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ARTS-BASED COMMUNITY DEVELOPMENT: WHERE DID WE COME FROM?

Maryo Gard Ewell

“History does not refer merely, or even principally...to the pasttl contrary, the great force of history
comes from the fact that we carry it within us, are unconsciouslyotiedt by it in many ways, and history is
literally present in all that we do. It could scarcely be otherwssgce it is to history that we owe our frames of

reference, our identities and our aspiratior's.”

CONTEXT

My mother taught grammar, and my father and my husbandiaters, so I've always paid attention to words,
definitions and meanings. In 1992, | wrote an article in whglggested eleven different meanings and usages
for the term “community arts? Each is valid, but they are very different. For squeeple, “community arts”

is synonymous with “amateur” arts; for other peoplegfens to arts-based community development, as Bill
Cleveland will describe the term in the next chapter.

And then there are prepositions. Take “for,” “of,” “byghd “with,” for instance, often used carelessly and, in
arts administration, too often interchangeably. &r& people refers to shared cultural expressions—“that sho
truly captures the history, the spirit, of Colquitt, @Gga.” Art by a group refers to performance or execution—
“the mural was done by a group of fourth graders” or “thafop@mance ofTaming of the Shrewas done by a
group from Monroe, Wisconsin.” Awith people refers to cooperation or collaboration—“thdgoerance was
made possible with help from resident artist Susan SmitHthe Gunnison Art Guild worked with the kids
from 4-H to create this exhibit.” Art “for” people refets an offering, or to outreach—“the first performance
was for seniors at the Meals on Wheels center” ay‘thid the show for the residents of Third Ward.”

And then, most subtle of all, is the context whichigass meaning. People with very different world-views may
both use a phrase like “The arts are for everyone,ingetn quite different things. Here is a fine example:

Meaning #1: John D. Rockefellef*Zhaired a seminal pafen the performing arts in the 1960's. Michael
Straight quotes the credo of the panel in Rockefelletioduction to the report: “The arts are not for a
privileged few but the many...” but then Straight says:

“On the other hand, he and the panel feared that govetrsupport would in time lead to the
substitution of mediocrity for excellence in the perforgnarts. It was a latter-day expression of

! Baldwin, James, “White Man’s GuiltEbony volume 20, August 1965, page 47. Note: This quote is often—mistakaid to be
from The Fire Next Timelhanks to librarian Patrick Muckleroy, Western State @elldor tracking down the correct source.
2 Ewell, Maryo G., “Community Arts and the Human ComntymiWhy We Do What We Do,” in Overton, Patrjggrassroots and
Mountain WingsColumbia College, 1992.
% Rockefeller Panel Repofhe Performing Arts: Problems and ProspedisGraw-Hill, 1965.
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the Edwardian view, expressed in noble terms by Herbety @r The Promise of American
Life. Croly held in essence that democracy was a fine idedjrte to be left to the people as he
found them... In that same spirit the Rockefeller Panel held tha arts were ‘for the many’ but
could not be entrusted to the mary.”

Meaning #2: Robert E. Gard of Wisconsin was writing abastadgevelopment in the 1960’s as well. His world-
view was quite different, although he, too, believed that “arts are for everyone.” Contrast this with the
perspective above:

“In terms of American democracy, the arts are forrgwee... As America emerges into a
different understanding of her strength, it becomegs tledt her strength is in the people and in
the places where the people live. The people, if shtvenway, can create art in and of
themselves?”

On the one hand, the people are given access to wokks, gfresumably in order to appreciate them, learn
about them, perhaps to be influenced or changed . théhink of this as arfor the people. This is quite
different from the second perspective-@fitwith andby people—in which the people can be the creators of art
as a part of the process of deepening democracy.

The perspective of the Rockefeller panel, offartpeople, is an important one, but because it's in largeapart
perspective of organizations and of gifted professionadtaytit tends to be reasonably well documented. The
other perspective is equally important, but harder to relsgfor it often appears within stories about grassroots
community development movements or about non-artgutishs (such as Settlement Houses or the federal
Extension Service, described later in this chapter).d.Bdrnham and Steve Durland said:

“There is a space opening in the public imagination wheoplpecan visualize reaching out to
the arts to help them attain a goal-whether they gimpint to participate locally in vigorous
artmaking, or they articulate a more pointed sociadnée research a community’s past, to
brand a community identity, to heal the local riverfital something productive for kids to do
after school, to reduce crime in a neighborhood, to wamsfan empty lot, or to help an
economically stressed community inventory its asset€am up with a product or service they
can market for themselve8.”

Elsewhere, Durland observes that often this work is ddtessed in art-critical terms, but rather, in social and
political terms’ And, sadly, Art in the Public Interest's Community #\filetwork, which had invited and
collected writings on arts of, with, and by people seesto exist as an active site when funding wa<’ lost.

Still, the history and the stories are there. My ligrand filing cabinets bulge with just a tiny bit of what exist
The stories go back decades—even centuries—depending on rehdtybu’re unraveling.

* Straight, MichaelNancy Hanks: An Intimate Portraibuke University Press, 1988, p. 80-81.
® Gard, Robert EThe Arts in the Small Communityniversity of Wisconsin Extension, 1969, p. 4.
® Burnham, Linda Frye and Steven Durland, “Help Wantedgh@anities Reach Out,” Community Arts Network/API Online,
February, 2007ttp://wayback.archive-
it.org/2077/20100906203654/http://www.communityarts.net/readingroohivefiles/2007/02/help_wanted com.pihmvnloaded
January 17, 2012.
" Durland, Steven, “Notes from the Editor” igh Performance #65/0l. 17, No. 1, Spring 1994, p. 10.
8 Archived articles can be foundfattp:/wayback.archive-
it.org/2077/20100906194820/http://www.communityarts.net/apinews/index.php
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In the following chapter, Bill Cleveland includes defioits of many terms inherent in his concept of
“‘community-based arts development.” Integral to thend&fns are core foundational values. For instanee, h
defines community development in general: “a set of wlaed practices which play a special role in
overcoming poverty and disadvantage, knitting society tegeththe grass roots and deepening democracy.”
He defines arts-based community development: “commuitgd arts activities that equitably and sustainably
advance human dignity, health and productivity; that edumadleinform us about ourselves and the world;
inspire and mobilize individuals or groups; nurture and heaplpeand/or communities; build and improve
community capacity and/or infrastructure.”

It's worth foreshadowing Cleveland’s definitions here.aVitn fact. For in addition to speaking an aesthetic
language that synthesizes process/product, that synthesizesimgéachnique, practitioners of arts-based
community development share caadues they believe in the worth, dignity, and voice offalople; and they
believe in the importance of a decent and meaningfldctole life.

Who are some of the people who have paved our way dimengs$t century, whom we can claim as ancestors
for this language and these values, and from whom we @aw idspiration? Let’s meet a few of them, ask
them to walk with us and give our work their blessing.

EARLY TWENTIETH CENTURY: URBAN

The start of the ZDcentury was a time of great social ferment. W.E.BB®is was writing about race and the
many facets of segregation and cultural liberation, baéggnin 1903 withThe Souls of Black FalkHe said that
“the beauty of truth and freedom which shall some dagueheritage and the heritage of all civilized men is
not in our hands yet and that we ourselves must ridofeealize.”

But later in that same speech DuBois says,

“We must come to the place where the work of artrwiheppears is reviewed and acclaimed by our
own free and unfettered judgment. And we are going te hareal and valuable and eternal judgment
only as we make ourselves free of mind, proud of bodywsidj soul to all men.

And then do you know what will be said? It is alreadying. Just as soon as true art emerges; just as
soon as the black artist appears, someone touches ¢herrélee shoulder and says, ‘He did that because
he was an American, not because he was a Negro.... & isuman; it is the kind of thing you ought

to expect®

Indeed, scholar Cornel West believes that DuBois fouhessential for intercultural dialogue, creating “an
atmosphere and context so conversation can flow haticath and we can be influenced by each otHeAt

the same time, the Settlement House movement waswiageat a place like Hull House in Chicago, new
European immigrants could take night classes and could dawut their new culture, while staying attuned to
their old. Jane Addams describes putting rooms with musisaluments at the disposal of families so that
music from home could be remembered and passed on toxthgemeration. At the same time, there was an art
gallery, a crafts school, a theater, a music progiadeéd, the National Guild of Community Schools of the
Arts claims Jane Addams as their progenitor), and thexaroght find both “high art” events as well as topical
or culturally-specific exhibits and shows. Indeed, Addanttstfeat—in the spirit of W.E.B. DuBois—the arts
could help transcend cultural barriers; she describescatsing Negro music, drama, poetry, and art as a way

° DuBois, W.E.B., “Criteria of Negro Art,” in Lewis, Davlevering,W.E.B. DuBois: A Readdfenry Holt, 1995, p. 512 and 514.
19 \West is quoted in Applebome, Peter, “Can Harvard's Posse Alter the Course of Black Studied®w York Timed\ovember
3, 1996.
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of addressing racial animosity.[Editor's note: The preceding chapter on the Pillsburyuséo Theatre
documents a legacy of the Settlement House movement.]

Pageantry grew with the Progressive movement of soefarm, and—alongside the National Child Labor

Committee, the National Association for the Advanceiad Colored People, or the Playground Association of
America—the American Pageant Association was found@d1i8, with an aim of reforming the arts as well as
improving American life. To many of us in the®2dentury, the word “pageant” connotes superficial spectacle
not so, a hundred years ago. The choreographers, mgsiaiath playwrights of the movement felt that in

capturing the meaning of a place through drama, in engagingemas people to tell the stories of their pasts
and aspirations for their futures, they were creatingva, powerful movement in contemporary art, creatimg a

“‘expanded role for art in modern society, in contrstthe conservative genteel ideal of elite cultural
leadership.*?

The members of the APA agreed “that pageant productiond beua powerful force for change in American
life and they believed in pageants of quality,” unitingaard democracy, “mobilizing citizens for various tasks
and encouraging them to participate in a secular comynuitital.”®> A paper presented at a sociology
conference in 1914 was entitled “Municipal Pageants as ®@est of Race Prejudice.” Although the focus of
that paper was primarily on prejudice towards new Eurofearigrant groups, in 1925 W.E.B. DuBois urges
the people of Los Angeles to attend “The Star of Ethidpa grand pageant about “the history, real and
legendary of the Negro racd&with an African-American cast.

In Boston in 1909 an introspective process was underwamnittees studied conditions of public health,
religion, business, labor, immigration, parks, educatwisons, and more. Representatives of each committee
sat on the “Boston 1915” super-committee whose goal avéiad a way to institute significant improvements
by 1915. The Boston 1915 committee decided that a pageant cokdy be the process, and they contracted
with a young playwright, Percy MacKaye, to coordirtde effort, synthesizing findings and issues of the many
committees into a grand, engaging show. “Cave LifeCity Life” involved, literally, hundreds of ordinary
people, bound by the organizers’ beliefs that working togetire the show would lead to intergroup
communication, a better understanding of collective isaugba new commitment to working together to solve
them. “Indeed, middle-class young people from the CuchoS8I of Expression performed as Dust Clouds and
Disease Germs alongside immigrants from Hale House, depacted Flames.... The Boston Teachers’ Club
dramatized The City of the Future.... One reviewer wrote tatm pageant, ‘Commonwealth Avenue and
Beacon Street met with the North and West EAg.”

MacKaye was also invited to do a pageant in St. Louis in IPlid.number of participants of “The Masque of
St. Louis” was staggering, although they were primarilypiee@f European-American descent despite the
relatively large African-American population in theyciParticipants included a 100-piece orchestra, a 500-
voice chorus, a total cast of 7,000, and there was ousdading for 43,000. This pageant was coupled with a
national Conference of Cities; the largest city in estelbe was invited to send an envoy who represented “the
best things in the progress and development of [thgt] choreover, “the representative should also be tble
take part in the drama himself, to appear to advantage rselaxk.*’ The conference, whose theme was the

| asch, Christopheflhe Social Thought of Jane AddaBebbs-Merrill, 1965. See, for example, p. 51, 193, and 207-8.

12 Glassberg, DavidAmerican Historical Pageantry: The Uses of Tradition in the ¥Edwentieth CenturyUniversity of North
Carolina Press, 1990, p. 283.

13 Prevots, NaimaAmerican Pageantry: A Movement for Art and DemocratiMl Research Press, 1990, p. 9.

4 Prevots, Naima, p. 17

' DuBois, W.E.B., “A Negro Art Renaissance,” from theslAngeles Times; reprinted in Lewis, David LevergE.B. DuBois: A
ReaderHenry Holt, 1995, p. 508.

'® prevots, Naima, p. 30-31.

Y Prevots, Naima, p. 20-21.



democratization of art in city life, addressed topicsrr‘Folk Dancing in America” to “People’s Orchestra” to
“Municipal Recreation: A School of Democracy” to “Hunizing City Government.”

Perhaps the big idea of pageantry can most clearly benatimed by three successive chapter titles of
Glassberg’sAmerican Historical Pageantry'The Place Is the Hero.” “Community Developmenths Plot.”
“To Explain the City to Itself.”

Or, more poetically, it is summarized by playwrigleréy MacKaye: pageantry reflects “the half-desirehef
people not merely to remain receptive to a popular adted by specialists, but to take part themselves in
creating it; the desire, that is, of democracy congilstéo seek expression through a drama and the people, not
merelyfor the people*®

EARLY TWENTIETH CENTURY: RURAL

And what was happening in rural areas? Pageantry wasiotdy stn urban phenomenon. In 1914, “The Social
Center Pageant” was presented in the tiny town of Satyk Blisconsin, attracting a crowd of 4,000 people
from miles around. Wisconsin was at the forefront @ngnprogressive reforms including that of creating
Social Centers—places where people from all walkdetbuld gather to discuss ideas, to work out democracy
“down on the ground.” “Sauk City’s Pageant was a celadmadf that city’s decision to fully adopt the structure
of the school as Social Center. Additionally, thegrevthe first community in the nation to fully adopeé th
structure in which the Principal of the school becaneedtficial ‘Civic Secretary’ of the community® Ethel
Rockwell of the University of Wisconsin-Extension’s Coomty Theater department directed the pageant
(assisted by Zona Gale, later the first woman to witubtzer Prize for drama), which moved from venue to
venue throughout the town, culminating in a scene at Tdalhwhere “the Town Board and School Board
officials then lofted the symbolic ballot box to thehoulders and marched with it out of the Town Hall
followed by the crowd of citizens, to what was to ke new home—a seat of continual learning and open
inquiry: the School House®

1914 was an important year in rural America, for it wlaesntthat Congress passed the Smith-Lever Act,
creating the federal Extension Service. Of the tenctibgs of the Extension Service—such as advancing the
educational and spiritual needs of rural people; building a@iren of rural life; fostering cultural, social,
recreational and community life—almost all invited aatikes, artistic response. Today, Cooperative Extension
describes its state offices as being “staffed by oneose mxperts who provide useful, practical, and research-
based information to agricultural producers, small busines®is, youth, consumers, and others in rural areas
and communities of all size$"So today we may think of 4-H or agronomy when we think dgéfsion, but

this was not always the case. In 193he Arts Workshop of Rural Ameristudied the surge of rural art-
making throughout America, and described many Extension 8ewarkers as, in effect, circuit-riding
community arts developers.

“The story of the cultural contributions of the RuratsAProgram of the Agricultural Extension
Service has never been fully told.... These activitiesdaeply rooted in the soil.... Over wide
areas farmers are interested now in opera as well esrn and hogs, in drama as well as in
cheese and cream, and in folk dancing as well as in whdatadtle.... We are accustomed to
hearing the voices of the little-theater groups in itsend larger towns.... We are not so
accustomed to the new voices now making themselves heandtlie plains, the prairies, and

18 Prevots, Naima, p. 87.
¥ Drury, Gwen, “The Wisconsin Idea: The Vision Thatddawisconsin Famous,” online http://www.ls.wisc.edu/documents/wi-
idea-history-intro-summary-essay.pdbwnloaded 1/3/12, p. 57.
%0 Konnack, Sally, on a 2005 note accompanying the scrifiit# Social Center Pageant,” Freethinkers Hall tjgr&auk City, WI.
2 hitp://www.csrees.usda.gov/Extensidaivnloaded January 16, 2012.
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the mining communities, and from little, remote plaitethe mountains.... They are the voices
of men and women who have struggled through drought, théts, dnpassable roads, dust and
hail storms; who have fought grasshoppers, chinch bugs, ardaust

As we explore the art-making encouraged by the ExtensiovicBewe meet remarkable people. At North
Dakota State University, Alfred Arvold was professor ofnclrafrom 1914-1953, with a partial appointment in
Extension. His Little Country Theater was intendedbéoreplicable by any of his students in barns, fields, or
town halls when they returned home to their farm towtes.urged his students to create pieces of theater or
dance from the life they knew, and to see creativitpas of a whole life that included sports, food-making,
beautification (his drama students planted lilacs alomgrdad from Fargo to Grand Forks every spring),
theater, conversation, and democracy. In the attiveatize Little Country Theater, Arvold created the Limco
Log Cabin Room, a replica of the interior of the cablreve Abraham Lincoln was born, and after a show, the
audience would be invited upstairs to join the cast in d amha discussion of issues important to them.

At Cornell University at about the same time, AlexanBeummond—who was considered to be one of the
“greats” of the American theater at the time—was damgilar work. Like North Dakota State University,
Cornell was a Land Grant college and Drummond took #w@dusly. His students left Cornell trained for the
New York stage—but they could also be trained for workragrrural people, helping them create their own
theater. Drummond put an ad in thmerican Agriculturalisimagazine, urging anyone from a small town or a
farm in upstate New York to come to Cornell for help turrangtory about his or her life or community into a
script, and then for helping turning the script into a stggay.

And at the University of North Carolina, Frederick Kocleeamtemporary of both Arvold and Drummond-was
urging the people of North Carolina to write “folk pldy&pitomizing the saying, “Write what you know!” he
stimulated the writing of hundreds, if not thousandglays by “ordinary Americans,” addressing the meaning
of their lives and their communities. He believed thla¢ American dramatic renaissance, befitting a
democracy, would be intensely local, “a drama as matgdsand as multi-colored as are the peoples of our
American states—an American regional drama ... whichim#irpret the interestingness and the rich vawéty
our American life in a drama worthy of the struggles, délchievement and the common vision of all our
people.” The folk plays dealt with rural mountain life, wistories of labor struggle, with the historical stories
and myths that made up North Carolina’s collective idgnfihey included an anti-lynching play, “Country
Sunday,” commended by the Southern Interracial Commissioth another, “According to Law,” about an
innocent Black man caught in a white man’s court. Theld®x a play about Durham slum life. Some of his
students returned to their native countries—Egypt, Mexiterding to stimulate folk playwriting at home;
others stayed to stimulate folk playwriting at home, Lasetto Carroll Bailey hoped to do with Negro
playwriting from her post at Shaw University in Raleigh

PROGRESSIVE POLITICSAND ARTS

Let’'s return to Wisconsin, state of the Sauk City page®&he Wisconsin ldea, grew out of the state’s

Progressive politics in the early2@entury. It reflected a deep commitment to public educatiha pledge

by the State and the University of Wisconsin to provide tbeest, most useful ideas to the people of

Wisconsin, access to higher education for all, and thH#iment of everyone’s talents—be they engineering,

banking, or art. The University especially assisted enasd drama in those early days of the Wisconsin Idea.
In 1928, University President Glenn Frank was asked to wpteface to a play, “Goose Money,” published by

the College of Agriculture. He captured a facet of thedafsin Idea when he wrote, “Agriculture is a life as

well as a livelihood. There is poetry as well as pradacon a farm. Art can help us to preserve the poetry

22 patten, MarjorieThe Arts Workshop of Rural Ameri&glumbia University Press, 1937, p. 3-4.
% Frederick Koch, quoted in Patten, Marjoride Arts Workshop of Rural Americ@olumbia University Press, 1937, p. 6.
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while we are battling with the economics of farmif§l"ater, Frank said, “There’s a gap somewhere in the soul
of the people that troops into the theater but nevettymes a folk drama...The next great dramatic renaissance
in America will come when the theatre is recapturedftbe producers by the people, when we become active
enough in mind and rich enough in spirit to begin thetimeaf a folk drama and a folk theatre in Ameriéa.”

Dean Chris Christensen, of the College of Agricultugeead. He believed that an agricultural education must
include poetry as well as production, and to this end he enedian artist-in-residence who could help farm
people express this poetry. Said to be the nation’sdfitist-in-residence—and not in an art department, bamin
agricultural college!-John Steuart Curry's job was teisisanyone who wanted to paint, to capture and
communicate their personal vision. Curry began his jobOB6 and the idea caught on fast. Soon there were
scores of rural artists “painting what they knew,” ewdrgre in the state, joining Curry’'s Wisconsin Rural Art
Project (which still exists today as the Wisconsin Begl Art Program).

Robert E. Gard was a student of Alexander Drummond@aabell, and he was captivated by the notion of
rural people creating their own plays, about their oveuds. He had heard about the Wisconsin ldea and
Wisconsin’s Extension programiand in 1945 he was offered the opportunity to do in writimd @aywriting
what Curry was doing in the visual arts. He created tiszdsin Idea Theater—a theater that was not a place,
but an idea as big as the state: the idea that all paoplereative, with important stories to tell throughtpoe
prose, drama. IGrassroots Theateg seminal book that linked creative arts to a “sengdack,” he recalls a
creative writing workshop that he offered in 1948. Thedltays sped by in conversation, spontaneous acting,
dialogue. At the end of the whirlwind he marveled at thdéopnad sense of theater they had shared. One of the
participants responded:

“There must be a great, free expression. If the peafpWisconsin knew that someone would
encourage them to express themselves in any way theg chibere would be such a rising of
creative expression as is yet unheard of in Wisconsintavauld really all be a part of the kind
of theater we had had these past three days, fowhiode expression would be of and about
ourselves.?’

The Wisconsin Regional Writers Association—still gpstrong today as the Wisconsin Writers Association—
was born in this moment, attracting scores, then hundretishan thousands of people statewide who wanted
to write, and who supported one another in their writifige Creed of WRWA was a beautiful statement of
belief, penned in 1950, saying in part, “Let us believe in e#loéroremembering each has tasted bitter with
sweet, sorrow with gladness, toil with rest. Let ubele in ourselves and our talents. Let us believe in the
worth of the individual and seek to understand him, fomfigympathy and understanding will our writings
grow.”® Though the name has changed and the purpose statemegtttly stiodified from the original Creed,
some of the original words, and all of the originaémitstill exist: “...the democratic process of government is
safest in the hands of an educated, enlightened peopepuatticipate actively in the democratic process
through the well-written word®

Gard’'s work in Wisconsin grew, and by the 1960's he was emvmgjorural arts councils throughout
Wisconsin. He secured the first National Endowmentttier Arts “access” award for rural America in 1966,

% Frank, Glenn, in Mrs. Carl Felton, “Goose Money,” Wity of Wisconsin College of Agriculture, 1928, Foreword.
% Frank, Glenn, quoted in Gard, Robert Grassroots Theater: A Search for Regional Arts in Ametitrdyersity of Wisconsin
Press, 1955, p. 95.
% |n fact, there were two “Extensions” in Wisconshe-federal Cooperative Extension network as well asUthigersity’s own
Extension Division.
" Gard, Robert E Grassroots Theatep. 217.
2 Wisconsin Rural Writers Association, “Creed,” WissinRural Writers Association Newsletter, summer 1957, p.
29 Wisconsin Writers Association, “Purposeftp://www.wiwrite.org/aboutus/index.htm downloaded Janua3032.
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from which his seminalhe Arts in the Small Community: A National Plamerged® These arts councils
would encourage new work, would link the arts to other impoiteal issues such as economic development,
health, religion.

Gard drew on the thinking of Baker Brownell of Northwest&niversity in shaping the Wisconsin Idea
Theater and in articulating its importance in communityettgpment. Brownell may have been the first person
to use the term “community development;” and he belietaat the arts—especially theater—have an important
role to play in the community planning and community organiziroggss. He was brought to Montana after
World War Il by the Chancellor of the University of Mana to help small towns rethink their future. Just as
Gard had called on Brownell as he articulated the gblne arts in Wisconsin communities, so did Brownell
draw on Gard as he planned the Montana préfeBrownell worked with a Montana playwright to help
synthesize the thinking of local community “self-studg'amittees, just as Percy MacKaye had done in Boston
40 years before. Perhaps the best-known of the drdratisesulted was “Darby Looks At Itself,” presented in
1945, when Darby was in economic crisis resulting froendlear-cutting practices that had taken most of the
timber. As part of the drama the town aldermen conductezheng on stage, voicing support for the self-study
group. Among the play’s protagonists was the Deuvil, reptese “outmoded thinking.” At the end of the play,
an old lumberjack shouted:

“Qur logging jobs are shot...because fifty years ag@nty-five years ago, ten years ago, we
listened to men like this devil here instead of men of misio saw then a simple truth that is so
pathetically clear now—that you can't cut all the tinfb@m our Bitter Root forests and still have
forests.” A wave of restlessness went through the wiblwoodsmen. They moved forward
against the devil and hurled him from the stafje.”

THE WPA

No doubt people like Gard and Brownell were influenced by Wwrks Progress Administration’s arts
programs during the Great Depression of the 1930’s. These hold experiments in writing, art, theater,
music, and dance that both put professional artists toaslork and provided thousands of opportunities for the
public to see professional caliber shows, often forfilsé time—over 1,200 plays were produced; there were
over 1,000 performances per mofitiThere were plays and puppet shows that toured to ruras$ amed to
Civilian Conservation Corps camps; shows in Englisrgnéh, German, Italian, Spanish and Yiddish;
culturally-specific shows; new versions of classicss@@ Welles’ “MacBeth” set in the Caribbean with aln al
African-American cast was popularly known as the “Voottaxbeth”); traditional versions of classics as well
as new scripts; the issue-based skits of the “Livingdpaper;” a radio theater; and a theater for the bhnd i
Oklahoma to mention but a few. “Special emphasis viesed on preserving and promoting minority cultural
forms. So, for example, black theater companies wesebledted in Birmingham, Boston, Chicago, Hartford,
Los Angeles, New York, Newark, Philadelphia, Raleiglm Beancisco, and Seattle—all places where economic
and social conditions had made it impossible for bladatdr to exist outside of the fast-disappearing
vaudeville stage™

Most of the WPA art projects fall into the “afts people” category, but people were expressing a need to make
art for themselves. Painter Elba Lightfoot reflected:

%0 Gard, Robert E., Michael Warlum, Ralph Kohlhoff, Kieniou and Pauline Temkihe Arts in the Small Community: A National
Plan. University of Wisconsin Extension, 1969; alsdép://www.gardfoundation.org/windmill/Artsinthe SmallCommnity. pdf

31 poston, Richard, personal correspondence to Maryo Baell, September 9, 1986.

%2 poston, Richardsmall Town Renaissand8reenwood Press, 1971 (reprinted from Harper Brothgg), p. 56.

% Adams, Don, and Arlene Goldbard, “New Deal Cultural Programmxperiments in Cultural Democracy,” 1986, 1995,
http://www.wwcd.org/policy/US/newdeal.htmpl 9.

34 Adams, Don and Arlene Goldbard.,p. 11.




“We just felt that the Black minority so endowed wigthent and creative energy needed an arena
for itself. It was imperative that we had an outletoaf own. If we hadn’t the means to make
ourselves heard, we would never have been able to asswmesponsibility of our own toward
weaving the fabric of Black history™

Particularly important to mention in the context alsaf the people, then, may be the network of community
arts centers created by the Federal Art Project—100emh th 22 states, serving an estimated eight million
people®® Holger Cahill, the director of the Federal Art Projéstquoted as saying, “The core of the community
art center idea is active participation, doing andisgaand not merely seeing..>”"Perhaps the best-known of
these centers was the Harlem Community Arts Cerdperating 1937-42, associated with the Harlem
Renaissance.

While the arts programs of the New Deal were ofterthat center of bureaucratic, political and artistic
controversy, they were important in many, many ways. ikstance, they helped preserve non-Anglo cultural
forms, offering cultural experiences in many languagexygmizing regional differences in the arts, enabling
culturally-specific theater:

“[The Negro Unit of the Federal Theater Project] emptbgeme 500 blacks in New York in

mid-1936 and brought dramas that dealt with Nat Turner, Hamieman, Pierre Toussaint, and
African folktales into many Negro communities for thestftime. The Federal Music Project
gave performances in all sections of the country ofkesdnry contemporary black composers;
featured all-Negro casts in several of its operas; masjgcaial effort to preserve, record and
publish Negro folk music; conducted music instruction clagsedlacks in at least a dozen
states; and sponsored Negro concert bands in a scoitgesf... And many thousands of Afro-

Americans attended art classes funded by the Projduot i8duth Side Community Art Center in
Chicago and the Harlem Art Centéf.”

Adams and Goldbard note that the New Deal arts projeots“responsibility for our cultural commonwealth.
They took on the task of recording history—including manyspatherwise deemed too painful or embarrassing
to mention.*® In large part, however, “minority” cultures meant i8&m-American culture. Anthony Garcia,
playwright and adjunct professor of Chicano StudielSl@iropolitan State College in Denver, notes: “You are
right in your recollection that there is very littleat remains for us [in the Mexican-American communiity]
written form.... ‘Las Pastorelas’ that El Teatron@eesino produces is definitely in that category. | haveld
pasturela script as well. Not much else, but some orédrles, and a few recorded and musical scores.
Apparently the WPA and Alan Lomax missed the MexicdA€Elsewhere he suggests that this absence of
cultural documentation may be a result of a strongrgitdoy Mexican-Americans to assimilate into American
society.

“This generation...lived through lynchings, the KKK, the GrBapression, World War Il and
the Korean War. The 1950’s were marred by McCarthyisioh,té concept of stepping out and
articulating a separate identity through the arts watsypmaich repressed. For Chicanos this was
a period of pre-civil rights, where the Mexican-Amerigavanted to prove that they were white

% Finkelstein, Hope, “Augusta Savage: Sculpting the African-gae Identity,” M.A. Thesis, The City University ofeM York,
1990, p. 33.

3 Adams, Don and Arlene Goldbard, p. 8.

3 Finkelstein, Hope, p. 33.

* Bowles, ElinorCultural Centers of ColorNational Endowment for the Arts, 1992, p. 18.

39 Adams, Don and Arlene Goldbard, p. 11
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and as such should benefit from segregation rathersiféer from it.... This is why what Luis
[Valdez, founder of El Teatro Campesino in 1965] did wasecedible. The conditions [in the
1960's] called for theater as a force for an independentitigenhis did not exist in the twenty
years from 1945-65. The Chicano Movement caused all of ahexplode in a very different
way, much as it did for the U.S. theater in the 19508 early ‘60’s when post World War
writers like Arthur Miller and Tennessee Williams sougghtreate a new American identity. The
theater became their forum. For us though the theasrimthe streets because that generation
before us still struggled with the idea of an independenttiigefrom the American
mainstream...because of the fear or marginalizing thems&tes

CULTURAL DEMOCRACY

A teacher in New York City was thinking of such ideas ingbdy 1940’'s as she observed the students in her
classroom struggling with their cultural identities—and ¢ho$ their classmates. Rachel Davis-DuBois (no
relation to W.E.B. DuBois, though they were friends)ot@rthese words:

“...the melting pot idea, or “come-let-us-do-something-fottyattitude on the part of the old-
stock American, was wrong. For half the melting potdjpice in beingnadebetter while the
other half rejoiced iteingbetter allowed for neither element to be its trué .seThe welfare of
the group...means finding ways to share unique qualities arefefiffes..... Democracy is the
only atmosphere in which this can happen, whether betwel@nduals, within families, among
groups in a country, or among countries. This kind of sbasie have culled cultural democracy.
Political democracy—the right of all to vote—we have iitkd though we do not as yet practice it
perfectly. Economic democracy-the right of all to beeffrom want—we are beginning to
envisage and to plan for more courageously. But cultural dexewer sharing of values among
numbers of our various cultural groupse have scarcely dreamed of. Much less have we
devised social techniques for creating'it.”

By the 1960’s, the term “cultural democracy” was onlipe of many. The Civil Rights movement came into
its own, and with it, a surge of public expression by meutural groups, and the creation of such diverse
groups as El Teatro Campesino (Luis Valdez’ company tleat fiom the experience of migrant farmworkers),
the Free Southern Theater (John O’Neal's company thew dgrom the Student Nonviolent Coordinating
Committee), Roadside Theater (part of Appalshop, a @llaurd job-training organization that grew from the
War on Poverty in Appalachia). Scores of new organizatioesv forms of expression, new audience
awareness, new national support organizations, such as S8ueidtion of American Cultures, came on the
cultural scene in literature, music, drama, dance, andrmpesthce art. Starting in the 1960’s, warflpeople has
been4\3/isible and well-documented. Indeed, it is sometassamed that community arts was a product of the
‘60’s.

FULL CIRCLE
The 1960’s was also the time when community arts caurm@came a movement, one which started in

Winston-Salem, North Carolina, and Quincy, lllinois,1i#48-9. Today the community, or local, arts agency
movement includes literally thousands of groups in ruralngyveuburbs, cities, and urban neighborhoods.

“1 Garcia, Anthony, e mail to Maryo Ewell, August 15, 2009.
42 Davis-Dubois,Rachel, Get Together Americans: Friendly Approaches to Racial and Cultucsiflicts Through the Neighborhood-Home
Festival, Harper & Bros., 1943, p. 5-6. The term “Cultural Demogtacis said by James Bau Graves,
http://www.loc.gov/today/cyberlc/feature_wdesc.php?rec=5@tbliave first been used in Julius DraschiBeémocracy and Assimilatioh920
* Indeed, that popular resource Wikipedia says of community ‘arte term was defined in the late-1960s and spawned a
movement... http://en.wikipedia.org/wiki’fCommunity artownloaded January 4, 2012.
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These institutions, different in so many ways, all proxadeess to the arfer people, and many facilitate arts
of, with and by people. While this is not the place to describe thevtir@f these institutions, their beginnings
embody the very tension described at the beginningisfchapter—the tension of meaning inherent when we
say that “the arts are for everyone.”

The local arts agency movement is linked to the SettierHeuse movement with its mangf‘the people”
elements. The Junior League started in New York City9@1 in support of the new Settlement House on the
Lower East Side. As the League grew, becoming nationwideope, it retained an interest in the arts. Often
that interest was reflected in its support of childrethisater; but perhaps emulating the example of Jane
Addams, local Leagues sponsored more challenging work, lhsfowanstance, in 1934 the Junior Service
League in High Point, North Carolina, presented “Itchin’ IHe'said to be the first full-length play of Negro
people played by an all-Negro ca&t.Indeed, in 1939, the national League created the post obrSeni
Consultant for Community Arts—so Virginia Lee Comasabrought to Winston-Salem by the local League to
help assess the breadth of arts in the communitye@dtn which included the a labor union hall, as well as the
more traditional arts groups and venues), and to helptstanation’s first community arts council.

And, the local arts agency movement is also connectdwetRaockefeller Panel Report, with ft the people
orientation, that we encountered at the start of ¢chapter. Nancy Hanks was Executive Secretary of the
Special Studies Project of the Rockefeller BrothersdFwoordinating the study, which recommended the
development of state and community art councils througtheucountry, and Nancy Hanks’ time as Chair of
the National Endowment for the Arts is characteriagdher passion for access.

Which brings us full circle back to the fundamental iemsartsof the people? Artfor the people?
CONCLUSION

This tension is vital to acknowledge. Both are importeateed, both are vital. But they are not the same, and
too often they are confused.

Arts for people is a concept that is more tangible, more mabégeaore measurable, perhaps more easily
describable. Many are the lives that have been changed dmemnts of “access.” Many are the arts
organizations which, rightly, extend their offerirfgs people.

Arts of people is harder to describe. The artist may be at&oi or co-creator as much as a gifted maker or
interpreter. The resulting work is often difficult tescuss and evaluate in traditional arts/aesthetic tdrmes
between process/product or artist/audience are often blufieele is a dual mission: the complicated,
exhilarating, often frustrating, often liberating procedscreating community-based art is both pushing
aesthetic boundaries and building democracy, in new andrdways.

The story of community-based arts development is dingrione, and at every phase it demands that we ask
guestions like:

* What does it mean to be a human being?

* What does it mean to be of my culture?

» What does it mean to live in the place that | do?
* What does it mean to have a voice?

* What does it mean to be an American?

4 Spearman, Waltef,he Carolina Playmakers: The First Fifty Yeadiversity of North Carolina Press, 1970, p. 55.
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* What does it mean to fuse all of this into an aestliesitis thrilling, fresh, relevant, and deeply rooted
here, in my place?

The arts and cultural expression can help us expl@setquestions as nothing else can. May we call @@ tho
who have come before us, who may help guide us as vaéeca@ America of, by, and for her people, with
liberty and justice for all. There is no more importaairk.

Let us close with the words of Robert E. Gard of Wistw; these are the final wordsTihe Arts in the Small
Community:

... asense

That here,

In our place

We are contributing to the maturity
Of a great nation.

If you try, you can indeed

Alter the face and the heart

Of America’®

*® Gard, Robert E. et al, p. 98.
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