SYMPOSIUM PROCEEDINGS

LOS ANGELES, CALIFORNIA
NOVEMBER 11-13, 2004

PRESENTED BY
THE WESTERN STATES ARTS FEDERATION

W=STAF



"{Hbntit
I

SYMPOSIUM DIRECTOR:
ANTHONY RADICH

PROCEEDINGS EDITOR:
MARY HEADRICK

CONTRIBUTING EDITORS:
SONJA K. FOSS
ANTHONY RADICH

LISA BOYD

LAUREL SHERMAN
PAUL MINICucCl

GRAPHIC DESIGN:
DAVID BAKER

COVER IMAGE:
DETAIL OF CROW AND FALCONBY GLORIA EMERSON

THE WESTERN STATES ARTS FEDERATION
1743 WAZEE ST., SUITE 300
DENVER, COLORADO 80202

TEL. 303-629-1166
TTY: 303-607-9019
FAX: 303-629-9717
WWW.WESTAF.ORG



TABLE OF CONTENTS

ABOUT THE PROJECT SPONSOR

INTRODUCTION BY SUZANNE BENALLY
LIST OF SYMPOSIUM PARTICIPANTS

KEYNOTE ADDRESS: CITIZEN-ARTIST: IMAGINING THE FUTURE POSSIBLE

BY JAMES EARLY
QUESTIONS AND ANSWERS

TOPIC I: THE NEXT GENERATION OF LEADERS: STRATEGIES TO INCLUDE NEW YOUNG VOICES

IN BROADER CULTURAL DISCUSSIONS

INTRODUCTION BY JUAN CARRILLO
PRESENTERS:

RESPONDENTS:

LESLIEITO
RICARDO FRAZER
DEBORA IYALL
MARGO ARAGON
JAMES EARLY

TOPIC II: ISSUES OF INCLUSION AND ECONOMICS

PRESENTERS:

RESPONDENTS:

TONY GARCIA

SABRINA LYNN MOTLEY
JUDITH LUTHER WILDER
MICHAEL ALEXANDER
SUSAN BOSKOFF

ANNE HUANG

SELECTION OF COLOR IMAGES FROM PRESENTATIONS

TOPIC Ill: THE RELATIONSHIP OF THE LAND TO CULTURAL IDENTITY

PRESENTERS:

RESPONDENT:

GLORIA EMERSON
NEIL HANNAHS
PATTY ORTIZ

RON SENUNGETUK
PRAVINA GONDOLIA

3
39
43
45
46
41

53

61
65
n
11
19



TABLE OF CONTENTS

BREAKOUT SESSIONS AND REPORTS
FINAL COMMENTS AND RECOMMENDATIONS

APPENDIX

LIST OF PRELIMINARY READINGS

REFERENCES AND WORKS CITED

SYMPOSIUM PROCESS AND AGENDA

PARTICIPANT BIOGRAPHIES WITH INTRODUCTORY REMARKS
LIST OF SYMPOSIUM OBSERVERS

83
95

105
107
109
m
121



ABOUT THE PROJECT SPONSOR

The Western States Arts Federation (WESTAF)

WESTAF is a nonprofit arts service organiza-
tion dedicated to the creative advancement and
preservation of the arts. Founded in 1974, the
organization fulfills its mission to strengthen
the financial, organizational, and policy infra-
structure of the arts in the West by providing
innovative programs and services. WESTAF is
located in Denver, Colorado, and is governed
by a 22-member board of trustees drawn largely
from arts leaders in the West. The organization
serves the largest geographical area and number
of states of the six mainland regional arts organ-
izations. WESTAF's constituents include the
state arts agencies, artists, and arts organizations
of Alaska, Arizona, California, Colorado, Idaho,
Montana, Nevada, New Mexico, Oregon, Utah,
Washington, and Wyoming.

WESTAF is engaged in information-systems
development, arts-policy research, state-arts-
agency development, and the convening of arts
experts and leaders to address critical issues in
the arts. In addition, the organization is com-
mitted to programmatic work in the areas of
performing arts presenting, visual arts, litera-
ture, and folk arts. Programs in these areas
include activities such as the convening of lead-
ers from an arts discipline; the development of
model programs; and the sponsorship of long-
term, region-wide programs that fill a gap in
the arts infrastructure of the West. WESTAF
has also developed a number of Web-based pro-
grams designed to benefit the future well-being
of the arts communities of the West.

In 2000, WESTAF created a multicultural task
force to provide inspiration and guidance for
the organization’s commitment to multicultural
policies and values. After eight meetings in
locations across the West, the task force present-
ed a report and recommendations to the

WESTAF Board of Trustees, who adopted the
recommendations with the stated intent of
infusing WESTAF with multicultural values
and placing it on a path to evolve into a truly
multicultural organization. The trustees then
institutionalized the work of the task force and
transformed the group into a permanent adviso-
ry committee. The Multicultural Advisory
Committee now regularly meets and advises
WESTAF on a wide variety of issues. Cultural
Identity in the West was the first in a series of
planned convenings on topics related to multi-
culturalism and the arts in the West.

WESTAF is funded in part by the National
Endowment for the Arts.



INTRODUCTION

by Suzanne Benally

This symposium grew out of conversations, dis-
cussions, questions, experiences and cultural
histories of a group of people committed to the
accurate representation and the voice of and for
cultural arts of people of color, communities of
color, and indigenous people. In 2000, WEST-
AF convened a multicultural task force to guide
its development toward becoming a multicul-
tural arts organization and to assert multicultur-
al arts leadership in the West. The task force
met over a year and a half; evolving values and
principles and advancing recommendations to
the WESTAF Board of Trustees that were fully
adopted by the Board.

The dialogue among the task-force members
was a thick text of America’s personal history,
collective experiences, collisions, and intersec-
tions that reflected the complexity of the issue
at hand. Unable to lock down a definition of
diversity that would satisfy those who were
seeking definition, the task force evolved a
dynamic understanding of diversity that some-
times was a suitable container for the concept
and sometimes not. Nevertheless, a document
evolved that recognized, listened to, and includ-
ed a diversity of cultures in the arts. Specifically,
the focus was on those who have been margin-
alized throughout history and those who con-
tinue to be marginalized today.

A major concern of the task force was the iden-
tification of and contact with emerging cultural
leaders and voices among youth. The task force
wanted to engage future generations in a dia-
logue around the following questions: What
are the issues of cultural assimilation to people?
What are our rights of identity? How can we
prevent cultural genocide? How do we bring
forward authentic cultural voice and place,
which are critical to the survival of an indige-
nous people? And, finally, how can we deal

effectively with issues of inclusion and econom-
ics for arts organizations of color and indige-
nous arts organizations in a way that builds cul-
tural capacity in our communities?

These are the concerns that shaped the three
topics that were thoughtfully discussed during
WESTAF’s 2004 symposium.
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KEYNOTE ADDRESS:
CITIZEN-ARTIST: IMAGINING THE FUTURE POSSIBLE

by James Early

I am pleased to be back at the Japanese
American National Museum. This institution
provided a watershed experience for me on the
eve of the decision of the Rodney King trial,
which, many of you will remember, was very
much an explicit issue about diversity and dis-
parities among races in America. The Secretary
of the Smithsonian Institution, Bob Adams,
asked me to speak in his stead at the opening of
this museum. "You will likely be the only
African American there," he said to me.

I think back on that important occasion in my
personal and professional development for rea-
sons related to the objectives of the 2004
WESTAF symposium: Acting on the nexus
between generational transition and multicul-
turalism.

Bob Adams was and is the kind of person who
is willing to risk the security of "business as
usual.” As a world-renowned archaeologist and
anthropologist and chief executive officer of the
Smithsonian Institution, he was invited to give
his imprimatur to the Japanese American
National Museum. Rather than select a more
senior member of his staff to represent him and
the Smithsonian, he turned to a relatively
young African American (a person of another
generation, race, and cultural background) who
was always "spitting into the wind" of the
Smithsonian status quo. He did so without
overriding concern as to whether his decision
would diminish or tarnish the reputation of the
Smithsonian Institution. I know that he had
intention and anticipation that my participa-
tion in the opening of the Japanese American
National Museum on behalf of the Smithsonian
Institution would reflect beyond what the
Smithsonian might generally be understood to
be or project itself to be. We were both agents
of changing times and multicultural, genera-
tional transitions, taking risks that "our deci-

sion"—invitation and acceptance—would
reflect well, if not the best, on his generational
values and professional ways and on my genera-
tional values and evolving new professional
ways.

I arrived at the Japanese American National
Museum with many preconceptions. Despite
the positive valence many, including me, have
attached to the term peaple of color (predicated
in large measure on generalized distinctions
from White Americans and presumed unity
based on common marginalization in the dis-
criminatory practice of U.S. democracy), the
term is often used idealistically and fails to pro-
duce expected positive outcomes. I certainly
came to the opening of this museum with a
positive sense about who Japanese Americans
were and what I would expect at the opening of
the museum. But I soon learned that my think-
ing about Japanese Americans was (to be lenient
on myself) rather uncomplicated. To my pleas-
ant surprise and learning, the museum opened
with a tri-lingual exhibition—English, Japanese,
and Spanish.

The museum is, of course, about Japanese
Americans, but it is also about looking at the
city of Los Angeles and the United States
through the experiences of Japanese Americans,
which is a different kind of multicultural optic
than we often deal with, to see "them" and
"ourselves." So, the memory marker evoked by
my return to this museum is of a concept and
approach to multiculturalism that values and
projects the history, culture, and democratic
aspirations of each particular ethnic community
as an integral element of a commonly
assumed—if not fully shared—national identity
in national public spaces. Japanese (or other
ethnic or racial-specific) Americans who live
their lives in distinctive and commonly shared
ways of knowing and doing in individual and
collective ethnic and public spaces reflect a mul-
ticultural future possible for all.

That brief bit of personal history provides an
entree to the larger systemic issues addressed in
the review of the role of state arts agencies dur-



ing WESTAF’s 2003 symposium. One of the
problems set forth for exploration by WESTAF
at this year’s symposium is the fact that the
Baby Boomer generation has served for a long
time in the field and is currently blocking entry
into leadership positions by younger people.
The role, or at least potential new role, of artists
linked to professional multicultural generational
transition is critical to fostering broader, more
dynamic and encompassing public life among
citizen-artists

...the Bﬂby Boomer generation

has served for a long time in

and to imagin-
ing the future

' possible.
the field and is currently
blocking entry into leadership "People of
color" and

positions by younger people.

"younger peo-
ple" are twin
themes--and the demographic base--for the
future possible that together can reflect upon,
in unprecedented ways, WESTAF’s motto of
"Celebrating the Western Imagination through
the Arts." Or, to the contrary, if these themes
are not addressed forthrightly, one can readily
imagine a future of heightening tensions and
conflicts in the arts and society at large. So, not
only is a generational change in order, but so,
t00, is a cultural shift in how we understand,
imagine, and implement cultural policy and
administration in the rising future of the U.S.
West with a majority of people of color and
younger people. Where might/should we begin
to figure out a way forward?

I have chosen to speak to the issues of multicul-
turalism and generational transition in an
often-under-addressed dimension of the arts
and of artists: The everyday-lived lives of artists
as active, concerned citizens among the general
public who use or can use their special skills,
professional work, and status as artists to stimu-
late and entertain us in their more encompass-
ing role of fellow citizens who contribute to the
general welfare of society.

These early years of the 21st century constitute
a particularly significant time for those who are
involved in the world of arts and culture.

Cultural and artistic indices are decidedly pres-
ent in manifold expressions of racial, ethnic,
gender, religious, and national identity.
Therefore, I urge that we reflect on multicultur-
alism and generational change in relation to all
of the turmoil and conflicts we face. I also urge
such reflection in our constant search for more
secure and more expansive concepts and prac-
tices of freedom and development rooted in dis-
tinct modes of doing and knowing in all aspects
of life across the United States and the world,
including diversity of language, religious prac-
tices, aesthetic standards, cultural and arts prac-
tices, economic systems, and styles of profes-
sional work.

All too often in history and the present, the
artist has not been fully recognized as a member
of the general citizenry. Throughout time and
across cultures, the artist in every society has
been someone special—someone to be
embraced, to be admired, and/or someone to be
rejected and persecuted. Far too often, the artist
has accepted that status--as a kind of meta-fig-
ure above or outside of ordinary life--because of
the imagination, artistry, poetic voice, imagery,
and critical commentary on life he or she brings
before the general public. Now, as never
before, culture and the arts have emerged as
transversal elements intersecting the full range
of human experience and citizenship. Thus, the
notion of citizen is a much more dynamic and
encompassing concept than is the sometimes-
rarefied concept of artist or distinctive notion of
cultural worker.

Raymond Williams, who was a very important
cultural critic and historian with the British
School of Cultural Studies, noted that in the
first half of the 19th century, Western societies
began to develop a different notion about the
role and function of the artist. Prior to that
period, the artist had been seen as someone
who was simply skilled—a skilled person.
What began to emerge was the concept of the
creative artist--the imaginative artist, which led
to the concept of imaginative truth.



Consider the nexus of imagination and truth--
an imaginative truth. Stimulated by the muse,
the imagination and truth of artists operating in
the mundane present can become a medium for
all citizens re-imagining and recreating them-
selves in a more perfect future. A citizen-artist
can thus engage history, reflect and act on the
present, and go far beyond and imagine new
truths—new ways of doing things--that hereto-
fore have not been considered or fully devel-
oped.

Over the course of the next 25 to 50 years,
global politics rooted in cultural life will shift

increasingly from extreme
attention to the West
(from the United States)
and reflect the expanding

... the imagination and

truth of artists operating in

the mundﬂnepresent can

become a medium for all

cultural presence of Latin
America, Asia, and Africa

throughout the world.
Japanese Americans--and
not just the older genera-
tions but the newer citi-
zen-artists--will look
increasingly both ways across the Pacific.
Latinos and African-Diaspora and Eastern-
European Americans, among others, will also
expand and/or begin to observe and embrace
trans-national perspectives, and culture and the
arts will provide context, imagination, and
cohesion in a new multi-polar-cultural world.
The U.S. will reflect these changes as well as
hopefully contribute constructively to them.
The United States of America will internally
encounter more elastic constructs of national
identity, more expansive transnational expres-
sions of loyalties, and also a more encompassing
engagement of cultures and ranges of aesthetics
in our national and global identities.

citizens re-imagining and

recreating themselves in a

more perfect future.

What do these projections of a future possible
suggest for those of us in artistic, creative pro-
fessions? The anticipated changes in the interac-
tion of global cultures certainly encompass aes-
thetic contestations, new creative synthesis, sto-
ries, nation-identity narratives, historical revi-
sions, and changes in cultural and governance
policies. Culture and the arts will become more

transversal in intersection with social, econom-
ic, and security (safety and happiness) policies.
Citizen-artists and citizen-cultural workers cre-
ating imaginative truths can help other citi-
zens—newer, younger, and older—imagine life
in ways that they are having great difficulty
envisioning because of out-of-date, stagnant,
restrictive generational and racial, gender, and
cultural concepts that resist change and all too
frequently demean new American voices and
life ways.

Possibilities for citizen-artists to play central
roles in the social and political imaginary and
the symbolic universe of diversity that make us
distinct and also provide the cultural and cre-
ative legacies for us all—nationally and global-
ly—to find common cause, identity, and well-
being will not naturally come forth.
Generational and multicultural change requires
of us to exercise the responsibilities and obliga-
tions of citizenship. As

artists and cultural
workers, we are respon-
sible—and I suggest
obliged—to consciously
stimulate and contribute
to change. Thus, we
must forthrightly con-
front obstacles to
change and make opportunities for progressive
change.

Generational and multicul-
tural change requires of us
to exercise the responsibili-

ties and obligations of citi-

zenship.

WESTAF is more aware than most of the sym-
bolic significance of the factual observation by
Hector Tobar (chief of the Los Angeles Times
office and author of Tianslation Nation) that
Latin American immigration is changing the
culture of the United States. Los Angeles
already is the "New York" of the 21st century:
The place where a new cultural identity is being
defined. In the last years of the 20th century,
we see how Latino culture is exported from Los
Angeles to states like Kansas, North Carolina,
and Georgia in the interior of the United
States.!

Do not changing demographics require us to
responsibly reflect changes in governance per-



sonnel of arts and cultural organizations, in
vision, philosophy, and workplace practices?
Does not the meaning of democratic citizenship
oblige us to not just include "others" in the
reigning paradigms and organizational struc-
tures but to learn from them about their cos-
mographies, languages, and social and econom-
ic values and to contribute to imagination and
creation of a new public space and citizen iden-
tity in national and global arenas?

Across the United States, we increasingly live in
communities with growing numbers of
Spanish-speaking fellow citizens and residents.
We, as fellow citizens, are de facto part of the
same national community, even as we are dis-
tinct cultural elements of that community. To
deepen and expand our citizenship, citizen-
artists and citizen-cultural workers must not
simply imagine new environments but carefully
and critically examine the official cultural and
symbolic circumstances in and across which we
live.

The Japanese American National Museum,
despite the mono- or bi-lingual way many in
Los Angeles and from across the country and
around the world express themselves, imagined
and executed a tri-lingual inaugural exhibition.
If you consider that 71 percent of the students
in the Unified District of Los Angeles are
Hispanic, we should be able to easily imagine
doing things a different way from what we have
done in the past. We should readily see and act
on adoption of culturally diverse personnel and
management perspectives and policies that
encompass and reflect the world of actual citi-
zens and residents through whom the creative
imagination operates daily.

The themes of generational transition and mul-
ticulturalism that WESTAF has chosen suggests
that the organization may be prepared to envi-
sion and help to create a more culturally diverse
official arts-and-culture community. To do so
requires proactive engagement with the histori-
cal imperative of the emergence of multicultur-
alism in direct response and opposition to the
mono-cultural official Anglo-Protestant domi-

nant value system and symbolic representation
of the United States. Recognition of the objec-
tive distinct cultures that comprise—and have
always comprised—the United States since
before it became a Republic is still today a con-
troversial concept.

Samuel P. Huntington, the widely acclaimed
political scientist who developed the book and
thesis, 7he Clash of Civilizations and the
Remaking of World Order, wrote in the
March/April, 2004, issue of Foreign Policy mag-
azine that the "persistent inflow of Hispanic
immigrants threatens to divide the United
States into two peoples, two cultures, and two
languages. The cultural division between
Hispanics and Anglos could replace the racial
division between Blacks and Whites as the most
serious cleavage in U.S. society."* Huntington,
no mere academic or political scientist simply
writing for the academy, asserts with authority a
cultural and symbolic identity of the country in
noting, "In the final decades of the 20th centu-
ry . . . the United States’ Anglo-Protestant cul-
ture and the creed that it produced came under
assault by the popularity in intellectual and
political circles of the doctrines of multicultur-
alism and diversity."’

So, Hector Tobar’s thesis that there exists an
emptiness today in terms of national and cul-
tural identity in the United States and that the
Latinos are filling it with the idea that they are
really from another place, that part of their soul
comes from the land south of the Rio Bravo,*
illustrates a fault line with Huntington’s thesis
that WESTAF must, I think, take on as it steps
forward and implements generational multicul-
tural change in its missions, hiring, and gover-
nance personnel with respect to the changing
demography and concomitant cultural implica-
tions and unchanging policies about Latinos,
Native Americans, Asia-Pacific Islanders, and
African Americans. Who are they/we as citizens
in policy terms given new migrations and citi-
zenships and residencies?

As we seek in the early years of the 21st century
to make specific plans to implement genera-



tional and multicultural changes in the leader-
ship personnel of arts and culture organizations,
we should recall the pivotal roles—legacies—of
artists and cultural workers who, almost a half
century ago, engaged lived artistic and cultural
realities of multicultural communities. They
used their analytical abilities, imaginations, and
creative crafts to help portray, project, and vali-
date socio-cultural, economic, and political
options beyond the dominant mono-cultural
identity that officially characterized public life.

This is a moment in which you young people,
if you want to be a part of leadership, have to
step forth with your visions of new possibilities.
You won’t get positions simply because you are

young or because you are of
color. I think you will get
them based on two key fac-
tors. One is your ability to
discern what it is about his-
tory that is expressed in the
present older generation
that really is valuable for
this moment and for
tomorrow. What has transcendent value?
Whether they are green or pink or whatever
color, you have got to learn what and who con-
tributed to historical progress that has brought
us to this transitional moment in time.

This is a moment in which
you young people, if you want
to be a part of leadership, have
to step forth with your visions

of new possibilities.

You young adults prepared for leadership must
also find ways to convince others to follow—
and not just others of color. Let’s be frank:
Mostly White and some few other ethnic Baby
Boomer generation executives who still occupy
major positions in this country in most jobs,
including arts and culture, must be approached
and tested as individuals, not as mere represen-
tatives of groups. Many before them sacrificed
careers and some died in the civil rights move-
ment, which helped to pave the way for new—
sometimes radical—explorations in the arts and
culture. Find them and build strategies for
change.

And young adults must approach generational
change in leadership as proprietors of the whole
arts-and-culture enterprise, not simply as people

of color or as youth. So often, if we are White
women or whatever class or age or back-
ground—and certainly if we are people of
color—our approach to governance positions is
that the enterprise belongs to "them." We are
not just group representatives. If we are going
to be first-class citizens, we have to actualize
that citizenship to the fullest and be owners
with "others" of the states” arts-and-humanities
councils and national arts-and-culture organiza-
tions and foundations.

Young people, follow and push forth your ideas,
but do not become idealistic and mainly criti-
cal. The idea is not how high you can immedi-
ately fly but to step over the precipice of the
status quo, begin the transformation of mori-
bund official values and practices, and not
splash to the ground. There are going to be
struggles and low moments. But whether you

are of color or not, you are
not just the new generation
responsible for making
change. You are of the global
moment in which aesthetics,
philosophies, and socio-cul-
tural practices can break
through the old boundaries
of race and ethnicity and gender and nationali-
ty. A new world is possible if we imagine and
create it so.

In this transition to new
generational, multicultural
leadership, Baby Boomers

now in Chél}’gK must re-

imagine change.

In this transition to new generational, multicul-
tural leadership, Baby Boomers now in charge
must re-imagine change. We must remember
how the status quo responded to us as young
people, prepared, and raring to go forward. We
knew that we were ready in our 20s, although
we may have been in our 40s before we were
admitted to the table. Why would we think
that this generation, with far more access to
information and education, far more facility
about the world than we had in our youth, is
not ready to step forth? We, too, have to do for
them what we wanted people to do for us. We
have to risk learning. We have to risk peering
into the future, listening to this younger gener-
ation and thinking, "Hmmm, this is one of
those young people I should take a risk with."



We Baby Boomers came through a special peri-
od. It was a period of literally a new world, not
just a new United States. We have lived long
enough to be in another new movement called
globalization, which is more than economics.
This movement has a lot to do with the fact
that the creative imaginations of our generation
have brought us the technology that allows us
to collapse space and time and to meet and
learn about people in a global community of
culturally diverse communities with distinct
languages, aesthetics, religions, and all kinds of
social values--literally 24 hours a day.

The 2003 WESTAF symposium noted that
young people are not emerging to replace the
older generation of Baby Boomers. I suggest
they are right here with us if only we will
acknowledge, embrace, and follow them.
Perhaps we are looking for the reproduction of
ourselves as leaders.

We do not have to totally step aside. We have
many valuable experiences that we can transfer
to this generation. But they are going to help us
do this. That is just the natural law of things.
Therefore, it is incumbent upon us to look and
see what is new and engage young people from
multicultural backgrounds in learning and cre-
ating. We must work with them to not only
test themselves but to test our readiness and
abilities to imagine ourselves as members of a
new nation and world.

QUESTIONS AND ANSWERS

Michael Alexander: I would add that even in
the city of Los Angeles, a great portion of our
population does not interact with the arts. The
arts are not as much a part of their lives as we
would like. Part of our responsibility is to find
ways to be ambassadors even in these seemingly
art-full communities. We need to reach out to
the many who are part of our communities who
do not engage in the arts.

Lonnie Cooper: Maybe some of our problems
stem from the fact that we impose what we
think the public ought to be paying attention

to on the public. We are obsessed with telling
them what art forms they should be paying

attention to, not helping
them enjoy the art forms
that interest them.

James Early: I would
venture to say that the arts
and cultural expressions

Maybe some of our problems
stem from the fact that we
impose what we think the
public ought to be paying

attention to on the public.

are inherent elements of

human existence no matter what your cultural
background, your class background, your for-
mal education, or lack thereof. Some kind of
symbolic expression, some kind of artistic
expression, some notions—be they categorical
notions, be they narrative notions of aesthet-
ics—are operating all the time. You cannot get
up in a Black community and sing a blues song
and be applauded simply because you said this
is a blues song. It is about a dialogical conver-
sation. It has got to be something so attractive
that someone says, "Ooh." Something to
which someone responds, "Wow." You cannot
get up and write haiku and declare, "This is
good poetry." Therefore, the linkage between
artists and audiences is a social reflection that
addresses or reflects the artist’s interests and
stimulates or provokes the audience.

The problem is that we, the public servants,
need to be servants in the representation of our
citizens. We are often the bridges to the public
space, and we are often the presentational link
between artists and publics. That public space
belongs to all of us, even as artists assume dis-
tinct and often distinguished public space roles
and identities. We need to inform communities
on how to access public space and, in the
process, expand the notion and the complexity
of the public space. That is a challenge we all
face.

We face a huge challenge in the area of lan-
guage. New immigrants don't come in saying,
"I am not going to learn to speak English."
They come in on the margins, in peripheral res-
idential areas, in which they are speaking to
like-language groups. Our challenge as public
servants—and this would be the analog to the



arts and culture, I think, as well—is how we do
two things. How do we put language facilities
at the natural points of entry where people are
coming and also to say that we recognize and
respect the cultural expressions that you bring?
This is also what we should do in the public
space, which means that these spaces will
become bi- and multicultural. But it also means
we, t0o, can become multicultural.

Right now, even those of us who have multicul-
tural philosophy are still too mono-cultural in
our practice. We have not recognized or fully
embraced the multicultural reality. We still
think too much in an old categorical way of
thinking that arts and culture are sort of expres-
sions of a particular kind of person. I don't

who have multicultural philos-

ophy are still too mono-cultur-

mean racial and ethnic
Rz'ght now, even those ofm because those categories
can apply to any group.
But the notion that all
citizens are integral to an
understanding of the arts
and culture is not com-
monplace. There is no citizen who does not
have an aesthetic sense. There is no immigrant
who does not have an aesthetic sense. Is aesthet-
ics a term of art for them? No. But give them a
choice, and they will make sensory decisions on
what is good, true, and beautiful to them. Ask
them why, and they won't give you a categorical

al in our practice.

answer. They will give you a narrative answer:
"I felt, I feel, I thought.” Our challenge as the
professionals who work with categories and
analytical propositions is to try to reflect that in
public policy. This is where I think we have to
take ourselves a lot more seriously. That's not a
critique of us, but it is meant to be a motiva-
tion for us.

Judith Luther Wilder: So isn’t art inherently a
place to develop conflice? We are all comfort-
able in our own language, and each of us com-
municates to others through language--individ-
ual language. We have to write within a lan-
guage. Isn't art inherently a place of misunder-
standing? If we are speaking of that place—a
creative place—don’t we necessarily develop
points of conflict?

James Early: 1 would suspect that, in the early
days of humankind, that was probably the case.
We saw or heard something different, including
a representation of art. It was so jarring because
of little experience of comparison of expres-
sions, so fear and misunderstanding and conse-
quent conflict may have happened. But that's
not the historical moment in which we live.
Despite ongoing conflicts, we live in an era in
which we can access almost anything. Even that
which we have never seen before, we can find
out about, find some reference to it. Now it
may be a point of contention, but that may not
be conflict. That's where opportunities of learn-
ing can exist. This is where we get into the pub-
lic space--those of us who are involved in policy
and those creators involved in art making.

We can together play a most important role by
saying that the human circumstance is a fairly
common one. What makes it uncommon are
the multiple, infinite ways in which we express
common concerns, common interests. That's
what makes us culturally different. We use the
old example that one culture might have X
number of designations for the word "snow."
Another culture may have two. We are looking
at the same phenomenon, but we are experienc-
ing and interpreting it in very diverse ways.
There is no reason why that should be political
except if we are so wedded to our own con-
struct that we disavow

another. This is a problem
with the Samuel B.
Huntingtons of the world
and their insistence on an
Anglo-American construct
as the embodiment of
being American. I read into
that construct the ominous inference that "all
of these Spanish-speaking Catholics are threat-
ening." Why would they be a threat necessarily
to the Anglo-American paradigm? Why can't

If the South Africans can
have 11 official languages,

why can't we at least own

up to two?

we imagine a more expansive democracy reflect-
ing the growing numbers of different religious
communities--Hindus, Santeria practitioners,
and so on? If the South Africans can have 11
official languages, why can't we at least own up
to two?



So I don't think that art is necessarily a site of
conflict. I think it is figuring out how we can
help people inform themselves so that they can
mediate with each other within and across aes-
thetic, social, and philosophical spaces, not nec-
essarily how we hand policy down to them and
how we mediate for them. Again, if I go back
to the example of the Japanese American muse-
um, by bringing those three languages into that
museum, they were saying first to their home
community that this is also integral to who we
are. We are not just singularly Japanese
Americans. We are also related to the "other"
citizens with languages in this public space we
share.

Geoff Gallegos: When the art is good and so

is the audience, there won’t be a conflict.
James Early: Do you want to expand on that?

Geoff Gallegos: Take an artist who is in the
service industry and not looking at art as a
commodity. An artist working in LA, where it
is more for a profit, might not do this, but an
artist who has a particular viewpoint that is on
behalf of their community will. Art is different
to different audiences. And if they do it well, I
don’t necessarily see that as a conflict.
Everybody is happy. We bring our art to them,
and we say, "This is where we are coming
from." This is a real service. In part, there is a
spiritual answer. Can we bring art to the com-
munity as a means to say, "Here we are and
here is where we present it"? And if we do it
well, isn’t that a good in itself?

James Early: But take jazz, for example, the
history of which has been a very controversial
art form, or take the Piss Christ by Andres
Serrano. That was a very controversial art piece.
It spoke to a lot of us, and a lot of us felt that it
trampled on our most intimate perspectives of
our religion. In that regard, there certainly was
tension, and there certainly was conflict.

There is a positivist view of art that is art is
good. If we are coming from different cultural
perspectives, different learned behaviors, differ-

ent traditions of how we understand what is art,
that's not necessarily so. The challenge is how
to set up a public space that frames controver-
sies as educational opportunities and thus an
alternative to destructive conflict—a situation
that does not necessarily provide a panacea that
resolves something but gives us the confidence
that we can continue to try to negotiate and
mediate the conflict. That is, I think, the demo-
cratic challenge. And this is where the artist
plays a crucial role.

Lonnie Cooper: You mentioned how we have
instant access to just about everything. But I
would think it is the nature of humanity to
look at the things we agree with. Do we not
also look only at those things that are part of
our belief system so that the problem is that,
yes, we all have access to everything in the
entire universe because of the Internet and
everything else, but we don't go to those things
regularly. I live in a very, very conservative com-
munity in northern Colorado, and I talk to
people, especially coming up to these elections,
and they do not look to the other side. The
truth is that happens from both sides of the
aisle politically. It happens as well among the
community of artists. It happens from people
who are religious. It happens from every other
aspect. People tend to stay with things that are
comfortable, with what is known to them--
whether that is ethnic or religious or racial or
sexual or anything else.

There has always been a conflict in bringing the
unfamiliar to bear, bringing in the "others."
There is an "other" that’s important. That is a
natural conflict of America because there are so
many "others" coming in all of the time. I
think that sort of thing that we as art profes-
sionals—cultural professionals or whatever you
want to call us—that’s part of our job. The gen-
tleman over here talks about how he brings
learning. That’s exactly part of our job. It is to
make people understand that there are different
ways of thinking. Yes, it has been these sources
of conflict for some people. I think that’s a nat-
ural thing, but I think you make a great point
at the end that that is part of our responsibility:



To show people that there are other ways of
thought and other ways of thinking. Trying to
do it without confrontation and conflict may
not be possible. Sometimes, you have got to

...that is part of our respon-
sibility: 1o show people that
there are other ways of
thought and other ways of

fight them to get your
point across.

James Early: I totally
agree with you. I think the
artistic and creative and
cultural community must
revisit some familiar mod-
els that are not reflected on a lot. I worked with
artists once or twice from India from communi-

thinking.

ties in which, when a cow dies, there is still a
male-dominated culture that says there is a
witch in the community. And a woman might
die for that. A woman may be selected out as
the witch and killed because of the economic,
the mythical, and the cultural values of that
cow and the male supremacy, although that
may not be the term that is used. Tradition may
make it difficult—if not impossible—to get
men to discuss these issues with women. But a
woman dramatist is able to come in and say, "I
do theater," and she is able to talk to them and
other people in the community and then to do
a dramatic presentation of the issue that creates
a new public space for reflection and possible
transformation. The drama becomes the public
square; it becomes the mediating institution.
Men who were ready to identify some woman
as a witch come and sit and may find them-
selves enlightened.

I had the following experience with other col-
leagues at a Smithsonian Institution Folklife
Festival with representatives from rural commu-
nities in Latin America and the Caribbean,
some of which are communities made up
chiefly of descendants of enslaved Africans, in
which the tradition is for men to play drums.
They were from Surinam, French Guinea,
Jamaica, and the Texas-US border. All these
men are playing drums. And in one group, a
woman is playing drums. A discussion ensues
about tradition and the appropriateness of a
woman playing drums. And the political repre-
sentative of the Jamaican Maroon community

group with whom the woman is playing
explains to other tradition bearers—also descen-
dants of various Maroon communities in the
Americas—that the primary leader against their
enslavement was a woman. Three years later, we
learned that these groups had a follow-up meet-
ing, prompted by the role of a woman in a tra-
ditional musical group, about the general roles
of women in their societies that extended far

beyond the playing of drums.

Another example: I was in Cuba about five
weeks ago. I was told there was a significant
controversy in the Afro-Cuban religious com-
munity because three women had been made
priests. One was from Venezuela. Another optic
into the democratic influence of cultural artistic
expressions.

We, in arts-and-culture work, carry a big
responsibility that requires taking ourselves per-
haps more seriously than we have in recent
times. I think it can be argued quite easily now,
bolstered by empirical demographic data, that
arts-and-culture issues are front-line issues.
When we bring these extraordinary new immi-
grant and/or new citizen-artists onto downtown
public stages, and many—not all—of them
return to the most horrible apartment complex-
es with lack of proper heating and lighting and
so forth or low-income employment, we are
connected to that community through art in
ways in which many social workers are not con-
nected to the people.

How do we then handle (or do we?), particular-
ly in the arts, that special citizenship connec-
tion? There are no easy answers, but there are
issues we must address.

Margo Aragon: There is an issue I would like
to talk about and that is people feeling very
comfortable within their own culture. Can we
imagine that there are people who get bored
with their own culture? To talk about the influ-
ence of the "other" that James says is possible--
and that is true--there are people who are bored
with their own culture. We need to provide
opportunities for them to invite or be invited



into the "other" that they don’t know. They
understand there is something out there, but
they don’t know what it is. I talk about that

Can we imagine that there
are people who get bored

with their own culture?

from my own perspective. |
have moved into a place in
Idaho that happens to be
mostly Anglo. Through them,
I was introduced to people
who were Nez Perce Indian

people. I didn’t know anything about them but
became part of a culture, which was introduced
to me because I was living in a different place.
In so doing, great things have happened. This
whole re-imagining that we talked about and

taking ourselves seriously in a cultural way
moved me far beyond anything that I thought

was possible.

Leslie Ito: I just wanted to thank you for your
comments about the elasticity and the elastic
identity. To be honest, when I got the call
about this symposium, and I saw multicultural-
ism and identity was the subject, I thought,
"Oh, my." I wasn’t quite sure I should come. I
am really glad that you set this tone for us to
talk about these issues because I think it is real-
ly important to look beyond the traditional def-
initions of multiculturalism and identity. As a
young person, I think that identity is so much
more fluid in my generation, and even the half
of the generation beyond me. My sister is six
years younger, and her friends are not talking
about being Asian American or being a lesbian
or whatever. It goes beyond that. I think the
fluidity is in the arts. Artists don’t consider
themselves simply painters anymore. Or you
are dabbling in all different kinds of media
because we have this accessibility to acknowl-
edge an idea that is much more open. It leads
us into this more fluid kind of identity. I think
sometimes it is misconstrued as a lack of pas-

sion or not being consistent—having some sort
of ADD or something. I think it’s the nature
of what we are working with these days.

James Early: This particular moment in which
we live is also referred to as the information soci-
ety. I know you may not agree with any of these
terms; however, I think the important thing is

for us to examine why these terms have
emerged. Do they hold any significant mean-
ing, or are they just marginal? Are they simply
invented? I think the notion of information
society is one of the synonyms for globalization
and carries a very high valence. Things are
moving a lot faster.

Regarding changing multicultural meanings
and identities among generations, I think peo-
ple of my generation tend to be dismissive of
the identity issues younger adults are dealing
with. Of course, like many of us of mixed-race
background, I can't tell you where and when
the mixture occurred. Thus, mixed race is not a
term of decisive meaning for my generation.
There is a tendency to dismiss what it may
mean for this generation. It is important that
we understand the history of aesthetics and rep-
resentation of certain kinds of artistic genres or
identity representation within specific social-
historical moments. At the
same time, it is important
that we adults not conflate
our experiences with this
new moment of issues of
mixed-race identity

Despite the persistence of
racism and racial catego-
rization, young people are
living in a different time,
which requires fresh think-

ing without abandonment

expressed by many young
people. Despite the per-
sistence of racism and
racial categorization, '
young people are living in | 0f the cross-generational
a different time, which
requires fresh thinking
without abandonment of the cross-generational

realities of racism.

realities of racism.

Another important identity subject that
requires reflection is African American. Who is
an African American today given the numbers
and diversity of African and African Diaspora
citizens resulting from the 1965 Immigration
Act? I have colleagues who have studied notions
of the vertical village in the ways new African
immigrants and citizens adapt new space and
living conditions to reflect traditional life ways.
I am suggesting that we recognize that this is,
indeed, a new moment, whether as artists or
professional cultural representatives who set
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policy and who are concerned with guiding
principles and courses of action. How we
engage these new socio-cultural lives in the
intersecting, overlapping spheres of public space
is a major, major challenge before us.

But it also means engaging policy makers who
are more at the center of gravity of where our
resources go--both human resources and budg-
etary resources. Encapsulated in those human
and budget resources are notions of value. If
our multicultural values are not represented
among policy makers, we must take on those
roles and that responsibility to engage and to
provide guidance in that arena.

If our multicultural values
are not represented among
policy makers, we must
take on those roles and
that responsibility to
engage and to provide

guidance in that arena.

Otherwise, we will continue to
be in a marginalized position.
Those creative people that we
want to serve are multiplying
on the margin of the pubic
space or outside of the public
space, and therein is a weaken-
ing of democracy—of proactive
citizen involvement in decision
making and of democratic
expression. If these new cultural citizens are liv-
ing mostly or totally outside of the public space
where most of the public institutions and
resources are, then the future possible is being
limited.

Ulysses Jenkins: I just want to say that you
mentioned something along the lines of history
and the Baby Boomer generation. Obviously,
the process that you describe in terms of imag-
ining is really at a loss at a certain point.
Working with the youth, they are looking at
this generation and its history and what it is
producing. They tend to think there is a lack of
legitimacy and the ability to get along with one
another. That has nothing to do with that back-
ground or gender--it’s like you came from that
period and, as adults, you can’t get along. It’s
the Baby Boomer generation. We are the ones
who are dealing with these particular issues and
specifics, and we simply cannot come together.
I think we have to deal with the consequences.
I think when you talk about the arts and evolu-
tion therein, the information age can give us a

1

lot of things, but, as people, we need to figure
out a few things. Technology is best for
destroying each other.

James Early: Well, I think you are right about
the significance of imagining. That was what I
was attempting to emphasize by referring back
40 years and recalling what we were thinking.
Not just about what was going on in the
moment, but we were recalling that we were
coming from generations of people whose
minds (imaginations of what could be) cata-
pulted way ahead. As young adults, many of us
found a way to productively engage imagina-
tion—to figure out how to ground it and to
make a reality.

Let me close with references to conversations
and experiences I have had with renowned
artists-activists-cultural workers whose creative
endeavors, interpretive perspectives, and organi-
zational work have made profound differences
for their generations and for those who fol-
lowed them. Each is a social individual in artis-
tic life. Harry Belafonte, now in his late 70s,
has said on a number of occasions but most
recently at an event for a project I am involved
in, Artist and Social Responsibility (with scholar-
music-producer Amy Horowitz and musicians
Bernice Reagon, Holly Near, and Pete Seeger),
that we are "carrying the burden of an unin-
structed society." I take his evaluation as a
motivation for artist and cultural workers to
draw upon history and imagination and creativ-
ity to work with people, especially young
adults, to instruct themselves. If we don't, then
the creative and democratic space in which we
live could be severely restricted.

Second, I have been advantaged to spend a lot
of quality time during the last 35 years with
Bernice Johnson Reagon, an extraordinary
artist-activist-intellectual. She often talks about
how "we must hold the positions that we
assert.”" As a historian, her exhortation is
grounded in an appreciation of the difficult
roads already traveled. As an artist, singer, com-
poser, playwright, and producer, imagination
and creativity provide visions and pathways to



the future.

Many of you have expressed dismay—even
depression— with the elections. I, too, care
about the shifts with respect to what the elec-
tions may have brought to the outlooks and
politics of the country. However, I urge you as
artists and cultural workers to hold to the
visions of what has been asserted, especially in
regards to the advancement of cultural diversity
over the last 40 years, and to hold to the
responsibility of future progress.

Third and last, I think we have to consider that
if we don't step forward, who will? And if we
step forward, how will we do it? Do we step
forth with madness and fear? Or do we step
forth with the confidence of historical assertions
and achievements, with a sense that we can, like
generations before us, foster a future environ-
ment that is unimaginable to many today?

I think the artists and the cultural workers and
the intellectuals and the religious people among
us can contribute to motivating and to helping
the rest of society imagine different ways of liv-

ng.

" Hector Tobar, Translation Nation: Defining
a New American Identity in the Spanish-Speaking
United States (New York: Riverhead Books,
2005) 7.

? Samuel P. Huntington, "The Hispanic
Challenge," Foreign Policy March/April 2004, 4
Jan. 2006 <http://www.foreignpolicy.com/story/
cms.php?story_id=2495> 1.

3 Huntington 2.

* Tobar.
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TOPIC I: THE NEXT GENERATION OF LEADERS: STRATEGIES
T0 INCLUDE NEW YOUNG VOICES IN BROADER CULTURAL
DISCUSSIONS

INTRODUCTION

Juan Carrillo: What I often hear today is, "I'm
tired," "I'm burned out," "I cant do it anymore,
I’'m getting too old." All of those statements
are made and heard frequently by those of us
who work in this field. Another issue we all
have heard more and more about is the concern
about who is going to take over when we are
not around? Where is the next generation? Who
is behind us? Who is coming up? I know that a
number of efforts have been made to develop
leadership in the arts. For a number of years,
the California Arts Council operated a leader-
ship program in Southern California in collabo-
ration with the Coro Foundation. Over 100
individuals went through that civic affairs lead-
ership development process. At the Council, we
also have the Next Generation program and
others that strive to address this issue. I am cer-
tain other arts organizations have programs
designed to identify leadership people from the
next generation. This segment of the sympo-
sium deals with this important topic.

[TO PRESENTATION

Leslie Ito: I am here today to talk about lead-
ership development and leadership succession
from the emerging leader point of view. One of
my mentors, Jerry Yoshitomi, has this equation
for determining whether one is an emerging
leader. You start with your age and add the
number of years that you have been in the field.
Then you subtract the number of people who
are senior to you in your organization. The
result is a number that could be said to deter-
mine whether you are an emerging leader or
not. Given this formula, I am about a 41, so
you can calculate and see where you lie on this
spectrum of emerging versus established leaders.

Like others here, I, too, am a product of many
mentors. My presentation today is a very per-
sonal one. It is something that I have been

experiencing over the last year
and a half--something I have Lam barely 30, and 1
am running an organi-

been journaling on. Although
the story I am going to tell
you is very personal, I want
you to also see it as a case
study because there are some
best practices in this case study. However, there
are also some things to look out for in your
organizations and in the field in general.

zation that is five years
older than me.

I am barely 30, and I am running an organiza-
tion that is five years older than me. This is, I
think, kind of a new phenomenon for the arts
field. I think with the Baby Boomer generation
beginning to move into retirement age, my situ-
ation might become a situation we observe
more often--perhaps a trend. So how did I get
here and what were the circumstances? This is
what I would like to share with you.

In the spring of 2003, the subject of leadership
development and succession became very per-
sonal to me. I have to go all the way back,
though, to the beginning of my career in arts
administration in 1993 to tell the full story. In
that year, I was introduced to the field of arts
administration through the Getty Grant
Program, the Multicultural Undergraduate
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Summer Internship Program. In that program,
I spent 10 really eye-opening weeks at Visual
Communications, which is an Asian-American
media arts organization. That summer, I was
exposed to many new ideas at the age of 18--
ideas that I would never have thought would
have made this much of an impact on my life--
ideas like the information super highway, arts
advocacy, arts as a potential career option, and
coming to think of myself as a leader.

That summer, I met Linda Mabalot, who at
that time was the executive director of Visual
Communications, and she made a great impact
on my life. At the end of my internship, she
pulled me aside in the smoky hallway--because
that was when you could smoke inside build-
ings in California. She planted the seed in my
head that Asian-American arts would become a
community in which I would work and that it
was part of my responsibility to learn as much
as I could so that I could come back and be a
leader in the community.

For the next 10 years, | was fortunate to have
opportunities to work in several arts organiza-
tions across the country. I built up my resume,
sharpened my skills at large museums and per-
forming arts centers, and I also worked at the
Smithsonian. But throughout this time, I kept
in touch with Visual Communications because
it felt really close to my heart, not just because
it was the first organization at which I had
worked, but because I felt strongly about the
organization’s mission. Visual Communications
was founded in the grassroots movement and
the anti-war movement. I very much liked the
political part of the art making and using media
to tell stories and empower our communities.
So over this10-year period, Linda and I would
meet periodically for lunch and check in on
each other. She would check in on my career, I
would check in on the organization, and it was
really like a two-way street--very much what I
think of as an ideal mentorship process because
we were learning from each other.

In the fall of 2000, upon returning from a two-
year position at the Ford Foundation in its

media arts and culture division, I returned
home to Los Angeles and reconnected with
Visual Communications. I started out as a vol-
unteer for its 30th anniversary celebration and
then was hired part time as a grant writer. In
2001, we were awarded the New Voices
Fellowship, which is a national leadership devel-
opment program that helps nonprofit organiza-
tions recruit or retain innovative and new tal-
ent. This program paid for my position at
Visual Communications, and part of the struc-
ture of the fellowship was the creation of a for-
mal mentorship program.

I know that many of you know Linda and
know Visual Communications. The mentorship
was far from formal, but we were able to form a
highly productive relationship, where I was
learning a great deal from Linda and was able
to take on many responsibilities because she was
willing to give up a lot of responsibility. Linda
was willing to take that risk with me, and I
think it made a big differ-
ence. She was willing to
allow me to make mistakes | to make mistakes in the
in the learning process and
was open to many of the

ideas I brought to the table. | 0p¢7 to many of the ideas
Through the process of brought to the table.

passing on responsibilities to

me and other new staff members, she was then

able to focus on things on which she hadn’t pre-

viously had an opportunity to focus, like board

development. As I said, our mentor relationship

was really a two-way street; although she was

teaching me things, I was also bringing new

ideas to the organization.

She was willing to allow me

learning process and was

When I first arrived at Visual Communications,
I was always asking about the systems. So what
is the system of our ticketing or our program
development? Linda would look at me with her
eyes open wide and throw back her head and
laugh and say, "Systems! We don’t have systems
here." That was a little bit of a shock to me,
coming from the Ford Foundation, where I was
trained to think about process and institutional-
ization. But Linda welcomed new ideas to the
organization, and over the two years that we



spent together, we worked very hard on organi-
zational infrastructure, fundraising plans, and
programming issues. At the same time, she was
encouraging me to hone my leadership skills
and take on more responsibility.

During this period, she wasn’t just cultivating
me as a new leader; she was also purposefully
bringing what she called "the young bloods"
into the organization, adding fresh perspectives
and new energy. Most important, what she was
doing was building a multi-generational team.
We have these "young bloods" but also the "old
timers" who have institutional memory and
who can give us such things as the history of
Asian-American media arts and the community.
I believe that is really important. It is an
important synergy that needs to happen.

With the new surge of energy and new thinking
the young people brought, we could see
changes in our programming. We received a
grant from the California Arts Council’s Nexz
Generation program; we started a program
called Armed with a Camera, which is a fellow-
ship for emerging media artists. Today, we sup-
port anywhere from five to ten artists a year.
We work with them on a bi-monthly basis over
five months to create five-minute digital pieces
that premier at our annual film festival. This
program is now in its fourth year and has
gained a great deal of support. Over the past
three years, we have worked with over 12 fel-
lows to add to the collection of pieces that
Visual Communications has produced over the
past 34 years. We are continually trying to sup-
port new artists.

During this time, Linda had also been working
on board development. Now, a third of our
board is under the age of 40, which I think is
remarkable for a 35-year-old organization. My
hope is that the change in governance will also
translate into the identification of new donors.
I believe establishing that relationship will take
much more time; however, I think with the
processes we have set into place, we will also be
able to tap into new individual donors.
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This outreach to a new generation also extends
to our audiences at our film festival. Forty per-
cent of our festival audiences are between the
ages of 21 and 29. I find this phenomenal. I
know that arts organizations of approximately
our same organizational age are struggling with
this same issue. I think the answer is related to
who is doing the programming and who is
leading the organization. I am very proud of
what we have accomplished in those areas.

Every step of the way, Linda generously shared
her knowledge, experience, and passion with
me, and yet, as she chain smoked away, she
never sugar coated the difficulties she faced as a
leader of a media arts organization. Every day, I

witnessed the realities of
being an executive direc-
tor, and yet it never
deterred me from my goal
of having a career in the
arts. I took notes furious-
ly and observed all of the
leaders around me, and I
continue to do so. But lit-
tle did I know that my dream of becoming
executive director would come sooner than
expected.

Every day, I witnessed the
realities of being an execu-
tive director, and yet it
never deterred me from my

goal of having a career in

the arts.

In the spring of 2004, Linda was not feeling
well. She took some time off to take care of her
health and, about three weeks away from our
19th annual film festival, Linda hadn’t yet
returned to the office. A day and a half before
the festival, she was diagnosed with cancer; a
month later, she passed away. My last visit with
Linda was much like the lunches we used to
have--we shared. This time, I was checking in
on her, and she was checking with me about
the organization. After 17 years of being the
executive director, she had let go and trusted
that the foundation that she had laid was going
to survive. I assured her that I would try my
best to make that happen. I asked her if she had
any more wisdom to share with me, and she
looked at me and laughed. I think that laugh
was her telling me that I needed to find humor
in every situation; I think that is how she was
able to keep it going.



The transition period from when Linda passed
away to me being appointed as the new execu-
tive director was about seven months. We had a
hiring committee made up of both board and
staff, and they worked tirelessly at creating a job
description for a position that had been held for
17 years and was suddenly left void. In the
meantime, I was appointed acting executive

We had a hiring com-
mittee made up of both
board and staff, and they
worked tirelessly at creat-
ing a job description for
a position that had been
held for 17 years and
was suddenly left void.

director. My primary role
was to make certain the
search committee stayed on
task and adhered to a strict
timeline. I had learned from
other mentors in the field
that the time period of not
having an executive director
is really critical and that we
needed to try to keep it
brief. So we tried to do that
as well as possible. During
this time, I used the Illinois Arts Alliance’s
Planning for Succession tool kit.! It was an
invaluable resource for us. For everybody who
hasn’t thought about succession planning, I
encourage you to take a look at this document.
In January of 2004, after a nationwide search
and a formal interview process, I was named
the new executive director of Visual
Communications.

Inheriting an organization that has 34 years of
history and relationships with the community is
a lot of pressure, on top of which it is probably
the most difficult time financially to inherit and
manage a mid-size arts organization--especially
in the state of California. At this point, I must
mention all those horrible statistics that we've
been using for arts-advocacy purposes. It is
ironic that, as I have been cleaning up file boxes
and file boxes of Linda’s old notes, I realize that
this crisis is not anything new and that she, too,
went through the "drop-everything-and-advo-
cate-for-the-arts" days. I have definitely inherit-
ed her struggles, and yet I hope to solve them
in new ways and come at them with fresh ideas.

Although at times I wish for more moments to
spend with Linda as my elder and ask for more
advice, I know that she would probably only

laugh some more at me and tell me to figure it
out myself. Fortunately, she has left me with an
entire cabinet of advisors (as I like to call
them). She had made so many great colleagues
in the field, and she introduced me to them.
Many of them are here in this room.

Although Linda’s death was unexpected and the
organization had no formal succession plan,
Linda had already begun to put one into prac-
tice. She did this by nurturing new leaders in
the organization, passing on knowledge and
responsibilities, strengthening the board of
directors, and ensuring that the organization
had a core base of members and artists who
were passionate about Visual Communications’
mission. These are all key components to lead-
ership transition, and yet our transition, I must
admit, has been far from smooth. Although
Linda was not a founding executive director,
the organization has been suffering from some
post-founder symptoms. We are challenged by
everything from trying to navigate the financial
systems, since Linda had many of the numbers
"in her head," to other things like following up
with key funders to assure them that the organ-
ization was in good hands. A coordinated effort
by both our board and our staff has been neces-
sary to move the organization forward.
Allowing ourselves to mourn Linda’s passing
and adjust to the loss of her contagious energy
has been a difficult process for everybody--one
we are still working through. However, we real-
ize we must continue her vision.

This leadership transition has also provided an
opportunity for us to take Linda’s vision and
build upon it. In the summer of 2004, we start-
ed our strategic planning process, which is
something that I believe Linda had been strug-
gling with for a long time. This kind of transi-
tion really helped propel us in the direction of
looking at our future and considering what our
future as an organization is going to look like.

Although Visual Communications is unique, I
hope that what I have conveyed here, which
again is a very personal story and obviously still
very fresh in the way that I am dealing with i,
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suggests that leadership succession is a necessity
for our field. It is something that we must face
and plan for. The planning process, I think, is
extremely critical. And yet, as we learned with
this Visual Communications case study, there is
only so much that we can plan for in the end--
life is unpredictable.

She would want me to | Filling Linda’s shoes is a very
tough job. At the same time, I

know that she would encourage
ship skills and style and | me to find my own shoes. Hers
run with my own ideas. .. | were the Asian acupuncture
slippers that she would wear
around the office. Mine? Maybe they are the
black leather flats with rubber soles and a little
flower on the top. She would want me to iden-
tify my own leadership skills and style and run
with my own ideas and lead the organization
with a fresh new perspective in order to encour-
age a new generation of artists, audiences, and
donors.

identify my own leader-

! Merianne Liteman and Illinois Arts
Alliance Foundation with Arts & Business
Council of Chicago, Planning for Succession, a
Toolkit for Board Members and Staff of Nonprofit
Arts Organizations (Chicago: Illinois Arts
Foundation and Arts & Business Council of

Chicago, 2003.)







FRAZER PRESENTATION

Ricardo Frazer: Our strategy is to include new
young voices in broader cultural discussions. I
am going to start out by saying, "I like big
butts, and I cannot lie. I like big butts, and I
cannot lie."! That is an excerpt from Sir Mix-A-
Lot’s insightful commentary on his cultural
reality as it relates to physical beauty in his
community. "Baby Got Back" was one of the
biggest songs in the early 1990s. Ten years
later, America’s perception of beauty, in my
opinion, includes the likes of J. Lo and Vivica
A. Fox. Sir Mix-A-Lot, the artist, a young voice

at the time, a leader, he developed his voice at
the Boys and Girls Club in Seattle.

Jazz Lee Alston from New York City. Here is an
excerpt from Jazz’s commentary on her eyewit-
ness account of the murder of her cousin. It’s a
commentary on domestic violence, and this is a
small excerpt. She says: "My man loved me so
much that he left me when I was eight months
pregnant. I wonder if, walking through the
door, he just said, fuck it.” My man loved me
so much, Christmas night he blew my head
wide open all over the living room floor. Love.
.. Never that."? Jazz Lee Alston, a spoken
word artist, a leader. The folks at Sundance
called her "a new voice for a new generation."
Jazz developed her voice in the housing projects
of the Bronx.

Back at the height of my involvement in the
music business, I got a call from a high school
kid I didn't know. He had a passion for hip-hop
music. He was writing a paper on starting a
record company and wanted to intern with me.
I asked him a series of questions. He told me
that he was Native American, a member of the
Suquamish tribe. He was 17 and had very
strong opinions on the Native-American condi-
tion in the West. Chuck Deem is his name.
Chuck and I worked together for over three
years; we traveled all across this country. Chuck
is now the leader of all youth programs for the
Suquamish tribe.

What am I trying to say
here? What I'm trying to
say is that young leaders
arrive from places and parts
we can't often imagine.

...young leaders arrive
[from places and parts we

can’t often imagine.

Strategies to include new young voices in a
broader cultural discussion are as varied as are
those individuals. However, it is my opinion
that creating an environment through the arts
where young people can develop leadership
skills should be a vital part of our strategic mix.

What can we do? What we can establish, with
the participation and engagement of young
people, are structures, incubators, a place, an
environment where young leaders can and will
rise. To that extent, | want to bring your atten-
tion to a public/private partnership developed
between the city of Seattle and a group founded
by my colleague on the Seattle Arts
Commission, James Keblas, and his partner
Shannon Stewart. The group is called the Vera
Project. James and Shannon were over in The
Netherlands and saw government supporting
the arts over there, and the concept of govern-
ment support for young and edgy popular art
was something they both wanted to bring back
to Seattle. So, through much work and funding
by the city, they created a space whereby young
volunteers, with minimal government interfer-
ence, created independent music and arts pro-
grams. This space is an incubator for the arts
developed by young people, administered by
young people, for young people, where they are
the voice.

Vera is truly an amazing public/private partner-
ship. James and Shannon are able to leverage
the city’s funding in the private sector. In a 20-
month span, they have served over 15,500 indi-
viduals who are audiences at shows, volunteers
in a variety of production and performance
roles, and participants in workshops and confer-
ences. The various audiences are Seattle’s youth,
ages 14 to 21, and their racial and ethnic back-
grounds are reflective of the population of
Seattle. The Vera Project empowers young voic-
es by placing them in a position of responsibili-
ty. Young people staff the steering committee,




which trains the next generation of leaders and
encourages civic engagement. They have voting
rights on all issues relating to the operation and
programming of the venue. If an outside organ-
ization wants to give money to Vera, it has to
meet those young members. It has to make a
presentation, and members then vote on
whether or not to accept the money. Some may

think that that is arrogant.

seminars on issues affecting young people dur-
ing our most recent presidential campaign.

Our keynote speaker, Mr. James Early, talked
about the fact that we are carrying the burden
of an uninstructed society. I say to you that it is
our civic duty to teach, that it is our responsi-
bility to instruct; however, in order to teach, we
must be willing to learn, and we can learn from
young people. Government and its agencies can

[ think it is important
that, as elders, leaders of

and must be instrumental in this instruction. In
partnerships with private individuals and pri-
vate organizations, we can realize that impact.

No. I say it is taking owner-
ship, taking responsibility,

. . empowerment.
COVPO}’thlOi’lS ﬂi’lﬂl agenczes, powerment

we extend our operation | 1 think it is important that, as

elders, leaders of corporations
and agencies, we extend our

! Sir Mix-A-Lot, "Baby Got Back," by
Anthony Ray, Mack Daddy, Def American,
1992.

beyond our borders to a

place where youth exists. ..

operation beyond our borders
to a place where youth exists, where youth cre-
ates--be it at the community center, on a reser-
vation, on a street corner in New York City, or
at the local Boys and Girls Club. We must go
to the places where young voices are. Only then
can we truly share the places where we are.

The city of Seattle’s partnership with the Vera
Project is unique. The partnership is strongly
supported by the Mayor’s Office of Arts and
Cultural Affairs and is reflective of our under-
standing of the need to include young voices in
broader cultural discussions. In Seattle, we have
chosen to do that through the arts--through the
presentation of musical shows; art gallery
exhibits; performances; educational seminars,
including "b-boy" dancing; silk-screen designs;
audience engineering; stage, sound and lights
management; graphic design; and young peo-
ple’s active participation in the governance of
the venue. There is success in training young
people through the arts for leadership roles.
This is evident in the 5th Avenue Performing
Arts Theater, the Pacific Northwest Ballet,
NTM, Seattle Rep, Children’s Theater--all of
our major arts organizations now look to Vera
for staffing needs. In other words, our major
arts organizations recognize the need to sprinkle
their landscape with and incorporate young
voices at all levels of their organizations. On a
political and civic note, Vera members were
engaged in active discussions, workshops, and

2 Jazz Lee Alston, "Love . . . Never That,"
Jazz Lee Alston, American, 1995.
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[YALL PRESENTATION

Debora Iyall: My name is Debora Iyall, and I
am definitely a freelance artist and educator.
When Leslie Ito presented the

...l am in an interesting
position in that all of my
seniors who hire me and
coordinate me and make
sure I get paid are at least

]5yedrsyoung€r than me.

formula for where you are,
whether you are an emerging
leader, I found I am in an
interesting position in that all
of my seniors who hire me
and coordinate me and make
sure I get paid are at least 15
years younger than me. I
believe that has to do with me
being a committed working artist rather than
coming from the academic world. To that end,
I want to start my presentation with a piece I
wrote, a part of a longer poem called "Nervous
Horse":

As another day begins

The kids are punching clocks
Write figures impressive for teachers obsessive
Passing out no favors

Marking time with useless labors
As cool as any tool

As cool as any tool

Flowers painted on my bed
Lunging wind that clears the air
Afternoons spent driving around
Let’s start everything right here.
Nothing is beneath me.

I'm laid below the grass

With no window to the world
Not first or last

As a Native person, I think that last part really
is reaffirmed in the idea of the seventh genera-
tion; the daughters of our daughters of our
daughters of our daughters of our daughter’s
daughters need to have as nice a world to live in
as we do because the mothers of our mothers of
our mothers of our mothers of our mothers of
our mother’s mother took care of it. We will
always be in that continuum somewhere, both
first and last.

After James Early’s opening comments and in
talking with others who are here, I revised my
presentation. I wanted to talk about what we
can do with these Baby Boomers (I was born in
1954). Last night, I was furiously writing when
I got back to my room, and I am going to give
you some of that and then I am going to show
you some artwork from some of my students.
One of my frustrations, of course, is that one of
the first things I thought of is how I am frus-
trated. I teach in the public schools, and they
call me the expert in the extreme residencies
because I am often teaching in the schools that
are called community day schools. That is where
kids go when they have been kicked out of
every other school. Often, the kids in my class
have not only a teacher, but a guard and an
observer, someone who is constantly writing
down everything they are doing. Any behav-
iors--any acting out--gets points, gets marked
down. There is this incredible punitive aspect to
them being in school, and yet they are fantastic
artists. My frustration is that I cannot really be
honest with them as an adult, as someone in
recovery, as someone who has the politics I do.
It still seems the world is safe for discussion and
doing nothing.

I do a lot of printmaking with kids in a work-
shop environment. I also have a project out in
29 Palms called the 29 Palms Creative Center,
where I work with adults. We are together at
the moment of creation, and every day when I
go out, it is honoring to these kids that I am
witness to them and to their ideas. I always tell
them that it is not about the art; you don’t get
to say whether it’s working or not. A lot of the
kids are like, "I messed up. I messed up." I say
to them, "No, no, no. You don't get to say that.
You just have to do it and try to learn some of
the techniques." One of the things, as adults,
and especially academic art, I have to say is that
it is not always inspiring to kids to pursue
careers in the arts. I don't know any kid right
now who is just dying to be a conceptual artist.
They want me to teach them how to draw, they
want me to show them the secrets, show them
the techniques. I feel that it is my duty to
honor that and expose them to the idea of non-
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representation if I can slip it in somehow, where
it is fun.

Were in a world that is
constantly producing new
vision, and to put our
blinders on our personal

lives is not helpful.

One of the things I think we
as adults and arts administra-
tors and art advocates can do
is get excited about the
unknown again, and we can
learn how to stay up late
again. I know so many people
who think that once they are
40 years old, they don’t have to listen to any
music made after 1990--you could even say
1980 for some of them, and you could even say
1975 for some. And I don’t think that’s right.
We're in a world that is constantly producing
new vision, and to put our blinders on our per-
sonal lives is not helpful. I'm not talking about
reviewing proposals here, I am talking about
going down, taking your kids or your nephew
or a neighbor kid if it makes you feel more jus-
tified, but going down and listening to and see-
ing some bands, going out and seeing what kids
are up to. You could even join in and be a part
of that audience that is active and interested.

I actually think I know I am being successful in
my art and in my life when I am a lictle
uncomfortable. I talk to the kids about risk. I
say, "You don’t buy the next album by Ermine
or whoever if you think that it’s going to be the
same as the one before." It just doesn’t happen.
Artists need to keep pushing, and we all need to
keep pushing. It is absolutely a crime for us not
to understand that skills-based art has a lot of
value when we live in a country that is export-
ing so much culture, and these kids could be a
part of it. These kids could have careers as light-
ing designers or as graphic designers or produc-
ers. That is part of our legacy as Americans.

I am anxious to let you know that I have been
eclipsed by my students. I have students whom
I have taught through my Ink Clan Print
Making Program in San Francisco who are out-
selling me incredibly after being completely
novice printmakers. I am so happy about that.
They call me up like I'm their old aunt and say,
"Oh, I sold another piece” or "I'm getting in

another show" or "I got accepted into Kansas
City Art Institute on a merit scholarship.”
Someone who was cleaning houses for a living
called me to let me know that, and in that way,
they are honoring my process.

I think we also need to learn how to ask for
help. We really do. We need to ask the kids,
"Teach me, teach me from your point of view"
and relax and listen to what they say. I also was
speaking a little bit with Leslie Ito last night,
and she was talking about younger people--
maybe it was introductions or something--and
how we have these more mixed ethnic identi-
ties. I think as traditional people are essential
and integral to our survival and our wisdom, we
have to understand that kids are not attached to
tradition, and we can’t necessarily enforce that.
What we can do is show how that tradition can
bring depth but not in an enforced way. I have
seen a lot of kids get really turned off by having
to go to piano lessons. Well, in our own ethnic
communities, we have similar things that would
be like having to go instead of just showing up.

[ also think it is appropriate to recognize that
thinking something is ugly is a value, and so is
noticing what is happening; there can be no
wrong noticings. We need to recognize eco-
nomic disparity but don’t let economics define
value. And any good idea is a good idea, even if
it is poorly executed, but a bad idea all slicked
up is still a bad idea.

I want to turn you on to a few things that are
going on that I try to talk to kids about. We
have created a situation in the visual arts--the
fine arts--where we have people who are
extremely talented--representational artists who
are considered outsider artists. Now they have
magazines. We are also creating artists who are
interested in earth works and site-specific sculp-
ture. Out in the desert, there is this project that
happens twice a year called High Desert Test
Sites that is primarily artists in their 30s, some
in their 20s, and all of us older artists have to
drag ourselves out to these earth works and get
a clue what they are dialoging about. A lot of it
is about sustainable living, and they are interest-
ed in all kinds of clay architecture and integrat-
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ing architecture and fine arts. It is quite fascinating.
Another social phenomenon is Burning Man.
We all act like hedonism and naked joy is off,
it’s outsider, and I just have a really hard time
believing that any of our cultures didn't really
celebrate the body and celebrate our joy. Each
one of us has a hedonistic naked aspect to our
own culture and yet we allow the Western cul-
ture, or the dominant culture, whatever you
want to call it, to dress us back up in mission-
ary clothes. There is no need, and those people
are not outsiders. There are too many of them.

American women and Latino women being
more accepting of their bodies and all that.

But it is still kind of a frontier that there is
some way to be able to talk
to kids about those kinds
of issues and bring them
into their art. If we don’t
do some more noticing, we
are going to lose more
artists to the kinds of pres-
sures that encourage indi-

If we don’t do some more
noticing, we are going to
lose more artists to the
kinds of pressures that
encourage individuals in

communities toward

I am interested in sharing

I am interested in shﬂring Native culture with kids. I
Native culture with kids.

do a lot of storytelling,
which for me is fantastic
because, in my voice and the singing that I do,
when I do the storytelling, I am inspiring them
to make visuals happen. The kids do these
great drawings of what was the favorite part of
the story for them. Then we take those draw-
ings and turn them into puppets made out of
file folders and little barbeque skewers and turn
on a bright halogen light and have a shadow
play in classrooms and multipurpose rooms in
these very impoverished communities. It doesn’t
cost anybody hardly anything, and it is so magi-
cal for them, so empowering for them to see. I
have a bunch of their great drawings to share
with you.

I also have students who are 19 and 21 doing
etchings. I am a printmaker, so we still do etch-
ings, and they are very technique minded. The
people who are interested in doing etchings love
to draw, and one of the most talented women
I've ever seen at etching, her work reminds me
of Rembrandt. It is fantastic. She ended up
passing away from anorexia. We found out she
had been wrapping her body in plastic and then
jogging and then not eating. I have had people
involved in the size-acceptance movement talk
to me about how our cultures deal with our
dominant culture’s view of size and dieting, and
don’t the Native women get to be big, and isn’t
it okay? And, of course, in Samoa, we are all
used to seeing big Pacific Islanders and various
people, and we see the statistics about African-

viduals in communities
toward conformity. These
are all really old things we
have talked about for years and years. We have
to keep talking and keep engaging.

conformity.

One of the things I am really excited about
right now is that I am working with the
McCallum Theater’s Aesthetic Arts Program. It
is a program that is organized through the
Lincoln Center, and it involves visual arts, per-
forming arts, music, and aesthetic education. I
am learning a lot, and it is changing the way I
teach. It is generating ideas from the kids; they
are showing me how to teach in that way, and
so many of my comments have come out of the
learning I have been doing through this pro-
gram.

After her presentation, Debora lyall showed slides
of her students’ artwork:

This was the Coho Salmon [see Figure 1, page
53] that was very important in West Coast
tribes. I always show a picture of the salmon to
the kids before I tell the Salmon Sisters’ story.
In the story, Bear has called a council of all the
animals. And one of the first things he says is,
"We have a problem." There are some great les-
sons in that story, including acknowledging we
have a problem.

I always give the kids background on the stories
we're telling, and we end up telling in shadows.
They have a basket with a wonderful design. I
have introduced them to basket designs.



Here is one of the shadow puppets [see Figure 2,
page 53]. After I tell the story, I have them do
their drawings of their favorite scenes. Then I
teach them how they need to draw shadow
puppets, which is with the side view so that
they can talk, and about silhouette and negative
space, and this is where all the standards of art
also get to come in.

And here is some printmaking [see Figure 3,
page 53]. They have this wonderful new art
supply at Dick Blick, which is foam that can be
turned into relief prints. I am very much into
experimental printmaking. This is an example
of how I like to work with kids--I have them
bring drawings and then figure out neat ways to
ink it up. This is on black paper.

"Animals and Their Humans" was this theme.
Here is a kid saying, "I rule the opposite of
heaven" [see Figure 4, page 53]. Wild little child

there, but wonderful art.
RESPONSES AND DISCUSSION

Margo Aragon: I want to say "thank you" to
all three presenters for speaking so much from
your hearts and exposing our minds to what
you are doing. I appreciate your showing us
the sort of passion you bring to all of the things
that affect you not only professionally but per-
sonally. I also appreciate your reminding us
that the work we do and the work in which all
of us here are engaged is really multi-level. It is
not just something that we do every day and
don’t think about on the weekends. We obsess
over it and wonder how did we get here? How
do we go from here to the next step?

You have provided three different examples of
what you have done. I was anticipating what I
might hear. Would it be something similar?
Would it be something vastly different? I think
it is a mixture of both. The three of you have
found a way in your own communities to pin-
point and identify the needs and have employed
creative means to address them.

You have talked about the difficulties, although
I didn’t hear Ricardo reference difficulties.
What I am curious about is, when we talk
about success, and James Early talked about it
in his keynote address, maybe just little success-
es are the successes when you are working in
some areas, particularly some students’ view of
their own success. Do they see themselves as
successful, or are their little bits of success pre-
sented to them by the greater society around
them? I am curious about that. Is the success
being measured by the young

people on their own terms, or

pe 1eir ...the success for
is it a combination of both?

them comes from

Ricardo Frazer: In the Vera
project, I think success is
measured by the kids them-
selves. They are empowered to run the organi-
zation. They are the ones. We are there really
to answer questions, but they respond to each
other, talk to each other, so they see success in
the kid who is sitting across from them. The

them seeing the end

results of their work.

success is not us saying, "You are successful."
We provide the avenue, the venue, for them to
be successful, but they run all of the programs;
they do everything themselves. When there is a
musical production, I am not the stage person,
James Keblas is not the sound guy. The kids
are the sound guys and the stage people, so they
do all of the work. I think the success for them
comes from them seeing the end results of their
work.

Debora Iyall: T have had a little different expe-
rience from that partly because I am in the
public schools and the economics of the situa-
tion. I think my kids are disappointed that I
don’t seem to have more money. I think they
can tell that I am sort of down there in the
trenches with them, and I've had high school
students ask me, "How much money do you
make?" And when I tell them, it’s like, "Oh
well, then I'm never going to be an artist." And
they are fantastic artists. But I have to agree
with them when I look at how a lot of our arts
are handled, not necessarily in the nonprofit
area, but the idea of "send $25 for the first slide
to be juried for this show." Our whole system




of how we do exhibitions is so often layered in
obstacles.

I also think that, for a lot of the students, the
expectations of the administration and the
teachers is that these kids are going to be in jail
in a very few years--maybe this year, maybe
next year--but definitely by the time they are
20. In the community day schools that I am in,
many of the kids are already in group homes,
foster care, and drug-treatment programs.
Sometimes, it is really hard to be there and feel
like a collaborator in that. So I want to give
them a lot of success. I want to give them my
approval for every effort they are making to see
outside those bars that are up there and those
guards and that glaring. It is not even disap-
pointment; kids who want to succeed and are
smart get visions from their teachers such as,
"Oh, I'm disappointed that you didn’t do bet-
ter." But this is just the expectation of failure
that is projected by so many of the people who
are working with these kids every day. I feel like
I am the cheerleader. I support and encourage
them no matter what they are doing as long as
they are showing up because these are the ones
who are still showing up--they haven’t dropped
out of school yet. They are still in school
through all of this negativity.

We need to make more room all over for their
successes. That is why I like to do productions,
t00, because there is a da-da-da--daa. We've
done the show, everyone clapped, or I put up
exhibitions in their classes--every residency I
have, if I don’t do a show, I do an exhibition. I
mat some of the kids’ work and I bring punch
and cookies and we title everything and we let
the artists speak and we give away little rewards.
The kids get to vote on their best of show, best
of the techniques, and other things. So I work
to build successes in my programs.

Leslie Ito: In the Armed with a Camera project,
we work with emerging media artists in the
Asian-American community. Success is meas-
ured in different ways, and I think from the
artists’ perspective, they feel they've gotten a lot
out of the program in various ways. Their

pieces go on to travel the film-festival circuit;
some of them have even been shown interna-
tionally.

For me, one of the biggest signs of success is
that their parents call and support the organiza-

tion because they really appre-
ciate the support that we have
given to their sons and daugh-
ters. Especially in communities
of color, parent recognition is
very important. I had one fel-
low who said, "This is the first
time that my parents actually acknowledged
that I am an artist or that the arts could be a
career for me." That came about because he
had won a fellowship and was getting paid to
produce something. So I think there are small
indicators of success like that.

Especially in com-
munities of color,
parent recognition

is very important.

What is frustrating for me is being in Los
Angeles. Here, being a media arts organization
is a much more complex thing than being a
media arts organization anywhere else in this
country. Some of our funders want to define
success as whether these people can go on and
find jobs in the industry. That is not really what
I am interested in. I am interested in develop-
ing the artist. I am interested in their creativity
and cultivating and fostering that.

Ricardo Frazer: I think we can’t focus on
money. | know that money is important, but
we can't focus on money. Our work is about the
development of an individual—the develop-
ment of a young person as a whole. You cant
always put an economic value to that. So if we
focus on money in the arts, we often lose. It is
more about fostering a deeper understanding
and a deeper development of an individual than
it is about money. Again, I understand that
money is important. We need money to sustain
ourselves and to survive, but there are intangi-
bles on which we sometimes can't put our fin-
gers.

James Early: Thank you for three stellar exam-
ples of leadership and to Debora Iyall for point-
ing out to us that the quality of emerging lead-
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ers is not always indexed by youth. I say wher-
ever | am--and particularly before teachers--that
the most important leaders are our teachers.
They are more important than individual
mothers and fathers and presidents and prime
ministers and Congress people. Teachers in any
society are the professionals where the largest
number of young people are systematically
engaged. I think what you have shared with us
is another example of how important it is for us
to give attention to our teachers as the bridge
for every generation.

One other "sound thought" ran through my
mind in the voice of Ysaye Maria Barnwell of
Sweet Honey in the Rock. It’s a paraphrase of a
Kahlil Gibran poem, "On Children," that says,
"Your children are not your children . . . . They
have their own thoughts . . . . You can strive to
be like them but you can not make them just
like you."! T jotted down a little note to myself:
"We are always living our future, whether we
recognize it or not. If we have good health or
sustained health, what we see in these young
people, we will be living with all the time. If we
address them earlier, we will perhaps be able to
engage and inform the future."

I have always been a reluctant follower. This is a
way of saying that I know how to lead myself.
So I have no problems following. I am talking
now to we older folk not about how to move
on over but how to step into a bigger space.
The young adults in arts and culture represent
emerging new spaces in which we can join and,

We can learn that we have
life beyond our histories,

and we can move beyond

in the process, affirm them
and ourselves.

By stepping into their
space, we can contribute
and actually grow. We can
learn that we have life
beyond our histories, and
we can move beyond the fear that we are com-
ing to an end. I don't think enough can be said
about succession plans except that I would cau-
tion that they should not be overly mechanical.
What I take from Leslie Ito--and I see what my
wife Merriam and I are doing now not only

the fear that we are

coming to an end.

with our own young adults but with their peer
groups--is that we are inviting young people
into our private space like I was invited into a
lot of private spaces as a younger person in my
20s. The late Ralph Rinzler, who brought me to
the Smithsonian after earlier struggles with him,
knew that I was an activist and aggressive by
Smithsonian standards, but he felt like there
was something that I might be able to con-
tribute to the advancement of multiculturalism.
And thus, he was willing to take the risk of not
being totally comfortable with a different work
style.

So I think we have to have generational succes-
sion plans, not just for the office but in our
lives. We must invite young

adults into our spaces and go
into theirs because, as Ricardo
said, they are going to be
doing things whether we like
it or not.

...we have to have
generational succes-
sion plans, not just

for the office but

in our lives.

We really have to be earnest
about the leadership dimen-
sions we are considering. We need to contribute
to efforts to place younger people at the center
of gravity of organizations. In addition, we
need to find ways to complement them--and
part of complementing is sometimes moving
out not with bitterness, not with regret, but
with saying, "I've given all that I actually can
give. I am going to live on, but despite all of
my accomplishments, I can’t figure out if I've
got anything to contribute to this new genera-
tion of leaders other than helping to give up
some space.” That liberates us--I certainly feel
liberated by it. I think it is part of our maturi-
ty, and we only get that confirmed in significant
ways by looking at what is emerging. It is not
by staying in our own heads and simply track-
ing our own autobiographical development.

Where are the young people? They are every-
where. They literally are everywhere, so there is
no shortage of them. They are organized every-
where. And in the leadership transition, there
will be some mistakes; there will be some
regrets. But let’s be honest. Look in the mirror
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and recall how many mistakes we have made,
whether it’s with our own children or the lead-
ership that we have offered. I am really encour-
aged and I would ask all of us to be encouraged
and then I would ask us to do what Debora
Iyall has asked us to--and that is not just talk
about it. It is a safe haven to talk about it; we
need to come back in a year’s time and say,
"Well, here’s the one thing we did or the two
people we found or the three or the 30"--what-
ever it is, we need to take that step. Otherwise,
the world will be developing outside of us, and
we will actually lose a lot because young people
have longevity. We no longer have longevity.

Leslie Ito: James Early just reminded me that I
am really happy that this discussion about
emerging leadership and diversity is coming
together. There are too many times that I have
been at discussions--arts and policy discussions-
-where it is one or the other, and to me the
West is the best place for us to take that posi-
tion and move these two things forward. There
is no better place to do that, and it is in our
hands to do it.

The other thing is this, when talking about put-
ting these ideas into action, what would it look
like if next year’s WESTAF symposium were
planned by this next generation? This is some-
thing to think about. And part of the commit-
ment is that all of the elders will be willing to
come and be at the table.

Ricardo Frazer: I want to take in what James
Early said and let that simmer for awhile. But
he does strike a chord with me on a number of
notes. When he said as elders, as older folks,
we need to step aside with grace and let young
people lead and not be threatened by what we
don’t know or what is outside of our realm of
understanding--that really strikes a note with
me.

Back when hip hop first started and we were
traveling a lot, guys dressed with their pants
halfway down their butts and the clothes were
big. They were outspoken about certain things,
and there was cussing. We would go into a

radio station or a concert hall or a restaurant,
and we were like pariahs. People looked at us
like, "Oh my God. What is going on?" Part of
that, I think, is that cultural disconnect--that
disconnect between adults and kids and of the
different cultures in which we live. And there is
also a fear factor. So instead of looking to relate
to us or to those kids, the approach was, "Okay,
you're over there, and were over here." We had
the toughest time at Black radio stations, deal-
ing with older Black men and women who were
the establishment. When they looked at this
young generation, it was as if everything they
had worked for was being thrown down the
drain or they thought, "This is not what it’s
about." We are looking to assimilate, and you
are saying we are this and we are that. So, yeah,
again, the idea of stepping aside with grace and
letting young people do what they do and help-
ing them in development is a very important
one for me.

Debora Iyall: T want to pass on one thing, and
that is a quote from Debbie Harry of Blondie,
and I think we could all use it, share it, really
take it in and know it. And that is: "Dreaming
is free."?

Margo Aragon: In the Nez Perce culture,
speakers are developed at a very early age. They
provide opportunities for young people, men
and women, to speak as young as teenagers, 12
or 13 years of age. What they do is, whenever
there comes a time to have a speaking part, they
will say, "So and so is going to be speaking." So
you never know who is going to be up, and that
is how they start designating who will be the
speakers many years down the road--those who
show signs of talent of oratory. They all know.
They never say, "That one is good or that one is
not good or did you hear that one?" It never
comes up. It is just obvious how they develop
these skills, and that is exactly what happens.
By the time they are 17 or 18, the young men
and women have already developed quite sub-
stantial skills, and those are the ones who go on
to be the speakers for their communities.
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At the same time, as they grow into this, it is so
ingrained, they couldn’t even tell you that this is
what happens. But as they get older and they
are speaking, the very eldest of the people will
be outside of close range, and they will be
"throwing" comments to the person speaking.
The person could be 50 or 60 years old, but the
ones who are older will be talking, so then they
develop this skill of not only talking but of lis-
tening and taking it in. So it is a very circular
kind of thing. I was so amazed to watch that
happen.

So my question is: Do you think it is possible
to develop this co-existence, this bringing up
and circular thing happening within your com-
munities? It seems like we are talking about a
social change in the way we are developing
young people. But do we do that in our own
families? Is that happening in your own families
where you are being considered the speaker and
the role model? In work, yes, it’s happening
because we are developing that.

Debora Iyall: In my family, I was in a band
that had a very prominent saxophone player,
and my nephew saw him live when he was
about three years old. Now my sister and I go
to my nephew’s gigs--that’s one of the ways that
we stay young--and go to hear him playing, lis-
tening, talking to him afterwards, "You gotta
step up to the mic a little bit more." I'm one of
those elders urging them on.

...the reason that I have

Leslie Ito: I would like to
think that, for communities of

been able to be successful
in working with a multi-
generational kind of staff’

is because I grew up
around my grandparents,
and I think that makes a

huge difference.

color, this kind of continuum
that you are talking about hap-
pens more naturally for us. I
know that I consider myself a
historian, so I really value histo-
ry and legacy and what has
come before me. But also, the
reason that I have been able to
be successful in working with a

multi-generational kind of staff is because I
grew up around my grandparents, and I think
that makes a huge difference. I understand how
to relate to multiple generations, and I think

that is important.

Debora Iyall made me think that there is a
whole youth culture behind me with which I
should stay in much better touch. Itis a cul-
ture that I don’t know, so I need to make a bet-
ter effort. Even though I still consider myself
an emerging leader, I need to consider the peo-
ple who are behind me as well.

Ricardo Frazer: When I talk about moving
aside, I don’t really mean getting completely out
of the way. Not at all. And I think James Early
touched on that point, too. One doesn’t com-
pletely extricate oneself from a situation--you
just allow those young people to do their thing.
Because they need your guidance, they will ask
you questions. You just can’t be hostile to them.

In rap music, it happens that way because you
get a guy like Dr. Dre, for example, or the
group N.W.A., back in the early ‘90s--you've
got Ice Cube, the D.O.C.--all of these guys
who came up as a unit, as a family, and they
have had success as a unit. What they look to
do, though, is to branch out from there, so each
individual member of that group then gets his
situation and his own deal and has his own
album and his own voice. So you learn while
you are in that family--while you are in that
unit--and then you have to develop your skills,
you have to have patience and wait your turn
for your record to be released. When we look at
a more contemporary rap artist like Nelly or
Eminem, for example, he had the group D-12.
That was the group that was around him; he
had success out of that group. He went back
and brought that group up, and out of that
group, there are individuals who are now
engaged in solo projects. So Em didn’t really
move aside in the sense that he left that situa-
tion. He became the elder statesman, as it
were, and helped the kids, the other members
of that group, achieve success. So that is what I
mean when I talk about moving aside, and your
whole idea of co-existing lends itself to that.

The same thing happened at the Vera project,
where the kids who are there the longest may

28



move on to the 5th Avenue Theatre or the bal-
let. When other kids come into the organiza-
tion, they are there to help those kids because
they know that progression. I love that idea of
longevity. I mean, youth has longevity, and if
we acknowledge that and recognize that, then
the whole idea of being threatened or standing
in their way is minimized. When we are gone,
they will still be here.

We need to think more

long term; we need to

think about the field

Leslie Ito: I wanted to
emphasize another point, and
it is about nurturing new tal-
ent, whether it is artistic or
administrative talent, and
then having people move on.
I have heard many discussions with elders, and
they say, "Well, I invested all this time into this
person, and then they left five months later." I
think that we can’t be that short sighted in our
thinking. We need to think more long term; we
need to think about the field in general. When
I left Visual Communications at the end of my
summer internship, Linda kept in touch with
me. She knew I was going to go and I was
going to learn from Jerry Yoshitomi at the
Japanese American Community Cultural
Center and I was going to learn from Franklin
Odo at the Smithsonian. Then I was going to
come back and bring it all back to Visual
Communications. I think that was a good
model as far as looking long term and growing
our leaders. We need to look at it as a field
investing in the growth of its leaders.

in general.

Michael Alexander: I would like to point out
that we Baby Boomers are probably the first
generation in a greatly expanding field of cul-
ture workers. Those in the cultural world before
us were probably primarily working for major
institutions. Around the time that we came of
age is when a great many dance companies and
theater companies and all types of community-
based arts organizations were developed. I
remember in my early career when dance lead-
ers would get together, we were busy teaching
each other. I was so impressed when the man-
ager of the Bela Lewitzky Dance Company,
Darlene Neal, opened up her briefcase and took

out a hand-held calculator. I thought, "Gosh,
my company will never be able to afford one of
those.” But we were teaching each other, and I
think now there is a need for us, as we get
older, to teach each other about how to deal
with these transition issues. It is going to be
important for us to make sure that this topic is
on agendas as we gather, and it has got to be a
topic for a much bigger universe than is repre-
sented in this room. We need to gather and
talk about how do we pass the baton or share
the baton as we move forward.

Mayumi Tsutakawa: What has been said
strikes a chord with me because I have two chil-
dren who are not children anymore--they are
emerging arts leaders. They are working in New
York and learning to organize and express
themselves through the arts. I have a young
cousin in the B-Girls break-dancing group, the
Massive Monkeys offshoot group. It’s great for
us to talk about how we as individuals will
respond, but what will we as older adults in
policymaking positions do to encourage young
leaders? What is very important to me as part
of an institution, a state arts agency, is by the
end of this discussion, or by the end of tomor-
row, will there be recommendations for institu-
tional policy change that will help to nurture,
hire, and train emerging leaders? How do we
really make this a priority?

We are in the midst of a sea change in our field.
When you go to the national arts conferences--
with great respect to all of those who go to
these conferences--there are a lot of people there
with gray hair like mine and like Juan’s. But it
is very important for us to address this issue.

So I would like to see this gathering propose
some policy changes such as recommending
that a certain percentage of arts-council boards
be young leaders.

Gloria Emerson: I didn't realize until I was lis-
tening to the presentations of Leslie, Ricardo,
and Debora how much I have become part of
the elderly mindset. It seems as if, for a long
time--actually, it’s been five years--I've been in
the rooms of the aging--my father and then my
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dying sister and now with my mother. It has
become so precious to me to be with the older
generation as ['ve tried to capture the aesthetic,

the concepts of that genera-

me to rethink my own vision. As his instructor

said of NicK’s approach to landscape painting in
Italy, "This kid is unbelievable. He deconstructs
as he looks at things." Both sets of experiences--

That generation is both young and old--provide the path to new

thought and perhaps outcome. And that speaks

tion, knowing that whatever I
have to bring to the next gen-
eration is going to be a very
frail bridge of wisdom. I have
been able to capture so very
little of the wisdom of the

cermz’nly going to need to
know a little bit of what
I call "the bundles of

wisdom, " which are

leadership to me.

As an aside, I don’t think we have anyone here
who works with the built environment, but I

people who are moving on.
That has been so much of my
concern--to find ways to honor the philosophy
of life, of land, of space, of the sacred.
Sometimes, I get so bothered and irritated by
today--by modern contraptions and so forth--
and yet I know now as I've listened to you how
important it is that I also try harder to connect
with the newer generation. That generation is
certainly going to need to know a little bit of
what I call "the bundles of wisdom," which are
evaporating.

evaporating.

Susan Boskoff: I feel so dazed and confused.
Suddenly, I listen to Senator Arlen Spector
(Republican, Pennsylvania), and he seems to be
making sense. I hear Ricardo Frazer talk about
his work and the rap song "Baby Got Back."
And I realize how much I like it, even though
it’s the antithesis of the message we were trying
to teach teenagers when I was a counselor at
Planned Parenthood in Salt Lake City many

years ago.

Of course, it’s cyclical. Every generation, every
field, has concerns about passing on the baton
or searching out the next leaders. To follow up
on Gloria’s comment, maybe they come from
the past and the present. I have been spending
time with my mother, who is 86 and the
youngest of her group of "rebels" who live in
the Redwoods Senior Community in Marin
County. They are a varied bunch; many contin-
ue with social activism and the pursuit of cre-
ative expression. They engage in and confront
life head on, and they energize me in a way
that’s nearly impossible to explain. I return
home, and my stepson, a young artist and
architect who works in his father’s firm, forces

believe that architects, with their physical lan-
guage designed to influence the new century’s
urban and suburban fabric, whether it’s Thom
Mayne and Morphosis, Diller Scofidio +
Renfro, or Andreas Duany and Elizabeth
Plater-Zyberk, must be part of the leadership
discussion. Our investment in the planning,
design, and function of our cities and neigh-
borhoods will inform the development of new
communication and social systems, which
includes the arts. There is reason to meet in
this neighborhood in Los Angeles. The fabric
of culture weaves in and out between the built
environment and traffic pattern--human and
motorized. Is there a plan to include buildings
of human scale along side Thom Mayne’s
Caltrans building? Will it become a good
neighbor to those who already live and work
here? The issue of layers of poverty within our
cities is something we all need to address, and

that includes the leadership of our field.

Returning to the sense of the cyclical nature of
things, in our country during the “20s and
‘30s, new social movements were born. Artists,
who are often on the front lines of social
change movements, and social activists were
searching out leaders and trying to find the
new notes of democracy. The creation of the
Works Progress Administration is significant.
Thousands of artists were engaged to create
and work, again, to find those new notes of
democracy. It was the government’s first sup-
port system for arts programs, but, in reality, it
was the voice of the individual artist that sur-
faced. Every generation, in finding its way and
its notes, will always glance over its shoulder
while looking forward. For me, there is a com-
fort in that, even though I am still worried that
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Arlen Spector is making sense to me.

Estelle Enoki: I have a question for Leslie Ito.
You were fortunate to have a very nurturing
and unique relationship with your mentor,
Linda. I have worked through probably 10
administrative transitions in my career. Not
accepting your predecessor’s work—or even
trashing your predecessor’s work—seems to be
a standard way of establishing your own identi-
ty and power base, and this is common politi-
cal practice. What are your thoughts on this
practice?

Leslie Ito: I am a firm believer that, in any kind
of position, there is something to be said about
the two four-year terms of the presidency. If you
can't do it in eight years, then maybe it is time to
move on. So, in about eight years, you may see
me moving on from Visual Communications if I
can't do it. That is to say that I was thinking
about this whole process this morning, and it
probably took me what would be my first term
to finish or push what Linda has started. I was
then a new leader trying to feel out my own
style and considering how that would happen.
We are going through a strategic planning
process, and it will be very helpful for me to be
able to not trash my predecessor because a lot of
the foundation of my thinking for the organiza-
tion is really based on my learning from Linda.
But the challenge is to take not just my ideas but
the ideas of the whole team I am trying to build.
Our ideas as a team will move us forward.

When I talk about the founder syndrome or
post-founder syndrome, I keep in mind that
Linda was really the vision behind our organiza-
tion. I think my leadership style is a little differ-
ent. I don’t want the future of Visual
Communications to be my vision alone. I want
it to be the vision of my team and that of my
staff, my board, our constituents, and the mem-
bers and artists whom we serve. So that is the
direction that I am going.

Michael Shuster: Because I have worked so
much with the traditional arts and traditional
artists, I think it is really important to look at

that area as a wonderful model for what we are
talking about. I think Neil Hannahs could prob-
ably talk about hula, and you could talk about
Okinawan musicians, who have a whole system
of passing on their knowledge and passing on
their leadership while the elders still stay in total
contact with their people, with their communi-
ties, and with their groups of artists. Simultan-
eously, they are working cooperatively to train a
whole new generation--not just one generation
but the generations of the future.

Suzanne Benally: I want to comment from a
place of becoming an "emerging elder" and note

how I might be concerned
about this from a Native per-
spective. Gloria Emerson
mentioned that one of her
concerns is loss of language,
and I think about language—
which, for the Navajo, really
carries our philosophy--and
art is a living part of that. It is important to us
that we help ground young people’s identity in
our culture. This is because we were given
instructions of who we are as human beings and
what our role is in this world, on this earth.
Through the language, we also receive cultural
instructions on behaviors and things we do and
things we don't do that sustain the culture and
the way of life. The tension with a lot of our

us that we help

culture.

young people is that the contemporary arts chal-
lenge this. This is not to say that we are not a
dynamic culture, but how do we address this?
The last time I was home to Shiprock, I was
looking at a cartoon of a traditional Navajo who
was hanging up her husband’s pants. A lot of
Navajo men are cowboys, so they wear very thin
Wranglers. In the second frame, she was hold-
ing up her grandson’s jeans, which are sort of the
hip-hop jeans, and they were really wide, and
she is looking at these really puzzled. Just grap-
pling with the change is a challenge for us.

Debora Iyall: Well, the Maori have a wonderful
school where they are teaching contemporary
arts and techniques, but all of the art work is
encouraged (and I believe it is enforced) to have
a Native perspective. I dont know the name of

It is important to

ground young peo-
ples identity in our



the school, but it is a really wonderful model. I
met a number of the artists from it up in
Olympia when they had the gathering Rerurn to
the Swing for indigenous artists of the Pacific
Rim.

Neil Hannahs: First, [ want to thank those
who presented for sharing not only the mana
(knowledge) that is in your head but pu ‘nwai
and 7na'au, which is what is in your heart and
your gut. Thank you very much. It takes
courage to do that.

Second, I detect a structure--a model of leader-
ship--that suggests to me a hierarchy and a
pyramid that gets narrow at the top. In order
to have things go up, you must get out of the
way or make room. I want to submit for con-
sideration a different model of leadership that is
as broad as the responsibilities we have, and
there is room for plenty of leaders. One of our
practices is to race canoes, and if you think of
the person in back as the steersman, as the
leader, you are really missing the leadership pro-
vided by every other member of the crew. The
person in the first seat is a leader because he or
she sets the pace. The person in the second seat
has to back that person up and has to be a
strong paddler. The persons in the third and
fourth seats are your muscles; they give you the
brawn of the canoe. The fifth seat of the six is
the back-up steersman, picking up anything
that the steersman doesn’t pick up. In this

model, the responsibilities

young and to stretch out. Certainly, there is a
need for the young sprout--we call the young
sprout the oha, which is the young sprout that
comes from the zaro, the kalo. There is plenty
of room to proliferate those, but still we have
room to grow as well. We can keep re-growing,
and that’s kept me going!

Patty Ortiz: In a previous life, I was an arts
and educator coordinator for the state arts
council in Colorado. We sponsored aesthetic
education institutes in migrant camps and in
the San Luis Valley. What we came to realize
was the best way to expose the teachers to con-
temporary art was to use the folk arts. We
developed institutes that included folklorists
and folk artists with contemporary artists so
that when the teachers realized that gardening is
an art form and knitting is, too, they were able
to understand artistic processes and understand
contemporary processes. The project was very
successful.

On another subject, we think about our elders
and how they can speak to our future leaders.
What I've now realized is what our young lead-
ers are doing is keeping our elders alive--proba-
bly in a lot of different ways.

! Ysaye Maria Barnwell, "On Children,"
Perf. Sweet Honey in the Rock, Good News,
Flying Fish, 1981.

... Jve been able to re-pot ? Blondie, "Dreaming," Eat To the Beat, by

Debbie Harry, Chrysalis Records, 1979.

are shared, and there is a

many times, and that re- lot of room for leadership.

potting has allowed room Third, T was trying to run

Leslie Ito’s emerging-
leader equation, and I was
getting into some pretty
high numbers. I wanted to raise my hand as an
emerging leader, too. I have been 30 years with
one organization. On the one hand, with that
kind of experience, I ought to be a mature
leader, but, in some ways, I feel young in some
of my leadership responsibilities because I've
been able to re-pot many times, and that re-
potting has allowed room for my roots to feel

Jfor my roots to feel young

and to stretch out.
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TOPIC II: ISSUES OF INCLUSION AND ECONOMICS

GARCIA PRESENTATION

Tony Garcia: I work in a Chicano and Latino
cultural arts center called E/ Centro Su Teatro. A
lot of the impetus for what we do comes from
the Chicano movement. As a matter of fact, [
teach now in the Chicano Studies Department.
Consequently, I would say that the business of
cultural identity has been my career. Not that I
know everything about it, but I have been able
to feed myself and my family talking about
Chicano issues and what it’s like being a
Chicano and also the whole push for the discus-
sion of self-identification. I teach this at
Metropolitan State College in Denver. The rea-
son kids come into my class is because the col-
lege requires that they take a multicultural cred-
it. If not for that requirement, I might not see
them. Many of them come from the suburbs,
while others are fourth-generation Chicanos
who are trying to rediscover their roots.

Some of the first questions I am asked in class
are, "What is a Chicano? Are you a Chicano?
Are you a Mexican? Are you a Hispanic?" They
worry because "I don’t want to offend any-
body." We start off by having the discussion.
We talk about Ruben Salazar, the late Los
Angeles Times writer. His essay containing his
definition of a Chicano says, "A Chicano is a
Mexican American with a non-Anglo image of
himself."' And so then they think they are kind
of fine, and they kind of go along with that for
a lictle bit.

Then I start to show them other examples. In
Zoot Suit, you have the White pachuco who
tells the lawyer, "You just better find out what it
means to be Chicano . . . ’'m pachuco too."?
And then we have the Culture Clash guys they
read in the Culture Clash book. There, in a for-
ward written by Philip Kan Gotanda, he says
that "Chicano is a state of mind,"® and you
have two Culture Clash guys who are from El
Salvador calling themselves Chicanos, so now
my students are really starting to have some

problems. We brought in the Chicano
Messengers, and Paul Flores is Mexican, Cuban,
and Serbian, and he says "I'm a Chicano."
Mark David Pinate is Panamanian, born and
raised in this country, and he says, "I'm a
Chicano." T gotta tell you, now my students’
heads are spinning around pretty badly. The
Taco Shop poets do an interview in the
Visiones PBS series, and one of the guys says, "I
was born in Chile, but now I call myself a
Chicano."*

So then the question goes to the students:
"What do you call yourselves-- White students?"
For lack of a better word, that’s what we are

calling them now, and I hear
the words, "I'm a mutt" when
they talk about their racial or
ethnic composition. That kind
of shocks me. The other piece
that comes out of it is when
they make references to what
they are versus what the "other," the people of
color, are. They say, "Well, I think they were
Mexican, or I think they were Hispanic, and
the other person was American." So they use
the term American a lot of times to describe
White English speakers. So it becomes a really
interesting dynamic of what that whole piece of
cultural identity is.

speakers.

I went to speak at Lincoln High School in
Denver, which has a predominantly Mexican
student body--a lot of children of immigrants
are there. Every time I mentioned the word
Chicano, 1 got booed. I got booed for a reason;
there is a lot of friction between Chicanos and
Mexicanos--first generation and those who have
been here for a while. The Chicanos are intimi-
dated because their Spanish sucks, and the
Mexicanos realize that they are being treated in
some ways with less opportunity because they
don’t speak English as well. So you have a lot of
friction. What the Mexicanos don’t realize at
this point, as they are booing me, is that they,
whether they like it or not, fit into a definition
of Chicano: They are of Mexican descent and
born or raised in the United States.

RE)

...they use the term
American a lot of times
to describe White English



Although we as Chicanos are being criticized by
that group because of our so-called assimilation
or Americanization--that we speak English
more and that kind of thing--they are actually
starting to fall more and more into that catego-
ry. As I drive though my neighborhood, which
is primarily Mexicano, I see signs that say
"yarda sale." Yarda is a word for yard in
Spanish, and it’s probably not the most proper
word, and sale is the word in English. So you
have to be able to be bilingual to read this sign,
and these are Mexicanos who are starting to
adapt English words with Spanish endings.
Consequently, they are becoming more
Chicano than they really realize.

The population of Denver, which is surprising
to some people, is about 28 percent Latino. In
northern Colorado, the city of Greeley is about
35 percent Latino. Many people think of
Colorado as a fairly conservative state, but there
are really two Colorados. There is an urban
and southern Colorado, which is where the pri-
mary concentration of Latinos is. Then there
are the suburbs and the Western Slope of the
state, which is where the heaviest concentration
of European Americans is. Some say we are as

divided as the United States.

A recent article in 7he Denver Post talked about
how Colorado is not a blue state or a red state--
it is a purple state. I think that a powerful

... Colorado is not a
blue state or a red state-
-1t is a purple state.

argument could be made that the
United States is not a red or a blue
country, but it is more of a purple
country. Yesterday, as I was talking
to an Iranian cab driver, he was
outraged at the recent elections. He noted that,
in the world, opposition to the conservative
agenda is really in the majority, but the minori-
ty seems to be powerful because they are in
power. Right now, in the schools, Latinos repre-
sent more than 50 percent of the population of
the Denver Public Schools. In Denver, people
estimate that those school-aged youth are the
next big voting block; they have not yet reached
voting age, but they are soon going to be the
majority in the city, and they are going to be
voting. They are going to be a powerful block.

I made a mistake because I read compulsively. I
read George Will yesterday, and I was outraged.
His column was once again an admonishment
for those who have liberal ideas. He writes that
what we've managed to do is offend the main-
stream of the United States with our ideas of
acceptance and inclusion. He indicated that
what happened in the recent election was a
backlash against those ideas--and George Bush
was elected because the mainstream does not
hold those values. Will indicated that many of
us are outside of the mainstream. Well, his
mainstream is a little bit different from my
mainstream.

Working in the mainstream has been a lifelong
experience for us as artists of color. Starting off
with the idea of just doing the work, the oppor-
tunity to do your work, was a large advance-
ment. I am the first--and there

may be other Chicano play-
wrights in the state--but you
know, I can’t think of any who
get paid much. I don't think
any of them are paid for actual-
ly doing the work that they are
doing. This is the situation in my generation--
the Baby Boomer/Chicano Movement genera-
tion. We represent the first generation where
people actually started to get paid to do their
work. We were the first generation to start look-
ing at ourselves as having a career in the arts.
My parents’ generation did not. That doesnt
mean that they didn’t have art; it doesn’t mean
that they didn’t have practicing artists. It means
that they did everything that they could possi-
bly do in order to create their art on another
level. So we are the beneficiaries of that experi-
ence and all that went before them.

So my generation of Chicano artists started off
with this idea that we just wanted to be able to
have a voice. And as we moved through the sys-
tem, we began to learn--I think it took us until
sometime in the mid ‘70s before we realized--
that there was money that was being used to
actually fund artists, and we were amazed that
they managed to keep that a secret for such a
long time. And as soon as we found out about
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it, they cut it. So we went through this whole
process. This is pre-marginalization. So now
we've moved to the table, and we say, "Hey,
wait a minute, you guys have got some money.
We want to be a part of that thing." And so we
are included but now marginalized.

We also have a tendency to marginalize our-
selves. In my class, I learned a lot about urban
culture and hip hop from my students because
they compare it to what I am talking to them
about. We read Luis Valdez’s Los Vendidos® and
talked about the idea of selling out. These kids
have beliefs about who sold out in the worlds of
hip hop and rap music--and they believe selling
out is almost instantaneous. To them, if more
than five people know you, you may have sold
out. If you make more than $150, you have
sold out. So their ideas are really pretty interest-
ing and pretty scrambled, but I think in them
there is an element of self-marginalization that
takes place. It is as if they are saying, "If they
like us, there must be something wrong with
us." I think it is a guy thing, too. "If this
woman is so great, what the hell is she doing
with me? Right?" When that is said, all the guys
laugh. So, in our culture, we have a tendency
to do that to ourselves, and all of us went

through these periods.

So then the discussion moves toward inclusion.
And what does inclusion mean? One definition
is us living out on this periphery and only kind
of knowing this other thing happens, and every
now and then we are able to partake of it. The
next stage, which was inclusion when it started,
was one in which we were being invited to the
table. But what happened out of that, I think,
is something we are experiencing in Denver.
For example, I was asked to serve on a task
force that was established to help revive the
Colorado Council on the Arts. On the task
force were people from mainstream institutions.
During the meetings, all of them passed out
their brochures, and there were tons of brown
people and black people and yellow people on
the covers of these brochures. Yet, when you
opened them up and looked at the names of the
staff and board, there were no apparent names

of brown people, black people, red people, or
any other than white. This whole thing about
diversity means we are going to put you on our
cover, but we are not going to put you on our

board.

The major institutions position themselves to
ask for money on our behalf, but they are not
going to give that money to us. Denver is the
land of the Scientific and Cultural Facilities
District (SCFD). The District, if you haven’t
heard of it, has become a funding model that a
number of other cities have talked about adopt-
ing. Recently, the District was once again reau-
thorized, and many people think that is a very
positive thing. However, during the time lead-
ing up to the reauthorization process, there was
a powerful move within the Latino community-
-though it didn’t actually materialize into
action--to oppose the reauthorization. The rea-
son was that the SCFD is a three-tiered system,
with most of the money (62 percent) allocated
to five large organizations. These organizations
are clearly not organizations of color--nor are
they organizations that reach out in any signifi-
cant way to that community. Denver’s cultural
policy, even with an African-American mayor,
has been to build the infrastructure of major
organizations and major arts-organization facili-
ties with the idea that others will be helped
through the arts version of the trickle-down
theory. The administration’s belief was that
somehow this would happen with the building
of the consciousness of the arts around large
arts organizations activities.

People like me get accused--and not without
reason--of biting the hand that feeds them
because we actually do get the leftovers-- what-
ever rolls off of the table. So there is this discus-
sion in Denver that the great thing about the
SCFD being reauthorized is that an organiza-
tion like mine can still receive $35,000 annually
from it. Now I will take that money--I am not
that stupid. But the conversation that I think is
really important--and the Latino community is
starting to have that conversation--is that we are
marginalized, and the community’s artists are
marginalized. The common perception in the
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arts community seems to be that one art is as
good as any other art as long as something is
happening, and we who feel marginalized
should shut up and go home,
and everything will be fine.

... we are marginalized,

and the community’s

During the ‘80s in the Latino
theater movement, there was a
project that came out of Denver called the
Hispanic Playwright Project. The goal of the
project was to mainstream our artists. So this
discussion about mainstreaming was taking
place a long time ago. What mainstreaming
meant in those terms is how to get our artists to
sound more like the mainstream--or what we
perceived as the mainstream--so that we could
fit into it. I would like to start having a discus-
sion about what it means for us to be consid-
ered part of the mainstream. At 35 percent or at
28 percent of the population, we are no longer
happy with inclusion--we are really talking
about full participation.

artists are marginalized.

When we talk about cultural identity, we are
circling back to a core issue: Is cultural identity
how we look at ourselves and how we envision
our cities? It is not enough that everything is
equal to everything else and that if we can make
a nod to each ethnic group, we have fulfilled
our task. I think that we have to start really
working with this issue--and it seems like the
urban centers are a good place to start. I live in
an urban center—it’s a place in which I would
like to continue to work. I think we need to
take a close look at how we perceive cities in
terms of how they perceive their cultural identi-
ty. This approach is different from one that
considers that there is a mainstream (read Euro-
Americans) and feels ways must be found to
include (read adjust) other groups into the
mainstream.

The process of defining cultural identity will
have a significant learning curve. Groups have
to go through the process; however, there is a
big power shift that has to happen within that,
too, and considerations related to the allocation
of money are part of that process. We must be
able to turn those political wheels and those

economic wheels so that we are not only being
just included in different parts of the discus-
sion, but we actually see that major art centers
of color are being built within our communities
because they provide the infrastructure and the
institutions for us to continue our work long
term. When we talk about cultural policy, I
think we have to start talking about it in a com-

pletely different manner; we need
to look at it in a different kind of
light. What we are really talking
about is not just from the point
of inclusion, which greets us with house as well.
"Hi, welcome. You're coming into

my house." The new realization must be that it

is our house as well.

The new realization

must be that it is our

Going back to the discussion of marginaliza-
tion, I still have a difficult time. The theater
work I do involves a lot of music, but I will
cringe (and I am working on this) when some-
body calls it American musical theater. This
occurs because my concept of American musical
theater is not something that I am dying to go
see--or that I want to be accused of creating.
But you know what? For 30 years, organiza-
tions such as Su Teatro, Teatro Campesino,
organizations in the African-American commu-
nity, organizations in the Asian community,
have been creating musical works of theater, yet
we continue as people of color to shy away
from the term American. 1 am more comfort-
able being called a Norte Americano, righe? It’s
the same as when we shy away from the term
patriotism because we see patriotism as native-
ism or national-ism. A national dialogue is tak-
ing place regarding how we see ourselves in
terms of our cultural identity and how we want
the rest of the world to see us. We have to start
taking back some of those terms. We, me, us
are as American as anybody else in this country,
and we also are as mainstream as anybody else
in my country. I am not the most radical per-
son in my community--as hard as that is to
believe--I am not. For some people in my com-
munity, I am pretty mild. I think that what has
happened is that we have bought into some of
the concept of inclusion. We bought into not
belonging, yet we crave acceptance. The con-
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versation I am interested in having is when can
we start saying, "No, it’s not a question of giv-
ing me my piece of the pie. It’s that I am
involved in every element of the pie."

I want to comment on just one last thing. Part
of this issue (cultural identity) is about institu-
tions--building our own institutions. The other
thing is infrastructure--building our own infra-
structure. This morning, Leslie Ito talked about
all the opportunities she has had in terms of
arts administration, yet few of us have had
those opportunities and struggle still to create
them for others. As we have developed our
organizations with difficulty, we recognize that
arts administrators--all of the arts administra-
tors here--are really the backbone of what
makes this stuff go. They create opportunities
for artists. Arts administrators are the ones who
say, "Oh, yes, we'll make sure we shut the light
off. No, don’t worry about that." We make sure
the lights go on, we make sure the lights go off,
we make sure the trash gets picked up--all that
other stuff that sometimes gets lost in the
process. But we need to create opportunities for
our young people to say, "Hey, you know what?
I can get a job as an arts administrator in an
organization of color. I can work in the arts
and make my car payments, and I can get
health benefits, and maybe even an IRA
account somewhere along the line, and I can
actually have a career being an arts administra-
tor in my community. I can help build my
community, and I can help build that infra-
structure so that, later on, somebody else can
come into that place.”

I belong to an organization called the National
Association of Latino Arts and Culture
(NALAC), and NALAC has been around for
awhile. We have our roots in The Association of
American Cultures (TAAC). NALAC has cre-
ated a national leadership institute, and every
year for the past three years, we have taken 13
to 17 young Latino arts administrators and pro-
vided them with an intensive two-week course
in arts administration, talking about nonprofits,
writing grants, all the other things that people
come in and go, "I don’t even know where to

start with this kind of work." And part of this is
a mentorship program.

So those are the two pieces that I would like to
put on the table. We need to reconsider how
we fit into the mainstream. This process is not
a question of us challenging the mainstream
anymore because the dynamics within the

mainstream in the next 50
years indicate that "we peo-
ple of color" are going to be
the mainstream. I think also | - ...
that in our conversation of

how we become that, we have to create oppor-
tunities to create that infrastructure by creating
a body of arts administrators, creating that sta-
bility within our organizations, so that they can
then turn around and support our artists and
our organizations and create that longevity for
arts institutions within our communities.

I Ruben Salazar, "Who Is a Chicano? And
What is It the Chicanos Want?" Los Angeles
Times 6 Feb. 1970: B7.

2 Luis Valdez, Zoot Suit and Other Plays
(Houston: Arte Publico Press, 1990) 68.

3 Philip Kan Gotanda, Foreward, Culture
Clash: Life, Death and Revolutionary Comedy,
by Richard Montoya, Culture Clash, Ricardo
Salinas, Herbert Siguenza and Culture Clash
(Comedy Troupe) (New York: Theatre
Communications Group, 1998) ix.

4 "Episode Five," Visiones: Latino Art &
Culture Captures the Rich Cultural and Artistic
Expressions of Latinos in the United States, PBS,
3 Oct. 2004.

> Luis Valdez, Los Vendidos (Houston: Arte
Publico Press, 1990).
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MOTLEY PRESENTATION

Sabrina Lynn Motley: This past January, the
Japanese American National Museum was asked
by SITES, which is the Smithsonian
Institution’s Traveling Exhibition Service, to
host September 11th: Bearing Witness to History.
Originally developed by the Smithsonian’s
National Museum of American History, the
exhibition contained 48 artifacts from steel
girders to clothes worn by rescue personnel
from the three crash sites. The exhibition had
been slated to go to Chicago; however, the
venue cancelled and, as there was no California
showing in the original schedule, they asked us
as a Smithsonian affiliate to present it. So, in
January, 2005, we had a little more than a week
to determine if our space could accommodate
the artifacts—there were questions about
weights of the girders, we would have to split it
up and show it on two floors, we would have to
obtain the necessary funds in a very quick man-
ner. Most important, we had to consider
whether the exhibition made sense from the
standpoint of our mission. Of all the discus-
sions that took place, it was the latter that was
the most charged. The recurring question,
internally and externally, was why would the
Japanese American National Museum present
such an exhibition?

...the National Museum

As James Early pointed out,
the National Museum is the

is the only museum in the
United States dedicated to
sharing the experiences of

over 850,000 Americans

of Japanese ancestry.

only museum in the United
States dedicated to sharing
the experiences of over
850,000 Americans of
Japanese ancestry. It was
established in 1982 when

two groups, Little Tokyo-
based businessmen (and these
were mostly men, although a lot of women did
the on-the-ground work) and highly decorated
World War II veterans, pooled their talents and
their resources to create an institution that
would work to ensure the preservation of
Japanese-American heritage and cultural identi-
ty. This vision is reflected in our mission state-

ment, which reads: "The mission of the
Japanese American National Museum is to pro-
mote the understanding and appreciation of
America’s ethnic and cultural diversity by shar-
ing the experiences of Japanese Americans." It is
the end of that sentence, "understanding and
appreciation of America’s ethnic and cultural
diversity by sharing the experience of Japanese
Americans," that offers both pause and promise.

It was interesting for me to hear Mr. Early talk
about the National Museum as a trail blazer
and remark upon the tri-lingual activities that
took place at the opening of its new building. I
didn’t attend those opening events, but I saw
the pictures. It was April 30, 1992. It was the
day after the riots that occurred in the wake of
the Rodney King trials. At the opening, it must
have seemed like an oasis in a quickly burning
desert as a Buddhist priest conducted rituals
next to an African-American choir from
Crenshaw High School, who stood next to folk-
lorico dancers from Plaza de la Raza. If you
look at those pictures closely, you will glimpse
the challenges to come--the same challenges
that we faced some 12 years later as we tried to
figure out whether to host the Bearing Witness
exhibition.

How does a culturally specific institution speak
to the needs of its base as well as to the needs of
the larger community? Moreover, what happens
when the demographics of that base are rapidly
shifting and that changing base demands other
things from the institution? For many, hosting
the exhibition wasn't an "either/or" question,
but a "why should we?" question. Many felt
there were scores of stories to be told within the
Japanese-American community—a community
whose story hadn't been fully told. Given that
so many holding those stories were passing
away, the question was asked, "What is the best
way to reach out to others?" This was more
than a philosophical question as the National
Museum also had finite resources. Of course,
others argued that one of the critical compo-
nents of the National Museum’s work was to
provide ways to bring people together in dia-
logue and partnership and to forge new ground.
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Like that of other American ethnic communi-
ties, the Japanese-American story, if it is to have
larger relevance, must be told alongside the sto-
ries of other cultural and ethnic groups.
Moreover, as the National Museum valued the
first voice, it was critical that diverse individuals
and communities be heard and heard often. So
the National Museum had presented several
exhibitions in the past that were conceived
and/or executed with non-Japanese-American
partners, most notably, Boyle Heights: The Power
of Place, which many from diverse local com-
munities attended. In those instances, the
Japanese story was core even as it shared space
with those other groups.

Still, September 11th: Bearing Witness to History

was different. The horrific acts
of that day weren’t ethnic spe-
cific. The exhibition required
the museum to make a clear
statement and to take decisive
action. Quickly.

The exhibition required
the museum to make a

clear statement and to

take decisive action.

Ultimately, we decided to host the exhibition
and, against the advice of our financial officer,
we jumped into it headlong. We figured we
would find the money, which we did. Then we
sat about crafting a clear statement of purpose
and outlining the necessary decisive actions.
The public statement went something like this:
"History came tapping after September 11th,
2001, and made the relevance of the intern-
ment camps obvious. As a preeminent collector
of personal histories with a commitment to
learning the lessons from our past, the National
Museum provides an important setting in
which to examine the continued response to
tragedy and heroism of that defining moment."
It was hoped that, by claiming the culturally
specific, we would activate gestures that would
result in deeper cross-cultural connections. In
the end, the exhibition was the highest attended
in our history, bringing with it an increase in
attendance from every ethnic group and many
first-time visitors.

What it did not do is increase membership, and
it did not increase store sales. In that way, our

financial officers were vindicated but, obviously,
that wasn’t the point. The exhibition did not
result in a proportional increase to the people
viewing our core exhibition, which is called
Common Ground: The Heart of Community.
Common Ground is the story of 125 years of
people of Japanese descent living in America.
Here, it’s clear that some of the folks who said
we shouldn’t take the exhibition were vindicat-
ed, too. People didn’t see the core story. That
was our fault. We were remiss in not making
more explicit the connections in the collateral
materials we created as well as the ads we placed
and the articles that we produced. In hind-
sight, we see we should have done more, and I
have no doubt that we will make meaningful
changes based on these experiences.

By now, you have no doubt noticed that I am
not Japanese American. I am not speaking for a
community—I am speaking abour it. That

said, these issues are not abstract because, as the
director of public programs, they have a very
real impact on the work that I do. In the case of
Bearing Witness, 1 had to produce 24 events

over the course of six weeks.

Yes, I lived at that museum! I
created programs that reflected
the mission of National Museum
and spoke to multiple communi-
ties, including the core one.
When I started, I was the new
kid in town. I had just been
made director of public programs, and I felt a
keen responsibility to everybody. I was being
watched by many of the same people who
avoided me in the hallways, just as I was being
helped and protected by those who met me
with open arms. At the end of the day, if it is
true, as James Early said, that the National
Museum is blazing a trail, then for our conver-
sation perhaps it is most important that it does
so within its own community. This gives us
another way to think about inclusivity, speaking
internally as well as externally. Call it outreach
or process--whatever name it is given, it's impor-
tant that its definition and its function can and
should reflect the particular communities that
enact it. Communities grapple with the issue

Communities grapple
with the issue of inclu-
stvity in different ways
at different points in

their history.
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of inclusivity in different ways at different
points in their history. For example, these issues
may look different as successive generations that
are increasingly hapa take on leadership posi-
tions.

If our experience in presenting September 11th:
Bearing Witness to History is any indication,
there is no terra firma. Sadly, there may be no
measurable economic benefit for some time to
come. Yet, there is something to be gained by
treading into these difficult waters. In her essay,
"Finding Family Stories: Mapping the Journey
to Community Engagement,"! Kinshasha
Holman Conwill has written about how muse-
ums around the country are dealing with ques-
tions, especially after 9/11, of how to be com-
munity conscious because they recognize that
museums are part of the web of organizations
that creates the life of communities.

The National Museum will continue to engage
its base by presenting core stories in concert
with stories that speak to a larger community.
In this way, it makes the creation of the
National Center for the Preservation of
Democracy even more important. For some
time, the National Museum is going to have to
focus on a specific story, and well it should.
The National Center allows us to delve into the
issues of diversity and democracy. Its goal is to
inspire young people to be engaged citizens by
learning lessons from the past as they work to
shape a "more perfect union."

So the story continues to be told, but it is very
difficult. I find it interesting to have to tell it
as, again, someone who is not Japanese
American. This is my first experience of work-
ing at a culturally specific institution. I also
find it ironic that I am having conversations
about issues that I have often avoided having
within my own community. I am walking into
the territory of others, which I'd like to think
gives me a different insight into all of this. As
you can see, there are many more stories to be
told, and I want to thank you for listening to
just one of them.

! Kinshasha Holman Conwill, "Mapping
the Journey to Community Engagement,”
Japanese American National Museum, Finding
Family Stories, Exhibits 2003, 16 Jan. 2006
<http://www.janm.org/exhibits/ffs/2003exhibi-
tion/general/2003mission.html>.
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LUTHER WILDER PRESENTATION

Judith Luther Wilder: I feel like this panel
could aptly be called 7he Sacred and the
Profane. Sabrina Motley and Tony Garcia have
addressed very sacred issues. I am going to talk
about the profane, which is money.

I am going to frame my remarks by briefly
describing my own organization, which is the
Center for Cultural Innovation (CCI). I will
also talk briefly about a year and a half of
research we did before we created the CCI. I
think this has relevance because, while our
research dealt with the function of artists as a
whole in the general arts economy, we found
trends that have a negative and disproportion-
ate impact on artists of color. The CCl is, in a
nutshell, a small business development center
for artists. It is the first one in the country to
focus on the financial and the business needs of
artists.

...1t was our feeling that
artists are, by their very

nature, entreprmeurs.

In establishing the organiza-
tion, it was our feeling that
artists are, by their very nature,
entrepreneurs. They deal with
risk all of the time, and most
of them are self-employed. We thought it
appropriate to look at the kinds of services
workers in other industries regularly access. If
you are in transportation, if you are in sales, if
you are in any other industry, you have access
to support systems. However, we found these
were not available to the artist. We started CCI
based on what we identified as a need within
the community. Our primary programs provide
entrepreneurial training, one-to-one business
counseling, collateral for loans, marketing
workshops, and a benefits program for artists
that includes travel discounts, access to dental
and health insurance, prepaid and low-cost
legal assistance, and discount tickets to theater
and performing arts venues across the country.

The CCI was established three years ago at the
behest of Cora Mirakatani, who was then a sen-
ior program director for the James Irvine

Foundation. She is now executive director of
the Japanese American Community Cultural
Center. She engaged my company to conduct a
study that confirmed that basically there is no
arts economy that is recognized by the financial
markets or government agencies. However,
there is clearly a robust underground economy.
Almost all other industries are reflected on bal-
ance sheets which, in turn, create equity, which
then create economic opportunities. The arts
industry doesn’t have this structure and capacity
that would be economically beneficial.

I clearly can’t cover 18 months of research in 10
minutes, and you would lose the will to live if I
tried, but I will mention one or two of our
findings. One of the interesting pieces of infor-
mation that we gathered that ties into this dis-
cussion documented a 46-percent increase in
the number of professional artists (this is
326,000 persons) between 1970 and 1980,
which was a higher rate of growth than all tech-
nical professions enjoyed during that same peri-
od of time. This increase corresponded with a
change in the nonprofit tax code, which corre-
sponded with an increase in the philanthropic
dollars available to nonprofit arts organizations.

In the past decade, while the growth in the
number of trained artists has continued, the
volume of philanthropic dollars that are allocat-
ed to individual artists, as you all know, has
witnessed a tragic decline.

Let’s fast forward to today. Two months ago,
the Los Angeles Times ran an article talking
about the decrease in roles on television and in
film for artists of color. When I read that, I
called Cal Arts and Otis and the Southern
California Institute of Architecture and Arts
Center to ask them if enrollment of artists of
color had declined or increased in the last 10
years at their institutions. Without exception,
three art schools said the numbers of multicul-
tural artists they were enrolling and graduating
had increased in all cases dramatically. This
increase flies in the face of the recent report
from University of Southern California’s Tomas
Rivera Policy Institute that focused on lower
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acceptance rates of Latino and African-
American applicants to all schools at University
of California campuses since California voted in
1996 to ban the consideration of race in admis-
sions. Apparently, while admissions for Latino
and African-American artists at all University of
California campuses have declined, the num-

...the numbers of people
trained without market
consideration works to
the disadvantage of all
artists but works to the
significant disadvantage

of multicultural artists.

bers of Latino and African-
American art students at art
schools have continued to rise.
So, at least in California, this
increase in art schools generally
and among multicultural artists
specifically suggests that the
numbers of people trained
without market consideration
works to the disadvantage of all
artists but works to the significant disadvantage
of multicultural artists.

Education is not tied to the growth of the arts
industry or an opportunity but much more to
giving because art schools continue to be the
beneficiaries of philanthropy. This same philan-
thropy does not typically continue to nurture
multicultural artists nor are employment or
other opportunities there for them once they
graduate.

So you have the following happening simulta-
neously: Nonprofit giving staying relatively flat,
the number of arts graduates and specifically
multicultural arts graduates is continuing to
grow, there is a decrease in amount per artist or
amount per capita, overall Hispanic populations
have increased so that minority has become
majority, and the arts industry is essentially
501(c)(3) based and therefore is not tracked as
other industries are. As a result, you have not
only an underground industry but one that, to
some extent (because of poor data manage-
ment), is certainly not functioning efficiently.

To contrast this, I would like to mention anoth-
er profession that was tracked and that man-
aged its data so that adjustments were made. In
the “70s there was a widespread belief that the
oceans would be a source of great research and
development. At the time, there were several

television shows that had underwater heroes,
and this was prior to our systematic destruction
of the oceans. Mainstream schools turned out
Ph.D. oceanographers by the thousands, and in
no time, we had over 100,000 Ph.D.-level
ocean scientists. The unhappy parents of these
ocean scientists discovered there was no market
for them. Ph.D.s ended up going back to
school or working for the equivalent of what
would be $30,000 a year today. A few went to
work for the oil industry, but many thousands
were shockingly un- or under-employed. What
happened?

This was a profession in which good informa-
tion existed, planning was accommodated, the
schools put the brakes on, and the economy for
that profession adjusted, which happens in
most industries that are properly documented
and planned. The arts industry--or if you will,
the underground arts industry--is not even as
well tracked as other mission-driven industries.
In the area of theology, the Catholic Church
and the Mormon Church know exactly how
many priests they need and how many mission-
aries they need.

But we are not in an industry that adjusts in
time to avoid disaster. We have increasing num-
bers of multicultural artists in pursuit of fewer
opportunities. We have less money, and artists
of color are not only competing with each other
for roles and grants and commissions but with
many, many other artists overall. At some point,
our industry has to pay attention to the models
established by virtually every other industry and
profession and acknowledge that even as the
nonprofit community grows in significance, the
picture that emerges of the sector that we are
most concerned about, the arts, is of a sector
experiencing mismatch, scarcity, uncertainty,
and disinvestment in programs and facilities.

The CCl is a very small organization, but we
have tried to do what we hope is working well
for artists like J. Michael Walker and his col-
leagues. That is to position ourselves and our
constituency at the intersection between culture
and commerce and to connect the cultural



economy with the market. Part of our mission
is very simple; it is to help artists get their work
to marketplace in a way that is profitable for
them. No one who comes through CCI
becomes a better artist because they come
through CCI, but we hope that they do manage
their businesses and their careers more efficient-
ly, that they learn to recognize that they are
running small businesses, and that they should
do it well. They should also learn that they are
self-employed, and, if they identify themselves
as such, they will inherit access and benefits
they would not otherwise receive.

For example, if a person goes to a bank and
identifies herself as an artist, good luck on get-
ting a loan. However, if she states she is an
African-American self-employed woman with
an arts business, chances for success in obtain-
ing a loan are greatly improved. Such redefini-
tion also opens the door to other kinds of sup-

port. This crosses the gambit

economics. I don’t think we have done that.

We can learn from the struggles of other indus-
tries and move the funding of the arts from a
dead-end system to one that is open ended.
This is particularly critical for multicultural
artists who find it easier to adapt to a market
economy than mainstream artists who grew up
in a grants system and are now shocked that the
gravy train doesn’t stop at their station any-
more--or doesn’t stop as often. Multicultural
artists never rode that train, even when it was
going full speed, and so adapting to an earned-
income model to debt financing to complete
projects to entrepreneurial strategies is not

going to be such a shock
to the collective systems
of the multicultural artist.
It is important to begin
this adaptation immedi-
ately and to learn to use
the few tools that are

...we have to take on

languages such as business
language because business is
not going to learn the arts

languﬂge dnytime 50071.

...when one is an artist, | from micro-loans to free

playing the game gets
you farther than being

entrepreneurial training and
business training. But you
have to go in and say, " am a
small business owner, or [ am
a self-employed person." Is
this approach ideal? Probably not--a person
should be able to shout about his or her artistry
from the rooftops, but the fact of the matter is,
when one is an artist, playing the game gets you
farther than being totally candid.

totally candid.

For those of you who work in the so-called arts
industry, look around and recognize that we
need to control the industry rather than have it
control us. It is what this group was talking
about earlier when we talked about interview-
ing the people who come in to give you money.
It is taking that kind of control. We produce
essential products of communication. The arts
are the steak; they are not the sizzle. We must
recognize that, in our $10 trillion economy, the
arts are not reflected except as a creature of the
wealthy who are rewarded for supporting the
nonprofit arts. I agree with Debora Iyall who
said that economics should not determine
value, but I think values and value should drive

already in place as soon as

possible. We really have to risk learning some-
thing new, as James Early said. It is very impor-
tant. I think that when we are talking about
language and the Japanese American National
Museum being tri-lingual in their approach, we
have to take on languages such as business lan-
guage because business is not going to learn the
arts language anytime soon.

RESPONSES AND DISCUSSION

Michael Alexander: When it comes to issues,
there were two things that I heard strongly
noted here. One is that we have got certain
artists who are working to send messages back
within their own communities. These artists
produce work that helps them deal with their
own identification and the issues with which
their communities are dealing. The other is that
some are working to get messages out about
their community--they want to help Americans
and others get to know that community better.

I also am realizing that the arts infrastructure is
actually modeled on history and the experience
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of the mainstream major arts organizations. I
think that the funding and other support pro-
grams were essentially set up to deal with the
realities of big symphony orchestras and big
museums. When dealing with those types of
institutions, there was a reason to have match-
ing grants and the other common mechanisms
we have today. The approach was a politically
appropriate way to set up a government fund-
ing program. Then, to state that public money
would be matched by private-sector money
sounded very good. But such an approach is a
real problem for a great many non-mainstream
arts organizations. This is particularly the case
with community-based organizations, where the
level of wealth--of philanthropic orientation, of
opportunities to find funding--does not exist as
it does for the majors. When these organiza-
tions are given a government grant that must be
matched, it becomes a double challenge. This
is not the same experience as a major arts
organization, where one has board members
who, if necessary, are prepared to write checks
to meet payroll at the end of the week. This
kind of situation is one that I know has existed
in 