THE ROR:

Arguments, Research, and
New Environments for the Arts

The 2009 Symposium of the
Western States Arts Federation
The Aspen Institute

Aspen, Colorado
October 15-17, 2009

W=STAF




Printed from e-media with permission by:

Curran Associates, Inc.
57 Morehouse Lane
Red Hook, NY 12571

W ASSOCIATES IN

pfoceéﬂings

.com

Some format issues inherent in the e-media version may also appear in this print version.

ISBN: 978-1-61839-368-5

Copyright© (2009) by the Western States Arts Federation (WESTAF)
All rights reserved.

Printed by Curran Associates, Inc. (2011)

For permission requests, please contact the Western States Arts Federation (WESTAF)
at the address below.

Western States Arts Federation (WESTAF)
1743 Wazee Street, Suite 300
Denver, CO 80202

Phone: toll free: (888)-562-7232
(303)-629-1166
Fax: (303)-629-9717

staff@westaf.org

Additional copies of this publication are available from:

Curran Associates, Inc.

57 Morehouse Lane

Red Hook, NY 12571 USA
Phone: 845-758-0400

Fax:  845-758-2634

Email: curran@proceedings.com
Web:  www.proceedings.com



et s o ow
Environments for the Arts

Symposium Prqi:egdings e

The 2009 Symposium of the Westefn States Arts Federation
October 15 - 16, 2009

The Aspen Institute, Aspen, Colorado

Sponsored by the Wester States Arts Fedefation

W=STAF



A

Arguments, Research, and New
Environments for the Arts

SYMPOSIUM PROCEEDINGS

SYMPOSIUM DIRECTOR
Anthony Radich

PROCEEDINGS EDITOR
Erin Bassity

CONTRIBUTING EDITORS
Sonja K. Foss

Anthony Radich

Laurel Sherman

GRAPHIC DESIGN
David Baker

The Western States Arts Federation
1743 Wazee St., Suite 300

Denver, Colorado 80202
Telephone: 303-629-1 166
TTY:303-607-9019

Fax: 303-629-9717

www.westaf.org




(3 2 T n 05 T 3ot Dt A e

Table of Contents

ABOUT THE SYMPOSIUM SPONSOR
SYMPOSIUM PARTICIPANTS

PRESENTATIONS AND DISCUSSIONS
KEYNOTE PRESENTATION

Douglas McLennan

FILV INGENTIVES IN THE STATES
Presenters: Ned Rightor, Jon Hendry

Ned Rightor presents the work he and co-author Susan Christopherson completed regarding the ef-
ficacy of film incentives. In addition to providing a critique of current incentive programs, Rightor sug-
gests ways film incentives can be made more effective. Jon Hendry presents a view of the value of film
incentives from a state perspective. He discusses how incentives function in New Mexico and provides
an overview of the short- and long-term benefits of such incentives to a state.

ARTS EDUCATION: ADVOGACY AND RESEARCH

Presenters: Lynn Waldorf, Laurie Schell

Arts education advocates have long cited research that demonstrates the contribution of arts education
to the learning process. Unfortunately, some of the traditionally cited findings have emerged from re-
search that does not stand up to rigorous scrutiny. LynnWaldorf and Laurie Schell present an overview
of research commonly used in arts education advocacy work and note its strengths and weaknesses.
They also discuss current trends in arts education advocacy research.

BEYOND ECONDMIC IMPACT STUDIES: ECONDMIC ARGUMENTS FOR THE ARTS
Presenter: Larry Meeker

Respondents: André Pettigrew, Ann Markusen

Larry Meeker presents analysis and critique on measuring economic activity in the arts, including a
review of economic development efforts currently underway that focus on creativity as their central
element. André Pettigrew and Ann Markusen respond.

MESSAGING PART I: CONSTRUCTING THE ARGUMENT
Presenter: Danielle Endres

Respondent: Douglas McLennan

Advocates for the arts—especially advocates for public funding of the arts—have employed a wide ar-
ray of arguments to promote their beliefs. Danielle Endres presents the latest research in the area of
argumentation theory and practice and proposes a framework for the design of an effective argument
for the arts. She also demonstrates the use of argumentation theory in her work with American Indian
tribes who advocate to policy makers and others for the preservation and protection of sacred lands.
Douglas McLennan responds.

e

18

25

a3



MESSAGING PART Il: ARTS AND CULTURE REDEFINED
Presenters: Jennifer Hahn, Jennifer Mello, Joaquin Herranz, Jr.

Respondent: Ann Markusen

For many state arts agencies and their constituents, providing compelling reasons for states to fund the
arts is increasingly difficult,and the arguments are often ineffective. Building on the previous symposium
session on the effective design of an argument, Jennifer Hahn, Jennifer Mello, and Joaquin Herranz, Jr.
further explore strategies for making the case for public art funding to policy makers. Ann Markusen
responds.

WHERE ARE THE YOUNG PEOPLE [IF THEY'RE NOT AT THE SYMPHONY)?: SHIFTING
GEARS IN A KEW ERA OF AUDIENCE PARTICIPATION AND ENGAGEMENT

Presenters: Steven Tepper, Jennifer Novak-Leonard, and Kwende Kefentse

Audience participation and engagement continue to be critical topics in the arts. Although some stud-
ies indicate that fewer young people are attending traditional arts events, their attendance at rock and
indie music concerts continues to be strong. In addition, young people in great numbers purchase the
latest iPod and other technology, attend guerrilla knitting circles and other DIY activities, and spend a
great deal of time on Facebook. Some blame weakened arts and music education in K-12 school years
for the lack of young faces in the audiences of traditional arts and classical music events. Others contend
the movement away from traditional art forms is a natural evolution of shifting interests. In this session,
Kwende Kefentse, Steven Tepper, and Jennifer Novak-Leonard discuss these and other issues related to
the participation of young people in the arts and creative activities.

CULTURAL POLICY IN THE UNITED STATES AND EUROPE

Presenters: llona Kish, John Holden

As the cultural policy establishment of the United States is consumed by events within the country’s
borders, our colleagues in Europe and beyond face different cultural policy challenges. llona Kish and
John Holden present an overview of current thinking and cultural policy trends in Europe and link those
trends to current cultural concerns in the United States.

RETHINKING THE STRUCTURE AND SCOPE OF STATE ARTS AGENCIES

Presenter: Julia Lowell

State arts agencies have enjoyed over 40 years of success. Due to their creative work, the arts have been
made available to even the most remote areas of the country. Today, some argue that in order to assist
in the next stage of arts development, the agencies need to be restructured and revitalized. Led by Julia
Lowell, this session features a discussion about how agencies might transform and redevelop over the
next 10 years in order to position themselves for the future.

APPENDIX
BACKGROUND READINGS
SYMPOSIUM AGENDA
PARTICIPANTS' BIOGRAPHIES

SYMPOSIUM OBSERVERS

L]

al

n

73

81



|

ABOUT THE SYMPOSIUM SPONSOR

The Western States Arts Federation

The Western States Arts Federation (WESTAF) is a regional
non-profit arts service organization dedicated to the cre-
ative advancement and preservation of the arts. WESTAF
fulfills its mission to strengthen the financial, organizational,
and policy infrastructure of the arts in the West by engag-
ing in arts policy research and state arts agency develop-
ment; developing innovative programs, services,and technol-
ogy solutions; and supporting programming for artists and
arts organizations. WESTAF regularly convenes experts and
leaders around critical issues affecting the arts and cultural

policy.

Located in Denver, Colorado, WESTAF is governed by a
22-member board of trustees that largely comprises arts
leaders in the West. Founded in 1974, the organization
serves the largest geographical area and number of states
of the six U.S. regional arts organizations. WESTAF’s con-
stituents include the state arts agencies, artists, and arts or-
ganizations of Alaska, Arizona, California, Colorado, Hawai'i,
Idaho, Montana, Nevada, New Mexico, Oregon, Utah, Wash-
ington, and Wyoming.

WESTAF is an experienced developer of technology sys-
tems that benefit the arts and culture field. These systems
include GO:GrantsOnline™, a fully customizable, robust,
and flexible online grants management system; the Public
Art Archive, a national online database of public art; Call-
forEntry.org™ (CaFE™), an online application and adjudi-
cation management system used by public art programs,
galleries, museums, and educational institutions to manage
public art commissions, exhibitions, fellowships, and visual
art competitions; Artjob.org, an online arts job bank that
lists national opportunities for arts administrators and oth-
ers as well as internships, grants, public art projects, and
residencies; ArtistsRegister.com, an online gallery that al-
lows visual artists to showcase their work and connect
with private collectors, gallery owners, interior designers,
corporate art buyers, public art administrators, and general
art enthusiasts;and ZAPPlication.org®, an online application
and adjudication management system used by more than
400 art fairs, festivals, and shows. WESTAF is also the cre-
ator and purveyor of the research-based Creative Vitality ™
Index (CVI™), a sophisticated creative economy report that
measures and provides highly reliable and comparable data
about the health and vitality of an area’s creative sector; in-
cluding for-profit and non-profit endeavors, businesses, and
organizations.

As a progressive and evolving organization,YVESTAF initiates
new programs and projects regularly and is proud to have
artists and arts administrators on staff. WESTAF is funded
in part by the National Endowment for the Arts. WESTAF
remains committed to the improvement of the the capac-
ity and quality of public funding of the arts by the state arts
agencies of the West. Position papers, advisory research, and
professional development services are regularly provided to
these agencies.
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Keynote Presentation

I run a website called Artsfournal.com. We
just celebrated our 10th anniversary. Of
course, | mentioned this in San Francisco
two weeks ago during a presentation, and
three other people in the room had web-
sites that were older than mine. Online, 10
years seems like an accomplishment. Artsfournal, for those of
you who are not familiar with it, is essentially an aggregated
look at the arts worldwide. My staff and | look at publica-
tions all over the world and try to choose the most inter-
esting stories to place on our site. If | had to define Artsjour-
nal’s core goal, | would say we strive to create conversations.
| put up stories with which | disagree and some that | want
to promote, but the whole idea is to create conversation.

“This presentation is based on a few ideas | have been thinking
about for a while.What happens when you look at 1,500 ar-
ticles about art every single day for 10 years? | have learned
all kinds of things about how people deal with cultural is-
sues all over the world.The issues, interestingly enough, are
not all that different from one another, but the way people
handle them is different.

We are in the middle of a really profound restricting of our
culture.We have been, in my opinion, in a 50-year bubble of
mass culture, in which the definition of success is not excel-
lence; it has more to do with how much attention you can
generate to something. How great can you grow your audi-
ence! The current climate represents a different environ-
ment than in times past, and the strategies used in the past
to support the mass-culture model are exactly the strate-
gies that work against you in the niche-culture model.

This, obviously, is frightening because it means we have to
reinvent our business models. The idea of mass culture has
been quite compelling; the fact that you can get tens of mil-
lions of people to pay attention to the same thing is a really
remarkable idea. What we have seen in the last 10 years,
however, is that the mass culture is dissolving into a lot of
niches.Whether you are talking about film, radio, television,
or the music industry, the most successful products in those
categories have lost 30,40, 50,and 60 percent of their audi-
ences, respectively. This illustrates the catastrophic collapse
of what the business model had to be to support these in-
dustries. The top television show of all time was M.A.S.H.
back in 1978.The finale of M.A.S.H. attracted 104 million
viewers. The closest comparison came several years ago
when the finale of Friends, an NBC sitcom, managed to at-

tract 52 million viewers. | could continue, but there are nu-
merous statistics that show how mass culture has dissolved
into niches.

At the same time, we have also witnessed the decline—
some would say failure—of the journalism model. We have
lost 50 percent of all of the arts critics in America in the last
two years, and they will not return. Newspaper after news-
paper is eliminating arts coverage. We expect sometime in
the next year that at least one or two major American cities
will be without newspapers. | spend a lot of time talking to
journalists about the need to reinvent and change the busi-
ness model in journalism. Interestingly enough, | think that
many of those issues are absolutely applicable to the cultural
model.

The current digital media universe is estimated at 233 mil-
lion users, which is interesting considering the United States
has a population of approximately 300 million.VVe can prob-
ably assume that approximately two thirds of people are
online. That means that at least one third of people are not
actively online. | bring this up to point out that we cannot
consider only Internet users, although, clearly, that is the
future.

We have seen an astonishing growth in the arts, however,
despite declines and changes in other areas. In the 1990s,
we spent approximately $25 billion on new museums, con-
cert halls, and theaters. This profoundly changed the infra-
structure around which the non-profit arts had been built.
The New Yorker magazine doubled its audience to one million
over the last 10 years. National Public Radio doubled its
audience to 14 million; Morning Edition is now the second
most-listened-to radio show in the nation, while All Things
Considered sits at number three. Rush Limbaugh’s radio
show is number one, but it is only at 14.5 million listeners,
so the gap is small. In the top 20 markets around the United
States, the public radio station is the number one station in
eight of those markets.

As mass culture dissolves into niches, the arts receive more
attention. | am not suggesting that the arts are on equal
footing, though, and the non-profit model is also changing.
We made a delineation in this country between what are
not-for-profit and for-profit entities. Because we have tend-
ed to think that non-profit efforts and entities are impor-
tant, but not necessarily commercially viable, we support
them. However, many non-profit organizations are shifting
to operate more like for-profit organizations.You now see
and hear commercials on public broadcasting stations and
on National Public Radio. The commercials are tailored to
the audience and often advertise worthy organizations or
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business that support public broadcasting and radio, but
they are still commercials.

Many now feel that the non-profit model—which was de-
signed to create capital to fund the arts—no longer meets
the need of non-profits in the way it once did. Now, we
are beginning to see all kinds of hybrid models. Last year,
the Metropolitan Museum of Art had 4.8 million visitors
at $20 each. That is something like $90 million in addition
to total gift-shop revenues. That looks like a business. Add
in the museum’s tax break and other funding that reduces
its operating expenses, for example, and you realize what a
huge business the museum is. The Museum of Modern Art,
the Metropolitan Opera, and many other institutions now
have more in common with Disney than they do with your
local museum. Thus, to think about the non-profit sector
as a sector is increasingly problematic, especially when you
consider what | talked about earlier—these sitcom televi-
sion shows that can no longer support the structures by
which they work.We support film, although, increasingly, film
cannot support itself.

The United States used to be a manufacturing economy. In
the 1990s, we became more of a service economy. In the
2000s, we became more of an experience economy. Take
Starbucks, for example. When you go into Starbucks and
purchase a $5 cup of coffee, you are paying for the experi-
ence. However, we are not in the experience economy any-
more; we are now in the attention economy, and let me
tell you why. Say you are a maker of crackers.You make the
very best crackers. Everyone loves your crackers—they are
very, very good.When a consumer goes into a grocery store
and looks at the shelves that hold crackers, however, she
is looking at approximately 35 different boxes of crackers.
How she chooses a box of crackers now becomes more
complicated, and you, as a cracker maker, face a marketing
challenge.

As the number of cultural activities increased, audience
members began making choices differently. Sociologist Barry
Schwartz (2004) calls this the tyranny of choice. The tyranny
of choice describes the concept of increased anxiety when
choices increase. For instance, when employees are offered
10 different 401K plans, enrollment is quite low, even when
it is to the employees’ advantage to enroll. When employ-
ees have three different 401K plans from which to choose,
enrollment is much higher. People are already somewhat
naturally anxious about choices, so when presented with
even more choices, anxiety increases. Their sense of expec-
tation about the experience associated with their choices
also increases. When it comes to cultural activities, when
faced with so many great options, you may have difficulty

choosing and then, after you finally choose, you wonder if
you might have had more fun if you had selected another
activity. That is naturally how we tend to think. This puts
significant stress on anything cultural—such activities have
to clear the choice/anxiety hurdle. | would submit that if
your business is built on the idea of the consumer relation-
ship—I produce the place, you buy the ticket—then you are
finished because that model is no longer sustainable.There
are now too many other choices for a cultural consumer to
make. They are increasingly going to all of the other options
available now. Plus, approximately half of them are now free.
Traditional organizations working from the old model have
to come up with new ways to operate to remain relevant
to the cultural consumer, the transaction, and the intention.

If we can no longer talk in terms of consumer choice be-
cause there are too many choices, you have to create an-
other reason for people to choose you. In other words;you
have to create a community around what you do—whether
we are talking about mega-churches or Mary Kay or Harley
Davidson, if you create a culture, if you create a community,
if you create a brand that stands for something in which
people can feel that they have some control, the relationship
between you and the cultural consumer or your audience
completely changes. For example, Nike created Nike Con-
nect, which allows people to track how far they run through
a sensor in the Nike running shoe and the runner’s iPod;
it provides motivation and allows users to go online and
share things. Nike has six million people participating now,
which creates a very structured brand. Many people may
not even think about buying another shoe.

How can we do this in the arts? We have to create brands
to which people feel connected because they feel they are
in control of what the brand actually means to them. Com-
munities can be empowered in this way. For example, con-
sider Netflix. One of the basic aspects of Netflix’s business
model is an algorithm that, as a user begins to select movies,
begins to suggest movies the user may also like based on
previous choices. Of course, the algorithm has to continually
improve, and the engineers at Netflix found that they were
having difficulty beating their own algorithms. Netflix then
decided it would create something called the Netflix Prize.
Anyone who could beat and improve the Netflix algorithm
by 10 percent would receive a million dollars. Within a few
months, approximately 40,000 programmers from all over
the world were engaged in the contest to beat the Netflix
algorithm. Most were close to four or five percent, and the
contest finally stalled out at around eight-and-a-half percent.
Then, one group finally beat the algorithm by a little over
10 percent.The rules of the contest indicated, however, that
once a winner is declared, everyone else has 30 days to try
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to beat them. One group, on the 29th day after the decla-
ration, beat the original score by 1/100th of a percent. My
point is that you cannot simply declare that your organiza-
tion, business, or supporter base is a community and expect
people to interact with you.You have to give people some-
thing to do and associate a reward with their interactions
with you.Whether you want them to click on a link, leave a
comment on a website, or some other action, you have to
reward them every single time.

In the case of Netflix, its strategy was brilliant. Not only
was a significant reward associated with its contest, but it
reinforced the Netflix brand in a big way. All but a few of
the programmers—the best in the world—who entered the
contest were unable to beat Netflix’s algorithm. Not only
that, we now know that open-source projects always beat
proprietary projects. The new open-source model involves
opening up something to a community for free, allowing
them to change it, and improve it. The community collec-
tively invests in the shared program or service to improve
it—together. This works whether you are talking about
Netflix or Drupal or any host of other companies applying
the open-source model to their work.

Applying the open-source concept to a cultural organization
represents a very different way of thinking. For example, if
you are producer of something that has a traditionally fixed
audience that you must attract again and again each time
there is a performance, moving to an open-source model
means you would build a community and provide all kinds
of reasons for interaction with your offering as well as with
other community members. In other words, you would go
from being a producer to being an infrastructure that en-
ables a community to communicate among members.This is
a much more powerful idea that will always beat being just
a producer.

Of course, there are many issues to work through if con-
sidering this idea. Most arts organizations and institutions
are very uncomfortable with the idea of giving up control
over what they produce or offer. However, in the traditional
model, if someone comes to your show and hates it, they
will go home and tell all of their friends, and suddenly your
box office is dead. What if you provided them a place to
complain? | call it cultivating a culture of complaint. If you can
get people to complain to you, you then have the possibil-
ity of a relationship with that person or group. Any good
business person understands that some of your most loyal
customers will be the people who first came to complain
to you.

| would like to talk about communication and the pace at
which it is moving and changing. First, | would like to talk
about Twitter. A few days after the elections in Iran, when
Iran prohibited news organizations from coming into the
country to cover the elections, thousands of people in
Iran started taking video and photographs and also started
tweeting. The tweets were coming in so rapidly and so many
people were participating that people started organizing the
tweets. People started interpreting what they meant. This
event was significant. Many in the media and elsewhere real-
ized that the role and importance of television—the most
compelling vehicle for communicating a story for the last 50
years—was shifting. The old model—seeing a story unfold
on television and then going to print to find out what it
means with all of the additional information about the sto-
ry—has flipped with the advent of Twitter. It allows a user
to scan text very quickly, understand what is happening, see
video and pictures posted by other users, and determine
what kind of coverage she seeks based on all of the filters
and what other users are saying. Twitter provides a much
more comprehensive way to consume news. News agen-
cies cannot keep up with people on the ground. In Iran, for
example, people were tweeting about what was happening
right that minute. News agencies have to adhere to publica-
tion schedules and other protocols.

When using Twitter, the goal is not to be the first to report
something; rather, it is to interpret something. It changes
the role of the journalist. We are approaching a concept
called augmented reality, which means the information that
one person needs is different from the information another
person needs. Now, in many cities, you can walk down the
street and point your iPhone at something, like a business,
and get information about the business such as reviews,
business hours, and so forth. In Seattle, | can access an ap-
plication on my smartphone that tells me how far the next
bus is from where | am standing. When | get on the bus, my
news needs change—| may need to know how traffic is so
| can anticipate any delays to my next destination. Defining
news, information, and individual needs continues to change.

Huffington Post displays two versions of a headline and a sto-
ry online, putting them each on equal pages for five minutes
to see how many people click on each. The more popular
headline stays on the website; the less popular headline is
removed. They have also started asking readers to suggest
headlines and, if those get better traction, Huffington Post
chooses them over their own. Google does the same thing
in many ways; they constantly refine search metrics based
on the results they get or track from users.



What does this mean for arts entertainers? What if you are
Whitney Houston and you worry that if, on the first stop of
your big come-back tour in Central Park, you crack a note
on stage and it is immediately tweeted everywhere? Ticket
sales may instantly plunge, and you have a huge problem
now that the tour has started. That very thing happened
with the film Inglourious Basterds. There was incredible buzz
on Twitter after the opening of the film, and box-office rev-
enues exceeded all expectations. Conversely, with the film
Bruno, the industry had never seen a bigger fall-off, and it
was driven by negative buzz on Twitter. This concept cross-
es over into other areas, too, like politics. If Olympia Snow
says she will vote the healthcare bill out of committee, and
people start tweeting about it and calling to push her out
of Congress in the next election, what does that mean to
our political process? If everyone can weigh in on anything
about which they have an opinion, what does this mean to
our cultural process?

Finally, | would like to talk about what | call the excellence
problem. Symphony orchestras have spent the last 50 years
making perfect recordings—so perfect, in fact, that people
who attend a live performance start counting the mistakes.
This essentially puts a glass wall between the performer and
the audience. Orchestras and other cultural organizations
sell themselves on being the best, which no longer carries
the same currency.The Atlanta Opera surveyed its subscrib-
ers last year to find out what attracted them to perfor-
mances and found that the big-name performers like Renee
Fleming were not the main reason for attendance; people
surveyed cited all kinds of other reasons outside of the ex-
cellence factor for attending opera performances.

The most unhappy people in the world at this moment are
videographers who make perfect videos—for PBS, for ex-
ample, when amateurs are making videos that cost all of 50
cents and are viewed by 5,455,000 people. Even grainy, poor-
quality videos receive this kind of attention. Some people
are calling it the good-enough revolution.When | was a kid, the
phone always worked, but my current smartphone always
drops calls and | somehow prefer that. The essence is that
it is not the best or most reliable phone, but it has a whole
other host of great benefits. Remember Betamax? Betamax
was superior to YHS, but VHS was cheaper and served the
purpose.To a musician or audiophile, MP3 files sound poor
in quality, but they work for the great majority of music
lovers. How does this argument apply to the arts? If we
are trying to sell our product on the basis of excellence,
we become less relevant to the community. To provide an
example, | would like to share a story about my friend who
conducts two orchestras in Seattle. One is a community
orchestra made up of doctors. The other is a professional

chamber orchestra—a very good one, one of the best in the
Northwest. The music played by the professional orchestra
is at a very high level, and the program is always very good. |
prefer going to the community orchestra, however, because
when | go, the place is absolutely packed and everyone is
talking to one another and having a good time. There is an
animation and a spirit in the room that is not present at the
professional orchestra’s performances because no one talks
to each other;, everyone plays perfectly,and it is largely just a
consumer transaction. Over time, this starts to take its toll.

What is the essence of the experience that we are trying to
sell in the arts? | would propose that what we need to do is
think about not only where the revenue and earned income
for all these models will come from but about new methods
for engagement. Seth Godin,a well-known marketer and au-
thor, wanted to write a book and then make it available for
free on the Internet. His publisher said no. So, he bought a
low-end piece of software, and he published the book him-
self. In the first month, 3,000 people downloaded it. Three
months later, 20,000 people had downloaded the book, and
two years later, two million people had downloaded it. It was
completely free. Now, in the meantime, he also published it
conventionally, and it shot to the top of the New York Times
best-seller list. Godin asserts that this happens because the
reason people are not reading your book is not because
they do not like what you have to say. It is because they do
not know what you have to say until you have a relationship
with them; then they might be ready to hear what you say.
The relationship leads to the value they place on what you
have to say; it makes them willing to buy the premium ser-
vice. That is how the attention economy works—how you
start to earn revenue.You have to create the constituency
with as few barriers as you can and often that is free access
to something or no barriers whatsoever.

The free-access model did not work for newspapers, though,
because newspapers essentially took something that they
had been doing for years, and they just put it online. They
did not innovate. Every innovation in the news business that
we now take for granted came from a source other than the
news industry itself. These innovations came from the porn
industry, from Craigslist, or elsewhere.These are real busi-
ness models, and people are making a lot of money online.
Newspapers could have had that, too, but they did not.

If you think about a cultural organization as an open-source
organization, you should think about Drupal. Drupal is the
most powerful content management system right now be-
cause everyone contributes to it, and there are thousands
of modules. Some of the most robust sites run on it,and it is
all free.You hire the developer to tune it for you and make it



do what you want it to do, but you never buy the software.
Drupal, one of many open-source programs, is constantly
updated, and it beats every other system out there. Or, you
think about the App Store, where you can buy Apple applica-
tions or apps online.The idea is to create a free app, people
like it and download it a million times. Now you have a rela-
tionship with them because you have given them something
new in what your app does.They now trust you, so you will
sell a million more apps. This is how the software industry
works.This is how things work online.They call it the freemi-
um model.This does not mean that everything you do has to
be free. Artsfournal, for example, is a for-profit entity. It is not

funded by anyone. | have about 10 different revenue streams

to support Artsfournal. We have approximately 35,000 free
newsletter subscribers, yet there are 1,000 subscribers who
pay $28 each year to get the premium version. The dirty
secret is that there is nothing in the premium version that
you cannot get for free by visiting the website. Why do they
pay?! Because, like in public radio, there are enough people
who believe in what you are doing that they will show their
support in dollars if you give them the opportunity to do
so. It is not all about money; however, it is about what they
can do for you to show their support. The most powerful
thing that you can do is to activate your audience.They will
do amazing things for you that you cannot possibly do for
yourself, though that involves giving up some control.

How would you implement these ideas as an arts council or
an arts commission? Think about the history of arts com-
missions for a moment. Back in 1965, there were probably
around three of them, though now there are thousands of
commissions and councils. The money has not kept up with
that growth.The influence that arts commissions have now
compared to 10 or 20 years ago has diminished. How can a
modern arts organization reinvent itself in a way that acti-
vates the community it serves to accomplish things that are
not related to money and funding? We see many arts orga-
nizations today engaging in long and expensive processes to
build their own software platforms.The organizations would
be much better served if they gathered together, created a
collective platform or model that people can use, and used
it to serve the broad needs of all arts organizations.

All service organizations are experiencing existential crises
right now, as you know. | spent a few days recently with
the League of American Orchestras. There are half a dozen
major orchestras on the verge of going out of business right
now. They are all wondering what they can do to stay rel-
evant.The issue is with their business model, which is based
on something that does not exist any more.This is the same
problem we saw with the National Endowment for the Arts
(NEA). In conversations with Bill Ivey, a former NEA chair-

man, | learned that he spent all of this time at the NEA
trying to fight for a paltry sum of money for the arts while
important discussions about the future of copyright and
trade and other things that are vitally important to artists
were happening just down the hall—and the cultural com-
munity had no voice in those discussions whatsoever. That
is shocking. Thus, we really need to reinvent the cultural or-
ganization—not what it is but how a service organization or
arts council serves a community.
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FILM INCENTIVES
IN THE STATES

Presenters: Ned Rightor, Jon Hendry

Ned Rightor presents the work he and co-author Susan Christopherson
completed regarding the efficacy of film incentives. In addition to provid-
ing a critique of current incentive programs, Rightor suggests ways film
incentives can be made more effective. Jon Hendry presents a view of
the value of film incentives from a state perspective. He discusses how
incentives function in New Mexico and provides an overview of the short-

and long-term benefits of such incentives to a state.

For the last |5 years, | have been col-
laborating on various economic devel-
opment research projects with Susan

: Rl Christopherson, whose knowledge of
I. ~ the film business far exceeds my own.
Some of our projects have focused on
the broader dynamics within the media industries, both
old and new. One prominent dynamic in the film indus-
try during the last 10 years has been the dramatic rise of
tax-funded financing for films, television shows, and com-
mercials. Two years ago, tax-funded financing was around
$500 million nationwide. Last year, it was a billion dollars.
Information on the film incentives offered by 43 states is
available through the websites of two organizations. Enter-
tainment Partners, based in Los Angeles, keeps an updated
list of what incentives are offered in various states online.
The Incentives Office, based in Santa Monica, publishes the
same information in a quarterly guide.

Film-incentive programs are dramatically affecting state
budgets around the country. For example, New Mexico
has given out $80 million in the last year as part of its
film-incentive program. Compare that to your own orga-
nizational budgets.

A distinction should be made here between the film busi-
ness as art and the film business as business. Unlike most
other areas of the arts, the film business is run by pub-
licly traded companies working on an international scale.
The film business has always thrived on other people’s
money. Now it is thriving on the money of everyone who

kimince

pays taxes in 43 states. However, taxpayers do not have a
choice about whether or not to invest in films, so there is
an especially intense need for stewardship on the part of
people in government. Film incentives use taxpayer dollars,
which means those dollars are not being used for other
purposes that taxpayers might consider important, includ-
ing the arts. The states need to consider whether this is a
wise investment to make.

I would like to raise some questions.

First, why has the need for film incentives only arisen in
the last decade when it has been possible to make movies
and television shows without them for roughly 100 years?
What changed in the industry? Whose money is not going
into the production of films and television shows now that
taxpayers’ money is?

My other question involves looking at motives. All the
states in this game fancy that they will become Hollywood
East, but why does Hollywood need a Hollywood East?
Why does Hollywood need to spread beyond the tradi-
tional media centers in New York and Los Angeles when
being located in those cities is clearly an advantage? Mov-
ing film or TV production into other states is not the same
thing as moving Hollywood, and if the primary reason for
doing so has become how much taxpayer money produc-
ers can get, then the hold other states have on the indus-
try is very fragile.

Having reviewed many evaluations of these incentive pro-
grams around the country, | want to tell you that these
programs are not engaged in the arts in the sense of pro-
ducing products that reflect the experience of an artist or
the character of a region. This is a business deal. The 43
states participating in film-incentive programs are bank-
rolling the product of one industry with taxpayer dollars.
A state seeking to establish a film industry through tax
subsidies is now vying with 43 other states that are do-
ing the same.The product differentiation is relatively slight,
and everyone is going after the same kinds of productions:
those that pay relatively high wages, employ a lot of peo-
ple,and spend a lot of money at local businesses. All of the
states with film incentives are doing the same thing, and
they are doing it in the same way.

If this is a competition among states, then it should be
possible to win something, but the end goal of these film
incentives has not been articulated. If the rationale for of-
fering these incentives is to create jobs and build an in-
dustry that can sustain itself without taxpayer support,
we should ask whether film incentives are a good way to
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accomplish those things. If states are using the justification
that one must invest money to make money, they ought to
clearly define the standards they want to meet.

| am primarily focused on economic development and an-
swering the question of whether or not various measures
enacted by governments or industries will be successful in
building what they do not already have.

My message is primarily that if states are going to use tax-
payer dollars to fund a single industry, they ought to have full
information upon which to base their decisions regarding
what they can expect to gain from that funding and what is
the actual benefit in terms of taxes recovered, jobs created,
and economic impact on the citizens of the state. Economic
development should be about the greatest good for the
greatest number of citizens, and that should be the measure
applied here.

Currently, what is perhaps the most important difficulty of
all when evaluating state film incentives is the unavailability
of critical management information.

Unlike other arenas in the arts, it is possible to get hard
data about a film or television production that is supported
by a tax incentive. Productions need to file budgets with
states in order to receive subsidies, and they usually have to
reconcile what they actually spent against the budgets they
submitted. As a result, there is detailed information about
film productions, such as what businesses were employed
and where, what vendors were involved and where they
purchased the goods used in the production, who the pro-
duction employed, and how much the employees were paid.
Therefore, there is enough information to find out the most
important factors regarding economic development includ-
ing the number of jobs the productions created.

Now, in evaluating the number of jobs created by film pro-
ductions, it is important to carefully define what a job is.
Most people working in film are not employed on a full-time,
long-term basis. They work from project to project. A film
job lasts only the length of a production, so the income film-
production employees receive to support themselves and
their families depends on how many projects are available to
them.That is why they lobby hard for production subsidies;
they believe more subsidies equal more projects for them.

How many full-time residents can make their living from
media production alone? To answer that question, both the
number of people working in film and the number of days
annually they are employed by film productions in each state
that offers incentives should be reported by the film offices
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of those states for the benefit of whomever wants to ana-
lyze that information. It is impossible to accurately evaluate
the effectiveness of incentive programs without this infor-
mation because different assumptions about job numbers
lead to very different estimations about the return to the
tax coffers. If the real job numbers were available for analy-
sis, one could accurately determine whether or not the in-
centives ultimately pay for themselves.

Yet, as far as | know, this information is not currently avail-
able in any state.The information is known by the film offic-
es, but they keep it private on the basis that it is proprietary.

That justification for secrecy might make sense if a film were
being financed by a bank or a venture capital firm. Those
organizations would get all the information they need in or-
der to decide if they want to make an investment, but the
production company could reasonably argue that the infor-
mation not be disclosed to the public.

However, in the case of states offering film incentives, the
bank or venture capitalist is the public, so it is entitled to all
the same information that any other lender would need to
determine exactly what it is getting for its money. To figure
that out, the public needs to know how much of the sub-
sidy money was spent in its state, how much was spent on
residents, and how much was spent on purchases made in
the state.

When we make assumptions about the economic impact of
these incentives, we may falsely assume that these effects
are going to be enjoyed by people in the state. Many of these
incentive programs have cloudy definitions of spending. For
example, there are contracts for personal services that pay
out-of-state actors through an in-state entity. Film offices
are not as vigilant as they should be in determining whether
in-state vendors are making purchases in state or out of
state. Further, it is generally difficult to get good financial in-
formation in the film business because its accounting can be
very murky. And, each production is typically its own legal
entity. Because that entity dissolves itself after the product
is created, if a film production has not generated the eco-
nomic or jobs benefits that it promised, it is doubtful that
the state could recoup its subsidy.

At the very least, the information we do have should be
available for public scrutiny to determine how much benefit
states retain from their film-incentive programs and where
their programs can be fine tuned.

Finally, | want to point out that the distribution of films
and television productions is now narrowly controlled by



a few very large companies. Back when Hollywood studios
financed and distributed films and television shows, they
were against any production outside of California. Now that
they are owned by huge media conglomerates, the studios
are in favor of runaway production.This is because they can
reduce the risk to their asset base (and their stock price) by
using taxpayer money.

Their argument for that reward is that they are bringing a
lot of money into your state. However, the decisions about
which productions are distributed—those that have the
ability to make money and may be the basis for a sustained
industry—are made by the leaders of just six companies.
Last year, only 524 films were distributed in the United
States. | urge states to give attention to productions that are
distributed outside of the Hollywood distribution channel.
These include shows for public television, municipal televi-
sion, and cable. States should focus on distribution channels
where they can have more control of the elements that will
determine whether film or television production will be a
sustainable industry and whether it will sustain employment
on a long-term basis.

In New Mexico, we don’t have a choice
between doing film production and doing
something else. Our choice is between
film production in New Mexico and film
production outside of our state.There are
no other opportunities.

JONHENDRY.

Please don’t separate film from the arts. Film is an art form.
The fact that workers put on boots and start work at 5:00
a.m. does not mean they are not creating art. There are art-
ists who design great sets. There are great painters, prop
makers, and cinematographers. The guy who moves the
dolly can create a great shot. The person who cleans up
afterwards is an artist, too, because that person is a part of
creating art. There is an implication that if taxpayer money
were not spent on film incentives, it would be spent on the
arts, but film is an art. Film is an art that generates $13 bil-
lion a year and is created by two million people. If the Unit-
ed States exported more films, perhaps we would export
fewer arms, our number-one export. Even a film as banal as
Transformers generates a couple hundred million dollars and
another billion views of bootleg copies. Film is clearly an art.
The New Mexico Department of Cultural Affairs even has a
state-supported film museum.To be in a museum, you have
to be an art, right?

Many people have come to the conclusion that films make
money—not necessarily with regard to taxes but in terms

of economic development. Wisconsin found it was making
$1.50 for each dollar it handed out, and it did away with film
incentives for all practical purposes. A recent study in New
Mexico found that film-incentive programs are costing the
state 50 cents per dollar, but the previous study estimated
a cost of 86 cents per dollar. The state is gradually increas-
ing its estimation of what it is getting back, and | think it
will eventually find that these film productions are making
money for New Mexico.

| am here to address the question of whether the money
spent on New Mexico’s film-incentive program would be
better spent on something else. | have a unique perspec-
tive on this question because | have spent some time in
state government, so | have been through the state budget
process. | realize there are finite resources, but the money
generated from film incentives is not going to Hollywood.
It is going to people in New Mexico, many of whom have
not even graduated from high school. We have a 50 per-
cent dropout rate in New Mexico. In the last five years, we
have used the film incentives to give opportunities to 12,000
New Mexico residents.

There is a young woman currently working on films in New
Mexico who, until she was 35, worked at a credit union but
had always wanted to work in film.We have concentrated
our efforts on that type of person—someone who will not
stay in New Mexico if it does not provide him or her with
a high-paying job. The state is losing its talent. New Mexico
spent 60 percent of its budget on education due to its pecu-
liar but fair way of funding education—every school district
receives exactly the same amount of money per pupil, re-
gardless of the economic status of the district.

The film-incentive program is not the only program offering
a 25-percent rebate in New Mexico. The state started in-
vesting in green industries before they became popular.That
is why we have companies such as Shot Solar and Advantage
Solar, which receive rebates from the state to create high-
paying jobs. New Mexico has many economic development
incentives because our most important task is to educate
our young people and give them an opportunity to stay in
New Mexico. My daughter is in Buenos Aires, Argentina,
right now. | want her to have the opportunity to come back
and work in New Mexico, and that is the purpose of the
film-incentive program.We are creating career paths where
people can start out sweeping floors in Albuquerque studios
and eventually move up to become production designers.

When New Mexico created the first working film-incentive
program in the state, its mission was to incentivize New
Mexicans, New Mexico companies, and people who want
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to work in the film business to stay in the state.We started
our training programs before we started giving rebates. Our
one-year program is in six community colleges around the
state. We created the national curriculum for high-school
certification in motion-picture production. Ve wrote the
book on how to get into the movie business and how to
make movies.We spent the money necessary to create the
workforce before the work was there.

| agree that film-incentive programs need to be transparent.
There should be something that clearly shows the return
on investment to the state,and states need to have goals for
their participation in film-incentive programs. Our goal is to
create jobs for New Mexicans and to bring people to New
Mexico. Our state barely registered on the national charts,
but now we can say,“Do you know where Indiana Jones was
shot? Do you know where Transformers was shot? Do you
know where No Country for Old Men was shot?” A movie
that will be taught in film schools for the next 30 years ex-
ists because the people who put their boots on and go to
work at 5:00 a.m. made that movie for the Coen brothers.
New Mexican artists made it.

I would like to give you an analogy. A football team has 55
people on its roster between the team and the practice
squad. Are we building billion-dollar stadiums for 55 peo-
ple? Are we therefore giving the film incentives to the 3,000
people who work directly on the sets? Of course not.Those
3,000 people create 9,000 jobs for everyone who regularly
works on a set, and that’s not counting the service busi-
nesses that service those jobs. The $80 million we spent is
spreading out to create a ripple effect. We are throwing a
rock in a pool. Before the movie business came along, it was
a pool of stagnant water. ‘

In New Mexico, our only other alternative was to die on the
vine.The train is coming down the track of digital media,and
we are now pulling it. But if we were not on it, we would be
left behind.We would turn into Appalachia in the 1930s,and
you would have to come up with another TVA to come and
rescue us. Instead, we rescued ourselves.

| urge those of you in the arts to pay attention to the distri-
bution argument. In New Mexico, we just created Encanta
TV, which is a statewide arts and entertainment television
channel from the artists who create the art.

If you are not going to use film incentives, what else are you
going to do? We are Americans. Are you going to leave us
behind? Help us continue to support the arts-based econo-
my in New Mexico, where we are proud, making money, and
putting people to work.
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DISCUSSIDN

LAURA ZUCKER

Our country has a system for distinguishing between non-
profit and for-profit businesses. We have decided that non-
profits are going to get certain breaks, but not too many.
They are not exempt from sales tax, for example.

| have a question for Jon Hendry.What sets the film indus-
try apart from other for-profit arts industries, such as the
recording industry and art galleries, none of which has a
history of subsidy in this country?

And | have another question for Ned Rightor. Do you think
the movement around film incentives is analogous to the
movement around stadium subsidies? We got on the band-
wagon, we built sports stadiums, and we thought they had to
be publicly subsidized. But the bubble eventually burst, and
everyone realized that those subsidies were not creating
enough economic impact to justify the subsidizing of a par-
ticular for-profit business. Do you think the film-incentive
bubble will burst? If it did burst, what would be the time
frame?

JON HENDRY

It would be great if a certain portion of every state bud-
get was set up for the arts. If the arts bring a return to
the state, as we have conclusively proven they do in New
Mexico, then we should subsidize them. In New Mexico, the
arts are so important that we have a cabinet-level Depart-
ment of Cultural Affairs. Our third largest business in the
state is tourism, and | believe the tourists come for our art.
This argument is about jobs versus no jobs.The motion pic-
ture business creates jobs in the arts,and New Mexico is as
shovel ready as is possible. Our state did not need to build
any infrastructure to support its work in the film industry.
New Mexico citizens are ready to go work in the middle of

‘a field, and we often do.The film industry in our state is as

high paying as possible. The argument that film incentives
do not create full-time jobs is spurious.The film industry in
New Mexico has people working five or six days a week and
at least 12 to 13 hours a day. These are more than full-time
jobs with full healthcare and benefits.

NED RIGHTOR s
The question of whether an industry can support itself de-
pends on a wide range of elements beyond what goes into



producing the product. The assembling of those elements
took 100 years in the places where you find sustainable film
production in this country, such as California and New York.
Why is it necessary to move film production to anywhere
else? How long will it take to do that, and will you provide
subsidies the whole time? Can you successfully manage it?

The analogy | would draw is that states participating in film-
incentive programs are like Southern cotton farmers saying,
“Look how much more cotton we're growing. Surely we
must be getting a hold on the English textile industry.” In this
case, the textile industry is based in California, the textiles
are designed in California, the thread is spun in California,
the cloth is woven in California, and the cloth is sold out of
California. That is unlikely to change.VVe will expend a great
deal of public money for naught if we continue to provide
film incentives for the next 10 years unless states can es-
tablish a niche in which they have a logical and permanent
hold on a certain segment of production. A more likely out-
come is that the business will still be predominantly based
in California, somewhat in New York, and everyone else will
be fighting over scraps.

Jon Hendry did mention one of the wild cards here.We are
speaking as if the media-entertainment business will con-
tinue to work in the same media as it always has. But if any-
one can figure out how to make money from entertainment
products on the Internet, they win the golden fleece.There
are a variety of channels that are not currently controlled
by the Hollywood distribution system, and there are other
digital art forms, such as video games, where the same or
analogous skills lead to more long-lasting job prospects.

FRANK HAMSHER

The existing film industry has been a no-growth industry for
quite some time. When states lure film production within
their borders, they are taking it from someplace else. They
are not producing net new growth. This practice began
when film producers realized that making films in Canada
was cheaper for a variety of reasons, and they began to get
subsidies from Canada. Now we have a rob-Peter-to-pay-
Paul business model on a national scale.The two largest pro-
duction centers are California and New York. Both states
have adopted tax incentives but not because they thought
they needed them in order to generate an industry. Cali-
fornia and New York are trying to protect an industry they
already have.

Earlier, Ned Rightor made an important point about how
the film industry can only flourish in certain states. For ex-
ample, New Mexico is well suited to produce films because
it has enough personnel as well as other critical elements,

including interesting scenery. My home state of Missouri
would have a harder time. How many states can grow a film
industry with the help of film incentives?

STEVEN TEPPER

| have a question about the cultural impact of these film
productions separate from the economic impact. To what
extent do film productions happen behind a closed door,
away from public view? Or are they really public projects,
where citizens are exposed to the art via local newspaper
stories and other forms of contact? What is the nature of
the relationship between citizens and film projects in their
states!?

JON HENDRY

In New Mexico, we have decided we need both the cultural
and the economic impacts of the film industry. We spent
$80 million in the rebate program last year and generated
$120 million, but we also ran and funded a number of our
own programs. For example, the Sundance Institute has set
up its Native American and Hispanic film program in the
town of Espafiola in New Mexico. New Mexico gave the
Sundance Institute a $2.5-million ranch to house its Native
American and Hispanic filmmaking program.

New Mexico has a Native American outreach program that
gives out almost $1 million per year. The New Visions pro-
gram is a competition where the state will buy or subsidize
your film at whatever level you need.The New Mexico Film-
makers program gives out half a million dollars and helps
filmmakers distribute their films throughout the state and in
Los Angeles as well.

It would be a mistake to operate in silos with tax dollars.
We would lose the strong support we have from taxpay-
ers. Currently, between 80 and 70 percent of New Mexico’s
taxpayers support film-incentive programs.They would take
the money away if we operated in silos. But we have created
a series of training programs from high school up through
postgraduate studies.VVe have made digital technology avail-
able across the board. We have launched filmmaking pro-
grams to allow New Mexicans to get into film productions
and become part of the movies.

ANN MARKUSEN

| addressed the Association of Film Commissioners Inter-
national on the topic of film incentives a couple years ago.
As an economist, | want to place this issue in the context of
the larger fight over tax incentives at the state level. For a
long time, rather than giving grants or making budgetary ex-
penditures, states have used these tax incentives to obscure
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the opportunity cost of giving away such large amounts of
money. | published a book on this topic called Reigning in the
Competition for Capital (2007).

Peter Fisher, an economist in lowa, showed that the share
of state budgets paid by citizen taxes has gone up as the
business share has fallen. This redistribution of money from
businesses to people is occurring because businesses have
figured out that they can get away with it. These film incen-
tives have clearly created jobs in Los Angeles, where film
companies are hiring people to go out and manage these
deals.

| have seen the study on film incentives done by New Mex-
ico. It is a consultant’s study and does not have the same
evidence as the studies from other states that Ned Righ-
tor summarized earlier. Those studies were done by fiscal
budget offices of state legislatures, and that is where the
burden is falling and where the real evidence is. Some legis-
latures—and even some governors—have pointed out that
the money for incentives must come out of something else,
such as school budgets. And if the money is coming out of
school budgets, maybe states could use it to train its own
filmmakers instead of giving it to outside companies who
come and hire whomever they want. | agree with Ned Righ-
tor’s opinion that other constituencies in state government
are fighting against film incentives. Rather than paying Holly-
wood companies to make films in our states, we should link
ourselves up with the broader industry.

Fiscal analysts are concerned by film incentives because con-
ventions and festivals are going to start pitting communities
against one another by demanding tax breaks. Some events
are already doing this.

Part of the original purpose of film incentives was to show-
case your state through the films. Many films do not show
states and their residents in a positive light,and some states
are beginning to demand that they do.

LARRY MEEKER

The finance industry probably trumps the film industry
when it comes to using other people’s money, creative ac-
counting, and tax subsidies. Remember that the arts are not
the only field to use those questionable tactics.

The film industry is somewhat like free trade when it comes
to the press.When a factory moves to Mexico or China, the
press report on it because that is a reportable occurrence.
However, the press do not report when the owner of a
large plant hires one more factory worker or one person
to do marketing in Mexico, so reporting on out-of-state film
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productions is often skewed.

Film incentives are gratifying because there are instant re-
sults. Once the incentives are dispensed, people come to
make the films. In traditional economic development, it
takes a lot longer to get results.

As Jon Hendry pointed out earlier, film incentives create
jobs, just as the recent bailout of the auto industry pre-
served jobs. The bailout did not make sense economically,
but people argued that the loss of that many jobs would cre-
ate a ripple effect through other industries. That argument
is not sound footing, to my mind.Whether or not the incen-
tives are worthwhile comes down to a cost-benefit analysis,
but it is hard to measure what we get back.As Jon Hendry
and Ann Markusen both mentioned earlier, states can capi-
talize on public relations opportunities within the films they
help fund. And perhaps film workers learn skills that help
them go on to do other things. It is difficult to measure the
full array of benefits, so an accurate cost-benefit analysis is
impossible to do.| am very skeptical of these subsidies.

NED RIGHTOR

Aside from the film industry simply being cool, one reason
film incentives are popular is that we are desperate to figure
out how to create more jobs for people in our states. The
incentives are especially tempting because of the jobs we
lost—sent elsewhere by companies on the same scale as the
ones with which we are engaged in the film industry.

There is an internal economy in the film industry. If the tax-
payers’ money is not going to be at risk, then there will
have to be a reallocation of risk among the other players in
the industry. Part of the reason producers are under such
a squeeze is that talent is so expensive. Set workers do not
cost very much compared to the writers, directors, and ac-
tors, who are necessary to the marketing of films.

Whether or not there is a benefit to your state’s image
when a film is produced, there is a question of whether the
audience watching the film realizes it is looking at your state
on the screen. If a story is set in New York but the incen-
tives are better in Toronto, they will make Toronto look like
New York. No Country for Old Men is set in West Texas, so
you have to wait until the end credits to know that most
of the film was shot in New Mexico.And, as Ann Markusen
mentioned earlier, there is a question as to whether a film
will show your state in a light that attracts tourists.

FRANK HAMSHER
To follow up to Ned Rightor’s earlier comment about the
film industry being cool, we had an example of that in St.



Louis this spring. George Clooney came to town to film Up
in the Air. He was in town for about three of the six weeks
the production was there, but he probably got more play in
the newspaper than every leading politician in the state.The
newspaper reported that the public was ga-ga over George
Clooney. It is important to think about this in the context
of the $4.5 million Missouri spent on tax incentives to bring
that production to St. Louis, supposedly to create jobs. But
that amount of money is 50 percent more than our regional
arts commission spends on all arts organization and activity
support over the course of any given year. There is some
benefit to having people go ga-ga, but whether it’s worth
$4.5 million is questionable.

JOAQUIN HERRANZ, JR.

How different is giving out film incentives from smokestack
chasing in the 20th century? Laura Zucker mentioned sub-
sidies for sports stadiums earlier. There is a good amount of
research showing that those investments have been a net
loss for taxpayers.There will be, of course, places where the
film incentives work, such as New Mexico, but on the whole,
| think we know how the story ends. The desire to create
jobs immediately is understandable, but is there a way to
make deals that build long-term opportunities rather than
these one-offs?

ILONA KISH

I think my question relates a bit to what Steven Tepper
asked; | am not sure if his question has been answered. | am
really struck by the economic weight on this conversation. |
understand the state funding context is different in Europe
and in the United States, but | wonder if there are reasons
for a state to invest in an art form other than for economic
return? You seem to expect the state to behave in exactly
the same way as a private investor with the same expecta-
tions, and my perception of the state’s role is different.

JON HENDRY

If you do not like the film incentives, can anyone give me a
better way to keep these kids in school? To continue the
education track? To do something about our 50-percent-
high-school dropout rate?

KWENDE KEFENTSE

| find it interesting that film incentives are working in New
Mexico and not in other places. From what Jon Hendry has
told us, the reason for this seems to be that it is investing
in the ground so that things can grow out of it, as opposed
to parachuting money in and creating jobs in an ad hoc way.
Jon Hendry places emphasis on the importance of reducing
the dropout rate, and that really speaks to the benefits of

film incentives in that state. They are investing in the next
generation of leaders.The people there may or may not pur-
sue film, although there is community-development activity
happening because of these dollars and that seems to be the
result of the wise way they are spending them.

JOHN HOLDEN

| have been struck by the concentration on the economic
arguments as well.The cultural content argument keeps sur-
facing and then being put back in its box. The United States
talks about film on an international level, and there is always
mention of both the economic and the cultural importance.
In this conversation, there seems to be a focus on the pro-
ducer rather than the consumer.You are putting all of the
money into the production end. s the utility of the econom-
ic discourse simply that it puts the lid on cultural questions?

NED RIGHTOR

I would be much more enthusiastic about these film-incen-
tive programs if their goal was to produce content that re-
flected the places in which the productions are shot. Before
we got into this potlatch contest of who can give away the
most, states did try to attract on-location film production.
Now states are all playing the same game, and they are play-
ing it with the taxpayer’s dollar. States should channel more
of their programs toward supporting local flmmakers and
developing the skills of residents who are going to spend
their money in the state. | would like to see a more dif-
ferentiated film industry with regional pockets all over the
country.That would require a change in the federal regula-
tion of the industry so that distribution and production are
separated by federal regulation as they have been in the past.
Those times tend to be viewed as the Golden Age of the
industry—the time when really good movies got made, and
more creative people got into the business.
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ARTS EDUGATION:

ED
ADVOCACY AND RESEARCH

Presenters: Lynn Waldorf, Laurie Schell

Advocates for arts education have long cited research that demonstrates
the contribution of arts education to the learning process. Unfortunately,
some of the traditionally cited findings have emerged from research that
does not stand up to rigorous scrutiny. Lynn Waldorf and Laurie Schell of-
fer their thoughts about arts education advocacy and research. They also

discuss current trends in arts education advocacy research.

When | first became involved in arts edu-
cation 10 years ago, | found that educa-
tion researchers, whom we tend to per-
ceive as being unbiased, are actually quite
opinionated. People choose research as
a career path not because they want to
provide unbiased representations but often because they
care deeply about specific topics related to their own ex-
periences. By conducting research in those areas, they can
position themselves as effective advocates for specific poli-
cies and practices. The specter of personal bias is especially
present in situations where a researcher is hired to evalu-
ate a program that may lose funding and, subsequently, staff
jobs if negative findings are reported. Early in my training as
an evaluator and researcher, | was actually advised not to
include negative findings in written reports because neither
the people running the programs nor the funders want to
see them. One time, | ran into serious problems with a client
when my project report exposed the pitfalls in the theory
and student outcomes of the program.

IYINAVALD ORE
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Given the amount of political tension in the arts education
field today caused by funding shortages and the difficulties
posed in writing unbiased program reports, how can we
discern which are quality research reports and which are
not? If we want to use data to inform our decisions or to
advocate for certain positions, how can we state our case
using research that may later be re-analyzed and exposed as
ineffectual?

It may be helpful to recall that the basic purpose of research
is to inform decision making rather than to persuade people
to change a belief or take a particular action, although it
certainly is employed for those purposes as well. When a
research report is used for arts education advocacy, there
will be detractors on the other side who will look for weak-
nesses in the study. Unfortunately, there is no such thing as
a perfect research study.There are some fairly good studies
that show cause and effect and some not-so-good studies
that claim to show the same but do not.The better studies
tend to be very expensive, which places another limit on the
number that can be conducted at any given time.

In recent years, program evaluation has been used as a more
cost-effective process for analyzing trends in classroom ac-
tivity and making educated guesses about how best to fund,
implement, and support quality arts education programs.
Evaluation can be considered a research short cut, though
there are ramifications regarding the power of claims that
can be made. In the last few years, some organizations have
pushed the boundaries of ethical research by making public
claims that do not stand up well under rigorous re-analysis.
As a result, the arts education field has been charged with
raising its research standards, which has been fairly effective
to date.

There are three questions one should ask when evaluating
the validity of a research study. The first question is: Who
is doing the study and with what organization or institution
are they affiliated? Talented researchers tend to be attracted
to high-profile projects. Those studies are often successful
because the researchers work hard to obtain reliable data,
and the resulting press releases attract money,which further
positions the projects to produce good findings. Research
studies conducted through research-oriented universities
or private research organizations with good reputations are
likely to be valuable for advocacy.

It is helpful to ask around in the field about the academic
reputation of the researchers, and it is also important to
look at their background training. Graduate students can
acquire a master’s degree and start conducting evaluation
studies to make money. However, they may not have sub-
stantial knowledge about evaluation practices, such as how
to do statistical analysis correctly, conduct an informative
focus-group interview, or develop relevant and unbiased
survey items. As a result, the quality and validity of their
findings suffer, and the field suffers in turn. As professionals,
we need to consider implementing a certification process
for researchers and evaluators because, currently, anyone
can call themselves such and start working in the field.

19



The second question to ask about a research study is: How
independent is the research that is being conducted? Are
the researchers being paid by a client, or have a group of
people pursued a study grant together? It is also important
to know if the agenda for a study was set by researchers
or perhaps by a foundation or public agency that required
a specific program of study be followed. Valid and reliable
research can be pursued in any of these scenarios, but un-
derstanding the initial context can help in determining the
strength of validity.

The third question to ask is: How is the research study de-
signed? Meta evaluations of multiple studies can be strong
designs. The research volumes Champions of Change and
Critical Links are not technically meta evaluations, but they
are collections of some of the best available research in the
field. Those reports were published by the Arts Education
Partnership, which tends to fund rigorous studies. It is also
worth knowing the sample size of the study you are consid-
ering as well as whether the people involved were randomly
selected or volunteers.These factors all affect the legitimacy
of claims.

And finally, those who wish to use research reports for ad-
vocacy need to fully read and digest the reports to under-
stand them. The best way to get more information about a
study you have just read is to call the author and ask about
the study’s strengths and weaknesses. If the author is willing
to talk about the weaknesses of the study, the evaluator will
have a better understanding of how to use the strengths
without overstating claims.

When Proposition |3 was passed in the
late 1970s in California, schools lost mon-
ey as a result of a cap on property taxes.
One of the first things to be moved to
the margins in schools was the arts. In
response, arts organizations argued that
they had the knowledge and expertise to bring the arts back
into schools. Funders were the only real audience for this
argument. Advocates, at that time, had to convince funders
to fund partnerships with schools so that state and local
arts councils could fix the problem by putting visiting artists
in schools. Arts organizations followed that strategy until
the end of the 1980s.

Since the 1990s, the conversation has shifted to a broader
stage. Now we are trying to increase knowledge and aware-
ness among multiple target audiences. The first audience is
the public. The second audience is decision makers, which
include legislators, state elected leaders, and local decision
makers. The third audience is advocates, which include par-
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ents, business leaders, grassroots advocates, arts teachers,
artists, arts organizations, and others. The fourth audience
is the education establishment, including superintendents,
principals, and teachers’ unions. Lastly, it is important to
convince the media—the opinion makers—that the arts are
a necessary component of education.

One of the first strategies most of us tried was the hero
story. We found kids who persevered through adversity and
grew up to become artists and model citizens.VVe said that
those stories prove that participation in the arts increases
the ability of children to succeed. We also gave awards to
arts leaders, businesses, legislative leaders, and school-dis-
trict leaders, hoping to increase the visibility and value of
the arts.

Since the 1990s, we have been moving toward account-
ability and data-driven decision-making coupled with val-
ues-based public opinion. We began to see public opinion
surveys about the arts and legislative hearings based on re-
search data.We then began to use research as an advocacy
tool. Over the last 15 years, some claims were based on
good, solid research. Some gave rise to skepticism. Here is
a sample of some of the headlines:“The Arts Ensure Higher
Scores on the SAT;” “The Arts Keep Disenfranchised Youth
in School and Ensure College Acceptance;” “The Arts Foster
Self-Discipline, Teamwork, Self-Confidence, Motivation, and
Empathy;” “Mozart Makes Babies Smarter;” and “The Arts
Create Better Communities.” As advocates, we have to look
at the vast research and decide what we believe, who else
might believe what we believe, and what will stick with our
audiences.

We frequently argue among ourselves in the arts field. Some
of us believe the benefits of the arts are intrinsic; others
believe they are extrinsic. Because each artistic discipline
has its distinct advocates, we are not always as unified as
we should be as a field. This internal tension occasionally
prevents us from presenting effective arguments to the deci-
sion makers.

In 2006, we passed a $100-million budget item for arts ed-
ucation. This was accomplished largely because Governor
Arnold Schwarzenegger was our champion and put it on
the agenda. Things have changed since then, but that was an
uplifting time. Our job was to find the argument that would
help him convince the other policy makers and the public
that arts education is important. The California Alliance for
Arts Education had recently published a briefing paper with
a message of quality, equity, and access, and that was the
message that worked.The research arguments had certainly
laid a foundation, but what convinced policy makers was the



argument that rich communities had arts education, while
communities without private funds did not.

Now the landscape has changed again. California no lon-
ger has money, and the arts budget has been cut once
again as it is in any economic recession. Arts education has
been pushed to the margins in many schools. Although the
$109-million allocation we received is still on the books,
schools are now free to raid it to pay whatever expenses
they deem more important. What argument works now!?
The argument that has caught the attention of the public
and policy makers is about creativity and innovation and not
just in relation to preparing workforces for the future. In A
Whole New Mind, Daniel Pink (2005) writes that manufactur-
ing jobs can be done anywhere in the world, but the United
States has creativity and innovation to offer.

The popularity of that argument has brought the business
community into the fray. After |5 years of absence from
the arts education conversation, it is suddenly leading the
charge for creativity and innovation. However, the business
community is having difficulty creating a firm link to the
K-12 community. One advancing trend is in career technical
education, which presents some opportunities for intersec-
tions with the arts but also some threats to overrun the
careful framework and standards that have been set. Anoth-
er alternative is charter schools, which are becoming popu-
lar in California. Another option is to move arts education
to out-of-school time. But how do we ensure the charter
schools have the same opportunities as public schools?
How do we advance out-of-school arts education for all
students? These questions are part of a new conversation
that will require research and a new messaging campaign. |
think the strongest arguments we can make now are to link
quality K-12 education to healthy communities and to the
development of 2| st-century skills. How do we link a quality
education to a better workforce, better and more informed
citizens, and engaged colleagues who can recreate the cycle
for the next generation?

ANDRE PETTIGREW

The global economic crisis is creating an opportunity for
us. The uncertainty of our economy and abstract nature of
the economic events of the last 20 months call for a more
creative and innovative way of thinking and problem solving.
Most routine tasks have been automated using technology,
so businesses see real value in the ability to think creatively
and solve problems with imagination. If we can combine the
creative arts, including music, we will have something quite
powerful to offer the business community.

The business community often struggles to see the direct
link between K-12 education and business. K-12 education
is a bureaucracy. The business model around education is
changing, which creates room for entrepreneurial schools
to spring up all over the country. These changes are an
opportunity for us to help figure out how to rebuild our
economy and workforce, and it is also a good time to send
people a message about the value of a multidisciplinary ap-
proach that allows the arts to be a key ingredient in bringing
together communities.

The arts and creativity have always been important in our
country. In Detroit, Michigan, where | grew up, the automo-
bile industry took off with Henry Ford’s innovation of the
assembly line. In my neighborhood, Berry Gordy, an auto-
worker, founded Motown by creating an assembly line of
musical talent. That opportunity for innovation existed 40
years ago, and it exists today. In order to seize it, we need to
connect the arts to economic development.

JULIA LOWELL

Arts education has different meanings for different people.
It can mean music, visual arts, dance, and theatre. What are
we trying to achieve in those different areas! There is also
a lot of disagreement about the goals of arts education.
Are we educating for performance? Are we educating for
arts appreciation? This ambiguity makes advocacy difficult.
Research studies are scattered among very different arts
education programs with very different goals,and it is hard
to make convincing connections with such unfocused data.

LYNN WALDORF
| would like to respond to what Julia Lowell said about the
wide breadth of what is valued in arts education. The con-

21



tent-standards movement in the arts, which is fairly new,
is attempting to organize those values. Other core subject
areas have had standards since 1893, but the arts were not
given standards when the federally appointed education
committee created the secondary curriculum.The commit-
tee thought the arts were important to teach, but the spe-
cifics of what was taught should be dictated by local values
and needs. As a result, we did not have a comprehensive and
uniform set of standards for the next 100 years. We now
have national standards in all the art forms, and most states
are adopting their own related set of standards as well. This
gives us a framework for pulling together those scattered
values.

Steve Seidel (2009) published a report at Harvard University
recently called The Qualities of Quality. He and his team inter-
viewed 400 people and reviewed 1,000 research studies on
the topic of defining quality arts education. Seidel found that
there is some general agreement on the purposes of arts
education, but, more important, he wrote that the purposes
of arts education have to be grounded in the needs of the
community. For example, when | recently facilitated a discus-
sion about arts education and local needs in Los Angeles,
local education leaders perceived that while arts education
should focus on the visual and performing arts standards,
it could also be used to address economic inequities, racial
tensions, and regional workforce preparation, particularly
involving film and digital technologies.

LAURIE SCHELL

We frame our advocacy in California around state law, which
says the arts shall be taught in California public schools.To
the law, the arts means dance, music, theatre, and visual arts,
although there is a current movement to add new media.
These arts education standards were adopted in California
in 2001, and they describe what all children should know
and be able to do by the time they graduate high school.
That includes artistic perception, creative expression, his-
torical and cultural context, aesthetic valuing, and under-
standing connections and relationships with other areas as
well. Those five strands form the foundation for the state
standards.

KWENDE KEFENTSE

I think Larry Rothfield’s (2007) research around how people
create scenes by symbolizing their consumption in their lo-
cality is relevant here. Each municipality has local arts activ-
ity. If we can connect arts education to that local art, we will
create a deeper ecosystem of education and feedback.
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LAURA ZUCKER

People seem to be moving away from the model that Laurie
Schell mentioned earlier, in which arts organizations would
simply provide the educational experience. We now view
the delivery system as a three-legged stool.The arts organi-
zations are important for connecting education to the local
community and for bringing artists into the classroom; how-
ever, in order for an arts education program to be effective,
it also needs trained generalist teachers as well as trained
specialist teachers.

JENNIFER HAHN

As Julia Lowell said earlier, it is difficult to use data as a
tool for advocacy because they are so scattered. However, |
would argue that mobilization is the main obstacle to effec-
tive advocacy.We do fight among ourselves about how the
arts should be taught, and this conversation should be in-
ternal only. Every time we expose that internal argument to
the public and the powers that be, we undercut what we are
trying to achieve as advocates. Similarly, every time we talk
about arts education being at the bottom of the totem pole,
we ensure that we will be treated that way. Perhaps | have
lower standards as someone who simply creates advocacy
campaigns and pushes to make them work, but | believe that
we already know more than we need to know in order to
mobilize people for this cause.We simply are not mobilizing
people as well as we could.

JOAQUIN HERRANZ, JR.

When | worked with the Urban Institute, it seemed to me
that there is substantial research demonstrating the positive
effects of integrating the arts with education. If we have so
many reports we can use to build our argument for arts
education, why does the argument have no traction?

JENNIFER NOVAK-LEONARD

| am intrigued by the notion of basing a new messaging
campaign on creativity and innovation, and | think that argu-
ment has traction because it is coming not just from the
arts field but from many stakeholders in our society and
our economy who want creative workforces and a creative,
civically engaged citizenry. Many arts organizations are fo-
cused on survival and utilizing arts education as a way of
ensuring future appreciators of art, but that doesn’t tend to
resonate with the general public. | am wondering how arts
organizations could collaboratively team with other efforts
underway to build a campaign based on creativity and in-
novation. To respond to Joaquin Herranz’s comment about
research-based arguments having no traction, | believe that
happens because the arguments are often coming from the
arts community itself—as in many fields—and distinguishing
between research and advocacy can be difficult.



LAURIE SCHELL

To respond to Jennifer Novak-Leonard’s comment about
why arts organizations want arts education, it is true that
we want an audience for the arts in the future. However, the
arts community also agrees that we need citizens who un-
derstand and are engaged in culture.VVe need citizens who
are engaged in the political process. We need engagement.
The argument for arts education is not as self-referential as
it used to be.

ILONA KISH

| recently attended the world summit on arts and culture
in Johannesburg, and the closing plenary session was called
something like Can Art Save the World? The majority of the
arts advocates there even argued that the millennium devel-
opment goals are failing because there was no cultural com-
ponent. This argument carries little weight, but what argu-
ments are credible? Regarding arts education, | recommend
the PISA (Programme for International Student Assessment)
study of the Organisation for Economic Co-Operation and
Development (OECD, 2004). One last thing | want to men-
tion is that the European Union has thematic promotional
years, and this year is the year of creativity and innovation.
These years often become empty buzz words, and they have
not done the arts community any good so far.

LAURA ZUCKER

| would like to add to Joaquin Herranz’s question about why
we have no traction even though we have more than enough
research data. | think that the messenger is a critical com-
ponent in making these arguments. We have not addressed
this yet, but we should think about who is delivering the
message and how.

DANIELLE ENDRES

| agree with Lynn Waldorf’s earlier point that research is
not an inherently persuasive argument to the public, and
we do have a lot of work to do in messaging and advocacy.
She also mentioned that the quality of university research is
important in gathering data. To what extent are universities
collaborating with local or state arts agencies to create use-
ful research? | ask because | am an argumentation scholar,
and we frequently do community-based research to help
communities make the arguments they need to make.

LYNN WALDORF

Universities are often criticized for being myopic in their
vision and refusing to create partnerships with others, al-
though sometimes that is because of how the university
fiscal model is set up. Other times, it is due to restrictive
intellectual property policies. My organization, the Griffin

Center for Inspired Instruction, is working to change that
model by creating partnerships among universities, local
school districts, arts organizations, and state agencies. | can
think of a few other highly visible non-profits that make a
point of doing this well. Hopefully, more will follow suit.

STEVEN TEPPER

| agree with Jennifer Novak-Leonard’s suggestion that there
is value in the argument about creativity and innovation.
There are core creative competencies, and the arts are not
the only disciplines that contribute to them. Also, as Julia
Lowell pointed out, the arts are not all one thing.

Even though it is not good for advocacy, as we move for-
ward with a research agenda, we should be clear that we
are not claiming that every type of art and arts training pro-
duces those core creative competencies.There are plenty of
arts that are not taught in a creative way, do not inspire kids
creatively, and are essentially no different from learning the
rote skills of lab work in a science class.VVe need to articu-
late which outcomes we are claiming are caused by which
activities in the arts.

What should we focus our research on, and what is the
scope! There are 970,000 instructional guitar videos on You-
Tube. Outside of school, kids have unbelievable access to
information about how to produce art. If we are claiming
that type of instruction is not as good as in-school arts edu-
cation, we should at least do some research to figure out if
that is true. We should also recognize that, in making that
claim, we are discounting the vast majority of ways in which
young people learn their craft. Our research should take
into account the entire broad arena of how people learn to
be creative, including new technologies and partners we do
not usually think about. For example, the guitar shops that
teach guitar lessons in every city are our partners.

We have two problems. We are too narrow in our focus,
and we are too expansive in our claim that all arts produce
the creative outcomes we seek.VVe have to find a more bal-
anced position as we move forward.

ANN MARKUSEN

Larry Gross (1995) argues that art teachers, unlike teachers
of other disciplines, instruct students that art is only for cer-
tain people. Gross calls the result the artist’s reservation. He
suggests that people in this society do not think the arts are
important because art classes emphasize quality, and only a
few students rise to the top. In other words, learning about
art is not important because it is just for the specially tal-
ented. Is anyone addressing the issue of how art is taught? Is
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it possible to transform the arts curriculum so that students
would not only learn who the great artists are but would also
feel like artists themselves?

LYNN WALDORF

No one knows what is going on in art classes, and no one is
holding the teachers accountable to anything related to the
quality or even the content of instruction.That is one area in
which research is lacking, although some newer studies are
beginning to explore it.We need to look at how teachers are
evaluated, professional development and who delivers it, and
the content that is taught.

LARRY MEEKER

We are really talking about two things: advocacy and research.
When we go out and advocate as arts enthusiasts, our audi-
ence perceives us as just coming from the arts community.
We could use interdisciplinary research to create relation-
ships that would in turn create other advocates for the arts.
For example, does the film industry bring economic develop-
ment benefits? Does arts education result in better employ-
ees or students? If we use research to link to other disci-
plines, we may be able to align their agendas with our own.

LAURA ZUCKER

One barrier to conducting effective research, as | understand
it, is that it is nearly impossible to isolate the effects of arts
education—in order to substantiate them—from everything
else that is happening in a child’s environment.

JOHN HOLDEN

In my paper “Cultural Learning,” | addressed the question of
what barriers are preventing arts education arguments from
getting traction (Holden, 2008). One barrier is the difficulty
of using research to prove cause and effect. Another bar-
rier is confusion. | found 20 different ways of defining cultural
learning, for example. Another limitation is the capacity of
the arts sector. What happens if we succeed? Our lack of
coordination with other efforts is a problem as well. But the
two biggest issues were the structures in education and the
receptivity of teachers.

Not long ago, there was an administerial announcement that
every child in the U.K. would be taught five hours of arts
and culture. The teaching unions complained about having to
teach yet another subject. There was no imagination about
how to integrate the arts with the rest of the curriculum or
how to teach the arts outside school hours with other parts
of the community. WWe need to work on the teaching profes-
sion and not just arts teachers.When theatre practitioners go
into schools, teachers often feel threatened because the kids
have fun for a day, but when the teachers come back, they are
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disappointed. We are not getting traction because we need
to work on teachers not on the arts.

LAURA ZUCKER

Laurie Schell mentioned earlier that we are now having con-
versations with people on as many different leverage points
as possible. That is certainly what is happening in Los Angeles
County. We are talking to the public, teachers, superinten-
dents, principals, and others.You never know who can effec-
tively carry the message. Governor Arnold Schwarzenegger
surprised us by putting $100 million into the budget for arts
education, and he did that, as | understand it, because his
wife’s sister-in-law, a member of the California Arts Council,
suggested he do it over Thanksgiving dinner.

FRANK HAMSHER

Engaging those who are not arts educators in this conversa-
tion is important.You need to create a cohesive message that
speaks to the outside as well as the inside. Figure out what
you want people to understand, and use the best data you
have to back up your message. Laurie Schell read a long list
of all the arguments that have been made for arts education
at one time or another, and almost all of them are true. But
hearing the entire list at once left me with an amorphous
feeling. If you want people to advocate for continued funding
at school boards and the state legislature, you need to stop
changing the theme of the message every year. Instead, find
some cohesion, explain the basis for your argument, and be
persistent.
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Presenter: Larry Meeker
Respondents: André Pettigrew, Ann Markusen

Larry Meeker presents analysis and critique on measuring economic activ-
ity in the arts, including a review of economic development efforts cur-
rently underway that focus on creativity as their central element. André

Pettigrew and Ann Markusen respond.

The arts have historic ties to economic
development goals. For example, the arts
have revitalized neighborhoods. In New
York City, the arts community has moved
from one place to another, revitalizing
neighborhoods and getting priced out of
them along the way. Similarly, Denver has its LoDo,and Kan-
sas City has its Crossroads Arts District. These are a few of
the many examples of the arts community improving neigh-
borhoods and supporting economic development goals.

LARRY/MEEKER

The arts also draw tourists, another economic development
goal. Cultural tourism is becoming more and more popular.
If it were not for the Guggenheim Museum in Bilbao, Spain,
few people would know about that city’s existence.

A more recent argument connecting the arts to economic
development is the idea that the arts attract and retain tal-
ented people.

Traditional economic development follows similar rationales
to justify access to public resources. Excluding incentives to
export products abroad, most of these resources are pre-
mised on their helping achieve one of three broad goals:
The first is to create and retain jobs. For example, com-
munities frequently offer tax-increment financing incentives
to entice businesses to relocate to their community. Com-
munities may even offer tax incentives to help an existing
business expand. Still other incentives provide opportunities
for women and people of color to develop businesses.

A second premise for economic development incentives is
to provide housing for low- to moderate-income people.
Even wealthy communities such as Aspen, Colorado, have

to work toward this goal. Where do the snowplow drivers
and schoolteachers live? People engaged in those profes-
sions are necessary to make the community whole.

The third goal for economic development is, again, to revi-
talize neighborhoods. A frequent focus is the revitalization
of both downtown and rundown areas of communities.

The key to accessing any of these resources is through in-
dividual projects that have strong business prospects. In the
economic development field, businesses do not get sub-
sidized simply because they are liked. They get subsidized
when they present an economically sound proposition that
a marginal amount of public assistance can help them trans-
late into a viable business.

Further, almost all economic development subsidies require
an outside market-based participant—usually a lender—to
participate in the deal. Adding such a participant to a deal
further assures the financial worthiness of the proposition.
Put another way, economic development is not about taking
bad deals and trying to make them good; it is about starting
with marginal—but fundamentally sound—deals and making
them work with a subsidy. The phrase “If it were not for”
is often used. For example, “if it were not for the subsidy
entering the equation, the project would not be completed.”
It helps to understand that there are a few fundamental rea-
sons that the market itself refuses to fund deals. The first is
a lack of cash flow.This is a traditional problem with low- to
moderate-income housing. If we want to put people into
housing that is bigger and better than they can afford, the
cash flows are obviously not going to work. Housing as-
sistance is the only arena in which we do deals that do not
make sense on a cash-flow basis at the outset.

The second reason deals get refused by the market is that
the cash flow is too risky. This is why bankers are often un-
willing to finance new businesses. A third reason is that the
people involved in the project are not skilled enough or lack
relevant experience to make it work.

Many programs exist to overcome these skill-based prob-
lems. For example, homebuyer-education programs help
train people with poor credit histories to become responsi-
ble homebuyers. Similarly, numerous programs exist to help
potential entrepreneurs write business plans.

Opportunities appear to abound for the arts community as
well. For example, we can offer programs that train studio
artists to become public artists. Public art requires special
skills because it involves complex contracting, construction,
and engineering issues.
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The arts community should also consider what arts proj-
ects might qualify for various traditional incentives, such as
tax credits, tax abatements, loan guarantees, and others. For
example, a housing project that renovates a historic building
and turns it into a live/work space for artists offers many pos-
sibilities when it helps renovate an area, preserves a historic
building, provides affordable housing, and helps create jobs.

In another arena, small-business incubators have helped
budding entrepreneurs gain access to affordable space,
share common office support facilities (conference rooms,
copiers, secretarial assistance, etc.) and be with other en-
trepreneurs where they can learn from one another. Some
communities, such as Kansas City, now do this for artists
with arts incubators.

Main-street revitalization programs may also be a way to ob-
tain resources in the form of support for art galleries. In Sil-
ver City, New Mexico, a main-street revitalization program
has helped turn the city into an arts community replete with
many art galleries.

Specific, localized projects such as these are much more
likely to gain traction for the arts than general arguments
that tie the arts to broad economic development goals.
While it is relatively easy to argue and prove that the arts
attract tourists, it is more difficult to prove that they actually
get people to move to a new place.

In recent years, the arts community has given deference to
economic development arguments by employing economic
impact studies. Such studies demonstrate the economic im-
pact of the arts on a community vis-a-vis such measures as
jobs and tax revenues generated. Every community wants
jobs, and every government entity is enticed by the pros-
pects of further tax revenues.

The next step taken by the arts community is to link these
numbers to measures of government support for the arts.
That is, every dollar of government support correlates with
X number of jobs and Y dollars of tax revenue.The implica-
tion is that more government support would create more
jobs and more tax revenue in the same proportions.

Such broad correlations, however, lack cause-and-effect rel-
evancy and are not very helpful to those who must make
political decisions about the allocation of scarce public
funds. Would another dollar spent on education or health
care produce even more jobs and create even more tax
revenue! Would leaving the dollars in the private sector’s
hands be even more productive in terms of jobs and future
tax revenues!
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Looking back, most programs providing public funding for
the arts got their support because the arts were on the
cusp of failure, not because they produced jobs or tax rev-
enues. Communities were acting to prevent things like the
loss of a symphony or the scaling back of museum hours.
Hence, creating a sense of loss appears to have been more
effective in garnering public support of the arts than eco-
nomic impact arguments.

Looking forward, the most helpful research must delve into
specifics. In some instances, this may mean making a case
for the arts vis-a-vis the cases others are making for their
funding, such as research showing that cultural tourists stay
longer and spend more than sports tourists. As noted ear-
lier, political leaders are more likely to base decisions about
where to spend scarce public resources on the comparative
advantages of projects, not on how many tax dollars an indi-
vidual project might bring in.

On a broader front, however, Richard Florida’s work sug-
gests that people are attracted to cultural environments, a
notion that may also be helpful in guiding future research
efforts. | mention this partly as a result of recent experience
having led a pastoral nominating committee for my church.
The first thing | did after meeting each candidate at the air-
port was give them a tour of Kansas City’s cultural ameni-
ties. | wanted to sell the region first. Only after a few hours
of touring would | take them to the neighborhood where
they would ultimately be working.

| suspect many corporate leaders-and HR departments are
using similar strategies to attract people to their communi-
ties, especially as increasing numbers of people look for a
place to live even before seeking a job.What if we surveyed
corporations that hire people from out of town and asked
how much of their pitch is spent selling candidates on the
company versus the community and its cultural environ-
ment? It would be interesting to ask questions about what
specific amenities attract people to a community. Is it the
school system or the libraries? The parks? The arts? Low
taxes? Exactly what is it that gets people to move? And, for
those who make the move, it would be interesting to know
how much weight was placed on all factors involved, includ-
ing the job they accepted.

Answers to these questions would be useful to many par-
ties, including those of us in the arts. Further, the partici-
pation of corporations in such studies could help us form
partnerships with them later.



My work involves developing and manag-
ing the city of Denver’s strategy to grow
jobs and revitalize communities. Given the
current economy, economic development
has gotten much more competitive, and
that has implications for the arts.

Incentives are now a very limited resource. The Colorado
legislature plans to reevaluate all incentives in the upcoming
legislative session.That is because we have over a $400-mil-
lion deficit. Forty-six states and tens of thousands of cit-
ies are cutting budgets. They are also looking to increase
their revenue. For the first time in 20 years, federal and local
government has to make critical decisions about where to
invest these scarce resources.

In 1991, 1 moved from San Francisco to Denver. At the time,
Denver had a chip on its shoulder about being a cow town.
It was simply not as sophisticated as many other places, es-
pecially compared to San Francisco. In the time since then,
Denver has invested in culture by creating infrastructure
to support the arts, which has allowed us to compete for
limited resources.We cannot win with arguments that are
based on price in dollars, so our strategy has been to sell
the idea that cultural amenities and the arts will differentiate
our community from others, and that argument has worked
well for Denver.

During the 1990s, there was an influx of just under a mil-
lion people who moved to Colorado, which began the de-
cade with a population of three million.The influx benefitted
Colorado because that new quarter of the population had
an appreciation for public investments in culture.

I was living in California during Prop 13. Although our com-
munity was very fiscally conservative, its members were
willing to tax themselves to invest in cultural amenities. In
Denver, we have the Scientific and Cultural Facilities Dis-
trict, which is a seven-county metropolitan region that taxes
itself and redistributes the money throughout the region.
The political will of our community is important. Political
leadership is extremely important as well. My boss, John
Hickenlooper, has been an incredible advocate for the arts.
He participates in the arts, he believes in them, and they are
part of his quality of life.

We have a locally based program in the Office of Economic
Development. Using community-development block grant
monies, we have invested in 87 creative arts programs in
the last 20 years.We have consistently invested in the small
arts district along Santa Fe Drive in an attempt to differenti-
ate it. In some ways, the community has not taken off yet,

but we have faith that it will. Place-based strategies are not
about importing artists and creative people; they are about
maintaining and sustaining our local artistic community. We
believe if we are able to retain them, others will come and
benefit.

| have been teaching economic develop-
ment in urban and regional planning de-
partments for 30 years. | think the con-
cept of the creative city is where a lot of
the action is right now, and | think the arts
advocacy community is largely missing in
action.

Tourism is not a good first target for local arts efforts.We
should pitch the arts to our own citizens instead. If we can
offer arts and cultural options for local people, they will
be less apt to spend at the local Mall of America—full of
imports and low-wage retail labor—and instead patronize
their own artists and organizations. In other words, we can
capture more of their discretionary income. That creates
jobs. Many cities, however; do not even put information
about local arts events beyond the major institutions and
festivals on their easily accessible websites.

Many places are using arts districts to attempt to revitalize
various communities. Mark Stern and Susan Seifert (2002,
2007, 2008, 2009) have completed several detailed studies
over the years showing that natural, organically evolved arts
districts in Philadelphia have had a positive effect on jobs,
quality of housing, and public safety. Because Philadelphia is
not a big-growth city, like New York, the positive effects have
not caused gentrification. | recommend this approach over
putting energy and policy time into imposed or artificial arts
districts.

There is a growing body of research in economic develop-
ment that suggests that making large investments in physical
infrastructure in the arts does not generally pay off in either
public sector revenues or job creation.

| recently collaborated on a project with the Center for
Cultural Innovation for the city of San Jose, California. Our
project,The Creative Entrepreneur Project, was grounded in
the goal of making San Jose a better place for artists so they
would come and animate the city. The city had built several
art palaces downtown, but the area was dead at night. We
found that the city actually had an under-representation of
artists in its workforce (employed and self-employed).

Why are artists important and how do they play special
roles? Artists export a lot of their work. Forty-eight percent
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of people who work mainly in the arts are self-employed,
and many others create and sell art on the side. These peo-
ple do not show up in our arts-impact or creative-industry
statistics, but we should not forget about them. There are
many ways to invest in human capital in economic devel-
opment. For example, there are workforce development
programs in nearly all cities and states, but they currently
do nothing for artists. Those programs could do something
similar to what the Center for Cultural Innovation has done
in Los Angeles, where they work with atomized artists to
help them become better business people.

Some cities have realized where their strengths lie, and
they have devoted energy to showecasing those areas. For
example, Seattle has decided that it has an important mu-
sic industry. The city hired Bill Beyers of the University of
Washington to study its music industry, including instrument
makers and repairers, music teachers, venues, recording stu-
dios, retailers, and so forth. The mayor was so enthused
that he launched a “Seattle City of Music” initiative, honor-
ing and showcasing all forms of music and music creation in
the Seattle.
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LARRY MEEKER

The arts have to justify themselves only when they argue
that all the arts should be subsidized. If you want to do an
individual project with economic development resources,
you only need to justify it as a business deal, not as an arts
deal. And there are a lot of funds available for those busi-
ness deals, so we do not need to make the big case for the
arts in the economic development arena.That is not to say
we should not make the big case, but we should remember
that we do not need to.

As Ann Markusen mentioned earlier, government cannot
play an effective role in the process of place making. How
can we decide which neighborhoods will be the best places
to go? How can we assign a specific identity to an area of
town! Most arts districts that have evolved over time are
grassroots driven and were formed organically. The artists
went to the area first because it was rundown and rents
were cheap. The galleries followed the artists, and the bars
and restaurants followed the gallery patrons. | doubt gov-
ernment can identify the same place-making opportunities.
To respond to Ann Markusen’s earlier comment about get-
ting people to spend money at arts venues rather than the
Mall of America, while that is a good idea, we should recog-
nize that shifting dollars around within our community is
not the best form of economic development.The best form
of economic development is to bring dollars in from else-
where. That is why a NASCAR track trumps every other
sports arena you could build in any city. The large majority
of NASCAR tickets are sold to people from out of town
who then rent rooms, buy meals, and generally support lo-
cal businesses when they come for the races. If | go to a
Rockies game in Denver and | live in Denver, the city sees
little if any benefit because | am probably going to the game
instead of a museum, a restaurant or some other entertain-
ment venue. From an economic development perspective,
the most powerful projects are ones that export things and
bring in outside dollars, not reshuffle local dollars.

JOHN HOLDEN

Why are economic development arguments not sufficient
tools for advocacy? Economic development arguments are
principally made to funders and politicians. But is that the
right audience for advocacy, or should we focus more on
the public—the people who ultimately matter in the politi-



cal equation? Nobody sits in a darkened auditorium thinking,
“l am so glad the price of my ticket is helping with the eco-
nomic regeneration and redevelopment of central Denver.”
They are there to have a good time. It is possible to do
research and estimate an economic valuation of that public
appreciation of the arts, but that is not an economic devel-
opment argument. It is a willingness-to-pay argument.

What is the point of funding? If it is to supplement business
deals that fail in the market, that is a difficult argument to
make. It seems strange to fund a project for an economic
return when the market itself says there is no economic
return. A better argument for public funding would be for
an investment in cultural success rather than commercial
success.

We are left with two choices for making these arguments.

Either we can combine economic development arguments’

with other arguments for public and cultural benefit, or we
can accept that economics is the hegemonic discourse and
make our arguments by putting monetary value on things
like spirituality, emotional value, cultural value, and social
value. But it is inadequate to talk about economic develop-
ment on its own.

ANDRE PETTIGREW

Public amenities are a cultural investment, and in Colorado,
the people have voted to tax themselves in order to have
them. Earlier, Larry Meeker asked how important a role
public amenities play in attracting and retaining companies.
As a leader on a team that works to do just that, | can tell
you that public amenities and quality of life have helped us
convince both international and Fortune 500 companies to
move to Denver.

Because Colorado gives out relatively little in terms of in-
centives, our public amenities are critical to us because they
allow us to remain competitive. There is a statewide incen-
tive we could try to get, but in order to qualify, you have
to create jobs that pay |0 percent more than the median
income of your community. In Denver, where the median in-
come is $58,000, one would have to create an average wage
of $63,000 to receive the incentive. Because most com-
panies cannot meet that barrier; we have to rely on other
means to attract them.

FRANK HAMSHER

Earlier, Ann Markusen and André Pettigrew both talked
about place, but they used the word to mean different things.
André Pettigrew was talking about Denver turning its entire
metropolitan community into a place that will attract people

Beyond Economic impactStudies: EconomicArmumen

with its public amenities. And Denver has successfully put to
rest the notion that someone from a sophisticated city such
as New York, Chicago, or Boston would not be interested
in living there.

Ann Markusen talked about public investments in revital-
izing specific places within a community, such as neighbor-
hoods and street corners, which will likely be less successful
than broader efforts to create vitality.

KWENDE KEFENTSE

| was surprised by Larry Meeker’s earlier comment about
NASCAR not being a cultural event. In Canada, we see
NASCAR as being totally cultural, so it may be a form of
cultural investment even though it is parachuted into cities.

| work for the Canadian Housing Renewal Association. |
have been writing about how some cities, such as Cairo and
Vancouver, are having debates about whether they ought
to spend their money on sustainable housing or make in-
vestments in amenities that will turn their communities into
cultural destinations.VWhen communities focus on trying to
bring money in from outside, local priorities get compro-
mised. Because it is hosting the Olympics,Vancouver has just
passed a law that allows homeless people to be jailed. Policy
decisions that are designed to improve a community’s image
can severely affect the local quality of life.

ILONA KISH

The last time | visited Colorado, my cab driver told me
that Denver International Airport had been the catalyst
for a major influx of money. It is interesting to think about
the corporate logic used to attract people to places. The
European Union is a large employer. It attracts people by
paying extremely high salaries, and the employees who are
required to live in Brussels go there every weekend.The cul-
tural community in Brussels is desperate to get the massive
expat community there to participate in the local culture,
and | am wondering what cultural incentives they could use
to accomplish that.

There will be a discussion in Aspen, Colorado, about a pos-
sible Capitol of Culture project in the United States. The
European Union originally had the idea to nominate a Eu-
ropean city each year as the European Capitol of Culture.
The economics of the project are interesting because the
European Union gives each winner between 500,000 and
a million euros, but the typical budget of a Capitol of Cul-
ture project is anything from €50 million to €100 million.The
Capital of Culture label has become highly fought over, and
it is perceived as a massive driver of status building and eco-
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nomic growth and development; even countries that don't
win find the bid-making process to be a driver for develop-
ment and investment.

The United Kingdom is now considering a national Capitol
of Culture project for cities. There is a global design capitol
project coming up. Earlier, Ann Markusen said that the top-
down approach of creating cultural districts either succeeds,
like in Glasgow and Liverpool, or it fails and generates no
income at all. The United States may feel differently, but the
European Union loves this approach because it gets a lot of
money back for what it puts in,and it gets to call it European.
| am curious about what researchers think of this type of
economic driver.

JOAQUIN HERRANZ, JR.

There is very little that we know about causation, and this
is especially true in economics. Economics is a theory, and
economists do statistical models. Economists are careful not
to talk about causation. At best, they can talk about cor-
relation. When you think about standards for evidence in
the political arena, remember that economic arguments are
theoretical at one level, even among economists.

There is currently a debate among economic develop-
ment practitioners and policy makers around using a 20th-
century model of industrial versus occupational. | have my
economic development classes read Ann Markusen’s work,
in which she suggests using an occupation-based approach
to economic development. The examples she gives in the
article are all about artists, and she very succinctly argues
that we are at a pivot point in history, where creativity and
innovation are all about people,and the tools that may have
worked in an old economy do not necessarily work in an
information-based economy. That argument creates a space
for arts advocates and researchers to say, “Your old ap-
proaches do not necessarily work.”

There is a lot of opportunity in new ways of understanding
what the current economic transformation is. Perhaps arts
and culture, rather than lagging, can be leading.

JON HENDRY

Part of the problem is that the arts community is not con-
necting with the voters. In Santa Fe, New Mexico, many
people do not go downtown anymore. That is not where
they buy their shoes; that is where rich people buy art. If
you want voters to support art, you have to take art into
the workplace and convince the voters that art is going to
work for them.You are all discussing how to use economic
development tools to get the money, but, ultimately, the
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only way to get the money is to convince the people who
have the money to spend it.

Although 10 percent of the population may be out of work,
90 percent are still working and providing tax dollars. You
need to make the argument that art has a value to the teach-
ers, the government workers, the plumbers, the electricians,
and everyone else. You have done it in Denver. How can you
do it across the country?

The union movement laughs when you talk about the mon-
ey that propped up the automobile-manufacturing business.
We deserved that money. We are not the bankers. We did
not lose that $700 billion. People stopped buying cars be-
cause they could not afford to buy cars, so we made the
economic argument and Congress cut the check. Now the
arts community needs to make the economic argument to
the people who can then go to their elected representatives
and say,“We deserve that money.”

LARRY MEEKER

We need to move away from the old industrial model of
economic development, but it will linger for a long time be-
cause it is simple and entrenched in terms of public resourc-
es. If | buy a piece of real estate for a small manufacturing
plant, the bank gets a down payment, it knows what the in-
terest rate is, it has collateral,and it can look at your balance
sheet and your cash-flow statements to determine whether
the loan makes sense. If a bank finances intellectual capital,
even in the form of patents, it faces greater challenges in
recovering its loan if the business fails than if the collateral
were property and equipment.

Every summer, Art News publishes a list of the world’s top
200 art collectors. More of them seem to have residences in
Aspen, Colorado, than anywhere else in the world. But are
people moving to Aspen because of the arts and the cultural
environment? Or are they moving here because of the snow
and the mountains? If we can’t answer these questions, we
can’t make a strong case for support for the arts.

| agree with Ann Markusen’s earlier comment about how,
when places get revitalized, it is usually an organic, grass-
roots process. Even if we had strong relationships with citi-
zens and politicians, would we really have better answers
than the market place? The minute we give out a tax incen-
tive or subsidy, somebody else is paying higher taxes. Some
would argue that if the taxpayers were paying slightly lower
taxes, they could create a new kind of job we never consid-
ered, and it might have a larger impact on the community.
Figuring out how to weave our way through these policy
issues is the fundamental challenge.



LAURA ZUCKER

We in the arts community spend too much time talking
to ourselves. | am interested in Ann Markusen’s and Larry
Meeker’s comments about incubator programs that are used
to spur industries. Ann Markusen pointed out that we have
an opportunity to integrate the arts into those programs.
My questions to the economics experts are: How do we
effectively integrate the development of local arts resources
into the structures we use to grow other industries? How
can we best use arts policy agencies! Do we educate art-
ists and arts organizations about how to avail themselves of
these resources?

LARRY MEEKER

If you want to set up a lithography shop or a film studio,
there are many potential resources available to you. A good
banker can plug you into some of those; your local eco-
nomic development experts are another resource.

ANDRE PETTIGREW

| have a formal partnership with Erin Trapp, who directs the
Denver Office of Cultural Affairs. There is a program called
Create Denver. The Office of Economic Development has set
aside monies to lend to arts programs. Ve are focusing on
education and outreach. This is not a grand plan. Our pro-
gram is a response to Denver’s organic marketplace.We put
it together to respond to the creative talent in Denver.They
are now being followed into the low-rent areas by architects
and engineers. Our program is organic, local, and provides
education and resources to support our businesses. The
loans are small, ranging between $15,000 and $30,000, but
that can get people started.

FRANK HAMSHER

Laura Zucker asked a central question earlier. What is the
distinction, if any, between arts and economic development?
And what is the connection, if any, between arts and eco-
nomic development? The basic premise of all these govern-
mental programs for economic development is that if the
government makes some kind of investment in an enterprise,
then it will grow over time to become a commercial, self-
supporting venture that generates more jobs, tax revenue,
and activity in its region. Does it make sense to talk about
arts in that context since most arts activities are heavily
subsidized by the government, private donors, or both?

JULIA LOWELL

Earlier, John Holden asked why we are looking at economic
arguments for the arts instead of only making cultural argu-
ments. One answer is that economic arguments are easier
to manage. There is much more quantitative evidence, such
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as returns on investments. Another answer is that there is
a fundamental belief among economists that it is better to
give people money and let them decide how they spend it
than it is to give people actual products. Food stamps are
an exception to that rule because food is a basic need. But
art is seen as a choice and not a basic need. If you can make
a case for art that will put money in the pockets of people
who are not going to participate in the arts, then you can
please both the participants and non-participants.

Cultural arguments work with a population that for hun-
dreds of years has been persuaded of the value of cultural
things or with a place like Denver, where the voters want
the arts. But if you are going to take taxpayers’ money and
spend it on something, you had better make sure those tax-
payers are in agreement. Ensuring that is a big education
process.

ANN MARKUSEN

We have a huge public subsidy for arts in this country—the
non-profit tax exemption. However, it is problematic be-
cause non-profit arts organizations are not accountable to
taxpayers. Cities create cultural policy in different ways. One
way is to have a champion, like city council member Joel
Wax in Los Angeles, who single-handedly spearheaded the
adoption of a hotel occupancy tax in the 1980s that perma-
nently allocated funds to the city’s Department of Cultural
Affairs.You also need a good argument. Artists and arts or-
ganizations are really important to making the case. In Min-
nesota, our arts advocacy group partnered with the wildlife
people and the environmental people to convince voters to
pass a constitutional amendment that would raise an extra
0.5 percent of the sales tax for 25 years. However, they actu-
ally had to suppress the word arts in the final amendment
and instead use the word legacy. In my view, this did nothing
for the arts except get money for the large arts organiza-
tions.And large arts organizations are very focused on just
getting money, which is a problem.

Organizations like the Center for Cultural Innovation see
their roles as advocating for artists.The San Jose Project was
started because somebody in economic development got
together with somebody in cultural affairs. Different formu-
las and structures work in different cities.

To respond to llona Kish’s question about the economic ef-
fects of big-money competitions, there is a lot of evidence
showing that they are simply impoverishing, from Olympics
cases, to sports, to everything else. Austin did not use com-
petitions. Places can develop their own sensibilities and their
own communities.
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The iron hand of export-base theory is a huge mistake for
us in the arts community. From very small towns to very
big cities, if you can engage your citizens in arts and cul-
tural activity and they spend their discretionary income lo-
cally instead of going somewhere else, that is just as good
as bringing money into your community.Austin, for example,
started locally. V

NED RIGHTOR

| have been a recruiter for 27 years. First, you talk to the can-
didate about the job and the career arc.Then you talk to the
spouse about her or his career opportunities and the larger
community. Then you talk to both of them about housing
and their kids, which is where the arts-education link fits
into the conversation. Finally, and only at the end, you talk to
them about the cultural opportunities for themselves. How-
ever, the employers | work with are very ill equipped to hold
that last conversation. They never have the opportunity to
bring in somebody to talk to their recruiters, and recruiters
are crucial to businesses’ ability to grow.

One final comment | want to make is: If you want to get
attention and marshal a lot of different people’s interest in
something, you need to hold a competition of some kind.

KWENDE KEFENTSE

In Toronto, there is a group calted The Grassroots Youth Collab-
orative. They are a group of young movers and shakers who
put on various initiatives in their local communities. Because
they are all practitioners who are active in the scene, they
reach the people on the street who do art in a casual way
and connect them to government funding streams and more
structured arts activities. There is no barrier of entry that
often exists when people do not know anything about get-
ting a grant or working with the city. The group speaks to
artists in their language, but they also know how to work
with the city and get grants, so they function as mediators
to connect the grassroots people to the city.

LARRY MEEKER

| agree with Ann Markusen’s earlier comment that keeping
- money from leaking out of your community is as good as
bringing in outside dollars.

In response to Ned Rightor’s earlier comment about re-
cruiters talking about arts and culture, we need to do ad-
ditional research to know how that affects candidates’ de-
cisions. How many of us know young people who chose a
place to live before they chose a job? That is an increasingly
common phenomenon, and we need to understand it bet-
ter. If employers believed that people choose a place before
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they choose a job, we would start to get their buy-in. We
need to do research that pulls people in from other arenas
so we can legitimately join hands with them and make our
case.

LAURA ZUCKER

The economic arguments are going to work best for the
people in economic development, so those are the people
we should be targeting with the economic arguments and
no one else.As a local arts facilitator, it is my job to make
those conversations happen and to disseminate the infor-
mation about opportunities to the field.

LARRY MEEKER

It is easy to talk to our own. It is difficult to get out and
talk to people who speak a different language and have a
different agenda. But if we truly want to broaden the base
of support for the arts, we have to get out of our cocoon.
We are not going to convince too many more people over
the next 10 years to go to the symphony, the ballet, or the
opera.We must get to the point where we can convincingly
say to business people,“l don’t care if you don't like the arts,
if you never want to see a play, or if you don’t want to go
to a museum. It is in your economic interest to support the
arts.” That will give us the broader base of support we need
in order to promote a stronger arts agenda.
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MESSAGING PART I:
CONSTRUCTING THE ARGUMENT

Presenter: Danielle Endres
Respondent: Douglas McLennan

Advocates for the arts—especially advocates for public funding of the
arts—have employed a wide array of arguments to promote their beliefs.
Danielle Endres presents the latest research in the area of argumentation
theory and practice and proposes a framework for the design of an effec-
tive argument for the arts. She also demonstrates the use of argumenta-
tion theory in her work with American Indian tribes that advocate to policy
makers and others for the preservation and protection of sacred lands.

Douglas McLennan responds.

My expertise lies in argument and rhetori-
cal theory, not the arts. Rather than focus
on arguments about the arts and cultural
policy, | will focus on how to construct
good arguments in any situation. | would
like to begin by talking about what argu-
mentation is and why it is useful. Then | will give a short case
study that outlines my research on cross-cultural argumen-
tation in the context of American Indian activism.

|
|
|

From an academic perspective, argumentation is the pro-
cess of making arguments intended to justify beliefs, atti-
tudes, and values in order to influence others. Arguments
are the building blocks of persuasion, and they follow a basic
structure. In this context, argumentation obviously does not
refer to the kind of argument you might have with your
partner or your child.

To illustrate, assume you want to persuade others to create
a community arts center. Your argument will contain three
parts: a claim, support, and reasoning. The claim is what you
would like to persuade others to believe. In this case, you
would claim that there should be a community arts center.
The next piece of your argument is the support, which is
the evidence or research that substantiates your claim.You
could have many different forms of support. For instance,
you could present examples of successful community art

centers, statistical data, or evidence of existing support for
an arts center in the community.

The research and data you present as support will not be
accepted automatically by an audience. Reasoning is the
component of the argument that connects the claim and
the support in a way that makes sense to the audience. For
example, if you supported your claim by providing examples
of other successful community arts centers, you would then
provide reasoning by illustrating similarities between your
community and other communities with successful arts cen-
ters for your audience.

Reasoning also allows us to cross what is known as the level
of dispute. When you begin the argument, the assumption
is that you have a claim that is disputed by your audience.
The best way to begin reasoning is by applying evidence the
audience already accepts. Using this method, you can use an
existing agreement to persuade the audience to agree with
your claim.The structure of an argument—a claim, support,
and reasoning—may seem obvious; however, argumentation
becomes more complicated when considering the audience
and the context.

The rhetorical approach to argumentation includes a few
main characteristics. The first characteristic is known as
phronesis or practical wisdom, which is the notion that we
still make decisions even if there is more than one correct
answer. For example, there is no universal answer to ques-
tions about arts policy or health care. There is no single
truth. Phronesis is the ability to enter a situation and see the
available arguments, weigh the options, and then make the
best decision for that situation.

The second characteristic of argumentation is that it is
contextual and situational. Last night, Doug McLennan ex-
plained how the broad context for arts policy is changing.
We have new media, new audiences, and new situations that
are changing the arena in which we create arts policy. On a
more specific level, the policies we create exist within their
own contexts. These different situations may require that
we make different arguments.

Argumentation is audience based, which is a third charac-
teristic. While engaged in persuasion, you are most likely
dealing with an audience. Arguments for economic develop-
ment are more likely to persuade an audience of legislators
or business people than an audience of other constituencies.
There are many different audiences. Your audience could be
a legislature that cuts funding for the arts, or it could be an
undecided public. Perhaps your audience already supports
the arts, but you want to persuade it to take a particular
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action. The key is that you construct arguments to fit each
particular audience.

There are many arguments to choose from in any given
context, which is a fourth characteristic of argumentation.
Although there is never a single silver-bullet argument that
will persuade everyone, the best strategy is to analyze the
potential arguments and choose the ones that work best for
that situation.

Argumentation usually takes place across the private sphere,
the public sphere,and the technical sphere.The private sphere
is interpersonal argumentation. The technical sphere is ex-
pert argumentation, with its own audience and standards
for how arguments are evaluated. The conversations taking
place during this symposium lie in the technical sphere of
argument. Grant writing is another technical sphere of ar-
gument with its own specific guidelines for how arguments
must be made.

However, most policy is created and discussed in the public
sphere, where the standards for good arguments are less
clear. This ambiguity makes it difficult to argue in the public
sphere. The public is also very diverse. One misconception
is that we can generate one argument to persuade all of
the public, but, of course, the public is made up of multiple
constituencies, so there are multiple publics. Some of them
are counter publics that are in resistance to the dominant
public.

Ultimately, argumentation is an art form involving a particu-
lar context, a particular audience, and the appropriate argu-
ments that will be persuasive to that group. The following
guidelines for making arguments apply to most situations
that require persuasion.

The first guideline may seem obvious: Decide what it is that
you want. Determine what it is you are trying to persuade
others to believe. This step is sometimes overlooked when
we assume others know what we want.

Next, consider whether your argument lies in the context
of the public sphere or a technical sphere. Making this de-
termination will help you decide which arguments are use-
ful. An important consideration is the audience: Who are
you trying to persuade? The audience may be legislators, the
public, voters, or other stakeholders.

Earlier, someone suggested that the arts and cultural policy
field has strong data for illustrating the importance of the
arts. In this case, those seeking to persuade decision mak-
ers and the public using such data should gather as much

34

information about the audience as possible. There are many
strategies for audience analysis, such as learning about de-
mographics and interviewing audience members.

Once you determine the composition of your audience,
you can select from the pool of possible arguments. For
example, if you are advocating for an exhibit on Latina mu-
rals and your audience is completely unfamiliar with murals
as an art form, you could begin by making arguments about
the importance of murals. If your audience already accepts
murals as an art form, you could make other appeals. You
might emphasize the prestige of the artist or talk about the
uniqueness of the particular murals or the experience of
viewing the murals. That is an example of how you would
select different arguments for different audiences.

Another strategy is to borrow ideas from other success-
ful campaigns as long as they are comparable to your own
campaign.An argument that appeals to an audience of urban
youth might not appeal to an audience comprised of rural
landowners. Another guideline is to acquire strong research
in support of your argument. A final guideline is to employ
multiple strategies. There is no single compelling argument
that will persuade all audiences in all situations. Multiple ar-
gument strategies and campaigns for different audiences are
often required.

I would now like to talk about my research as a way to illus-
trate some of the points | have made about argumentation.
Generally, my research covers cross-cultural argumentation
in environmental controversies. | follow a broad definition
of culture:“A socially constructed system of symbols, mean-
ings, premises, and rules” (Philipsen, 1997, p. 25). This defi-
nition is somewhat different from the idea of high culture
or culture as activities, such as painting, opera, or theatre.
The definition | use represents culture as a community that
shares language, ways of knowing, and symbol systems.

My research is largely focused on the Yucca Mountain nu-
clear waste controversy.You might wonder why | am tell-
ing you about Yucca Mountain at an arts and cultural policy
symposium. In the Yucca Mountain controversy, American
Indians—particularly the Western Shoshone and South-
ern Paiute—had to argue for cultural preservation of their
land. The land on which Yucca Mountain sits is traditionally
American Indian sacred land. The land is actually covered in
a treaty that the Western Shoshone made with the federal
government, but the treaty has been violated.

The American Indians’ opposition to the Yucca Mountain
site was almost solely grounded in their arguments for pre-
serving their culture and for preserving their ability to be in



that land. Yucca Mountain would have destroyed their arti-
facts and excluded them from the land. Unfortunately, their
arguments were not successful with their non-American In-
dian audience. | am going to use some of these unsuccessful
appeals to demonstrate how to be more successful when
making a cross-cultural argument.

One of the areas in which the American Indians did not ar-
gue successfully was the area of values. Argumentation does
not only include facts and statistics, but values always enter
at one stage or another. Values often serve as underlying
support that connects with our reasoning or our claims.An
example of competing values was demonstrated during the
Mapplethorpe censorship controversies, in which the value
of free expression competed with the value of protection
from obscenities.

In the Yucca Mountain case, both the federal government
and the American Indians actually valued the same thing—
land.What should we do in a controversy where both sides
claim to support the same value? This situation can happen
in arts policy as well because art has so many meanings. The
statement “l| value the arts” can mean very different things
to different people, which can cause problems in argumenta-
tion. Understanding the high-order assumptions that under-
lie these values is required.

Chaim Perelman and L. Olbrechts-Tyteca (1969) are two
theorists who talked about loci, which are high-order ab-
stractions that allow us to understand what supports the
value being discussed. Perelman and Olbrechts-Tyteca ar-
gued about many loci, but | am going to talk about two—the
locus of quality and the locus of quantity. The locus of quality
is valuing things for their uniqueness. The locus of quantity
is valuing something for utilitarian purposes—a numerical
assessment of the greatest good for the greatest number of
people.This contrast between values of quality and quantity
is a common thing—it came up several times in yesterday’s
discussion.

In the case of Yucca Mountain, the American Indians focused
on the locus of quality. They argued that the land was sa-
cred and unique; the land was part of their being; and that if
Yucca Mountain came, there would be irreparable damage
to the land. The federal government saw the land as a sacri-
fice zone. Not many people lived there,and it could be used
for the benefit of the entire nation because we need a place
to store nuclear waste. Both sides purportedly agreed that
land was the key value, but by analyzing their higher order
assumptions, we can see that their perspectives were very
different.

Contributing to the halt of argumentation in the case of
Yucca Mountain were competing worldviews. A worldview
is a set of beliefs, and values can be part of a worldview. In
the Yucca Mountain controversy, the American Indians and
dominant Western culture had very different perspectives
on land. In the American Indian worldview—and particularly
in the worldview of the Western Shoshone and Southern
Paiute—land is a sacred gift of the creator. If you are a tradi-
tional American Indian, leaving the land is not an option. Of
course, American Indians must leave the land for jobs and
other obligations, but those tribes are fundamentally con-
nected to that piece of land. However, the Western perspec-
tive is that land is a resource. We are also a very transient
people, and although we do sometimes develop place-based
connections to land, we are not as fundamentally connected.
We are usually willing to move for a job, for example.

In the controversy over Yucca Mountain, the American In-
dians could not understand why the federal government
would force them to move away from the land. The fed-
eral government could not understand why the American
Indians were unwilling to move and recreate their cultural
and spiritual experience elsewhere.This difference in world-
views caused a major point of stasis, and argumentation
could not continue.

Finally, more problems arose due to institutional constraints
that come into play any time a cross-cultural conflict exists.
When | say institutional constraints, | am referring to large
belief systems such as colonialism, racism, and hegemony.
Because many dominant U.S. Americans do not understand
sovereignty and the situation of American Indians, the Amer-
ican Indians’ arguments did not have widespread acceptance.

This case study provides a key lesson for discussing art and
cultural policy using argumentation strategy. Because argu-
mentation should be constructed for specific audiences, it
might be more fruitful to move research in the direction of
audience analysis.

In political environments, a general under-
standing about framing exists: If you frame
the question, you will win the argument
because you are able to define it in your
own terms. If there is a clash among cul-
tures, the player setting the ground rules
will win the debate. In a broader context, we must more
clearly define the goals for our arguments in order to frame
them property. | found earlier discussions about making the
economic case for arts education somewhat frustrating be-
cause | did not find the arguments for arts education very
clear.
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When the National Endowment for the Arts was created
in 1965, its mandate was to bring great art to all parts of
the United States. By that definition, it has succeeded spec-
tacularly, given the growth of the arts. However, the cultural
landscape is quickly changing in some interesting ways, and
to discuss arguments for the arts in older, traditional terms
is a construct that | find largely ineffective at this point.

When | created Artsfournal.com, | had an initial theory about
how people might use it. By compiling many stories about
various art forms, | thought | could make it possible for
people to stumble across things that they might not other-
wise find.What | quickly discovered, however, is that people
generally only want what they want. The people who are
interested in music only go where music is—and | know this
from when | was a music critic. Early on, people who went to
rock concerts would not be caught dead going to the sym-
phony. Despite this, we talk about the arts and the broader
arts community as though commonality is a given. Given the
diversity and fragmentation of culture, talking broadly about
the arts and non-profit arts and even entertainment is not
necessarily appropriate or applicable any longer.

| can offer a few thoughts from a journalistic standpoint.
Journalism is in crisis right now—particularly journalism in
the United States. One of the reasons for this, in my opinion,
is that we have fallen into this trope of what we call objectiv-
ity. Objectivity in journalism does not truly exist when you
come down to it,and yet every argument is framed as having
two legitimate sides.This results in privileging even the most
illegitimate argument by awarding credibility to it. Currently,
in terms of policy in the United States, we are experiencing
a rash of odd arguments that might not even exist without
the obsession with perceived objectivity.

Public discourse about the arts has been largely absent from
the journalistic sphere for the last 25 years.There once was
a time when multiple voices talked publicly about art, but
that was_mostly not the case in the later part of the 20th
century. Now we are entering a period in which, according
to Technorati.com, there are 300,000 arts blogs in existence.
That means 300,000 people are putting their opinions about
art and the art community into blogs. Many of these blogs
are not frequently updated and are poorly written; however,
what is significant is that people care about the culture they
care about,and they argue passionately to make the case for
what is important to them within that culture. Naturally, you
see a certain level of fragmentation in that kind of discourse.

In closing, | find it problematic to talk about constructing an
argument for the arts that does not accommodate what is
happening in a very dynamic culture. Of people under the
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age of 21, some 85 percent are creating art online—which
is a staggering number of people. They are creating videos
and all kinds of art. In the public policy sphere of the arts,
we do not have a way of capturing that kind of phenomenon.
Yet, in a strange way, that may be where most of the art is
happening these days.We must define our audience—espe-
cially if our audience is not who we normally expect it to be,
determine our topic areas, and decide which questions we
actually need to answer.
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LYNN WALDORF

Earlier, someone mentioned that, as arts advocates, we have
all that we need in terms of research to make the case for
the arts. This might be true for making a broader, general
argument in support of the arts. There are numerous ar-
guments about why the arts are valuable, and the issue of
those arguments being fractured is valid, watering down
the whole case for advocacy. However, while we may have
enough research, people do not make decisions based on
data as much as on deeply held values and beliefs. In educa-
tion, the underlying beliefs about the purposes of education
play a central role in policy making, and that reflects back
on Doug McLennan’s comment that we need to define the
underlying purposes of the arts in the local context. Before
we even begin building an argument, we can use those un-
derlying purposes as a basis for planning and identifying the
targets for advocacy.

And | agree that this is what we are finding through the
work of the California Alliance for Arts Education led by
Laurie Schell. The Alliance is building a state-wide network
of local advocacy coalitions, and the communities involved
are faced with similar questions.What is our purpose? How
can quality arts education address local needs and values?
For example, if a community’s needs are around workforce
development, advocates will need data and arguments that
show how studying the arts in school leads to career prepa-
ration in a variety of economic sectors.You can reframe arts
education research as seeking answers to real life concerns
in a community, which creates a relevancy for the arts that
has not been there in the past for many people.

LARRY MEEKER

One person | wish | had met during his lifetime is VWWendell
Chino. He was chairman of the Mescalero Apache in Ru-
idoso, New Mexico, for over 30 years, which is extremely
rare in American Indian country. He suggested that nuclear
waste be buried under the reservation at Ruidoso, which
is a beautiful ski area overlooking the White Sands Desert.
After a lengthy debate, the tribal council finally agreed to
Wendell Chino’s plan.

Wendell Chino was later quoted making what | believe to
be the most focused economic development statement |
have ever heard—perhaps this is the kind of statement we
need in the arts. Chino said,“The Zuni make jewelry, the Na-

" Part il SIS LMy HSSS A
g art i Lonsucang e Argument: -

i

vajo make blankets, and the Apache make money” (Selcraig,
2008). The government of New Mexico was very upset
about the notion of nuclear waste being trucked through its
state, so it negotiated with the Mescalero Apache. It turned
out that what Wendell Chino really wanted was a casino,
and he got it. And everybody else went home happy.

| agree with Doug McLennan’s suggestion that we should
articulate what we want before we construct arguments for
the arts. We shouldn’t scatter the broad support for the
arts, but perhaps we can mimic the support structure of the
sports industry. The sports industry has a triangle of sup-
port.At the peak of the triangle are the professional sports
teams, something we would equate to top-tier symphonies
and ballets. That support then trickles down through the
players and ultimately all the way down to kids practicing
sports.

Maybe we need to start thinking about the arts in a similar
context and create focused messages for the arts in general.
Doug McLennan has suggested that we not respond reac-
tively to the mass media. Further, if people are uninformed
in an area like the arts and are asked what they want, the
answer they give is not necessarily what they really want
because they do not know the options. Our experience,
expertise, and relationships in the arts put us in a unique
position to create broad but focused messages for the arts
much like how Wendell Chino accomplished so much for his
tribe. In general, if we do that well, each of our organizations
can go out and do the things they are best situated to do.

ILONA KISH

Like the American Indians in the Yucca Mountain controver-
sy, we in the arts are not in a strong position. Moreover, we
do not perceive ourselves to be in a strong position. Much
of our argumentation is defensive—we are small, we do not
generate much money, we have little political weight. Our
perception of ourselves as marginalized prevents us from
moving beyond the first step, where we insist that we are
important but not valued. Something must shift in terms
of our power and our perceived power before we can get
what we want.

DANIELLE ENDRES

American Indians have struggled consistently with issues of
marginalization such as low self-esteem, alcoholism, and de-
pression. They feel marginalized because they are not a val-
ued community and are subjected to racism and colonialism.

Despite their marginalization, Native American movements
have taken completely non-defensive positions.They believe
that they are survivors and that they have value, and they
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try to make their points as consistently as possible. There
are reasons for Native American movements to make some
defensive arguments, but their starting point is not defen-
sive. Their assertiveness turns their right to survive into a
reality for them. This illustrates the concept of constitutive
rhetoric, which suggests that language used to describe the
self leads the self to actualize the description. If we in the
arts begin with the assertion that we are survivors and that

we are respected, then we can take a non-defensive posture.

JOHN HOLBEN

Culture has fundamentally changed over the last decade.
The not-for-profit arts used to define themselves in con-
tradistinction to the popular arts, but they had much in
common. Both the not-for-profit arts and the popular arts
had gatekeepers—the not-for-profit arts had a bureaucratic
class,and the popular arts had a commercial mandarin class.
Now, not only can everybody make their own culture, but
they can collaborate and communicate with each other, so
those gatekeepers are gone.What is quality in culture and
who decides what is quality have changed.The not-for-profit
arts can no longer say they are the best in contradistinction
to the worse commercial world. They are swimming in a sea
that has changed.

The non-profit world must decide if it will either live in the
past and remain self-defining or if it will learn that people
create their own culture now and help them to express
themselves. As Danielle Endres said, in order for the not-
for-profit arts to prosper, this argument has to move from
the technical sphere to the public sphere.

ANDRE PETTIGREW

Crafting an argument in support of the arts seems to me
a daunting task. First, we need to craft a cogent and sticky
argument in order to pierce through the noise from other

communications. The arts message must be widely heard.

Second, we need to consider the importance of relation-
ships. | find it a bit too academic to frame all arguments as
two sides battling against one another until a decision is
made. Foundational work in building and reinforcing rela-
tionships must be done in order to win arguments. Relation-
ships are inherently important considerations.

The big argument for the arts must be broken into seg-
ments, and the segments need to be prioritized. For exam-
ple, do we place an emphasis on funding? Education? Access?
We cannot make all of the arguments with everyone at the
same time; we must consider how our audiences vary.
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JENNIFER NOVAK-LEONARD

John Kreidler and Philip J. Trounstine (2005) developed the
idea of the cultural ecology. They represent the idea with
a triangle, but rather than rank things in the triangle by
importance, they rank them by the proportion of people
involved. The bottom of the triangle represents the simple
awareness of culture. The middle of the triangle represents
participatory cultural practice. The top of the triangle rep-
resents professional cultural goods and services. Non-profit
and professional arts only account for a sliver of the triangle.
There is a movement toward valuing these activities in many
traditional arts organizations, but how do we move people
into our doors?

Before we can answer that question, we need to examine
our values. Should we simply engage people and foster their
creativity in whatever realm they may be expressing them-
selves? Or do we want to move people along a trajectory of
activities toward one of the more traditional art forms? In
order to set these priorities, we must define the ecology in
which we function and clarify what we value.

STEVEN TEPPER

Social movements start off with a frame—a way of under-
standing an issue. Snow, Burke Rochford, Worden, and Ben-
ford (1986) talk about frame alignment, which is a question
of whether or not the frame resonates. In order for a frame
to resonate, it must align with the preoccupations and in-
terests of the audience it targets. There are four ways the
frame can become aligned.

The first part of frame alignment is called frame bridging.
Imagine a frame that says the arts make people creative.
Frame bridging is an attempt to make that frame relevant
for people by tying it to something to which they are already
ideologically sympathetic. If we say the arts make children
creative, we create a bridge to parents who care about their
children.

Another technique is called frame amplification, which makes
the frame more relevant by connecting it to something ex-
tremely important within the frame’s context—usually a
problem. For example, if our frame says that art is about
individualism and expression, we can amplify it by connect-
ing it to the Cold War and our relationship with the Soviet
Union (as the United States did in the 1960s and 1970s).

Another strategy for aligning a frame is called frame exten-
sion, which is stretching your frame to align with people who
are not already in agreement with you but who might be
sympathetic to your position. For example, if we talk about
the value of art for localism, we can connect our frame to



the local media movement or the environmental movement
and sustainability. Then we can build alliances with people
who have different versions of the localism frame.

Sometimes, a frame cannot be bridged, amplified, or extend-
ed.This happens when the frame is too different from how
the culture currently thinks about an issue.

The last strategy for aligning the frame is called frame trans-
formation. An example would be to take the NEA’s framing
of the arts—"a great nation deserves great art”—and its
ability to bring great art to citizens and change it to “we
enable the creative capacities of our citizens” Part of ar-
gumentation and advocacy is identifying the current frames
we use in the arts, but we also must decide which of these
framing tools to use with various audiences.

DANIELLE ENDRES _

The key to the framing strategies outlined by Steven Tep-
per is that they push the argument across the level of dis-
pute from accepted ideas to unaccepted ideas. Each framing
strategy persuades the audience by connecting the frame to
an accepted idea.

When you make arguments across cultures, particularly to
a more powerful audience, you should know what you are
willing to sacrifice. One easy way to persuade a dominant
audience is to tell it that you fit with its values, but some-
times that fundamentally undermines your own values and
position.

An example of this situation is Indian gaming in California. In
San Diego in the late 1990s, there was a campaign to expand
the amount of gaming that could be done.The campaign ads
said that American Indians needed more gaming in order
to fulfill their American Dream. But by saying they are part
of the American Dream, the American Indians undermined
their ability to be recognized as a sovereign nation. As you
construct your arguments for a dominant audience, think
about what you are willing to sacrifice and what you are not.

ANN MARKUSEN

I 'am currently finishing a project on Native American art-
ists in Minnesota. My draft is massive and is based on many
interviews with artists and gatekeepers of casinos and mu-
seums. It begins with information about how the artists’ ca-
reers developed and continues on to discuss Native Ameri-
can culture. | sent it to several highly placed people in the
non-profit arts world—people whom | respect enormously.
The non-profit arts people told me to only use the sec-
tion on Native American culture and leave the rest out.They
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were only interested in reading about the ways in which
Native Americans are different from themselves. A Native
American partner of mine was upset by this response. She
told me that Native American artists want the study to
show that they are like other artists—they need to eat,and
they need access to space and resources. | am in a difficult
situation because the project has multiple audiences.We are
writing for Native Americans, we are writing for the gate-
keepers, and we are writing for funders.

Addressing multiple audiences with one document is a
struggle. We certainly won’t cut the section about the art-
ists’ careers from our project because the main thing we
want to say is that the non-profit arts community needs to
listen more than it does.

JULIA LOWELL

One reason the arts are in a defensive position—at least in
the public context—is because arts-policy makers are con-
stantly supplicating without appearing to offer anything in
return. A few years ago, the Texas Commission on the Arts
was going through a difficult time. The executive director,
Rick Hernandez, came to speak at a WESTAF session. He
said he was tired of going to the governor and the legis-
lature and begging for money, so instead he went to the
governor and asked him what the Texas Commission on the
Arts could do to help the state meet its goals. The gover-
nor was quite surprised and had a number of suggestions
that helped anchor the agency more firmly within the state
government structure. Perhaps it is better to say, “We have
something to offer;” rather than “Give it to us, give it to us.”

ILONA KISH

As an advocate, you have to know whom you are represent-
ing. In the arts, we suffer from the corporatist approach.The
question of whether | am advocating for the public benefit
or the benefit of my arts community is a question that both-
ers me a lot. | advocate for my constituency to get some-
thing for them.

LARRY MEEKER

| would like to build on Jennifer Novak-Leonard’s and Steven
Tepper’s comments. Regarding the notion of cultural ecol-
ogy as a triangle that goes from simple awareness up to par-
ticipants to professionals, perhaps we should add unaware
people to the bottom. Our mission is to help people move
up through the triangle so they can enrich their own lives
through the arts. A companion to our research on argu-
mentation could be research on how people decide to move
up the triangle. There is a blossoming body of literature—
books such as Predictably Irrational by Dan Ariely (2008), The
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Black Swan by Nassim Nicholas Taleb (2007), and How We
Decide by Jonah Lehrer (2009)—that brings together eco-
nomics, neurology, and psychology. If we knew more about
how people decided, then we might be able to construct
better arguments for the arts.
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MESSAGING PART II:
ARTS AND CULTURE REDEFINED

Presenters: Jennifer Hahn, Jennifer Mello, Joaquin Herranz, Jr.
Respondent: Ann Markusen

For many state arts agencies and their constituents, providing compelling
reasons for states to fund the arts is increasingly difficult, and the argu-
ments are often ineffective. Building on the previous symposium session
on the effective design of an argument, Jennifer Hahn, Jennifer Mello, and
Joaquin Herranz, Jr., further explore strategies for making the case for

public art funding to policy makers. Ann Markusen responds.

As Doug McLennan mentioned earlier; the
National Endowment for the Arts (NEA)
and the state arts agencies have been
spectacularly successful at accomplishing
their intended goals. Great art has been
brought to the far corners of the United
States, and President Barack Obama has signaled that he will
increase funding for the NEA. One could argue that there
is no problem.We are simply doing business as usual, which
means going to the governor and trying to get a bigger piece
of the pie.We all know how to do that very well.

JOAQUINS
HERRANZ, JR:

There is a question, however, of whose interests we should
serve. Whose interests were being served when the NEA
and the state arts agencies were set up to privilege and
share high art? Paying attention to how symbolic and po-
litical interests shape the frame around which arts agencies
work is important.

As Doug Mclennan said earlier, things change. This is not
1965.The political environment has changed; the economic
environment has changed; and, most important, the cultural
environment has changed. What is culture and creativity? It
has all changed, and we need to rethink the purpose of the
NEA and state arts agencies.

In the last 10 years, there have been two main political con-
cerns at the federal level. The first is security—national se-
curity, individual security, health security, and food security.

Arts 3

MessagingPartil: diCutture Redefmerd

The majority of our federal tax dollars go to defense. The
second main political concern is economic security. If we
want more federal resources, those two areas are where
we can get them. How do we make reasoned arguments and
create a frame that allows us to tap into those resources?

Why do we have no traction? | do advo-
cacy work in the area of arts education,
and from what | see, the problem is not
relevance or value but urgency and pri-
ority. | have worked on many campaigns
for social issues, and | have learned that
the arts are a popular product. There have been success-
ful public advocacy campaigns for clean-needle exchanges
and abortion rights, which are much harder things to sell.
Set aside your concerns about whether people can define
the arts, how they should be delivered, and what qualities
people want.You are selling something the public likes. They
want it, and they think it is good.We have seen this numer-
ous times in research, so we should not dwell on the feeling
that we are not on the side of good and people do not want
what we have to sell.

I work with districts in cities and try to give tools to lo-
cal advocates all around the country. | recommend www.
keepartsinschools.org as a resource. It is an online commu-
nity for advocates doing this work, and there is good infor-
mation there.

Many arts education advocates do not have enough chutz-
pah. They are sympathetic to other arguments, and they
back down too easily. They say, “The state legislature is
broke.What would we have them do? How are they going
to make these tough choices! Do we really want to take
money away from physical education programs?” As an ad-
vocate, you should not be concerned with that. You do not
need to make decisions for the legislature—they are elected
to those offices for a reason.You need to make your case.
Some people make their cases by using very bold messages.
For example, there is an organization called Art is Education.
In that framing, then, you need art. Otherwise, you are not
educating your children, and the state constitution says you
must.

The issue of relevancy has a history. In the 1970s, the legis-
lature said it was taking the arts away because there was no
money. In the 1990s, the problem was an issue of standards
and testing, so there was no time. Now there is no money
or time, but my arguments about arts education are focused
on mobilizing parents. | have done the opinion research to
find out how to get parents to fight for arts education.
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Start with the parents who are art lovers because it is not
hard to get them. Next, find the doers and the organized
parents, which is a good place to start whenever you are
trying to organize people. For example, if there is a group of
parents who organized to get rid of the soda machine in the
lunchroom because they thought it was bad, then educate
them about why arts learning is good. Those are the people
who are most likely to get involved. | recommend using argu-
ments that are more on the education side than the arts side
not because | do not believe in the intrinsic value of the arts,
but because as long as the arts community is begging to be let
in the door of the education establishment, we are never going
to get to where we want to be.We want arts education as a
core, integral part of a quality education for every child.

Instead of begging, we recommend that people mobilize the
education establishment to value arts learning. This recom-
mendation obviously exacerbated tensions within the arts
community, and, in the very beginning, people did ask,*“What
are we doing for cultural providers and arts providers?” But
| do not hear about people wishing to build audiences nearly
as much now as | did when we started doing that work.

| encourage my clients to learn about and adopt strategies
from successful education-reform movements in local com-
munities. | ask people to focus on local communities for
a reason. The vision and space taken up by the No Child
Left Behind program has confused people about how things
happen in schools. The truth is that school-board trustees
decide what children do during the school day, not Con-
gressional representatives, Arne Duncan, or anyone else.
The NCLB law says that states must test students, but they
do not tell states how to test—states come up with their
own instruments. Decisions about seat time, teacher train-
ing, what to teach, which staff are retained and which are let
go—these are local decisions. They are made at the district
level and the school level, and nothing works like rabid par-
ents who show up and make noise. That is advocacy.

Messages do not wag the dog, but you are not going to be
an effective advocate if you do not have a good message. For
example, the Obama campaign was a single-message cam-
paign with as many as 250 surrogates out in the media at
any given time. Every single person could tell you what the
campaign was about. That type of clarity and saturation is
very effective.

Is it possible that we could get our message out by creating
a persona for parents? If there is a soccer mom and a NAS-
CAR dad, why couldn’t there also be a mom or dad for the
arts? We could develop a set of tools, values, experiences,
and language that comes with a persona.
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One way in which we are very blessed in the arts commu-
nity is that we have a lot of passion and a lot of people who
can communicate passionately. Passion really matters.

| am a contract lobbyist with many clients.
I not only represent Arts for Colorado, |
also represent the Brain Injury Associa-
tion and the American Cancer Society. My
firm represents the city of Denver and
our regional transportation district. That
breadth is important because it helps us understand what
works and with whom.We often say to a client like Arts for
Colorado, “We understand that you really feel passionate
about this idea, but it is not going to work. Let’s move on
and talk about what actually is going to work.”

| want to be clear that | am talking about legislators and the
executive branch in Colorado because every state is differ-
ent. We have 100 legislators in Colorado, and my job is to
persuade them on behalf of my clients. One overused strat-
egy is to talk about data. Unfortunately, research studies of-
ten do not matter to legislators. Research studies matter
very much in other worlds but not at the state capitol. That
is partly due to a limited ability to evaluate them. Legislators
are teachers and attorneys and retired people. They are a
cross section of society. If we went out and did a survey,
how many people in Aspen would know what r squared or
a margin of error means? They cannot evaluate research data,
and in Colorado, we do not have a legislative staff that can
do it for them. Some of the more blessed states actually
invest in their public sector in a way that allows for that.
We are not one of them. Of course, if the other side has a
big stack of data, you need to come in with a stack of equal
size. However, after each side spends five minutes present-
ing its data, the legislators will say, “Okay, it’s a draw. Now
let's move onto the things on which we are actually going to
base our decision.”

The second strategy that does not work is to make vague
or theoretical requests. For example, some arts advocates
come to the capitol and ask their legislator,“Do you support
the arts?” or, even worse,“Do you support arts education?”
That doesn’t mean anything, and it is way too easy for the
legislator to just say “yes.” Then the advocate walks away
thinking the legislator is going to do whatever the advocate
wants, even though she or he has not committed to any-
thing. It is much more effective to say, “l need you to vote
yes on Senate Bill 123, which will ensure that the statute on
art in public places applies to all capital construction proj-
ects in the state” That is a conversation you can have with
legislators. Simply asking them if they support the arts does
not work.



The final strategy that does not work is moralistic certitude
and handwringing. | want to look at something Jennifer Hahn
said earlier from another angle. In my experience working
with arts advocates, | have seen a lot of self-righteousness.
However, | think it is legitimate to debate whether or not
the government should support the arts. | would argue that
we can win that argument, but we often don’t even con-
sider whether we have committed the sin of not respecting
our audience. In any legislative body, there are likely to be
conservative legislators who simply do not believe that the
government should support the arts. If we start by talking
to them in a way that disrespects them, we are not going to
get very far.

The messenger is just as important as the message. In fact,
it can be more important. Ve have talked about about hav-
ing a high-profile champion, as in the case of the governor’s
wife’s sister-in-law in California. However, using a high-pro-
file champion is a very high-risk, high-reward strategy. It is
not something you can count on, and it will not last forever.
Other important messengers are people in a legislator’s dis-
trict. It is popular to talk about all the problems in American
politics and call politicians awful. However, in reality, elected
officials respond to people in their districts.

| am going to talk about two kinds of people within a leg-
islator’s district. The first are called grasstops. Grasstops are
not people who just vote. They are the people who run lo-
cal arts agencies or who run organizations like the Arvada
Center for the Arts and Humanities in Colorado. Grasstops
people tend to know the legislators already because that
is the kind of people they are. They are engaged. We are
doing a series of meetings with legislators around the state
on behalf of Arts for Colorado.¥When we go to the legisla-
tor’s district, we bring people from the district in to help us
argue that we need to continue funding for the state arts
council. When we bring in grasstops people the legislator
has known for 20 years, it is particularly powerful. They say
to the legislator, “Oh, it’s good to see you! How are your
kids?” And then they say,“This is what | want you to do at
the capitol.” It makes a significant difference.

One idea of Jennifer Hahn’s with which | completely agree is
that the voters and the grassroots are also very important.
That causes a prioritization problem for legislators and leg-
islative candidates.When | was a candidate for the state sen-
ate a couple of years ago, | knocked on about 10,000 doors
in a district in Denver, Colorado. This was not the suburbs
but an urban core area. | only remember one person who
brought up the arts. However, this one person was very ada-
mant about determining my level of support for the arts. He

wanted to know what boards and performances | attended,
and he even wanted me to write a whole essay about my sup-
port for the arts.Those are the two extremes—voters either
say nothing about the arts, or they want a personalized five-
page paper. Something in between would be more effective.

Every year, arts groups get together on one specific day for
an advocacy event at the capitol.As the lobbyist, it is my job
to connect people with their legislators. This is my problem
every year: If 100 people come to the capitol, 84 of them
are from two districts in Denver and two districts in Boul-
der, and those legislators already support us.The other 16
people are scattered throughout the state, so even though
they are more valuable, there are not enough of them.We
need people from Grand Junction and Colorado Springs,
not just from the state’s urban core.The messenger matters
and, as a community, we need to do a better job with the
broad population.

There are no isolated arguments in the legislature. Every-
thing happens in context. The existence of term limits in
Colorado has made a huge impact on that context. In 2008,
we had 15 to 20 new legislators coming in,and | had to find
out about them.What do they care about? Do they know
anything about the arts? Do they hate the arts! Then we had
five or six legislators resign during the legislative session,
and there was a replacement process for those people.We
had to do a lot of work to find out where those legislators
are on the issue of the arts. The arts is not a partisan issue,
but politics matter.

We have a new state senator, Pat Steadman, who was ap-
pointed through a vacancy committee. | met with him a
couple weeks ago, and he said that the arts are going to be
his issue. | said that was great and asked why. He said the
reason is that the voters in his district care about the arts.
He is right—he is from a downtown district.There are peo-
ple who want to be your champions, and that is great, but
remember that their interest is partly for political reasons.
They believe in the arts, but, more important, they think
their voters believe in it. The same is true of our enemies.
Whenever the arts come up, many legislators stand up and
say, “This is absolutely not a public function, and we should
not be funding erotica at the library in Boulder” But they say
those things in part because their voters want them to, so
do not forget about politics.

School boards run school districts, so it is difficult to sell
the legislature on arts education. Legislators consider 200
to 300 issues every single day of the session,and we have to
present our argument with that context in mind. We cannot
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ignore the fact that they have other issues to deal with. We
have to be quick, we have to know what we want, and we
have to give individualized messages.

It is healthy to debate about which message is better; but the
economic development message is working on the ground
now in Colorado. The education message works with the
people whose votes | will get no matter what. But the eco-
nomic development argument gets the swing votes.

You must remember that state budgeting is a zero-sum
game. Every dollar you get is a dollar someone else does
not. That is why our message has not been “Do not cut the
budget for the Colorado Council on the Arts.” Instead, we
say,“Do not cut us disproportionately.” Legislators thank us
for not being another group begging not to be cut because
the legislators have no other option right now. Everything
will be cut. Our message is that we understand, and we want
to be partners with the legislators. We are willing to share
the pain with everyone else.What we are not willing to do is
to disappear, which is what almost happened in 2002,and we
are not willing to take a 50 percent cut while everyone else
takes a 10 percent cut. And our message is working.

Before | became engaged with the arts, |
worked in the military industrial complex,
and | was the chair of the Committee on
Science, Engineering, and Public Policy
for the American Association for the Ad-
vancement of Science.VVe should look to
their advocacy model for elements missing from our ap-
proach. Science, engineering,and medicine have golden auras
around them. | do not think our issues are any less impor-
tant, but we do not just have a messaging problem—there is
also a coalition-building problem.

The biggest part of the problem is our failure to organize
beyond the non-profit arts world.We are in silos—the non-
profit world, the cultural industry world, the arts faculty and
presenters at universities, and the' community-arts world.
Even when the community-arts world gets organized as
non-profits, which is uncommon, they do not get funding,
and they are not considered to be high art. | would like to
build on the work of Kreidler and Eng (2005) by talking
about how we can broaden our notion of what arts and cul-
ture are in our economy. Earlier, Laura Zucker said that our
role is to go and knock on the economic development door.
Our role is also to knock on the cultural industry door.

In 2006, | published a study on Los Angeles and San Fran-
cisco Bay Area artists called How Artists Build Careers Across
Commercial, Non-profit, and Community Work at the request
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of the major arts foundations in California. The foundations
receive no money when Hollywood uses the artists they
train, so they wanted data that would show people that the
art world and Hollywood are cross fertilizing. We looked
at how common it is for artists to cross over into different
spheres and what they gain from that. They frequently cross
over to cultural industries—music venues, recording, pub-
lishing, commercial theatre, film, TV, video, media, and so on,
and all communities have some variant of cultural industries.

Another area is the vast world of community arts and cul-
ture. Many immigrant communities do not call it arts, but
they certainly call it culture.Thirty percent of all professional
musicians work for religious groups, but the non-profit arts
and cultural world has been very squeamish about embrac-
ing music and visual art in the religious sector.

A third important and untouched constituency is working-
class people. Some legislators are hesitant to support the
arts because white, working-class people do not think they
have anything to gain by supporting the arts.The largest at-
tendance ever at the Guggenheim in New York was for the
motorcycle exhibit. The Guthrie Lab Theater in Minneapo-
lis had its best ticket sales when it performed Barbara Eh-
renreich’s Nickel and Dimed (2001). The theater was filled
with working-class people who wanted to see working-class

_people and problems depicted on a major stage. So why are

white, working-class people so anti-art?

Another problem is the segmentation of arts constituencies
in universities. Steven Tepper and Bill Ivey have done good
groundwork on this issue, and they are going forward with
some initiatives. At my university, there are five initiatives
on my president’s desk, and they are all about science, en-
gineering, and medicine. Arts initiatives are missing because
the visual arts, theatre and drama, media and journalism, ar-
chitecture and design, and creative writing are all organized
in separate departments. Furthermore, none of the people
who do policy are in those schools.

| am in the public policy school, and | have been working to
build those bridges on my campus. | advise people that we
need to get together and increase our visibility on campus
and in our communities. There are practically walls around
university arts faculties—they relate to the rest of the arts
academic world but not to their local communities. There
are important performances at universities, and they serve
important archival functions, but many universities get bad
raps from their local non-profit arts organizations and art-
ists. Fixing these relationships is part of redefining arts and
culture.



FRANK HAMSHER

Jennifer Hahn made an important point earlier about how
data relate to messaging. Messages are really not about facts;
they are about value statements.The most effective ones are
forward-moving value statements that you want to support.

LAURA ZUCKER
But legislators want to know you have the data.They do not
want to actually see it. They just want to know it exists.

FRANK HAMSHER

Right. For each value statement you make, you need a cou-
ple of strong pieces of data.The data can be in the form of
a research study, factual information, anecdotal information,
hero stories, or however else you want to present it. Just be
sure the data make your message more true than it would
be on its own. If you have no data to support your message,
perhaps the message needs to be rethought. Earlier, when
Laurie Schell listed the parade of messages for arts educa-
tion, | realized that some of them are simply conjecture,
which could be problematic.

If you are talking to a legislator or anyone who can influ-
ence the resources that you need to move forward with an
artistic project, you need research. Some legislators will ask
to see it, but most will simply want to know that you have it.
Either way, you should have it,and you should be conversant
with it.

NED RIGHTOR

Earlier, Ann Markusen mentioned that working-class people
are alienated from the arts. That raises a broader question
about whether the arts actually illuminate the human con-
dition if they are missing huge segments of human beings.
However, no one has talked about how you start conversa-
tions about the arts with working-class people, people in a
legislature, or anyone else for that matter. One thing | have
learned from doing numerous interviews is that people love
to talk about themselves. Does anyone ask these people
what art they do? What art they like? What art they did
once upon a time? My advice would be: Start with them.

ILONA KISH
Joaquin Herranz asked the key question for me:What is the
problem? If what you are asking for is not linked to an im-

pact, perhaps you should try negative messaging. At a facilita-
tor session we held a few years ago, the facilitator pointed
out that we cannot talk about what happens if everything
goes wrong the way the environmental movement can: “If
you do not act now, the planet will die in five years’ time”
or “If we do not change the way we work in development,
500 million African children are going to suffer” What hap-
pens if we do not get arts education? We can start creating
an answer to that by talking about the impact of the arts on
society.As Laurie Schell mentioned yesterday, it is a bad idea
to say that the arts will solve all our problems. However, we
could start making a case with research, such as a study on
arts participation in some specific delinquent area.

There is another question about what problems we are try-
ing to solve. Is having a vibrant arts community an intrinsic
good? Who does it serve! There is much resistance to that
instrumental argument in our arts community. VWe have to
get over that.

FRANK HAMSHER

Joaquin Herranz mentioned that security is a major issue
in our current context. Fifty years ago, our nation launched
construction of an interstate highway system that now
blankets the entire country. It was the first time the federal
government had ever spent serious money on a national
infrastructure in what was then considered to be a state and
local province. Was it justified? This was done during the
height of the Cold War.We were building a national defense
system. Whether or not that was the real reason is irrel-
evant to us. It is an example of frame shifting, which Steven
Tepper talked about earlier. We should think about shifting
the frame for the NEA. Is our goal to bring great art to the
entire country? Or is it to-unleash the creative talents of all
our citizens? Those are two related and distinct messages
to consider.

JOHN HOLDEN

Ann Markusen and Jennifer Hahn both made points about
the importance of how we describe ourselves. In the U.K.
we describe ourselves using terms such as not-for-profit, we
talk about subsidies, we talk about the right to fail, and we say
we have to be governed by trustees who are presumably
trustworthy, while we are not. However, the whole world
receives public money in one form or another. The defense
industry calls it public procurement. Farmers call it top-up pay-
ments.The automobile industry gets investments. VWhy do we
use this self-loathing, apologetic language that completely
lacks confidence about who we are and what we do?
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JENNIFER HAHN

| want to respond to llona Kish’s question about the pos-
sibility of using a negative frame. Can we tell people that
if they do not do what we want, something bad will hap-
pen? Generally speaking, that is a dangerous course. Unless
you can show a direct causality, you risk losing the trust of
your audience. Using a negative frame also does not build on
people’s better angels. People want to solve problems and
make decisions based on their values.

The other issue with using a negative frame is that you will
undermine your frame if you define your problem around
the same system you are counting on to deliver the solution.
For example, if you say that schools are failing our children
by refusing to integrate the arts into education, then you
are also saying that the schools fail. If your solution is to get
more arts education into the school, you are undermining
the vehicle that you need to succeed.

One alternative to using a negative frame is to raise the
specter of opportunity cost. For example, we say that arts
education develops the whole child and is integral to the
well-rounded education that every child needs. Then we talk
about sustaining that commitment to allow kids to have a
successful future. This raises urgency by talking about good
things that may not happen. It is a better strategy than say-
ing,“You better do what we want or there will be dire con-
sequences.”

ANDRE PETTIGREW

Joaquin Herranz made two points that made me think. First,
he asked, “What is the problem?” The pie is growing. NEA
has essentially accomplished its mission. It is important to
declare victory when you accomplish your mission. If you do
not, there is an assumption that you are still working on it.
This is a subtle messaging piece related to what John Holden
talked about. There is a significant difference between say-
ing “Our plan hasn’t worked and we need more resources”
and “We have succeeded, and we are ready for round two.”
| have worked in the venture-capital industry, investing in
early stage technology companies, and | learned that it is
crucial to declare and promote every milestone in those
early stages. Declarations of victory add value in the long
term.

Today, at the federal level, the focus is on defense and eco-
nomic recovery. Defense has always been the biggest piece
of the pie in the federal budget.There is tremendous uneasi-
ness around security—there are even whole sets of drugs
being prescribed just to calm people down. Perhaps you can
make a case that the arts provide emotional security. High-
light what local arts do to provide a level of calm, and tell
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people why they should make that relatively small invest-
ment instead of building a B-l bomber. That is where the
money is.

FRANK HAMSHER

To add to André Pettigrew’s point about declaring victory, |
would like to say that all of us—whether in our individual,
collective, or public lives—like to be associated with win-
ners.The public often gets the impression that the arts com-
munity is a poor, bedraggled, beleaguered group, always on
the brink of disaster. Although there may be some truth to
that, that image is hard for the public and legislators to as-
sociate with. However, there are many victories to declare,
particularly when you start talking about individual institu-
tions, activities, and programs. Make sure those events are
declared and celebrated not as end points but as launching
points for what is next.

LAURA ZUCKER

Danielle Endres made a point about asserting a positive
identity. Our messaging is all being framed as argumentation,
which is oppositional. | prefer to change the paradigm and
get the people | would be arguing with to carry my water. |
want to get them on my team of people who want to move
the initiative forward. That takes more person-to-person
work up front, but it makes things easier later. A few years
ago, we doubled our grant program from $2.25 million to
$4.5 million.We did it by talking to a key point staff person
from each of my five decision-making offices. We told the
staff people that we thought grants for arts organizations
could help with the issues we were dealing with. We gave
them a long list of reasons why this was true, but all we re-
ally wanted was to double the grant program. Eventually, we
told them that if they doubled the money, we could address
unincorporated areas and could fund service organizations
to help support the infrastructure. We said we could sup-
port arts education in the particular ways that they cared
about.We gave them a very detailed list of things they could
buy. When we finished, they discussed the pros and cons,
saying, “Wow, we could do this! Wow, we could do that!”
Finally, one of them said,“l think we should just double it

They all talked to their bosses, and the next thing we knew,
the money was in the budget. It took no advocacy. It took
building ownership. That is a key alternative to being op-
positional.

KWENDE KEFENTSE

Ann Markusen’s comments about audiences reminded me
of something | experienced recently in Toronto. | saw a play
that came over from London called The Harder They Come.



For those of you who do not know, it is based on a Caribbe-
an piece of cinema.You could call it a yardie film, something
that was never intended to go anywhere beyond the Carib-
bean diaspora. However, Caribbean people have immigrated
to London en masse, and they put together a play based on
The Harder They Come. When it came to Toronto, it sold out
every night.

| never expected to see anything so personal on a stage.
The whole Caribbean community and everyone they were
affiliated with had all come out and filled the theater. | have
been to the Pantages for The Phantom of the Opera, Ragtime,
* and many other musicals, but | have never felt anything like
the feeling of community in that theater. It came from the
strong connection with the audience, and the performers
understood that.

There is a huge Caribbean population here, and they will
plug into this. And kudos to the Pantages Theater for put-
ting it on and to the city of Toronto for promoting it as it
did. That was a time where high art met low art for profit
for everybody. | was blown away by the way they connected
with the audience. It was amazing.

KEITH COLBO

Those working in the arts have a difficult time framing the
discussion.Arguments are framed by what we face at a state
level. What is the revenue picture that will frame your argu-
ments? As you come down, you face reality. Are you going
to be defensive? Are you going to ask for reasonableness?
Are you going to support a cut to be reasonable and work
with your fellow legislators? | have done it. Many people
distrust the legislature and, in some cases, with good reason.

| watch parties perform across the aisle from one another.
| know by mid-session that if | can convince one particular
legislator to support the arts, | will have two more auto-
matic votes sitting beside them. | do not have to talk to
those people.There are other people | do not want to talk
to because | do not want to inflame them.That narrows the
audience that | address as a lobbyist.

We lose influence when we do not follow our champions
as they leave the decision-making bodies, whether they are
elected officials or legislators. Keeping them engaged in the
discussion is important. They know the arguments, and they
support you. We occasionally ignore elected officials. State
policy decides much of what local governance does, and we
do not pay enough attention to them.

We also often ignore political party platforms. Some legis-
lators have no particular positions other than, “l am run-

ning to change things.” If those legislators are running within
party platforms, then we will be driven by those platforms.
And if the whole platform is silent on the issue of the arts,
those legislators will look to their peers.

Economic development is the current focus, and it will be
the focus for some time, but | see an approaching trend that
will be difficult for the arts and culture to deal with:The tax
issue. As we change to meet these new challenges, our argu-
ments and presentations will be most important.

LARRY MEEKER

Ann Markusen is correct in saying that we have isolated our-
selves within silos. We also have a strong resistance to get-
ting out of those silos. But if we argue that the arts message
is self-evident, we are also telling the politicians we argue
with that they are uncultured. And if they do not buy into
that, then we send them a very negative message.

To get out of those silos, we must link ourselves with other
causes. Nearly all causes are linked to other causes in some
way. For example, would we be for public education if it did
not produce higher incomes, make lives better, and keep
people out of prison? The case for education would be far
weaker if we could not link it to social benefits. Think of all
the businesses that support charter schools because they
know they need an educated workforce to compete in the
world economy.

We need to focus our attention on legislators and advo-
cates like Jennifer Mello. What do they need? If | can link
strong arts programs to keeping people out of prisons, that
will carry the day for some legislators interested in incar-
ceration issues. If | can link the presence of arts and cultural
amenities to economic development, that will carry the day
for others.We need to link the arts to every other area of
political and human interest we can find.

We can and must do much of that linking through research.
| am president of the Kansas City Jewish Museum.VVe have
an art gallery space in an assisted living facility. VVe are cur-
rently exploring how we can better use our art exhibitions
and programming to improve the lives of senior citizens.We
hope to demonstrate that improvement with research. If we
can make that link, | think our gallery will be open for more
funding from the medical arena as well as the arts arena. It
also gives us another message for people interested in as-
sisted living facilities and the issues of senior citizens. That in
turn gives us another constituency to which we can link the
arts argument. These linkages are extremely important, so
we have to resist staying in the silo. It is easy to talk to our
own, but we have to branch out.
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FRANK HAMSHER

Your point is a reminder of one of the beauties of talking
to legislators about the arts. You can probably find a rel-
evant link for all legislators, no matter how disconnected
they seem from the arts as a whole. There is probably an
art organization that supports something in which they are
interested.

JENNIFER MELLO

What | need are bodies. It is great to spend time working
on the arguments and the message, and it will certainly help
me if you can prove some connection between the arts and
keeping kids out of prison. But what would be more helpful
is to have 100 people in every legislator’s district who will
make the phone calls and show up.That is the piece we are
missing in Colorado.

We have done tours around the state where we meet with
the legislators in their district, and then we pull in people
from the district. In one legislator’s district, there is a woman
who runs a high-end framing company. She does most of the
framing for the Denver Art Museum as well as the Air Force
Academy, which has a big art collection. She was able to say
to her legislator, “I live and work in your district. There are
three jobs in my facility.” That specific story is more power-
ful than big-picture arguments.

Ned Rightor said we should start with legislators wherever
they are, and he is right. It is helpful for me to find out
whether a legislator goes to the symphony or if he or she is
on the board of a small museum in the district. Elaine Mari-
ner, the director of the Colorado Council on the Arts, is a
great source for that kind of information. She knows what is
happening in every community in the state,and we can go to
her and say,"“We need to talk to Sean Marshall in Broomfield
about the arts.What is going on up there?” She will tell us

~who to call, and they will say,“Oh yeah, Sean Marshall came
to our performance last week.” After that, you are already
halfway to reaching the legislator.The personal level of argu-
ment is critical.

ANN MARKUSEN -

To respond to Frank Hamsher’s analogy of the construc-
tion of the interstate freeway system, | would like to talk
about the Works Progress Administration (WPA) period in
the 1930s and what happened with arts at the time. At the
beginning of the WPA, arts projects were included as ei-
ther infrastructure—like putting something on the walls of a
post office—or to employ an artist.The federal government
quickly realized that in order to sustain these projects, it
needed messages for the whole American population. The
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first message it developed was about celebrating and foster-
ing American art and distinguishing it from European art.
The second message was a diversity message. For the first
time, the government said that the United States is a land of
immigrants—although this did not include African American
or Native American people.The leaders in Washington used
these new themes to support the work on the post office
walls, the living theatre project, and even music.

In this time of deep economic displacement, is there some-
thing the arts can offer? Can we address unemployment and
despair with our talents and creativity! We are not talking
about this opportunity. It is likely that the economy will not
improve as it did in the WPA period, so the issues ahead of
us are daunting. How can arts and culture help those in our
communities who are suffering and trying to figure out how
to go forward?

FRANK HAMSHER

Much of the work that was done 70 years ago has a long-
lasting shelf life. A lot of archival work, historical work, and
descriptive work about our artistic legacy is a result of in-
vestments made to fight the Depression by putting artis-
tic people to work.The long-lasting nature of those efforts
goes well beyond what a lot of us have been involved with
more recently.

ANN MARKUSEN

We would not have written records of the oral histories of
slaves if it were not for the Federal Writers’ Project in the
South. And some historians opposed it at the time because
the oral histories were not written down and did not seem
real to them. So you are absolutely right in many different
spheres.

LAURIE SCHELL

One problem we encounter is that our messengers are of-
ten too self-interested to be convincing. The arts commu-
nity goes in to protect its own turf, programs, and budgets.
Another example is education, where teachers are often
forced to stand up in front of the school boards to protect
their own jobs.Those are not great messengers.We need to
get out of the silos and get the public engaged in the conver-
sation. They will do the advocacy work for us.

DANIELLE ENDRES

Although the issues of language and relationship are im-
portant considerations, it is also important to remember
that we do not need to persuade every audience.There are
times when it is appropriate to say, “That person is never
going to be persuaded, and | am going to leave them out.”



Both in a legislative context and in a public context, you do
not need a |00-percent vote.An important part of audience
analysis is figuring out who are the persuadable people. So if
you find out that a legislator does not care at all about the
arts and has never done anything artistic, you should cross
that legislator off your list.

DOUGLAS MCLENNAN

Orchestras are having a leadership crisis. Attracting board
members with stature is difficult. That is partly because we
do not have enough ways to engage people.You cannot just
go to people you do not know and ask them to be on your
board. You have to have a relationship with them. Our ar-
senal of methods for promoting engagement with organi-
zations and communities is too small. Our strategies are
even misaligned in the sense that we do not allow people to
support us in a variety of ways. And when you finally want
something big from somebody and you do not have the kind
of relationship or context that allows you to ask for it ef-
fectively, then you have a problem.

To respond to Jennifer Mello’s point about needing more
bodies, we need to incentivize people so they are not just
supporting the arts because it is right or because we want
them to.What else do they get out of supporting the arts?
People love to contribute in a variety of ways,and we should
explore more ways for people to get involved. If you want
100 bodies from each district in the legislature, start with a
smaller goal. First, find ways to engage people so that when
they participate, they are not solely giving something—they
should also be getting something. Incentivizing people to
become more engaged with what you want to do is much
more powerful than asking them to keep giving and giving.
Realigning incentives for people might be part of the para-
digm shift that needs to happen.

LARRY MEEKER

Ann Markusen raised the question of what we can do to
take advantage of our weak economic times. | concur that
the next few years will be long, protracted, and difficult. Per-
haps this is an opportunity for us to look at the cultural
diversity in this nation. | believe we are undergoing an eco-
nomic paradigm shift; what we are experiencing is not sim-
ply part of a cycle where things return to where they were
before. Much of the consumption is going to take place in
other countries and with other groups of people, and our
cultural diversity can give us an advantage in addressing their
needs.We have an ability to put money into ideas and create
businesses far exceeding any other nation in part because
our cultural diversity keeps us in touch with global markets.
| suspect we could construct an argument that the arts help
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us understand our differences better, making us more com-
petitive in the business world.

On a different track, we ought to step up to the challenge of
constructing the arguments of our opponents for them.The
only thing my parents asked me to do in high school was to
take a semester of debate. | did and went on to take all the
semesters of debate.That form of argumentation is valuable
because it forces you to argue one side of an issue for an
hour and then switch to arguing the other side for an hour.
Forcing ourselves to argue against the arts may strengthen
us in our convictions for the arts. It would also show us that
there are many answers to what we want. We might then
soften or better adapt our approaches, thereby becoming
more helpful to people like Jennifer Mello when trying to
convince others.

JOHN HOLDEN

The arts have to be relevant if we are going to get people
standing behind us. Earlier this year, | thought there were
three things the arts ought to be doing. One is providing a
source of comfort, support, and solidarity in these troubled
times. | do not think it is a coincidence that the latest Bond
film had this curious title, Quantum of Solace.| did not know
what it meant at the time, but now | think | do.A lot of the
arts have become about comfort, reassurance, and helping
people cope.

The second thing | thought the arts should be dealing with'is
anger. The public is legitimately angry with the political pro-
cess and the economic structure.The arts ought to explore
that. There have been a few plays and some music on the
London stage that expressed that anger.

The third and most important thing the arts should be doing
is exploring new territory. The arts should think of ways to
develop from where we are—not to get back to where we
were but to create something better for the future.

SUSAN STEINHAUSER

How do we shift this paradigm of the arts community as
marginalized? What are the first three steps we need to
take to appear more like the Canadian or UK. models? We
would no longer be focused on whether we are valued and
how to become essential. How do we remove ourselves
from this victimization,and how much time will it take? Who
will be the players? What are the three key questions we
need to answer?
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LARRY MEEKER

The victimization of the arts community comes from us.

That is clear.We carry that victim image when we tell legis-
lators,*“You need to support the arts because they are good
for you,” but then we do not explain why. If our political
constituents demand that we show a link to educational
achievement or economic development, then we ought to
respond to that, but we do not have to enter that exchange
as victims.VVe create those links, we support those links,and
we get others to support our cause because it is a linked
cause and because they know we support their causes as
well.

JENNIFER MELLO

The economic development argument is powerful in part
because it casts the arts in a helpful light. The argument says
that we are an important part of the economy, and we know
that because the Colorado Council on the Arts did a great
study that quantified a significant number of jobs in the cre-
ative economy. It is the fifth largest industrial sector in our
state.

‘The Colorado governor is up for reelection this coming
cycle, and one issue he will run on is renewable energy. He
has done a lot of work around renewable energy, and it
has been framed in a job-creating perspective as well as an
environmental perspective. Elaine Mariner and others have
worked hard to position the arts and the creative economy
in a similar light. If we were the next renewable energy so-
lution, we would be giving politicians what they want and
need—politically popular things they can go out and talk to
voters about.

JULIA LOWELL

We have to rely on economic arguments because they ap-
peal to all the people who do not highly value the arts.We
can persuade those people that the arts are worth support-
ing because the arts create jobs in their communities.

To answer the deeper question of why people in the United

States do not value the arts, we have to look at children.

People do not value the arts because they are not taught
to value them from a young age. That problem dates back
at least 150 years in the United States. If you do not get the
kids, how are you going to get the grownups?

REFERENCES

Ehrenreich, B. (2001). Nickel and dimed: On (not) getting by in
America. New York: Metropolitan.

Philipsen, G. (1997). A theory of speech codes.” In G. Phil-
ipsen and T. Albrecht (Eds.), Developing Theories of Communi-
cation (pp. | 19-56).Albany, NY: State University of

New York Press.



WHERE ARE THE YOUNG PEOPLE (IF

THEY'RE NOT AT THE SYMPHONY)?
SHIFTING GEARS IN A NEW ERA OF
AUDIENCE PARTICIPATION AND
ENGAGEMENT

Presenters: Steven Tepper, Jennifer Novak-Leonard, Kwende Kefentse

Audience participation and engagement continue to be critical topics in the
arts. Although some studies indicate that fewer young people are attending
traditional arts events, their attendance at rock and indie music concerts
continues to be strong. In addition, young people in great numbers pur-
chase the latest iPod and other technology, attend guerrilla knitting circles
and other DIY activities, and spend a great deal of time on Facebook. Some
blame weakened arts and music education in K-12 school years for the
lack of young faces in the audiences of traditional arts and classical mu-
sic events. Others contend the movement away from traditional art forms
is a natural evolution of shifting interests. In this session, Steven Tepper,
Jennifer Novak-Leonard, and Kwende Kefentse discuss these and other is-

sues related to the participation of young people in the arts and creative

activities.

I want to talk briefly about young audi-
ences. Much of what | will say was pub-
lished a year and a half ago in a book
| co-edited titled Engaging Art: The Next
Great Transformation of America’s Cultural
Life (2007). A major argument in Engag-
ing Art is that, in the 21st century, we are seeing a return to
the kind of thick, interactive, homemade art making of the
[9th and 20th centuries. Professional arts, big media com-
panies, and passive consumption of art are becoming less
important for many Americans. Henry Jenkins, formerly of
MIT, writes a chapter in the book about what young people
are actually doing, how meaningful it is, and how they are
building community. In talking about this new, participatory
culture, he says:

A culture where there are relatively low barriers to artistic
expression and civic engagement, where there is strong sup-
port for creating and sharing what one creates with others
and where there is some kind of informal mentorship
whereby what is known by the most experienced is passed
along to novices. It is also a culture where members feel
free, that their contributions matter, and where they feel
some degree of social connection with each other. Arts
educators often see themselves at war with popular culture
for the hearts and minds of their students, it is quite the op-
posite. Popular culture motivates students to do research,
to read, to write, to learn, and to create.Young people are
not disconnected from the arts, they’re connecting to the
arts in new and unpredictable ways.” (Tepper and lvy, 2007,
p. 174)

That is a strong statement to me. | feel that the arts have
arrived at the place Robert Putnum (1995) described a de-
cade ago when he started writing about bowling alone and
the decline of civic America. We lament the graying of our
audiences and the great decline of the cultural generation,
the people who fill our theaters and our halls.When Robert
Putnum made his argument, people came out of the wood-
work to argue that he was just looking in the wrong places.
Fewer people may bowl together, bowling leagues may be in
decline, and rotary club membership may be down, but have
you noticed what is happening with soccer leagues? Have
you looked at what is happening with dance studios in com-
munities? There are all kinds of other places where people
are joining and interacting and engaging, and | think the same
thing is true of culture.

Rather than seeing this as a decline, it is a really a renais-
sance in art and art making. The question for arts organiza-
tions at this point is how can they—if they want to—be
relevant to this renaissance? How can they be in the middle
of it rather than on the sidelines?

Some of the markers of this new creative renaissance in-
clude the rise of the creative ethos.Young people want to go
to creative schools, they want to live in creative places, they
want to study creative majors and combinations of majors.
More students today want to be artists, actors, or musicians
than want to be lawyers, nurses, accountants, business own-
ers, journalists, or teachers.Young people want to be in the
middle of this renaissance. They want to see the creative
process unfold, and they want to experience it. They do not
just want to see the finished product out on the stage or up
on the museum wall; they want to see how creativity works.

| would contend that the rise of all these reality television
shows that are based on art making—whether it is American
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Idol, Top Chef, or Project Runway, which is my daughter’s fa-
vorite—is due to the fact that they allow audiences to look
over the shoulder of artists as they are creating, working on
their craft, and trying to solve puzzles.

We also see the rise of DIY, or do-it-yourself culture. People
involved in DIY pursuits dedicate a serious amount of their
time to their hobbies, and they are really good.They are not
professionals; they are not making a living doing their hobby,
though they probably could.They are connecting with other
like-minded people who share their passions. We also see
a blurring of boundaries between high art and low art, the
virtual and the real, and these boundaries mean nothing to
young people.

You may have heard of an online world called Second Life.
| will not go into detail about what Second Life is, but |
wanted to share some data | gathered from the founder of
Second Life. He says that Second Life is important because
we, as humans, crave the idea of creating a new identity and
going into a place where anything is possible. Over 250,000
people a day interact in Second Life. Second Life, in terms of
the things that are made there—the houses, the structures,
the roads, the parks—is 10 times the size of San Francisco,
and it is about as densely built. It has over 100-million user-
created objects. The average age of Second Life users is 32
years old. Thirty-five million dollars were traded in Second
Life properties last year. This is a real environment, not just
some abstract or obscure online concept.

We are also seeing the rise of what is called the curatorial
me, in which people can organize their creative experiences
to fit exactly what they want. This represents a real push
back against authority, against other people telling us what
is good and what we should like. For example, at a museum
exhibit, someone might create her or his own podcast of
the exhibit and make that available online. People coming to
the museum could listen to the curator’s version, or they
could listen to one of many other podcast versions. VVe see
this happening all the time these days—people pushing back
against authority with the message,“l don’t need experts to tell
me what I'm experiencing. I'm willing to curate it for myself.”

We see the rise of choice and the need to build commu-
nity around cultural engagement. For example, consider the
wildly popular Guitar Hero and Rock Band video games.These
games are not really mimicking the movement of playing
guitar; you mostly move your fingers to lights and try to stay
with the beat. Let me tell you what happens when people
buy and play these games.A lot of these people get exposed
to classic rock they never would have heard otherwise:The
‘Rolling Stones, the Beatles, Jimi Hendrix, and many more.
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Players start to customize their characters by creating ava-
tars; logos for their bands, the look of the band, the instru-
ments played, clothing, and even instruments can be custom
designed.You can talk to other players in online forums on
the Guitar Hero website, you can learn about the latest news
from the game maker, suggest new songs and bands for the
game maker to add, and submit suggestions about function-
ality. You can create the ultimate set list, put it online, and
other people can judge your choices. You can learn about
the history of rock n’ roll. You can make your own album,
review it, and post it.You might decide that you want to find
out if anything is happening locally because you actually want
to interact with other people who play Guitar Hero, so you
can type in your ZIP code, and it will give you a list of all the
things happening in your local area related to the game.They
offer an entire online ‘zine that is like Rolling Stone online. It
includes strong journalistic reporting about the very bands
that are featured in the game.You can set up and compete
in a battle of the bands with people from all over the world.
You can set up your battle, people can judge it, someone will
win, points will be awarded, and there are all kinds of battles
taking place on this site. You can go to their merchandise
booth and take the things that you have created—the logo,
the customized instruments—and you can create your own
buttons, bumper stickers, posters, t-shirts, your own little
figurine action heroes of your very own band, and then you
can click a button to create and have it all shipped to you.

To address those who have said, “This is just a game; it
doesn’t have anything to do with playing music,” now you
can learn how to play the guitar online at the Guitar Hero
website by the very famous guitar players you are trying to
mimic in the game. If you have mastered Pain Killer at the
expert level, you have nailed the harmony vocals on another
song, you know that with a little direction, you may be slay-
ing a real life crowd like your rock heroes do. Maybe you
always wanted to learn an instrument but never took the
plunge? Maybe you have said something like,“Sure, I'll play a
real guitar as soon as Alex Lifeson from Rush can give me a

lesson.” Guess what? Now,Alex Lifeson is online and able to

give you a lesson.

Just think about the depth of engagement—the kinds of
community kids and adults can build—thanks to technol-
ogy. This is a for-profit arts enterprise. Kids understand all
the levels of engagement, the importance of community, the
ways in which they can build status and reputation using this
game. How can we understand and apply these lessons to a
non-profit arts perspective?

While this is an exciting moment—a renaissance—of course
there is a down side to this great level of self-expression
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and individual creativity. There are also incredible levels of
anxiety, depression, and mental health issues because young
people think that they are the center of the world, that ev-
eryone wants to hear from them, and that everyone wants
to see what they create. Of course, they do live in a real
world, and the real world does not really pay attention to
everything they do and everything they want, nor does it
give them the exact job they want or the grades they want.
There is a lot of evidence that suggests that even as their
self-confidence is high—they think they are the best, the
best looking, and the most intellectually talented—all the
collegiate surveys show that mental and physical health are
going in the opposite direction. Therefore, there are some
real issues for young people.

We should think about some of the things that make them
anxious. What are the things that challenge their budding
identities? Can culture help step in there? When you look
at all these things happening, it seems to me that the funda-
mental question is this: In the noisy den of culture, we have
to ask ourselves what is important. What will endure? How
can you be relevant? What is important to them? What is re-
ally important? As a sociologist, | think a lot about social cur-
rency. In response to symphony orchestras citing concern
about the graying of their audiences, Paul DiMaggio (2008)
said classical music has no social currency for a young per-
son because not enough other young people listen to it to
allow for shared social relationships based on an interest
in classical music. They realize that they will not enjoy any
additional social esteem as a result of enjoying and knowing
about classical music.

| would posit the following experiences matter most to
the rising generation (and these are not new ideas): Young
people seek intimate relationships with each other and their
families. They seek a sense of belonging to a group—to con-
form and belong. They also seek a way to be distinctive, to
stand out. They seek a sense of efficacy. They want to feel
like they matter, that they are good at something, and that
their voice can contribute. Finally, they seek a sense of won-
derment.

We can go through all of those and think about why cer-
tain kinds of culture in the new-media environment help
young people achieve those five dimensions of life. Tweet-
ing on Twitter, even though it is a form of broadcasting, as
the founder of Twitter says, lets people share moments of
their lives whenever they want, it lets people feel more
connected and in touch despite a distance. Normally, you
tweet about personal topics. Twitter meets a need for young
people. Belonging. Online communities, Facebook, and oth-
er social networks are all ways that kids can declare with

whom they belong. They not only have networks because
they have always had networks with friends, but now they
can put them in a public forum.They can show other people
their networks, and that is a really important way that they
can say, “This is who | am, and this is how | belong”

Young people want distinction. Today, it is not just about
knowing the right culture. Kids find distinction by being able
to make culture. They receive kudos from each other when
they are talented, creative, and able to post their own stuff
that other kids can go and see and respond.

Efficacy. Art making is about efficacy. It is about feeling like
you are really competent at something. Wonderment. For
young people, wonderment is not sitting necessarily in a
darkened room watching a professional orchestra. It is
about surprise, spontaneity, authenticity, and the raw experi-
ence that makes them feel alive.

If we do not understand what wonderment means for them,
then we cannot provide the kinds of experiences that we
hope will build lifelong relationships with an entirely new
generation.
pmmmmmmmmm | would like to talk about how arts orga-
nizations, specifically dance organizations,
are trying to adjust to this new reality
in which people want to determine for
themselves how they will interact with
an organization or activity. Some of what
I am going to tell you will hopefully address some of the is-
sues Doug McLennan raised about reinvention in this new
reality. Changing to the degree that is now required is a
tall order for arts organizations, especially those that make
up the traditional non-profit arts infrastructure. Trying to
find new ways of operating requires a lot of time and ex-
perimentation, which is something we do not often have at
our disposal in the arts. A new initiative from Dance USA,
the national service organization for dance in the United
States, is called Engaging Dance Audiences and is funded by
Doris Duke and the Irvine Foundation. The purpose of the
initiative is to figure out how people engage in the dance
art form beyond attending dance performances. This is one
example of how the dance field is approaching the shifting
environment.

JENNIFER
NOVAK-1EONARD

Going back to an earlier point about thinking outside the
box, when an organization has an opportunity to experi-
ment with new ways of engaging with people, some amazing
things might happen, but we are still largely limited by the
infrastructure that is in place. Dominant thinking is still fo-
cused on getting people in the door of a cultural activity. |
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know that this session is about young people, but | want to
point out that in the world of arts and performing organiza-
tions, “youth,” these days, means attracting audiences com-
prising anyone under the age of 45. We are not only talking
about teenagers when we talk about younger audiences.

Steven Tepper touched on the concept of building relation-
ships, and Doug McLennan talked about building community
around arts organizations. In order to do this, a lot of or-
ganizations are putting up Facebook and Twitter pages, but
there seems to be a disconnect in how these tools should
actually be used. Some organizations seem to believe that
if they have a presence on Facebook, people will come and
join their online community. There seems to be some mis-
understanding between how to use social media tools and
what the tools mean to the shifting landscape of doing busi-
ness as an arts organization.

| find the idea that we are simply passive consumers while
watching an orchestra play or watching a dance perfor-
mance to be a bit flawed. Inspiring creativity in an individual
is not solely accomplished by that individual’s participation
in a cultural experience; creativity can be inspired by watch-
ing something as an audience member as well. However, |
will agree that this is changing for many people, but it may
also continue to be the preferred method of participation
for many.

Going back to Steven Tepper’s point about understanding
wonderment, direct participation in a cultural event is also
now a preferred method of enjoying something for many
people. Enjoying cultural activities in places outside tradi-
tional performance spaces is another way people are now
engaging with cultural activities. The Trey Mclntyre Project,
a dance company in ldaho, has a program called SpUrban
(spontaneous urban performances), in which its dancers
take over public places—parking lots, coffee houses, col-
lege campuses and the like—to perform these spontaneous
performances. Flash mobs function in this way, too. Some
might ask, “If someone sees a SpUrban performance, would
they ultimately buy a ticket to a regular McIntyre perfor-
mance?” | would ask in response, “Does that matter?” To
Doug McLennan’s earlier point about everyone having dif-
ferent needs, arts organizations must increasingly diversify
how they provide programming to meet this realization.

| would like to talk about two pieces of
research that resulted in an arts initia-
tive that | am working on in the city of
Ottawa in Ontario, Canada. My research
traces a very broad trend in the develop-
ment of cities, and | posit that the physi-
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cal change in cities after World War |l predicated a lot of the
cultural change that accompanied it, particularly with regard
to hip-hop culture. My argument encompasses space and
scenes in cities.

For a long time, there were two visions for what a city com-
prises. Urban planning discourse helped bifurcate those into
a two established themes—one for urban space and one for
suburban space. We saw the emergence of the suburb and
the idea of the new urban city, and with the 1949 National
Housing Act, we really saw the creation of policy around
concepts of space and what comprises a city. Post-war in the
United States, there were a lot of spatial changes happening
in cities. This led to questions about creating traditions of
place when many places were new, due to suburban growth
and the subsequent changes to urban spaces.

When we look at the morphology of both spaces—urban
and suburban—and connect that to the emergence of hip-
hop culture, we can see that without the spatial conditions
of the city, this new culture would not have been possible.
The suburbs, of course, provided the antitheses to this, and
while the suburbs represented a superior environment for
nuclear family living, they provided a poor environment for
facilitating cultural group dynamics. The urban space, how-
ever, provided an environment for aggregating the kind of
activity that produced this culture called hip-hop. In the city,
you had young people creating novel ways of collective liv-
ing, combining activities and amenities—some of them de-
linquent, admittedly—and essentially creating a new city, a
new urban space, a new cultural scene, a new community
of practice, and a new environment for themselves during
the period of flight to the suburbs. Earlier, Steven Tepper
touched on the concept of youth being self-made and own-
ing the culture, and this is what young people did at the crux
of a significant shift in urban life.

The idea that creative amenities—like ' coffee shops and
bookstores—attract particular kinds of creative people and
can turn an urban space into a driver of economic activity
has been around for a little while now. Scholars like Rich-
ard Florida and others have tried to measure this with vari-
ous indexes, but researcher Larry Rothfield (2007) focuses
more on the notion that we must look at creative scenes,
or the ways in which we give symbolic meaning to cultural
consumption, by combining activities within a given space.
Rothfield contends—and | agree—that scenes act as great-
er attractors and retainers of creative talent than the’ cre-
ative-industries thinking and that they combine to represent
different ways that we socialize and participate in socializing
space (Silver, Clark, and Rothfield, 2007).



Through Beat Roots, a program | run for the city of Ottawa,
we teach young people music, but we teach them in a dif-
ferent way than they are traditionally taught. Ve teach kids
music through their use of vinyl records. | use an MPC 1000
sampler and show them how to load sounds onto it and
then arrange them to their liking. They learn music through
this subjective process.WVe start, however, by teaching them
about the history of musical format and how things went
from a record to an invisible thing they listen to through
their iPods.Then, after we teach them about the history, we
ask them to define what they like about music.We ask them
to bring in the popular music that they like, we ask them to
think critically about and tell us what they like about each
song—the rhythms, the lyrics, the instrumentation, and any-
thing else they can tell us.Then they start forming metrics
for their preferences, and we give them a stack of records
and say, “OK, now go out and find those things in music that
you've never heard before” They start engaging with the
music on the records—some of which is from their parents’
generation or older—and thinking about music in a more
critical way.We do not use computers, software, or down-
loading; we use only records and the sampler.

Part of the equation is demystifying the process of making
music for kids and to build on that sense of wonderment
they experience when they first sit down with us to learn
how to make beats. So many of our kids listen to this music
before they join the program, but they have no idea how it
is made. They participate strictly as consumers.

| have reached out to many record stores, and most are
donating records to Beat Roots because they realize that
this is a way they can connect with people who have never
experienced vinyl. | also have reached out to other DJs—I
happen to be one myself—and beat makers in the commu-
nity to bring them in on this project. They come and show
the kids how they make beats because, as the sampler is a
very subjective machine, there is no right way to do it. The
key concept is to take a group of youth and provide them
with not only skills but also scene orientation—in part by
teaching them about a generation represented by vinyl.

Beat Roots programming provides young people with skills
that they cannot learn in the classroom and some scope for
how they can participate and interact with their scene.They
also gain intimate relationships with people who are mov-
ing and shaking in their city while they are learning how to
make music.

Hip-hop is one of the most popular and widely used place-
making tools of our generation, and in my research and
practical application through Beat Roots, | am trying to
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combine it with scene theory to better understand how
people combine different amenities to create scenes. | am
creating youth programming that connects youth with their
scenes while broadly facilitating a greater understanding of
the history of music and specifically an understanding of the
way that their community of practice is oriented because
one of the most interesting things about hip-hop is that it
has become completely global in such a short amount of
time. Consider that the genre did not really exist in 1973,
and if you told someone you liked hip-hop in 1980, they
would look at you as if you were crazy. Now it is a billion-
dollar industry that started from something so small—the
convergence of creative young people who just started do-
ing it. My research is grounded in that emergence of a global,
cultural force in a spatial context.

Because of technology, young people can now plug into
anything they want, including hip-hop culture, and create
whatever they want. The same extends to old records and
other artifacts belonging to their parents’ and grandparents’
generations—they can ask their grandma for a record, for
example, ask her what she likes about it, and then go and
make something new with it.

The inspiration for Beat Roots came after seeing a short
film called The Archive about the man with the world’s largest
vinyl record collection. The Library of Congress appraised
his collection of albums that were released between 1944
and 1968, and it realized that only |7 percent of his music
was available to the public by CD or MP3.There is a giant
bottleneck as far as the history of music for digital natives.
Kids who have only experienced music digitally—through an
iPod or even a CD—simply do not have access to the broad
world of music that exists or to the history. This machine,
the sampler, is really just a creative incentive for them to
think critically about that and to participate in the physical
world beyond the digital world, to get them out to a record
store to talk to people, meet people, interact and hopefully
expand their opportunities for networking beyond the on-
line world. Through Beat Roots, we try to break that down
for our kids, to show them there is still a lot in the physical
world still to discover.

Youth increasingly are able to navigate and create culture
and identity through a new media environment. They are
less able, at times, to orient the identities they create to
space and place because, while it is easy for a child to go
online and learn about the things that comprise her bud-
ding identity, it is not as easy to connect that identity to the
places in which she lives. Hip-hop is a community, like so
many other endeavors that are rooted in creativity. It forms
a broad base that allows young people to innovate culture
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DISCUSSION

ANDRE PETTIGREW

With regard to the challenge of redefining how the arts at-
tract audiences while competing with self-expression and
self-creation; those are all markets, they are channels, and
they all include participants. Participants, as a group, are a
growing part of those markets, and, in whatever way, people
are now participating in the arts, which is a good thing.

My son is a professional hip-hop dancer, but | had never
looked at his work online. Literally, | just went to his YouTube
page, and | see here that he has gotten 13,000 people to
watch his videos.As a parent, | am embarrassed that | have
not visited his site, especially because | have the equipment
to do so,and | am proud of all the work he has done in his
career. He works through different channels than | do and
perhaps that speaks to what the gatekeepers of the arts
are missing. This is an opportunity to change our views and
engage the broader set of participants who are joining the
conversation, especially those in the do-it-yourself-partic-
ipants category because they are creating themselves and
are engaged with the tools that people in the traditional arts
are trying to leverage.

JOAQUIN HERRANZ, JR.

| wonder how this—let’s call it a youth revolution—is differ-
ent from the youth revolution of the 1960s? Much change
happened during that time, but a lot did not change.

STEVEN TEPPER

In the 1960s, | do not think the people involved in the
counter-culture revolution were thinking about living cre-
ative lives over the long term or thinking about careers that
would involve the consistent use of their creative energies.
The revolution in the ‘60s was a way to organize, and while
music was an important unifying factor, the people partici-
pating were pushing back against conventions of the time.
The ‘60s represented a cultural moment, which is somewhat
reflected in the current shifting environment, but the pres-
ence of technology in our lives, the changing economy, and
the real possibilities of living this life represent a different
kind of movement. For the most part, people who were part
of the movement in the ‘60s have grown up and left their
creative lives behind. They went on to other kinds of jobs,
other kinds of responsibilities, and more conventional ways
of living, even though they still listen to the Beatles,and rock
music is still important in their lives.
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The opportunities for today’s youth involve continuing to
lead creative lives, and it will not be a moment in time for
them.They are experiencing and knowing the world in a fun-
damentally different way from their ‘60s counterparts.They
employ their knowledge and talents differently; make their
living differently; and make their families, social networks,
and lives differently.

DOUGLAS MCLENNAN

Right now, YouTube is serving up one billion videos every
day, and 10 billion are being uploaded to the site in an aver-
age month. The ultimate goal of any online social network
company these days is not to produce the content them-
selves but to induce people to co-create content. The re-
ally interesting thing that happens on YouTube, for example,
is that someone might post a video that 200 people may
view, then someone else might build on it, which continues
the conversation that was started by the initial posting of
the video. Many people engaged in this kind of new media
do not consider themselves successful unless someone else
comes along, takes what they posted, and creates something
further with it.

| would like to mention that one of the fastest growing de-
mographics on Facebook comprises users who are 70 years
old and older. My mother is 80 years old, and she spends a
lot of time using Facebook because that is how she connects
to the people who matter to her. She cannot travel outside
her home much anymore, so she uses Facebook to maintain
her social life. | bring this up as a reminder that we cannot
assume that young people are the first—or only—adopt-
ers of technology today. Teenagers and people under age
25 generally do not use Twitter, for example. In fact, when |
told my I8-year-old daughter that | was tweeting, she told
me—after she stopped laughing and rolling her eyes—that
she did not know what tweeting is. Why would she know
or care about tweeting when she can do what Twitter does
and so much more on Facebook? Facebook is much more
interactive, and it reinforces the idea that people of that
demographic are more interested in the interactive aspect
than they are in the broadcasting aspect that describes Twit-
ter. Unfortunately, in the arts, we think we are in the broad-
casting business and not in the interactive business.

ILONA KISH

| am feeling a bit generationally challenged now. | remember
the same kind of feeling when | first started using the In-
ternet. | remember thinking, “It’s just like a big phone book,
though | don’t know how to find my way around.” One of
the issues is that some of us, as arts leaders, generally under-
stand and like social media and may use it to some degree,
we think the new ways of being and creating in the arts are
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interesting, see the new modes of creativity, and so forth,
but we do not always have the time or interest to keep up
with everything.We are busy running our organizations and
advocating for the arts every day. | have no idea how many
people in Europe are tweeting about the arts or how many
organizations have Facebook pages and are using them cor-
rectly. If | do not know what is happening, then | can tell you
that the directors of the arts agencies in Europe have no
clue.

| wonder about the status of institutional reform because
this may all be less about technological advances and more
about “getting it” and fashioning an institutional response.

KWENDE KEFENTSE

In terms of getting it, for many people, the first thing you
must do is talk to your kids or kids you know. Spend some
time with them, see what they do, and ask them questions.
This not only builds community, but it also serves as a way
to learn about technology through the eyes of young people.

| developed Beat Roots as a result of meeting kids, mention-
ing that | do a radio show, and while hanging out at the radio
station, having them come by and see me doing beats. They
loved it and were so interested. | kept talking to kids to try
to determine the level of interest on a broader scale. Kids
will tell you what you need to know if you just ask them.At
the same time, when you are talking to kids, you have to be
honest with them if you do not understand something. Ask
them to break it down for you, and most likely they will.

STEVEN TEPPER

| wanted to respond to llona Kish.There is a lot happening
right now, billions of things happening. So, should we just
get out of the way and let it all happen? What really do we
need to do, if anything? It seems to me there are two things
we should think about. We have facilities, we have spaces,
we have expertise, and we have connections to art forums.
These young people not only want to express themselves,
but they want to become really good.They want to become
talented and, as they learn, they need mentors to help them
figure out how to deepen their budding interest and exper-
tise, and that is what we know how to do.

We have professionals who can work with these kids and
extend their interest. Once someone develops an interest in
a musical form or topic, they want to take it vertically, hori-
zontally, they want to take it as deep as they can.All of the
cultural forms that we work with can be a new horizon of
discovery for them—something to which they can link into
their art form as Kwende Kefentse’s Beat Roots project il-
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lustrates. Another thing to consider is this notion of the on-
line space and the real space.They still need places to gather
and ways to be and feel rooted to their communities. VWe
have spaces, we have places where they can gather—they
being youthful people, not just young people.

If we think about ourselves as applying our expertise in
helping them deepen their art form and connect it and de-
velop their expertise and providing the spaces where they
can come together in their communities, it puts us back in
an important place.

JULIA LOWELL

My original question was, “So what do they need us for?,”
which Steven Tepper just addressed, but | believe there is
also an equity issue here. Beat Roots is funded by Ottawa or
is funded in part by municipal arts there, so there is clearly
a need for support for this kind of project and for providing
spaces and places for people like Kwende Kefentse to eat
while he is teaching young people.

Presumably, we are also looking at the physical format of
music and how that has changed, as well as putting it into
somewhat of a context. One of the things we have also—
and it gets longer all the time—is our own history, how
old we are, and the things we know that kids do not know.
Again, maybe this takes us back to arts education—provid-
ing some context for kids would help ameliorate some of
the alienation they might feel toward traditional art forms.

DANIELLE ENDRES

| am curious about the role of counterculture for modern
youth. | am a product of the 1980s’ counterculture, the
punk-rock subculture, and for us, there was a strong rejec-
tion of the things we did not want to like—things like opera
and other high art.We wanted to resist that culture and be
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