programme, but this type of action is emotional and is defeated 
in the long run by the preponderance of citizen apathy. 

A few communities (Baltimore, Binghamton, etc.) have established city commissions 
charged with approving the design of all buildings before construction permits will be 
issued. Persons involved with these regulatory bodies report that a surprising number of 
other cities seek information from them with the intent of following their lead. 
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Perhaps with the emergence o 'd d In Puerto RtcO, than ten years, no btnldmg 
• . t will be evt ence · f rnore . . 1 

aesthetics of envtronm~n an influential agencY ~r. frorn the mstltute. Furt ler, 
(the State Arts Counctl) has bee~ 'thout express perrrusston ·n paY architects' fees, grant 
can be destroyed or con~truct~ h~:oric areas, the instit~t~ WI rnaterials at cost to persons 
to encourage the restoratiOn o . . historic butldtng 

and provtde certam . . 
tax relief for ten ye~rs, er cent of public btllldmg 
undertaking restoratiOnS. . . uiring that 1 p 

1 t pressing for legtslatton req 
Severa. sta es arbee t for fine arts decoration. erallY deeply involved in the 

constructton costs spen f h f t that states are gen . 
Mention should also be made o t e ac . areas 

improvement and creation of excellent recreation . 

The federal effort 
tion of public buildings and 

Billions of federal dollars are spent annually on the c~~::i~~ have been of l~ttle conce~n. 
federally-financed urban renewal projects. To date, ae f anY cultural poltcy govcrnmg 
This is not a matter of intent, but rather due to an absen~e ~e found to this position. but 
the aesthetic aspect. To be sure, many exceptions ca·or requirements of urban renewal 
generally housing projects have been drab and the rna] their appearance. 
have concerned the organization of structures rather than '\dings 10ay be used for fine a~ts 

Although 1 per cent of construction costs for federal but rojects. Occasionally, spectal 
decoration, often this is the first item cut from overspen~ pign new projects; often local 
efforts are made to encourage outstanding architects to e~ 
control resists federal guidance toward a better environment· though it is difficult to point 

Nevertheless, the future looks much brighter than the P~ 'elopers, citizens groups, and 
to specific events or laws which ensure progress. Local ev f beauty in daily living. Pro­
federal officials are all becoming more aware of the benefits 0 ppetite is beginning to grow 
jects are debated widely, positions taken and defended. The a 
with the eating. . t of the National Endowment 

High hopes are forming for the carefully planned proJ~C ing and Design. This would 
for the Arts called a National Institute of Architecture, p an~ion of good design for every 
be a national centre for research, development and the P~0~~ute would be the involvement 
long-lived article of daily living. An essential part of the tnstt of equipment for highway 
of those persons responsible for the designing and purcha~ to work with the manufac­
systems, parks, and public urban areas. Efforts would be ma e hitects. Research into the 
turers of such equipment, city engineers, and, of course, arc f the operation. Plans call 
use of new materials and techniques would be a major part 0 

for the institute to begin operation in 1970. 

Public assistance to artistic creation 

I 

. 1 for some time, as has been 
The public posture toward the arts has been changing raptd Y t permanent prograrnmes, 
pointed out previously. Sporadic interest has been converted. 0 in the face of economic 
and all the debates over the fitness of public support are dytngd that no government can 
crisis and obvious citizen support. President Johnson has declare 
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call great art into being, but it can create a climate in which great art can flourish. This 
is essentially the touchstone of present programmes-encouragement, stimulation, emer­
gency assistance, and slowly developed informational campaigns. The following paragraphs 
describe some of the more important ways that government, local and federal, is attempting 
to create and sustain a climate conducive to the arts. 

Legal assistance 

A study of the legal rights and problems of artists is at present under way. Revision of 
the United States Copyright Act has been before Congress for more than four years, but 
action has been delayed by disagreement between interested parties. The legal study 
attempts to bolster the artists' case. Under the present law the performing artist receives 
no royalties on recording when they are played for broadcast or on 'jukeboxes'. This study, 
sponsored by the National Endowment for the Arts, examines methods of protecting 
these rights. (At the moment, an agreement between the recording companies and the 
musicians' union requires a small percentage of the retail price of the record to be placed 
in a trust fund. This fund must be used to employ musicians to play free concerts. The 
amount available annually varies between S 5 million and S 7 million.) Other aspects of 
the study consider the feasibility of a droit de suitP, reproduction of paintings for resale, the 
extension of tax deductions to secondary equipment such as books, the taxation problems 
of inventories, etc. 

A realistic appraisul of the chances for dramatic improvement of the artist's legal posi­
tion is not a hopeful one. These are matters requiring constant study and unceasing effort 
in order to bring about eventual change. However, the creation of the National Endowment 
for the Arts provides an ugency which works persistently for improvement. 

Social assistance 

This type of programme has not been attempted in the United States since the 1930s and 
little voice is heard for its revival. A small amount of government aid is carried out through 
grants from the National Endowment for the Arts to the Author's League Emergency 
Fund. but generally the popular view is that the improvement of the artists' economic 
position as an artist will meet his social needs. Also, artists employed by artistic institutions 
are automatically covered by universal retirement, disability, and medical programmes 
funded by the federal government. Most creative artists (composers, painters, etc.) earn 
the majority of their income from teaching, and by this effort qualify for social benefits. 

Tax relief 

The United States is probably the leading country in the world in allowing deductions 
from income taxes for voluntary gifts to charitable and educational enterprises. Up to 
30 per cent of adjusted gross income can be deducted from individual tax returns and 5 per 
cent from corporate returns. The tax cost to the government of these deductions has been 
estimated at between S 30 million and$ 35 million given by taxpayers to support the perform­
ing arts alone. This is only a very small proportion of the billions of dollars given annually 
to all charitable causes such as hospitals, churches, educational institutions, but still a 
significant amount for culture. 

Individual artists cannot receive such gifts from taxpayers, but they benefit indirectly 
through recipient non-profit corporations and even more through private foundation grants. 



A study of cultural policy in the United States 

There are at present 23,000 foundations functioning in the United States. Under a study 
grant from the National Endowment for the Arts it was determined that only about 
1,500 foundations made grants to the arts and out of that number about 1,000 gave signi­
ficant amounts. In total, annual giving to the arts from foundations averages about 
S 60 million. 

About 85 per cent of all contributions to culture come from private individual, founda­
tion or corporate sources. Although all cultural leaders are concerned about the low level 
of this support, there seems to be very little sentiment for shifting more of the responsibility 
to government. 

Artists are given direct tax relief by tax laws which permit the spreading of royalty 
income over several years. Other means involve the formation of corporations and payment 
of capital gains taxes instead of personal income taxes. 

Prizes, commissions and other forms of public assistance 

The National Endowment for the Arts offers grants and awards to individual artists under 
var~ou~ ~rogrammes. Over the first three years since establishment, S 2.5 million was given 
to md1v1duals out of S 20 million. Although some of these grants could be construed to 
be commissions in that the grant is for a specific work to be created by the artist, none of 
the works become the property of the government. These grants and awards are viewed 
as direct assistance to the artist to provide him with the free time necessary for the best 
conditions for creation. In the case of the performing arts, a performance of the work is 
required as part of the grant, but no conditions other than professional standards are 
attached. Artists are selected by a representative group of their peers. Panel selections 
are reviewed by the National Council on the Arts, but in almost every case the panel 
decisions are upheld. 

Some of the state art councils have begun programmes of support of the individual 
artist through indirect grants, and on rare occasions community arts councils have ven-
tured into this type of programme. . . . . . . 

Also, many endowment programmes arc destgned to a1d the tndlvtdual mdirectly thro h 
an ins~itutionalizcd framework. For instance, the endowment funded a Co-ordina~:~g 
Counctl of Literary Magazines which in turn made awards to talented young writers. 

Public buildings 
In th . . . 

f o er governmental agencies local and federal, specific commtsswns are gtven for works 
0 art as part of pub!" b "ld" ' These are sometimes the result of competitions, but oft the c 1c m mgs. . . h" en 

ommission is a m tt . 1 ft solely in the hands of the des1gnmg arc t!cct. 
As stat d a el e bl. b "Jd" b 

e before, I per cent of the cost of federal pu tc Ul mgs may e used for fine 
arts. Some . . . "I I d th t. . 
In 1967 Ct!tes, notably Philadelphia, have stmt ar aws, an e pr_ac ICc IS spreading. 
Up t s' the National Endowment for the Arts challenged three unspectfied cities to match 
M. ho. 50,0oo for a maJ·or work of sculpture in a public place. As a result, Grand Rapids 1c tga 11 w·u . . . , 
and Ho ' 1 have a Calder piece; Seattle, Washmgton, has commtss1oned a Noguchi; 
plaza Fus~on: Texas, is in the process of raising funds for a piece to adorn the new civic 

' . or this . . d . I ProJect, a special panel was orgamze to rcv1ew proposa s. 

Exhibitions 
In the United S .. 
federally tates most museums are private or mumctpally owned and therefore 

sponsored exhibitions are a rarity. However, state and local public art museums 
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are rapidly moving toward expanding their impact upon their constituents by new mobile 
programmes. 

One method is the artmobile, a truck-trailer construction that tastefully displays works 
and can move to any location. These vehicles are humidified, have electrical generators. 
and are accompanied by curators. 

Another innovation is the store-front museum. Space is rented in locations where resi­
dents seldom frequent the museum proper, and changing exhibitions are mounted. A curator­
lecturer is on hand to offer information and explain the exhibition. 

A third method is the packaged exhibition which is sent, sometimes with its own mount­
ing structures to schools, churches, banks, etc. 

One state, Georgia, has an elaborate plan for buying contemporary works by Georgia 
artists and circulating them to schools, etc., from regional museums developed for the 
programme. 

The National Endowment has two recent programmes affecting exhibitions. One involves 
encouraging major museums through grants to make long-term loans of surplus works 
to less fortunate museums in other parts of the country. The other project provides 
matching grants to smaller museums for the purchase of contemporary works. 

Most of the state arts councils use a substantial portion of their federal matching grant 
for travelling exhibitions. 

On rare occasions the National Endowment will contribute to the cost of a very special 
exhibition at the local level. 

Performance of musical works 

The National Endowment for the Arts has a programme whereby any professional orches­
tra electing to commission a work by an American composer may receive a grant equal 
to the amount provided by the orchestra. In addition, the composer is reimbursed for his 
actual expenses for having the instrumental parts copied for the orchestra. However. the 
orchestra must agree to perform the work for the public at least once. 

Arranging the premiere of works is not a problem in the United States. Orchestras are 
eager to have the honour of a world premiere. The problem is to have the work performed 
for a second time. One music critic half seriously proposed the formation of a second 
performance fund. The endowment project described above is aimed at assisti?g the 
composer and only incidentally to expose concert audiences to contemporary mustc. Far 
more effective as an audience-builder is a project which subsidizes the entrepreneurs of 
regular concert series to add contemporary concerts. 

Some state councils have programmes which provide composers-in-residence to orches­
tras and schools. This helps. 

Hire-purchase of works of art 

This is commonly done by local museums, both private and public, as a method of encour­
aging individual patronage among middle-income people. Usually the monthly rental can 
be deducted from the sale price if the work is purchased. 

Experimentation 

In the public sector, support for experimentation and research is almost wholly a federal 
matter. Occasionally, a state or local arts council will sponsor amnt-garde or 'multi-media' 
productions, but by and large broad experimentation is federal territory. For example, 
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fo.~d~wo years the National Endowment for the Arts has given substantial grants to the 
wh 1 Y experimental theatre-cafes known as 'off-off Broadway', while the state arts councils 

ave not supp t d h . . "fi R ore t e ventures m any stgm cant way. 
II besearch in new materials new techniques, the application of technology to art have 

a een fu d d ' is · n e by the federal agency. In total, about 5 per cent of the federal arts budget 
Invested in . . Th" d 

Pro· t . research and special educatiOn projects. IS percentage oes not include 
Jec s m Pubr d. · 1 • • d d. d" f · high! . tc me ta such as radto, te cvtston, an au IO recor mg, most o whtch are 

Y expenmental 
Perhaps th . . . 

massive W e most promising of the endowment's efforts m cxpenmental support is the 
aimed at es~beth project. In a technical sense, Westbeth is a low-income housing project 
be provid~t~sts V:ho desire working/living space at nomin~l rents. ~early_ ~00 units w~II 
be rehea 1 11 thts New York building for all types of arttsts; but m addttlon there will 
artists to rsa h~lls, film laboratories, a theatre, etc., which will hopefully challenge the 
tion mon ex~e~tment. Though this project involved federal arts funds and private founda­
fedcrai h~Y ~n Its development stages, it is now financed wholly (S 9.5 million) from regular 

Many 0~stng funds. Other similar projects arc planned pending the success of Westbeth. 
work, tho ~e grants and awards to individual artists are used for highly experimental 
artists Parut_g. no requirement demands such use. Very few established 'institutionalized' 

Ictpat · 
e tn these programmes. 

Private assistance to artistic creation 
Except f 

· or the · 
~latnstay f _new Federal Arts Endowment Program, the pnvate sector has been the 
tson as th~ tSststa~lce to the artists. In terms of funds exp~nde:I it_ is still beyond compar­
ext~nt to Wh:ader 111 this area. The division or balance whtch IS dtfficult to explain is the 
tutt ICh . . bl f th t" . . ons and Pnvate sources are avatla e or e rou me mamtenance of artistic insti-
from found t~e extent of support for new or progressive programmes. The picture varies 
say that th atton to foundation and corporation to corporation, but it would be safe to 
month' e Vast · d t · th t · d t s 0 . majority of private fun s spen m e ar s 1s use o pay the previous 
·r A Very s~rattng bills. 

d
1 the disc ~ amount of the federal arts dollar is used to pay such operating deficits S 

cfin· Ussto . h I . h . . . o, 
tteJy th n Is concerned with who pays t e regu ar p1per, t e answer ts stmply a d 

a lar e P . h h . n ' ge numb nvate sector To a larger extent eac year, t e term pnvate funds mea 
to a th er f · · f d h 80 f · ' ns or t eatre-b . o . small individual gifts. One City oun t at . per cent o Its contributors 
. . he arn0 Utldtng cam . ve under S 200, but these gtfts totalled only 20 per c <l:ld f . Unt . patgn ga ·cr ent 

atiure h ratsed Th" 20 cent has come to mean the diuerence between su All , ow · IS per ccess 
U . aspec ever 

llttect ts c . . . . . I f 
I Stat onstdered th t majonty of opeiatwna support or the arts i the 
v~rtgest gr0 u es Stili com ' f e vas Iuntary gifts from individuals. Increasingly then t 

a e fo P of es rom vo f . , nex 
The ~ndations suPPorters is the corporation and ~orporate ound~tiOn. Lastly, the pri­

arf . 0 llow· • Particui 1 th local ones help w1th annual defic1ts. IStJc a . tng ar y e ' d · h h . . 
other co Cttvities~aragraphs will not be concerne wtt t ~ contmumg maintenance of 
resou Untries I the routine subsidy of the arts usually earned on by the government in 
secto;~es. ln the~tead, we will discuss the special additional projects sponsored by private 

enterprises, the private foundations hold a slight lead over all other 
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Corporate support 

The United States has no more industrial workers today than at the height of the greatest 
unemployment in its history in 1932. Yet, corporate profits continue to set profit records 
year after year. This means that corporations have been able to increase production 
without raising corresponding costs for labour. To most enlightened corporations the 
enormous wealth that is accruing must have broader social purposes than the economic 
health of its thousands of stockholders. For an increasing number, this broader responsib­
ility includes patronage of the arts. 

Such personages as David Rockefeller and the former Secretary of the Treasury, C. Doug­
las Dillon, have pointed out the increasing need in the arts for corporate support. As a 
result of their urging, in fact, a quality committee of over 100 national corporate leaders 
has been formed and named the Business Committee on the Arts. The last occasion for 
corporate leadership to focus on an acute national problem was the crisis in education in 
the 1950s. That effort increased business support of education by 400 per cent. 

This is not to say that generous support is just around the corner or that the past h::~s 
been a completely blank horizon. In the past, many corporations have carried out inde­
pendent arts programmes and supported community efforts in the arts. The Johnson Cor­
poration bought 300 paintings by living artists and sent the exhibit around the world before 
giving the collection to the federal government for one of the museums in Washington. 
Another corporation commissioned a symphony to commemorate the anniversary of its 
founding. A large sundries firm gives over S 600,000 per year for educational television 
programmes. 

Corporations have been particularly generous toward building projects and are often 
the largest contributors to cultural centre construction. Many firms have taken their place 
as regular supporters of annual deficits. In St. Louis, corporations provide nearly 40 per cent 
of the annual deficits of the local institution of the arts. 

On the negative side, the situation nationally is not consistent. Although shining 
examples can be pointed out, the national corporate percentage of giving to the arts stands 
at about 3.5 per cent of their annual philanthropic efforts. . . 

A current trend to combine annual fund-raising efforts at the local level will Improve 
this average. Local federated campaigns in St. Louis, Cincinnati, St. Paul and other cities 
have managed to increase giving and increase the number of corporations willing to 
support the arts. While this type of organized volunteer fund-raising campaign is uniquely 
American, the concept of pooling corporate funds for special support projects in the arts 
should appeal to some other capitalist countries. 

Without doubt, the above new self-generating efforts of the corporations, and the ability 
of the National Endowment for the Arts to receive and match corporate gifts to the arts 
Will improve the picture in the future. 

Labour unions 

"this is virgin territory for the arts. Two National Endowment for the Arts projects are 
currently under way to encourage labour participation and support. One project involves 
'blue-collar' education through lectures on specific concerts and plays, and tickets to 
~ttend these events are subsidized by the unions and the government. The other project 
Involves simply paying the salary of a professional arts organizer to stimulate union­
Sponsored projects and encourage arts groups to work with the labour groups. Both 
Projects are working out successfully. 
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h · own only a few unions have bestirred themselves. Self-betterment programmes On t etr • · 1 d d · 
b a regular part of the needle-trade unions and have me u e arts proJects. The have een 1 · · 
· 1 workers union in New York has begun a cultura programme as tt wrestles Wtth electnca . . . · d · · 

k "'eek problems The mustctans' umon has carne out a stnnged mstru its short wor -n • -

nt programme for several years. . 
m;.he future is speculative for increased labour involvement m the arts. 

Foundations 

Much has been said already about the importance of foundations to the arts in the United 
States. The only facts which need to be added are the problems of foundation philosophy. 
First foundations tend to fund new programmes for a short term only. The thought is 
that ~heir capital should be kept relatively free to experiment with newer proposals. This 
contributes to the precariousness of existence of arts organizations, especially those without 
endowment or regular public support. However, gradually, as the economic crisis deepens, 
foundations are tending toward deficit or endowment support and longer term commitments 

The other problem surrounding foundation giving is the human one of independen~ 
action. Foundation directors and trustees tend to want to exercise control over projects 
and will often refuse to share in a large project initiated by another source. They sometimes 
embark on ill-advised projects because they have been ~earful of advice which might show 
their intentions. These tendencies are beginning to dtsappear also as the demands for 
support are forcing more careful thought upon everyone. 

Training 

The training of the artist for a professional career has not become a problem of acute 
proportions in the United States to date. It is true that in some fields, notably opera the 
number of trained singers outnumber the domestic demand, but these singers 'find 
employment in other countries. (It is estimated that as many as 600 American opera singers 
are employed in Europe.) However, our orchestra conductors seem to believe there is 
~ct~ally a _shortage of qualified players an~ that the shortage of string players is almost a 

at10nal dtsaster. Our dancers are well-tramcd for the most part, though the salaries are 
so low that the turnover of personnel is extremely high. Male dancers are almost never 
unemployed. A great number of actors are graduated from our colleges and specialized 
s~hoots and although employment opportunities arc less than adequate for the supply 
dtrectors c 1 · 1 · d d"ffi I ' omp am that really talented and wei -trame actors are 1 cu t to find. Painters 
and sculptors seem to disappear into the society after graduation. Many of them teach 
some do com · f II · · I ' f mereta) work, and some try to become u -ttme pamters. n the free market 
0 dthc ?resent art world each painter must decide his own life course. Poets, composers 
an wnters al · · I · · ' . so scurry around to find teachmg, commercta wntmg, or an unrelated job as thetr basic · . 

Th . tnc?me-producing occupatton. . . . 
I c Ptoblem 111 the United States is not the trammg avatlable to aspiring artists or 

t 1e overabund . . 1 · f 1 '" · ' 
I . ance of tramed artists, but the ow mcome o t 1e pro,esstonal. Young peop e are stm 1 h · · 

b P Y not attracted to a field where t e average mcome ts at, or only slightly 
a ove the nat" 1 · · 1 

. tona poverty level average. It ts more dcstrab e to work at any other occup-ation and pour , 
Tl . one s amateur soul into the arts. 

11s system g· h . 
tves t e Umted States probably the most expert amateurs the world has 

ever known The d""'" · · t d r · 1 · 1 d fi · tuerence between trammg ama curs an pro,cssiOna s ts not c early 
e ned at the academic level, nor is it likely to be in the near future. At the present time, 
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there is neither public nor private effort of any magnitude to assist the professional 
academies of the arts which are suffering acute economic problems. 

In short, almost all of the total public and private effort at the present time is toward 
assisting existing artistic institutions and artists who are already trained and active. 

Training of 'arts administrators'. Until very recently this problem has been one which 
everyone talks about, but which has received little concerted and solid effort toward 
solution. Now, a new concept which combines research into the non-artistic aspects of 
the arts with training and close communication with the practising professional adminis­
trators seems to be the most promising action. This more sophisticated approach would 
take form as a centre for arts administration at a large metropolitan university as a perma­
nent part of the fine arts and business administration faculties. Mid-career training for 
practising administrators would be another aspect of the programme as well as publishing 
and a library. Curricula development would evolve slowly from research and experimental 
teaching. It is hoped that principles will be distilled and eventually will be universal enough 
to be used for general basic training of cultural executives. Apprenticeships are planned 
for these students as part of the training. 

The reasoning behind this concept is that arts administration is a profession without 
a cogent history or significant body of knowledge and requires considerable research 
before training can be more than superficial. Many plans have been developed in the past 
and. some have actually been carried out, but the fallacious assumption that the P.ro­
fesstOnal opinion of a limited number of administrators was a sufficient base for education 
doomed such attempts to defeat. The arts have evolved too rapidly as social instruments 
to be understood by any small group of individuals. The future development is unknown. 

Therefore, by active constant communication with practising administrators, pro~lems 
and solutions will be discussed. For those problems without solutions researc~ will be 
un~ertaken and the results disseminated to the practitioners. Short courses for mi~-c~reer 
traming in particular aspects of administration will uncover and develop other pnnciples 
and techniques. While these two functions are active, other fields of management .and 
social enterprises will be examined to find procedures and techniques which can be modifi~d 
and. adapted to arts administration. By 1970 it is planned that sufficient knm~Ie?ge will 
be Isolated and discovered so that the first formal education of neophyte administrators 
can begin. Gradually, over several years the communication, research and training aspects 
will mutually reinforce each other to the point where basic education can become some­
what standardized. 

It should also be mentioned that this experimental centre will be equally the respo~si­
bility, within the university, of both the fine arts and business administratio~ facu!ties. 
However, the centre will have a separate staff, funding from many sources in~lud~g pnvate 
foundations and corporations, and accept contract research from any institutiOn m the arts. 

Training of other artistically-related personnel. One of the professions neglected to the 
point of serious concern is that of conservator of art works. Preserving and restoring 
paintings entails a kind of painstaking effort which fails to challenge young Americans 
and though the income level has been driven quite high by the shortage of qualified people, 
few apprentices are in training. 

One solution to this problem has been the creation of regional laboratories serving 
several museums at once, but there are not even sufficient numbers of people to establish 
an adequate network to cover the nation. 

Museum specialists in promotion and education are also in short supply. However, 
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e professions and several found. 
several colleges are beginning training courses for t~es rnanities, are offering fellowships 
ations, including the National Endowment for the 0 

for training. f nds are available for scholarship 
Librarians are well trained in the United States and 0 s 

and training facilities. 



The channels of cultural action 

~he following paragraphs discuss the health and problems of the new as well as the tradi­
tional means of transmitting culture in the United States. To say that fermentation is under 
way at present, that new activities are so widespread that no source can adequately describe 
all that is happening, is to say that the world is changing rapidly. The attempt here will 
be only to describe in general terms some of the changes taking place and some of the 
new _Projects. Next year, or even next month, some experimental projects will have become 
routme practice, others forgotten, and new enthusiasms will have replaced those of today. 
All that can be said of the present moment is that nothing is static and no one is complacent. 
No one is satisfied with the status quo and little agreement about specific improvements 
exists. 

Schools 

General agreement does exist about the fact that the schools have failed to instil aesthetic 
and humanistic values while educating the citizenry. Social, economic, and scientific values 
abound, but only the last five years have seen a realization that aesthetics and humanism 
are the lacking keys to a mature society. 

First, the political structure of schools in the United States must be understood. Schools 
are a matter of local concern. Some 30,000 separate school districts exist and the vast 
m~jority of these are autonomous. Some states have taken major responsibility for educ­
atiOn, and all states have a measure of control. This varies from state to state. Texas and 
California have strong state systems, while the middle-western states such as Wisconsin 
and Minnesota have strong local control. For the past twenty years the trend has been 
toward more state control. 
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For the past ten years the federal role has been growing, not because of an enlightened 
philosophy, or because political thought has changed, but because tax revenues at the 
local level are strained almost to their limit. School costs are the major expense in local 
budgets and federal income is the most flexible source available. The traditional separation 
of federal government from education began to disintegrate in the face of dwindling local 
revenues and increasing federal income. 

First, federal aid was offered in the form of grants for school construction, but with the 
ascendancy of sputnik the Defense Education Act set a precedent of federal assistance to 
actual teaching. This was a cautious beginning with careful prescriptions restricting national 
help to research and develoopment projects. One section of this Act made funds available 
for research in new media that might aid teaching and learning. It was under this provision 
and its liberal application that the arts began to receive financial recognition from the 
United States Office of Education. Film, music, theatre and the visual arts were recognized 
as new media possibilities and some interesting research grants were awarded. Even the 
science educators were sympathetic to arts education and added their influence to proposals 
for arts education reform. 

The 'new math' and the 'new science' concepts of teaching were perfected in the three 
years after the dawn of the satellite age and enough momentum was generated to revise 
foreign-language teaching and begin to look at the arts. An important seminar on music 
education was held under the sponsorship of the President's Council on Science and 
Technology which resulted in recommendations for sweeping reform. However, about this 
time Congress objected to so liberal an interpretation of new educational media research 
and the arts education reform movement lost its funds for continuation. 

But the shell of apathy had been cracked, and could not be repaired. General education 
at all levels inexorably moved toward reform under federal guidance. Most experts agreed 
that massive general assistance was one need and reform was the other task which was 
essential to national progress. 

By April of 1965 it was also accepted by Congressional leaders that the schools requ· d 
I. f d . b 0 1re financial help in general if the qua 1ty o e ucat10n was to e Improved and Con 

• 0 gress 
passed the Elementary and Sec?ndary ~ucat1on Ac~. ~nder the fi~e ~1tles of this law the 
arts and humanities were specifically c1ted and the m1t1al appropnat10n for all purp 
was planned at s 1 ,300 million. The brea~-through accomplished wit~ this legislation~=~ 
the willingness of Congress, for the first t1me, to bypass state educatiOnal aut~orities and 
create a power link between the local school boards and the federal educatiOn agen 
(Subsequent amendments returning final authority to the states is considered a grave s~Y· 
backwards by liberal educators.) The question remained whether local school boar~ 
would apply for projects involving the arts, or would they think only in terms of 'basic~ 
improvements. 

Under Title I, which is aimed at improving schools in. poverty areas and receives the 
lion's share of the funds (S 1,000 million) the arts were mcluded with a fair amount of 
regularity. Orchestra concerts, theatre and dance performances, and visits to museums 
were the usual type of project. Title II deals with the building of library resources, but it 
is specifically stated in the guide-lines governing the programme that tapes and phonograph 
records are purchasable. Title V provides assistance to state education administrative 
services. Under this title many states took the opportunity to fund the employment of 
state music, art or theatre supervisors. 

Titles III and IV are the programmes which present the greatest opportunities to those 
interested in arts education. Funds for Title III amounted to S 150 million. In the first 
eighteen months of operation 1,300 separate projects were funded under Title III and 266 
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involved at least one art form. Since the purpose of the title is to assist exemplary and 
innovative education projects, many arts projects were extremely avant-garde considering 
the usual conservative nature of the local educational establishment. Successful projects 
are theoretically to be funded from local revenues at the termination of federal assistance. 
Thus, arts education received its biggest boost in recent years and continues to be prodded 
forward by dollars dangled from Washington. 

Title IV provides funds for research and experimentation and has also benefited the 
arts. Regional Educational Laboratories were established throughout the country and 
given the assignment of developing curricula and methods improvements. Two of these 
laboratories have mounted massive long-term projects in arts education. One of these 
projects, the Aesthetic Education Program, has attracted private foundation support and 
is involving the entire school population of a city of 75,000 population in an intense 
experiment. The results of this could well influence the entire nation. 

Lessons learned from the math and science reforms are not unheeded. Much attention 
is being given to the retraining of teachers and the infusion of new knowledge into the 
colleges which educate future teachers. Also, the professional artist is being involved in 
the development of new methods. However, it should be pointed out that influence and 
persuasion are the only tools available to the federal government in education. These new 
concepts will only be generally accepted when the benefits are dramatic enough to persuade 
the experienced educational establishments that they must catch up to the times. These 
new methods not only need to be improvements, but they must overwhelmingly appear 
to be improvements, especially to parents. 

It should also be noted that although the arts are receiving attention and benefit from 
these reforms and new revenues, by far the vast majority of the attention is focused on the 
so-called 'basic' subjects like science and reading. 

Other federal legislation affecting higher education, vocational training, continuing 
(adult) education and teacher re-education, has recently been enacted, but the effectiveness 
of these program~es will not be evaluated for some time. In general, it is safe to say that 
for the first time in history the place of aesthetic education in our schools has become a 
subject for public debate. Some progress is already evident, although the vast majority of 
our children still receive their arts education from class-room teachers who have no special 
arts training. The extent to which the debate and study and experimentation will mean 
future substantial progress remains for time and circumstances to tell. 

Before leaving the discussion of schools one more word should be said about the nature 
and function of education as it is reflected in cultural progress. Education is not creative. 
It is reflective. The schools are the repository of the best accomplishments of man and 
they distil these accomplishments and ideas and pass them on to succeeding generations. 
Sc~olarship is the touchstone of education, and not the creative act. When educators confuse 
thetr role and attempt to add or substitute the creative process to the important one of 
preservation the result must be a pastiche of mediocrity which mixes inventiveness with 
academic thought. 

Education should not be confused with training. Training the artist to join his colleagues 
is a different function from educating the general student in the arts. As the traditional 
apprenticeship system became replaced by formal training schools, because of economics 
and certain efficiencies, so the university is gradually replacing the artist academies. Inde­
pendent schools exclusively training artists in a particular art form are gradually being 
absorbed into the universities. This is an improvement because more funds are available 
for training, the student receives certain advantages from the broader educational base 
of the university, and the art students are not completely isolated from students in other 
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disciplines. This aspect of education is not in danger of mediocrity as lon_g as. these schools 
• tain" th · . . . by of the multt-umversity mam err present autonomy wtthm the larger hierarc b" . · 

· · to com me arttsts' t · · The developing danger is the attempt of many universttles . rammg 
with general education. When a school attempts to emploY pro~ess.'onal ~pera, theatre 
or instrumental performers both as teachers, lecturers, and functtonmg arttsts, the result 
is inevitably that none of the functions is properly carried out. On th~ other ?and, a few 
~hools, notably the University of Michigan, have annual cont~acts wtt? quality perform­
mg groups to play a short season on campus and while in restdence gtve lecture-demon­
strations and other tangential services. This is a different matter and a system that benefits 
artists and students. One can only hope these attempts to use one individual to serve two 
functions are a phenomena of the moment. 

Similarly, these many amateur and informal education enterprises should not be viewed 
?S vital forces for cultural progress. They are important evidence of cultural interest and 
~n some ways of cultural dissemination, but very little creative pioneering or develop'ment 
Is present. 

Informal art training 

~ s~pe of activity is. so prevalent throughout the country that th~re. is danger the nation 
of r::UC under the wetght of art works produced by amateurs. Thts ts certainly the result 
co a ue?ce, growing leisure time, and a felt need for personal expression. Over 1 200 
P ~t umty orchestras exist, 30,000 amateur theatre groups have annual seasons am 't 

atn ers are s ·d t . . d h • a eur ce . at o number between 10 and 15 milhon, an t ere are so many m·Ir 
rallliSts, weavers, lapidists, and other craftsmen that no estimates are attempted. 1 ton 

Books 

!~~as become axiomatic among publishers that no publishable novel remains unpubli h d. 
tion Yg the number of readers seems to remain unincreased in proportion to the s ~ ' 
inten. 1ne can only assume that perhaps 10 per cent (20 million) of the populat1· Popu a-

se y whiJ 1 . 1 on reads M . e a arger percentage reads occastonal y. 
and aany ~ntversities operate their own publishing houses. These seldom show an 

re m effi t . . Y Profit ' ec , substdtzed presses. 

Television 

As the Whol . . . . 
primary e World knows United States televtston IS a profit-making enterp . 

. Purp0 · ' . . 1 d nse. Its des1gned t se Is to sell commod1t1es to the popu ace an therefore program 
intelligen ° attract the greatest number of people and repel the least number. Since mes are 
for, televi~ and average educational attainment is less than cultural leaders wo ~er~ge 
people, b~:on frustrates them. It is not that television is as it is that disturbs dud" Wtsh 
programme rather that it is not what it could be as an influence. Some experts b 1.e tcated 

conte t · . e teve that 
of programrn n ts almost Irrelevant, that large numbers of people will watch 
to the viewe e. Therefore, 'good' programmes would be popular if no choice w any ~ype 
entertainmenrt. Other experts believe the mass audience would forgo television ~fre .gtven 

Were r 1 . . 1 stmple 
theory stands ep aced by substantive programmmg. In the foreseeable futu . h 

much h . re nett er 
· ••, The importa t . c ance of bemg tested. ' 
is developing r: .1ssue at the moment is the availability of a viable alternative d th" 

Ptdly. Not everybody is aware that there are 140 public telev1·51·0 ' ant t• 18 
n sa tons 
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now operating, that the majority of Americans can receive these stations which broad­
cast only educational and cultural programmes. Recent legislation provides federal funds 
and guidance for a quasi-public corporation to weld these educational television (ETV) 
stations into a 'fourth network'. The reasons for this network are the need for more funds 
for production of programmes of high quality and better national transmission. The 
'fourth alternative' should begin operation within two years. 

Cinema 

Like television, the 'movies' has always been a highly commercial enterprise in the United 
States. However, in recent years the mass audience has moved from the silver screen to 
the glowing tube in their living-rooms and the profitable films have turned out to be the 
so-called 'art' films. The appetite grew with the eating. The demand rose for more artistic 
films and with the production of these more mature films came the intense interest of the 
intellectual community. Courses in film study and/or appreciation appeared in over 
150 universities, underground film-makers surfaced and received standing ovations. The 
movie establishment became concerned about recruiting young talented people who 
understood the new wave. 

Under the leadership of the National Endowment for the Arts, an American Film 
Institute was established in 1967. Federal funds, private foundation grants, and commercial 
film corporation gifts were combined to create a S 5.2 million launching fund. The institute 
is concerned with training young people for the profession, working with colleges on film­
study courses, archival responsibilities, and promotion of the film arts. Providing production 
funds for unusual feature films by young producers and directors is a subsidiary function. 

Theatre and theatre decentralization 

For the past twenty years the United States has seen a trend toward the establishment of 
professional resident theatre companies in cities across the country. No organized plan 
was in operation· civic pride and love of theatre seemed to be the motivating factors. 
By 1968, fifty resldent companies were established in a_s man~ cities. While the repertoire 
of these theatres has tended toward the 'safe' plays-htgh-cahbre Broadway and standard 
classics-a theatre tradition has gradually been established where none existed before. 
In the last three years, a trend has developed among some of these companies to try 
controversial or new plays. Some of these plays have now seen Broadway productions and 
the country is beginning to look away from Broadway for the exciting new ideas. 

The second new development is the off-Broadway and off-off-Broadway movements. 
Smaller productions in tiny theatres began to develop in the 1950s as an overt attempt 
to combat the commercial restrictions of New York professional theatre. However, as 
productions began to multiply and popularity developed, this group of theatres became 
institutionalized and evolved into a slightly more liberal form of commercial enterprise. 
Off-off-Broadway companies then emerged. These are even smaller companies in smaller 
theatres, more socially concerned, more aesthetically avant-garde. They have replaced 
off-Broadway as the focus for experimental drama. The National Endowment has made 
two series of grants to these theatres to encourage their serious purpose. 

The last emerging theatre force is the 'theatre-in-the-street' movement. These are 
theatres entirely concerned with the social aspects of theatre and the cultural development 
?f pov~rty-level people. They do standard modern and classic plays, original dramas, and 
rmprovtsational works wherever they can get an audience. They operate from mobile 
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truck theatres, perform on street comers, in churches: schools, .and open fields. Budgets 
are precarious and support comes largely fro~. pubhc and. pnva~e gran~. The leaders 
are fiercely dedicated people with definite polit~cal and. social phil~~oph1es. The actual 
impact of these theatres upon their audiences e1ther soc1al~~ or poh!1cally has not been 
tested, but their continued existence testifies that some positiVe reaction must be present 

to inspire them. 

Opera 

The present state of opera is complex and rife with problems. A large and dedicated audience 
exists, but the exorbitant costs of production and transportation have stymied development. 

Only one opera company, the Metropolitan Opera of New York, has a full season 
annually and its personnel under full-time contracts. Two other companies, in San Francisco 
and Chicago, ~e approaching the plateau of full professio?al em?loyment, but many 
o?stacles remam. Two attempts have been l.aunched to .establish national touring compa­
mes and both have failed because pre-tourmg productiOn and rehearsal costs could not 
be recapt~ed. by box-office income. This was despite 80-85 per cent capacity audiences 
on tour. It IS s1mpl~ a matter of high costs which ~a_n?ot.be offset?~ reasonable ticket prices 
because of the luruted capacities of available fac1lit1es m most c1t1es. 

A new experiment is currently under way. The National Endowment for the Arts has 
been s~onsoring for the past two years a •truck and bus' opera company as a subsidia 
operatmn of the San Francisco Opera. Using two pianos or an orchestra ~ 
::~:-fi~e. pieces and adaptable scenery, this group can perform at reasonable fees in t~e 

r Cities and limited facilities wherever these are located. Hopefully, this chambe 
concept hi h · r .t. • w c IS successful to date can be expanded and multiplied. It benefits the com 
m les where th . . ' . fi h . mu-
b . . en USiastic audiences reside, and It bene ts t e young smgers and mus1·c· 
Y g!Vmg the 1 . tans 
t t . m va uable experience. On tour, the company also engages m lecture-dem 

s ra Ions and th . h ls on-W"th" 0 er educational programmes m the sc oo . 
Or I. m the next two years it is likely that the National Endowment for the Arts .11 

gamze an In t"t ' . "bed . . WI 
a l s 1 ute for Opera similar to the previously descn Amencan Film Inst"t 

- arge pool f f t ute 
0 unds used for general support of all aspects of the art form. 

SymphonY orchestras 

The acute finan . 1 . . maJ· or h eta cnsiS in the arts is nowhere more acute than among the twenty-e· h 
ore estras (th 500 000) f h · Jg t the e 82 ·u· ose with budgets exceeding S • 0 t e Umted States Des · 

q ffil Ion in h 1 . · Pite 
to establish grants to these and to over forty somew at ess professional orchest 

endowm . t I h ras experts b li ent funds rising costs contmue 0 P ague t e managements s e eve the • . d . · orne 
need to redefin h symphonic orchestra is livmg beyon Its years, others maintain w 
study of the sit~:ti~~~le of music in the community. At any rate, it is time for a thorou~ 

Note on the performing arts 

Because of the great in . . because of th d terest m professional performances m all areas of the country and 
e nee on th · t" ' for econo . e part of performing arts orgamza Ions to play longer seasons 

mtc reasons th N . '" h Arts programmes h" h ' . e. atmnal Endowment .or t e has launched several 
w lC subsidize touring activities. All of these require local matching 
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subsidization and in many programmes, particularly in dance, lecture-demonstrations and 
master classes are an adjunct to performance. 

Cultural centres 

An estimated 200 cultural centres have been built since 1950. In some cases, progress has 
resulted when new and exciting resident companies have been formed to justify the expen­
diture and create a more worthwhile local arts life. In total, the facilities constructed to 
date have not been sufficient to replace obsolete theatres and concert halls, or meet the 
rising demand for comfortable and modern places for performance and instruction. A study 
completed by the National Endowment for the Arts estimated that a total of S 7,500 million 
is needed to equip the nation with all the facilities necessary to give the arts first-quality 
platforms from which to work. 

Federally, a national culture centre is under construction, but to date it is without a 
programmatic concept and will probably primarily serve the capital's population as a local 
performance centre. 

Arrangements for support and control are manifold. Cultural centres exist (Lincoln 
Center for the Performing Arts in New York, for example) which boast of federal, state, 
city, and private contributions toward construction costs. Other places boast that no public 
funds at all were involved in building a new facility. Puerto Rico has a regular programme 
of financial aid to small towns wishing to build cultural centres. Pennsylvania is considering 
offering architectural consultative help to cities planning centres. The Garden State Arts 
Center was financed by the state of New Jersey from tolls collected from motorists on an 
expressway. Huntsville, Alabama, is paying for its cultural centre by means of a municipal 
liquor tax. A city jail was given over for an arts centre by the city of Tacoma, Washington, 
while the United States Department of the Interior is contributing land and facilities in 
Ithaca, New York for a huge recreational and cultural park. These examples are somewhat 
unique, with the ~sual pattern revolving around proportionate funding by local public 
and private resources. 

If plurality offers many routes to successful fund raising, it also produces many definitions 
of the concept 'cultural centre'. . . 

For purposes here, the definition in part suggested by As~oc1ated C?uncils of the Arts, 
Inc., the national association of arts councils and arts centres, ~s appropriate and serviceable 
A cultural centre is an area-wide facility or facilities under smgle management which pro~ 
v~des rehearsal, performance, and/or exhibit spa~ for two or more profe~sio~al arts orga­
niZations with regular residence at the centre available to the arts organiZations. 

Such a definition embraces the vast majority of cen~res,. though it proscribes two ve 
important types. The first is the growing number of umverslty based arts centres. In rna~ 
places, the college or university provides all or ne~ly all of the cultural life of the commu­
nity. The arts centre at the school is used for public ~erforman~ by students and faculty 
and frequently, as the performance hall for professiOnal tourmg attractions which ar~ 
attended by both the school and community people. Several hundred such arts c tr 
would fall into this category and be included on the basic list of 300 if the words e? ~ 
fessional arts organizations' were to be eliminated from the above definition. pro 

!he other centre precluded is the settle~ent-h~use or school type of facility. Often a 
pnvate welfare agency began a programme 10 mus1c, theatre, dance, and/or the visual arts 
for purposes other than aesthetic and found the results of far greater importan th 
imagined. Many of our most talented and respected artists began their tralDlO· · g t ce . an 
b h d . t' kin a a neigh­

our oo settlement-house. Some art1sts con mue wor g from these facilities, as is the 
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case of choreographers Alwin Nicolias and Murray Louis at the Henry Street Settlement 
House in New York. In other cases, the arts programme became so successful that the 
agency gave up all other programmes and became an arts school. This is the history of 
the Curtis Institute of Music in Philadelphia. Other settlement-houses continue to combine 
the arts with other programmes such as sports and education. Hull House in Chicago and 
the St. James Community Centre in Harlem would be examples of such professionally 
strong agencies. However, the reason for exclusion of these facilities from the cultural 
centre definition is that these are primarily teaching programmes with a social-work phi­
losophy as a base. They serve as cultural centres for their neighbourhood in the finest 
sense of the word, but they are usually not artistically motivated enough to qualify. They 
are really a cultural movement in themselves. A few are included in the basic listing of 
centres, but adding all of these important facilities would increase the total by another 
fifty locations. 

Museums also often fall into this second category of partial cultural centres. Of the 
350 art museums in the United States, perhaps half of them have continuing programmes 
in one of the art forms in addition to the visual arts. Usually such programmes do not 
involve resident groups, but rather take the form of a regular series of performances by 
touring professional artists. In some places, such as the Walker Art Institute in Minneapolis, 
or the Virginia Museum of Fine Arts in Richmond, theatre, dance, and opera have become 
a regular part of their programmes. Museums are generally excluded here, though they 
are important culture centres in their communities, because the museum has a different 
primary role. Even though the other arts are given equal status in their programmes 
experience has shown that policy decisions almost always favour the visual arts. This i~ 
the proper attitude since painting and sculpture are the raison d'etre of the institution. 

Removing universities, museums, and settlement-houses from consideration leaves 
approximately 300 cultural centres which are conceived as serving the community with a 
varied diet of productions and exhibitions. Answering the question of why a community 
contributes funds voluntarily, or taxes itself to build such facilities is not a simple task. 
Many answers appear reasonable after some thought, but none of these seem quite to 
capture the truth of the phenomena. 

It has been stated that Americans have an edifice complex. Social problems are often 
~stakenly attacked with building projects. To some extent, this sort of superficial thinking 
IS present in the arts. However such ideas seldom get the buildings built. The demonstrated 
need for facilities or better facUities is more often the motivating factor, particularly where 
the element of competition with other cities enters the scene. Once one city's facilities arc 
ou_tmoded by the new cultural palace of a city ~f s_maller si~e, an apprais~l takes plac~. The 
edifice complex is invoked but the funds for bwldmg are raised on the evidence that mdced 
the local symphony, or o;era or theatre has been neglected and truly cannot continue to 
serve and g · · ' row m Its present home . 
. Two factors enter here to determine need. One is the growing interest in the arts 

SI_nce_l945. The other, though superficial, is comfort brought by affluence and mass commu­
nication. During the 1930s, movie theatres often were air-conditioned in order to lure 
people from their hot, uncomfortable homes. (The particular film was of secondary import­
ance.) After 1945, air conditioning became commonplace in many homes, particularly 
among the people who attend concerts and plays. When the convenience of television, 
high fidelity recordings, and 'good music' stations were added, home entertainment became 
extremely attractive. It soon became evident that even the most ardent art lover demanded 
at least equal comfort in his public cultural life. 

Comfort is not the major motivation, however, for cultural centres. The building boom 
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seems to be part of a larger general desire of people to become more deeply involved with 
the arts. This general phenomena has been growing in the United States for a number of 
years, and the cultural centre is but one expression of a heightened interest in humanistic 
accomplishments which has come upon the people for complex reasons. 

It has been explained by sociologists and psychologists as a phenomena of increased 
education, of urbanization, of reaction to a fractionalized technological environment, and 
though these causes are undoubtedly present, the underlying cause seems much more 
groping and tentative. Actions are taken, but the meaning of action seems unexplainable. 
The arts centre movement perhaps is like a young man who is filled with love for a young 
lady and expresses himself awkwardly by buying her a present. The next step in this new 
love and friendship is a permanent commitment, a marriage, a stable relationship involving 
security, a lifetime of mutual growth. The United States is past the stage of a flirtation 
with the arts, it is in the serious courtship stage, and perhaps is moving toward the reali­
zation of a complete, unique and vital marriage. We are a young country. 

In more practical terms, we have learned several things about arts centres. For instance, 
they serve to focus the arts activities in the community. They give the arts an identity of 
place. When an arts centre is built and operating, often a remarkable change takes place 
in the general community. The lighted windows, the cars in the parking lot give ocular 
proof that many people enjoy the arts, that possibly art is interesting and even important. 
Barriers and prejudices are reduced by popularity. 

Mention was made earlier of the obsolescence of many cultural facilities through simple 
neglect. Mention should also be made of the new technological tools of the arts which can 
only be installed in a small number of permanent locations because of costs. Rear-screen 
projections and other cinematic techniques, stereopho~ic sound and overamplification, 
new lighting effects, are examples of these new tools which arc demanded more and more 
by artists and audiences. 

The role of the arts centre in the United States is to act as a focal point for the arts in a 
local setting. Art takes place first in the m~n~ of the creator, and then be~omes public 
through the talent and skill of the artist bnngmg the co~cept out of the mmd. The arts 
centre is where art happens; the arts centre is whe:e art IS preserved and then re-created 
in other times. Centres without places for young artists to congregate and without training 
Programmes as part of the programme concept so~n become mausol~ums. On the other 
hand, centres devoted exclusively to young a;t~sts ten? to b~ like over-organized 
playgrounds where supervisors insist on group activity despite the WIShes of the individual 
child, but where discipline and a standard of.excelle~ce are absent. An ideal centre is a 
bridge between the old and the new ideas and Issues, It should. ~reserve and create, exhibit 
boldly and give sanctuary to the artists' work, and offer stability to the public all at the 
same time. . 

The discussion about cultural centres could go on and on fillmg pages with speculation 
and opinion, and books with theory. The hard fa~ts, however, are that not enough time 
has passed in order to arrive at any deep conclusiOns. Very few specialized centres have 
been built, such as youth centres; ethnic arts centres (except Negro) are only beginning to 
emerge (an Armenian centre in New York). The range ~f con.cepts seems endless, the 
administrative and financial arrangements seem constantly mvenhve. 

It is accurate, I believe, to say that arts centres focus community attention on the arts. 
If the building is well designed and comfortable, the events taking place inside are more 
memorable and increase the popularity of. the arts. Arts cent:es which combine the presen­
tation of the best works from the past with the m?s: arrestmg works of the present, and 
also allow within the general programme for the trammg and development of young artists 

' 
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can have a catalytic effect on cultural enrichment. All these opinions can be voiced now, 
and held until time proves them valid or false. But when speculation gives way to fact, we 
are faced merely with statistical evidence which simply shows that building is taking place 
at an unprecedented rate, and that little or nothing is being done to guide or evaluate this 
phenomenon. 

A survey of 221 cities conducted by Arts Management Newsletter in the summer of 1967, 
concluded that •more new buildings for the arts have been completed in the past five years 
than in any other period in history'. Some form of arts construction activity has been 
experienced in 141 cities since 1962; 70 cities have completed 100 new arts structures, 
while 71 cities have buildings under way. Of the completed structures, 36 are museums, 
34 are theatres, 23 are arts centres, and 7 are concert halls. Some of these centres 
are combined with commercial trade and convention facilities. This is a comparatively 
new trend based on the new conviction that conventioners demand cultural attractions as 
well as sports and light entertainment to occupy leisure time away from home. 

The location of the city and its population seems to have little impact on the ambition 
?f cultural projects. Atlanta, Georgia, is building a S 13 million centre, Cincinnati is spend­
mg S 400,000 on a contemporary arts centre and S 5 million on a university-connected 
performing and teaching facility. Waterloo, Iowa, u.nder 100,000 population, built a 
$ 700,000 centre with a 350-seat theatre, a 150-seat rec1tal hall, exhibition galleries class­
rooms, and an outdoor concert stage. Colleges building centres strictly for com~unity­
~ollege arts activities include Milli~in Universit~, Akron University, Ohio, Washburn, 
m Topeka, Kansas, and the Univers1ty of Idaho, m Moscow, Idaho. 

If arts centres are only a manifestation of the unexplained but growing appreciation for 
~he arts. i~ this country, like a young man giving his new love a special present, if only this 
1s true, 1t 1s a healthy trend. If these centres become the home for strong creative programmes 
as some are beginning to be, it is healthier. Time will tell, but it seems a fair judgemen~ 
to say at this time that the building of cultural centres is favourable to a climate in which 
the arts can progress. 

Libraries 

There is virtually no town of 5 000 population which does not have an adequate ge 1 l"b • . nera 
1 rary. In addition, most states have a state l~brary system to augment and co-ordinate 
local efforts. These are maintained at local pubbc expense. 

Sites and monuments 

~ith t~e passage last year of the Historic Sites and Monuments Act, Congress has added 
1ts offic•.al.policy position to an already impressive. list of commitments. Private foundations 
and soc1ebes have been restoring and preserving sltes for nearly a century. Individual states 
have acted to preserve their unique heritage. It is now possible to drive from coast to coast 
and never be more than 100 miles from some historic landmark, site, or unusual natural 
phenomenon. F.ederal action will add to the number of preservati~ns, but it will also improve 
the level of mamtenance and the educational appeal of many s1tes. 
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Administrative and financial structure 

The federal level 

Most of the organizational and financial structure has been previously described, except 
for the co-ordinative function of the National Foundation on the Arts and Humanities, 
a function which is in its infancy but holds great potential. 

Within the law creating the foundation there is required a third council called the Federal 
Council on the Arts and Humanities. It has nine members designated in the law by position: 
the Chairman of the National Council on the Arts; the Chairman of the National Council 
on the Humanities; the United States Commissioner of Education; the Secretary of the 
Smithsonian Institution; the Director of the National Science Foundation; the Librarian 
of Congress; the Director of the National Gallery of Art; the Chairman of the Commission of 
Fine Arts; and a person representing the State Department (Foreign Ministry). 

This council is charged with a number of co-ordinative functions, among them to 
'promote coordination between the programs and activities of the Foundation and 
related programs and activities of other Federal agencies'. To begin with, the federal 
council contented itself with exchanges of reports, but soon became recognized as the 
logical organization to carry out special studies. 

The first such study undertaken at the request of President Johnson is now completed. 
This is a broad study of the present state of United States museums and recommendations 
for solution. With the involvement of the National Science Foundation, which has a science 
museum programme, the Smithsonian Institution, which operates many museum services, 
and the United States Office of Education which also has a museum programme, the 
foundation has been able to secure a united federal viewpoint on an important issue. Other 
national issues such as arts education and the training of arts administrators can also be 
most effectively co-ordinated through this body. 

Co-operation is also in effect with the State Department which operates the overseas 
arts exchange programme. This is a comparatively minor programme ($ 1.2 million in 
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1968-69) that is troublesome to administer. The National Endowment for the Arts is 
currently providing assistance to young recitalists desiring concert experience by making 
grants for overseas tours under State Department auspices. 

A third area of co-operation is with the Office of Education. Within this office is an 
advisory programme on the arts and humanities which is in constant communication 
with the foundation. Plans are well under way actually to transfer appropriated funds 
from the Office of Education to the foundation for research in arts education. It is generally 
agreed that the staff of the foundation and the experts available to it can more expertly 
handle this specialized education area than can the traditional discipline-oriented teaching 
establishment. 

Very little has been said about the sister Endowment for the Humanities. Most of the 
discussion has been about cultural actions, an area which is of secondary importance to 
humanistic scholars. However, the National Endowment for the Humanities is intimately 
involved in making grants to bring progress to the nation's scholarship. Obviously, the 
foundation for cultural progress is the solid scholarship of humanists. On a daily basis 
the arts and humanities go their separate ways, but the realization is clear that long-term 
progress requires close co-operation. 

Preservation: safeguarding the cultural heritage 

As discussed earlier, federal involvement in this area is very recent in the actual sense f 
~n organized programme. The ~epartment ~f th_e ~nterior has for many years been respon~­
tble for programmes ?f preservmg an_d mamtammg our most ~mportant sites and monu­
ments under the Natwnal Park Service. Every state has a Htstorical Society and thes 
vary in quality and authority. The Endowment fortheHumanitiesislaunching aprogra e 
of support for state historical societies on a regular basis. Many cities and counties m~e 
have preservation bodies. It is likely that the creation of the Council on Historic p a so . . . reser-
vation will begin to co-ordinate these many actlvttles at the national level. 

The cinema and book sectors: the role of the federal government 

Except for the establishment of t~e American F1ilm Institute ~nder ~he i1nspi~ation of the 
Arts Endowment as discussed earher, the centrabl"goh~ern~ent ts nol~ thnvdo ved m films as a 
matter of cultural policy. Non-profit book pu ts mg IS accomp IS e through the . 
versity presses, but this is a minor sector of the publishing industry. The ~ndowmentu~; 
the Arts does subsidize the publication of an annual anthology of young wnters as a means 
of encouraging talent. 

The status of radio and television 

These enormously important public media operate with the consent of the Federal Commu­
nications Commission (FCC) which licenses all broa~casting stations. Stations must apply 
for renewal of their licences periodically and spec~fically catalogue the time they have 
given to public service. Though in theory each statiOn must prove it is operating in the 
public interest in order to continue, it is extremely rare that the FCC ever rescinds a licence. 
On the other hand, it is impressive to see the large amount of time the responsible broad­
casters devote to national issues and events without remuneration. There is little chance 
that television and radio will ever come under the control of the cultural agency. 
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Adult education and the organization of leisure-time activities 

These are divided between the elaborate university extension systems, which may be public 
or private, local or state, and the recreation departments which almost always are 
public and local. Cultural activities have little to do with these programmes. Adult edu­
cation is primarily a force for vocational betterment, and recreation programmes are 
usually directed toward hobbies and athletics. Recreation departments, which are present 
in almost every city of any size, have been recently attempting more ambitious programmes 
in the arts, but since their responsibilities are for mass participation and the professional 
leaders arc trained as athletic and/or handicraft specialists, cultural leaders have little faith 
that effective programmes will result. However, the increasing citizen interest in quality 
programmes in the arts is causing serious concern among recreation personnel and some 
enlightened action will undoubtedly take place in the near future. 

Sport 

Sport is not considered related to culture in any way in the United States. Americans relate 
sport to physical health and mental relaxation. 

Geographical decentralization 

Not only geographic but social decentralization is a high priority for federal and state 
cultural agencies. Almost 50 per cent of the federal arts funds and more than 50 per cent 
o~ state funds are spent for the redistribution of cu_Itural resour~e.s. Unlike n:any countries 
wtth their cultural advantages highly concentrated m very few c1t1es, the Umted States has 
the problem to a lesser degree. The problem is generaJiy a regional one rather than national. 
The major obstacle is the obvious one of adequate funds. The institutions and individual 
artists are willing to travel, the communities are anxious to attend performances and 
exhibitions and sufficient talent is available. 

The maj~r effort at decentralization has been the State Arts Council programme. Nearly 
S 5 million is now spent annually on the arts out of state revenues as a result of federal 
stimulation. Nearly 700 projects in the arts are now executed each year with these fund 
in all the states. This excludes an additional S 2 million for the administrative costs of th! 
state agencies. With time, this programme can gr_o"': to bec~me _the touchstone of national 
cultural progress. Co-operation between states w1thm a reg10n IS now under way with the 
encouragement of the National Endowment. Annual regional ~vorkshops of state arts 
councils are sponsored by the Endowment, and other state agenc1es such as education are 
encouraged to attend. The Endowment is now designing special programmes which are 
co-ordinated by state arts councils. 

Further, many of the state councils believe that their future strength is directly linked 
to the degree of organization found at the local level. These states have launched pro­
grammes to organize community arts councils and in some cases are subsidizing the estab­
lishment of them. California employs one person to organize and guide these local 
councils. 

These are recent developments and far from a plateau of stability. More state legislatures 
need to be convinced of the importance of decentralization, the artistic communities in each 
art form need to be better organized at the national level in order to co-ordinate efforts to 
share exhibitions and productions. The beginning is promising and the initial success 
demonstrates appropriateness of the decentralization concept, but much remains to be done. 

41 



Reflections conclusions and prognosis 
' 

To this point the discussion has been almost entirely in the areas of fact, historical evidence 
and · · · · ' 0 Pm1on based on experience and reasonable conclusion. Refiect1on and commentary, 
two areas of thought which are personal, have been left until the end. Not to include such 
elei_Dents would be like visiting a city and using only a guide-book for reference, without 
trym_g to talk with the people. To ask the question : 'What do you do?' is important if 
0th~e 18 to understand something of the underlying motives. But not to ask: 'What do you 

mk?' · . · Th . IS to miss the essence of the motiVation. 
Res ~ ~n~t~d States cultural policy is diverse, m~ny-faceted, and. la~orio_us to operate. 
tr P n&lbllity is vested in various sectors of soc1ety, and co-ordmatlon 1s not concen-

at_e<I at any single place In this basic concept, the United States is not unlike many other 
nations· "t · · · · d · · · .a:"' . • I lS Unique only in the degree of 1ts divergence an 1ts consc1ous attention to the 
UJ.UUSion of r ... 

Should espons1b1hty. . 
tax d ~he central government so choose, the tax-exempt foundations and the income-
re eductlbility of charitable gifts could be eliminated as elements for change. The federal 

venue thu · · "b d · d h and s gamed could be generally dtstn ute as 1t was un er t ese private auspices 
these u;'doubtedly greater efficiency would result. Congress does not choose to rescind 
worth a:.s because such action would rob the people of their individual enthusiasms for 
Privatew ~17 causes. In the areas of welfare, health, and later in education, the concern of 

Citizen · d · fl d h · d ditionaU . groups accelerated the act1on an m uence t e att1tu e of Congress. Tra-
until p _Y, 10 the United States human enterprises remain the prerogative of the people 

nvate r ~ 1 · istered b es?urces become madequate, or t 1e problems too complicated to be admin-
States d Y frac_tlonalized local groups. Therefore, the future of the arts in the United 
in the pep~~ds m_large measure on the ability of all sectors to generate support and interest 
this task~o ems Inhibiting our ·cultural growth. The federal programme is only a part of 
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And there is no doubt in the minds of knowledgeable people that the future of the arts 
~ important to the future well-being of the nation. The United States is perhaps the first 
ation to wrestle with the problems of post-industrialization. The machine, we found 
lid not deliver civilization, but only gave us the leisure-time to search for civilization: 
\..t the same time, the machine alienated the artist, first by glorifying its own perfect sterile 
)roducts as an achievement far superior to the work of the craftsman, and then by creating 
Ln economy in which the machine-worker was rewarded far more than the disciplined 
ndividual artist. Only recently has the obvious fact that the artist is unique and valuable 
n a mechanical world become accepted by some leaders of the private and public sectors. 

Several years ago the president of a major symphony orchestra who was negotiating a 
'llusicians' strike said: 'My employees at the plant produce goods forty hours a week. 
l-Iow can these musicians expect equal pay when they only produce their goods four hours 
a week?' After careful education, this same man was later to defend the musicians against 
Similar attacks and call them 'the teachers of our heritage'. A new view of the artist is 
beginning to become prevalent among the citizen-leader group. The application of indus­
l.rial standards to the artist is no longer the dominant philosophy. It is a slow evolutionary 
t>rocess which is still far from creating any substantial change, but it is happening because 
for the first time the nation is seriously questioning what the machine has wrought. Once 
this questioning has begun, it cannot be stopped. As a leading financier said recently: 'If 
the industrial society has toppled human values, then all the king's engineers and phys­
icists cannot put Humpty-Dumpty together again. We must find other experts.' 

Lastly, it would be a mistake to interpret United States cultural policy simply as th 
:ise of f~deral support in replacement of failing private res~mrces. The entrance of Federa~ 
mterest 10 the cultural scene in 1965 was of paramount Importance because that actio 
de~isively thrust culture into the centre of American li~e. It wa~ the final step of an evo~ 
lutwnary process. It was done with the support of busmess, science, and labour as the 

· dl' · H se elements reflected their growing concern for mcrease eisure-time. owever, the presen 
of_ a federal agency does not me?-n a sub~equent relaxation on the part of other public an~ 
pnvate sectors. As it was explamed e~rher,_ th: ~tates were pr?mpted by the f<:deral Pro­
gra~me to establish arts councils. Pnvate mdivi?ual corporatiOn a_nd foundat10n contrj_ 
butwns have increased because of the focus provided by federal actiOn. The federal fu 
expended during the first three years by the National Endowment for the Arts h ncts 
amounted to S 22.9 million, butS 31.4 million in state and private funds were generatedave 
carry out the projects ~argely initiat~d at t?e federal level. In short, the federal action h to 
come to be as it was mtended, a stlmulatmg force for cultural development. as 

The forces put in motion, the National Foundation on the Arts and Humanities 
programmes of the United States Office of Education, the state arts councils, the' the 
interest of private support resources,_ all will continue_ t? have an ~pact in the fu~w 
As the_se positive elements _mat~re wtth ~he years, _thetr mflu~n~e. wll~ grow while at e. 
same tlme, because of the dtverstty, allowmg the artist and artistic mstltutions the fr d the 
necessary to create a culture which truly reflects the values of the society. ee om 
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