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The New Jersey State Council
on the Arts and the state’s
arts community had much to
celebrate at the Council’s an-
nual meeting this past July.
One hundred and seventy-
eight arts organizations and
112 individual artists received
funding totaling $11,768,204,
thanks to the unprecedented
46 percent increase in the
Council’'s state appropriation.
Governor Kean and the New
Jersey State Legislature are to
be commended for their com-
mitment to the arts and their
vision. They have demon-
strated their belief that the
arts play a vital role in en-
riching New Jersey’s culture,
economy, and heritage.

The arts community is aiso
to be applauded for the high
artistic standards they have
continued to achieve. This
year, several organizations
and individual artists were
designated 1987 Distinguished
Artists based on their artistic
merit. In addition, four
organizations which have in-
creased their impact on the
state and have developed pro-
grams to achieve national
recognition received Artistic
Focus grants from the
Council.

The Council’s annual
meeting always represents a
new beginning, but at this
year’s meeting we not only
welcomed the new, we also
paused to reflect on our
twenty-year history and how
much we have grown since
the Council’s modest begin-
ning with a staff of two in
1966. At that time the Council
embarked on a mission to
create greater opportunities
for all New Jersey residents to
become involved with the arts
as creators, participants, and
audience members. The prog-
ress that has been made in
fulfilling that mission has been
astounding. New Jersey has
become a leader in state sup-
port for the arts and has
earned a national reputation
for artistic excellence. On

September thirteenth, we
celebrated these achievements
with the inception of the first
annual Governor’s Arts
Awards. Through these
awards, the governor recog-
nized the contributions of cor-
porations and administrative
organizations as well as those
of artists and arts institutions
in making New Jersey a
vibrant and varied home of
the arts.

In upcoming issues of Arts-
New Jersey, you will have the
opportunity to read about
some of the Governor’s Arts
Awards recipients. In this
issue, you will meet
Distinguished Artist Award
recipient Brigit Kelly and
become acquainted with a
new series initiated by one of
our Artistic Focus grantees,
McCarter Theatre Center for
the Performing Arts. You will
also learn about how the arts
are being supported by the
Geraldine R. Dodge Founda-
tion through its Poetry
Festival .

Along with these and other
articles, we have also in-
cluded, for the first time, a
complete list of NJSCA grants
recipients. We believe that

this long and distinguished list

is the most convincing evi-
dence that we can give of the
continued growth and excel-
lence of the arts in New
Jersey.l
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ON THE CUTTING EDGE:
GLASS AT McCARTER

by Noreen Tomassi

Composer Philip Glass

JA K MITCHELL

f the avant garde can be
said to have a ‘‘sound’’,
it is the sound of Philip
Glass's music. At Brook
lyn Academy of Music,
at the American Repertory
Theatre in Boston, at the New
Music Festival in Philadelphia,
in the lofts and galleries of
Manhattan, in the theatres of
Europe, wherever innovation
is welcomed or supported,
Glass seems to provide the
soundtrack.

To audiences at these
events, the music of Philip
Glass is familiar, immediately
identifiable through its com
plex rhythmic structure
formed by the Eastern method
of adding small units of notes
together to create large cycles,
its avalanches of emotion
laden sound, and its small
yet startling, changes.

On October 27, the new
Cutting Edge Series at
McCarter Theatre in Princeto
will open with a performance
by the Philip Glass Ensemble.
In the interview that follows,
Glass talks about his recent
opera collaborations with
Robert Moran on The Juniper
Tree; with writer Doris Less
ing on The Making of the
Representative from Planet
FEight, and his utilization of a
number of lyricists and
singers including David Byrne,
and Laurie Anderson, Paul
Simon, The Roches, Suzanne
Vega, and Linda Ronstadt on
his newest album, ‘‘Songs
from Liquid Days.”’ He also
talks about government fund
ing, for the arts, the joys of
collaboration, and the musical
challenges which now interest
him.



Two years ago at the Gug-
genheim you spoke about your
work with Robert Wilson and
about the difficulty of setting
words to music. Could you
talk a bit now about ‘‘Songs
from Liquid Days’’ and about
work in that short form—the
song—and how it differs from
your work in opera. ..
In the work I've done with
Bob (Robert Wilson) I've
never worked in English. I've
always worked in other
languages. The last work I did
was in Italian, in Latin. So it's
very different. Also, the
whole scale of the piece is
very different. ‘‘Liquid Days’’
is really an attempt to use
English language in a song
form so that you can under
stand what the words are.
Now, in popular music this is
very common; often we
understand the words in
popular music. Within the
tradition of concert music
where the voice sings much
higher it’s often difficult to
understand the words. I was
really thinking about that
problem. It's a question of
vocal range and intelligibility
and how those two factors
work together to turn into a
comprehensible song or an in
comprehensible song. So it's a
very specific technical prob
lem and I addressed that very
directly with the ‘‘Liquid
Days™ songs. I was never
thinking about that when I
was working with Bob.

One of the things that I notice
when listening to ‘‘Liquid
Days’’ is that you've brought
together some very strong
musical personalities and very
strong musical voices on the
album. I found that in some
cases—Linda Ronstadt is a

good example—the performer’s
voice and style is very ‘‘pres-
ent’’ on the album; with
others, the personal voice is
a bit subsumed. What were
your aims in putting the
album together?

Well, that’'s very much the
case. One of the big dif
ferences between opera and
the song is that the inter
preter of song brings much
more to a song than and this
may sound strange than an
opera singer, mainly because
largely the character in an
opera is a known character.
For example, if someone is
singing Carmen, the singer is
recreating a role. When
you're doing a song you don’t
have that known character or
that plot of the story that
gives a background to what
the song is, so the singer has
to create much more around
the song. The way to inter
pretation for the singer of the
individual song is much
greater than someone singing
a role in an opera. Casting a
song record becomes much

more complicated than casting

an opera. What the singer
brings to the song counts for
so much more. It took almost
six months to find the right
singers for the songs and the
most backward thing [ did
was to write the songs before
I found the singers. I should
really have found the singers
first and written the songs for
them. But I didn’t do it that
way, | did it the other way,
unfortunately. The only one I
knew I would use was Doug
Perry, the singer on ‘‘Open

the Kingdom.’’ I knew his
voice and I knew [ would use
him when I began.

That same question of per-
sonal voice or style...can you
apply it now to the lyricists
who contributed to the album?
Do you feel that this was a
problem or a factor in work-
ing with the words given to
you by each of the lyricists?

I didn't have any problems
with the words. In fact, I con
sider that I was very lucky in
the words that I got. Because,
after all, when I was asking
the lyricists for words, I really
didn’t know what I was going
to get. In most cases I had a
choice; I had one or two sets
of lyrics to choose from. In

JACK MITCHELL

the case of David Byrne, I had
a set of three; in the case of
Laurie (Anderson), she gave
me four and I picked one.
Suzanne Vega gave me three
or four. So there was a certain
generosity on their part and it
gave me more flexibility in
trying to find lyrics that
would fit together. I ended up
with six songs but I was really
drawing from more than a
dozen.

You’ve done many interesting
collaborations over a wide
range in the past. Could you
talk particularly about the
challenges of working with
another composer as you did
with Robert Moran on Juniper
Tree?

That was the first time I did
that and actually it worked
out very well because Bob
Moran and [ knew each othe



and we knew each other’s
work and we trusted each
other’s work in a certain way.
It worked extremely well. I
think we were lucky, to tell
the truth. It was something I
wanted to try and I'm not so
sure I'm interested in doing it
again .it didn’t deserve to
work as well as it did. But we
were together at the time that
we did it, working together in
adjacent cabins, and we were
consulting each other quite a
lot. And I think it worked
partly because we were older,
to tell you the truth, and we
had done so much work in
the theatre and we were do
ing it for the fun of it. W

were able to do it without a
lot of personality problems
that might have come up had
we been younger people and
less secure about our work.
It’s something I did simply
because I'd never done it
before. I've done a lot of
things simply because ['ve
never done them before. On
occasion, that's been reason
enough for me to do some
thing. Maybe it’s not such
very good reason, but it’s
been enough for me.

David Shapiro, the poet, has
said of your work, particular-
ly your work with Wilson:
““It's as American as Einstein
and New Jersey.’’ Do you have
anything to say about that?

I that’s a very curious
quote I know David [
hav no comment about it.
Einstein seemed very at home
in New Jersey, didn’t he?

The opera/musical theatre
category in government fund-
ing is relatively new, in New
Jersey particularly. . .Do you
think the creation of that
category by the NEA and the
availability of funding has
opened up opportunities or
spurred growth?
The funding organizations ar
always the followers, they’r
never the leaders. What the
NEA has done is an
acknowledgement that some
of the best and most in
novative work today is being
done in the collaborative
medium of music theatre. We
might say that the decade of
he seventies was dominated
by the visual arts, and that
he decade of the eighties is
definitely dominated by the
performing arts. It’s almost
he style of the eighties.
That’s why you see so much
ollaborative work, by the
way, why you see so many
people working in music
heatre and working together.
I think it’s been to the credit
of the funding organizations
that they couldn’t help but
notice this, that this is where
the new work is happening.
And so funding has been
made available for it. But I
would hardly think that they
had signaled the advent of it
or had even encouraged the

inception of it. It really was in

place in the late seventies,
but once it got under way I

The Philip Glass Ensemble

think it was perceptive to
follow the lead. After all, ad
ministrators can really only
follow what the creative
elements of the community
are doing. They don’t ever
really create anything.

So in a way the funding
categories are good indicators
of the culture.
Exactly. They tell you what's
happening and maybe three
or four years afterward

but that’s not so bad, I'm
not complaining about it. In
fact, [ think that we've had a
fairly perceptive group of ad
ministrators around the nation
who've been very quick to see
that. But on the other hand,
they could hardly miss it since
the large audiences that have,
for example, developed
around the Next Wave Fes
tival in Brooklyn, have been
around the performing arts.
And you can hardly miss that.
After all, from the funders’
point of view, particularly
with public funding, there's
nothing wrong with things
that have a popular base. If
anything, they tend to be
very responsive to that.

Do you think your music is
more suited to non-narrative
theatre than to more tradi-
tional forms?

Well, I work in different ways
and the last two operas I've
done have been stories, have



been narrativ stories and I'm
working with writers who tell
stories. Doris Lessing is my
present collaborator. I have

no loyalties to any school
whether you call it the
Theatre of Images or narrative
theatre. I have absolutely no
loyalties to any of them. I'm
finishing an opera with Doris
Lessing and Bob (Wilson) and

I are talking about doing a
new work called The Arabian
Nights which might be less
obviously a narrative than the
work I'm doing with Lessing.
So I don't feel obliged to

follow any of those things.

The music was suited very
well for some of the more
abstract kind of theatre pieces
that were done but it doesn't
work so badly for some of the
others either. The Juniper
Tree which is a fairy tale the
music seemed to fit that just as
well. I'm not sure that it mat
ters for me. I don’t think it’s
important. I think what's really
important is who I'm working
with. If I work with someone
like Lessing obviously I'm going
to be involved in a narrative
situation. If I work with some
one like Matthew Maguire or
Bob Wilson or Twyla Tharp,
maybe more abstract.

What do you look for in a col-
laborator when you choose a
project?

Someone with an interesting
mind and lively ideas and the
energy to carry through a pro
ject. And I've found quite a
few. I've worked with Twyla
Tharp and again with Bob and
I'm working with Andrei Ser
ban on another piece I work
with lots of people. There are
lots of lively, interesting peo
ple to work with, I've had no
trouble finding people. What I

look for is someone thinking
about sormething a little dif
ferently than I am, perhaps.

What musical ideas are most
interesting to you now and
how do you think your own
music is evolving or changing?
Well, I've been interested for
about the last ten years in the
ideas of tonality, but that’s
hardly new. We came into the
twentieth century with the
crisis of tonality and we're
leaving the twentieth century
with the crisis of tonality. So,
I think I'm concerned about
the same thing that most peo
ple are concerned about.
Those kinds of questions are
what’s most interesting to me
now.

Are you addressing that in
some particular way in your
work with Dorris Lessing?
Yes, definitely. In this case
it’s a story which is full of
ideas and I've been working
with the idea of key relation
ships and thinking and
development of ideas and
how does that affect the key
relationships that exist in the
piece of music. So I'm work
ing with narrative content and
harmonic relationship which
is a very specific way of work
ing, very specific. ®

Noreen Tomassi is NJSCA
Publications Coordinator and
editor of Arts-New Jersey

BETTING ON
THE NEW

When the Philip Glass Ensem
ble takes the stage on October
twenth seventh in the newly
renovated McCarter Theatre
Center for the Performing
Arts in Princeton, it will mark
the beginning of a new era in
performance at the theatre.
New Jersey residents will no
longer have to travel into
Brooklyn to see avant garde
work. McCarter will have its
own series of innovative per
forming arts available to area
audiences by subscription.

The new Cutting Edge
Series was created by
McCarter’s Special Program
ming Director William
Lockwood in response to the
growing enthusiasm for and
interest in the new work of
risk taking artists like Glass.
For Lockwood, the turning
point was the appearance last
spring at McCarter of Sankai
Juku, the Japanese Buto
dance troupe. ‘‘Sankai Juku
was virtually sold out,”’
Lockwood said. ‘‘We were
thrilled. They were about as
far out as we’'ve gone at
McCarter, beyond or against
the grain of even what we call
modern dance.”’

The enthusiastic reception
and the lengthly standing ova
tions given to the Japanese

troupe demonstrated that

M Carter’ audiences wer
ready for something different.
Lockwood felt it was time to
take what had been isolated
events and organize them into
a series. ‘‘The major depar
ture this year was the crea
tion of the subscription
option,’’ according to
Lockwood. Previously au
diences for experimental work
could purchase tickets only on
an event by event basis. ‘‘We
hope that we can now build a
strong subscription base for
the series. If we can develop a
constituency of people who
are willing to experiment,
hopefully that audience will
stick with us and provide solid
support. We need to know
that our audience is willing

to gamble.”’

This year’s series will in
clude performances by Philip
Glass (October 27), Avner the
Eccentric (November 10), The
Alchemedians (January 12),
Bill T. Jones Arnie Zane &
Company (February 13), and
the Mark Morris Dance Troupe
(April 18). The film, Home of
the Brave by Laurie Anderson
will also be shown as a part
of the series (March 19 22).
For information and to charg
by phone, call the McCarter
box office at (609) 452 5200. &



The Alchemedians will bring
their very special brand of per-
formance to McCarter Theatre
on January 12.

DAN WAGNER

Former NJSCA fellowship re-
cipient Mark Morris and his
dance troupe will perform at
McCarter on April 18.

Avner the Eccentric will ap-
pear at McCarter Theatre in
Princeton on November 10.

LOIS GREENFIELD



POETRY AT WATERLOO:
THE DODGE FOUNDATION FESTIVAL

by Ronnie Weyl

ane Fonda's new

Workout and

Weightloss Program

has earned a spot on

the New York Times
bestseller list. In Search of Ex-
cellence, the bestselling book
on business management, is
now a Book of the Month Club
selection. Judith Krantz’s novel
I'll Take Manhattan, another
bestseller, has a bright future;
it will provide the stuff for a
television mini series. When is
the last time a poetry title en
joyed such a reception?

In a society that values trim
bodies, fat pocketbooks, and
social glitz, poetry is con
sidered irrelevant, impractical,
and inaccessible.

Last May, in a report made
to the National Council on the
Arts, Mary MacArthur, the Na
tional Endowment for the Arts
Literature Program Director,
confirmed this observation.
“‘By 1982, more than half of
all mass market sales were for
books from only five pub
lishers. Ten publishers ac
counted for more than 85
percent of the title sales.
About 40,000 titles (hard and
paper) were published last
year in the United States. Of
the 40,000 new titles, only
about 16 percent wer fi tion,
poetry, or drama. The 4,500
fiction titles down by about
300 from 1983 included pop
poetry the Rod M Kuens and
the collections of ‘inspira
tional verse’ as wel as the
serious poets’’

According to Mary MacAr
thur, ‘‘this mentality forces
fine literatur , literature that is
not a mass marke ommodity,
out of the domain of ommer
cial publishing.”

Why is there so little de
mand for poetry? Perhaps it's

THOMAS VICTOR
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Poets Carolyn Kizer Theodore
Weiss, and Galway Kinnell will
appear at Waterloo Village in
Stanhope as part of the
Geraldine R. Dodge Founda
tion Poetry Festival.
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the initial exposure to verse
people receive in high school
English class. Lost in a maze of
abstract symbols and obscure
allusions, tangled in an under
brush of iambic pentameter
and schematic rhyme, students
vow never again to cross such
alien terrain if they can help
it. They concur with the
beginning of Marianne Moore’s
poem on poetry: ‘I, too,
dislike it: There are things that
are important beyond all this
fiddle.”’

Those adults who do read
and write poetry today, choos
ing the ‘‘road less traveled,”
can usually name a teacher or
friend, a parent or relative,
who guided them on their
journey and led them to
Marianne Moore's own con
clusion.

If you demand on the one

hand

the raw material of poetry in

all its rawness and

that which is on the other

hand

genuine, you are interested

in poetry.

The Geraldine R. Dodge
Foundation, a private philan
thropic organization in Mor
ristown, New Jersey which is
committed to the raw material
of poetry young people, the
environment, animal
welfare decided to sponsor a
national poetry festival that
would celebrate poetry as a
response to the human ex
perience and would touch the
lives of more than a thousand
New Jersey high school
students and their teachers, as
well as other welcomed par
ticipants.

Twenty four poets, including
Pulitzer Prize winners Gwen
dolyn Brooks, Carolyn Kizer,
Galway Kinnell, Gary Snyder,
Stanley Kunitz, and Mary
Oliver and New Jersey poets

THE POET IN SOCIETY

A number of poets partici-
pating in the Dodge Founda-
tion’s Poetry Festival were
asked to share their views of
the role of the poet and of
poetry in our society. Here are
their responses:

Most of the poets of my
generation would feel as | feel
that many of the things we
have done, many of the ac
tivities we have engaged in
relating to poetry have been
done for the sake of our own
work. But there is a strong
sense of commitment to poetry
itself. We have given readings
at places where they could not
pay us just because we
thought we could be of use to
help re establish poetry.

In the last thirty or forty
years there has been a rather
significant resurgence of in
terest in poetry that has gone
all through society, right
through to the schools, even in
the lower grades. Now there
are masses of people who
write poetry and quite serious
ly. Poetry readings have
become a permanent part of
our cultural life. It's hard to
say why this has happened.
There are many social factors,
including the Vietnam War.
But we can say that it is
through the dedication and im
agination of many individuals.
I think particularly of
Elizabeth Craig who started
the Poets in the Schools pro
gram and started the first
poetry readings in schools.

The festival is a celebration
of poetry’s return to the life of
ordinary Americans. I think



the most important thing it
will do is bring into the lives,
particularly of the young peo
ple of New Jersey, the poten
tial of this oldest of all arts. It
1s the only place in our socie
ty, the only art form, in which
you can directly express your
innermost thoughts and feel
ings. It’s also an art form
which requires no particular
body or technique. What is
needed is an inner life, love of
the world around you, and the
mother tongue. You also need
exposure to what poetry is.
Whitman would have loved
this festival. He dreamed that
this would be a nation of
poetry lovers and poets.
Galway Kinnell

The poet’s role in society is to
try to define and clarify what
society is, what the human
mind is within that society,
and what the mind projects
despite society. The poet tends
to hold out to humanity an
elevated projection of what
mankind can be.

Amiri Baraka

The poet’s responsibility is to
sustain language and to ensure
that the great resources of the
English language,

including syntax, are main
tained. English is one of the
great musical instruments of
the world, and I want to do all
[ can to make sure the lan
guage stays in tune and is
amplified.

Carolyn Kizer

[ write very much using the
events and episodes of my
own life, my family life, trying
to explore and articulate the
strong feelings that all people
have in relationships. | write
about marriage, [ write about

Allen Ginsberg, Amiri Baraka,
Joyce Carol Oates, Alicia
Ostriker, and Stephen Dunn
will share their art and their
visions in workshops, panel
discussions, and public
readings on October 10, 11,
and 12 at Waterloo Village in
Stanhope.

*“The Poetry Festival com-
bines two of the Foundation’s
program interests: the arts and
secondary education,”’ com-
mented Scott McVay, executive
director of the Dodge Founda
tion. ‘‘Language may well be
the distinguishing feature of
our own species, and poetry is
the concentrated heart of
language. The pity is that less
than one percent of arts fun-
ding, public and private, goes
for poetry. We seek through
this festival to bring together
and honor poets of accomplish-
ment and teachers who strive
to promote better reading and
writing among their students.”

The opening day of the
three-day festival will be
devoted exclusively to the
teachers and students. That
evening and thereafter, the
events are open to the public.
The focus on students,
however, has governed the
festival’s objectives, according
to festival coordinator James
Haba, a poet and associate pro-
fessor of English at Glassboro
State College.

“‘An Advisory Committee ap-
pointed by the Foundation in-
vited poets who care about
young people, who respect
their experiences, and who
have offered themselves

generously to young people
through workshops and in
classrooms throughout the
country,” Haba explained. ‘‘We
also sought poets who share
the Foundation’s funding in-
terests and who have made a
name not merely in the private
circles of poetry, but in the
public world.”

While the Dodge Foundation
planted the seed for such a
festival, which is believed to
be the first of its kind in
America in terms of its size
and scope, it welcomed the in-
sights and advice of poets and
teachers who have helped
bring the idea to fruition.

‘“The Foundation sent 3,700
letters to English teachers
around the state, describing
the festival and offering poetry
workshops to be conducted in
their schools preceding the
festival,” Haba said. ‘‘We also
welcomed their comments and
suggestions, and the response
was extraordinary.”’ Judith
Ankiel, a teacher from Villa
Walsh Academy, wrote:

‘‘In previous centuries,
society knew and revered their
poets. Homer and other travel-
ing bards who perpetuated a
rich store of oral tradition were
known, respected, and includ-
ed in daily affairs of the
average man. The twentieth-
century poet remains remote
and isolated from the main-
stream of modern culture. To
meet a poet in a school situa-
tion would certainly add a
marvelous dimension to the
lives of students who only
have encountered poets in
their literature books.””

The Poets’ Advisory Commit-
tee read these letters and,
based on an assessment of the
teachers’ strength of commit-
ment to poetry and their

energy, then selected twenty
teachers to serve on a Teachers’
Advisory Committee. The com-
mittee also used these letters
to select 80 schools to be
visited by poets. Ten of these
schools will host four-day
Poets-in-the-Schools residen-
cies made possible by support
from the New Jersey State
Council on the Arts. Fifteen
teachers will also have the op-
portunity to participate in a
three-day poetry writing
workshop conducted by
Galway Kinnell in September.

Saul Cooperman, commis
sioner of the New Jersey
Department of Education also
sent letters to every high-
school principal in support of
the festival.

On October 10, Waterloo
Village, a vibrant center for
music and history, will be
transformed into a literary arts
center, with students, teachers,
and poets meeting under
canopied tents to talk about
poetry, to write poetry, and to
read poetry.

‘“We want to give students
the opportunity to see
firsthand what kind of poetry
is being practiced today, who
writes it, and how they do it,
so the program emphasizes
direct contact with the poets,”’
Haba said. Poetry films and
video will be shown con-
tinuously through the day.

At the official opening
ceremony scheduled for Friday
afternoon, Governor Thomas



Newark poet Amiri Baraka.
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Kean, who has provided strong
leadership and increased fun
ding for both the arts and
education in New Jersey, will
present a proclamation declar
ing the week of October 6
through October 12 ‘‘Poetry
Week in New Jersey’’ and ap
plauding the efforts of those
teachers who teach poetry.
Galway Kinnell will read
selected poems and have some
of the teachers from his
workshop read as well. Rap
poets from Newark high
schools will give a brief perfor
mance, and finally Amiri
Baraka will give a reading.
Friday evening, the gates
will be opened to the public
and the festivities wil begin
with Ed Sanders, Gwendolyn
Brooks, and Carolyn Kizer

reading their work. Gary
Snyder will also give a reading,
accompanied by the Paul
Winter Consort who will pro
vide the music. The next two
days will feature more music,
poetry readings, storytelling,
panel discussion/demonstra
tions, and film and video
presentations.

“Since it truly is a festival
and not a writers’ conference,”’
Haba insisted, ‘‘the programs
have been designed to interest
a wide range of people, not
just professional writers.”” The
panel topics reflect this in
clusive approach: ‘‘The Life of
the Poet,’ ‘‘Poetry and Poli
tics,’ “‘Music and Poetry,”’ and
“‘Poetry and the Future.”

On Saturday night Derek
Walcott, said to be the finest
Caribbean poet writing in
English, will premiere ‘‘Poetry
Live,” a poetry concert perfor

mance piece featuring four ac
tors in a collage of poetry
accompanied by music.

All the events celebrate the
very special relationship be
tween poets, poetry, and the

audience, which pleases Haba. ,

“In the late twenties and
thirties, a movement which
became known as the New
Criticism disassociated the
poet from the poem, removed
the poem from any personal or
historical context,” he
explained. The poem was to be
fixed on the page, evaluated
for its intricate structure of
language, its metaphysical wit,
and its controlled, i.e.,
academic style.

‘‘By the late forties and fif
ties, poets in this country
rebelled,’ Haba said. Social
awareness inspired the verse of
Langston Hughes and Gwen
dolyn Brooks. The Beat Poets
sought, in Allen Ginsberg’s
words, ‘‘to compose poetry
which invited a complete emo
tional and physical participa
tion by the audience.”’ In the
sixties and seventies the Viet
Nam War inspired poets like
Galway Kinnell and Denise
Levertov to use their craft as a
vehicle of protest.

Haba describes the aftermath
of the New Criticism as a
‘‘healing process.”” Poetry has
become more accessibie;
poetry readings have become
more popuiar.

*‘Giving Voice,”’ a marathon
reading of Langston Hughes's,
Walt Whitman'’s, and Emily
Dickinson’s work, will affirm
the shared experience of
poetry, giving every person at
the festival a chance to be
both a reader and a member of
the audience.

To preserve the weekend for
posterity, Lawrence Pitkethly,
director of the New York
Center for Visual History, will
videotape the entire event.

When asked about future
poetry festivals, Haba said,
*‘The success of this one will
determine subsequent
festivals. We hope to gather an
audience and an awareness
this year and perhaps next
time, we will make it an inter
national event.”” He paused for
a moment, contermplating the
essence of the festival. ‘“When
we learn how to read poems
and write poetry, we gain con
fidence, mastery, authority.
That is what we hope the
festival imparts.”'®

Ronnie Weyl is a contributing
editor to Arts New Jersey.



motherhood. What I'm always
hoping to do is articulate what
is felt by many people. I feel
successful in a poetry reading
when people in the audience
laugh and cry, when they walk
up afterward and say to me,
“that poem is about my life.”
Poetry is about communication
always. With luck it’s about
ommunity .
Alicia Ostriker

Imaginative lite ature, that is
both prose and poetry, ex
presses the soul of a people.
Joyce Carol Oates

The “‘business’’ of poetry is
always feeling, the preserva
tion, the cultivation of it at its
best and deepest. Particularly
today, when so much time and
energy are spent on acquiring
wealth and things, feeling is in
danger of being lost, certainly
feeling for others.

My poems, in addition to the
personal, the exploration of
my own resources, are mainly
occupied with trying to cap
ture a sense of others. Myself |
have, others I don't. I draw on
my own feelings and observa
tions to write about other
people.

Apart from my poems, yet
closely conne ted with them,
is my commitment to teaching;
[ have spent all my adult life
working with young people,
sharing and exploring poetry
with them. A it is the hap
piest link know to the
magnificent past, so it is my
principal communication with
the present and perhaps with
the future as well.

Theodore Weiss B

ON THE COVER:

FRANC PALAIA

his month’s cover
features work by
Franc Palaia of Eliza
beth which was com
pleted during his
tenure as 1985 86 Rome Prize
Painting Fellow. This pres
tigious award gave Palaia the
opportunity to study at the
American Academy in Rome
for one year and to complete
an-ltalian Series of paintings,
sculptures, and photographs.
In the catalogue which ac
companied an exhibition of
Palaia’s new work at the
American Academy, Ida Pani
celli wrote: ‘‘His work is an
ironic representation of the
rapport among architecture,
signs of various kinds, adver
tisements, posters, graffiti,
and patterns of eroded sur
faces. He absorbs visual
signals and replicates these
images, not as pedestrian
copies or with haunting
melancholy, but as simulated
fragments of urban archeology
that he ob ains through a
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Franc Palaia

“pn

Mixed media on color photo
20 x 30

Artist Franc Palaia

playful manipulation of com
mon materials: sand, plaster,
polystyrene, and pictorial
strata.”

Palaia has been interested
in walls since 1972 when he
began an investigation of
walls in various parts of the
world and various time
periods. ‘‘Walls are drop
cloths for urban societies,”’
Palaia has said ‘‘They reflect
a culture and ventually
become ‘Rosetta stones’ of the
future.’”” He has worked with
prehistoric or cave walls
(1972-74), American walls
(1975-81), Chinese walls
(1981-85), and while in
Rome Italian walls.

*‘I make color photographs
of walls, signs, murals,
billboards, and graffiti and
then fabricate these images
using a mixed media secco
fresco technique. . .My pur
pose is to isolate and call at
tention to certain aspects of
cultural change and to present
them in a realistic way.”’®
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Franc Palaia

Santa Sergio

Paper, gold leaf on wood
18 x 42
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Franc Palaia

Roman Wall, 1985

Mixed media on polystyrene
6 x6 x4



ART IN CHINA:

ANCIENT TRADITION AND
MODERN THOUGHT

by Jeffrey A. K sp 7

onths have

passed since

my visit to

China, yet

my raemories
of the country and its people
remain vivid and alive. As I
reflect on my delegation’s tour,
one lasting impression seems
to dominate, and that is the
dramatic contrasts I observed
between the old and new.
While adhering to ancient
ways and upholding time
honored traditions, the
Chinese people are eager to
learn and explore new ideas
and new ways to bring China
into the modern world.

China Reconstructs, a
magazine founded by Soong
Ching Hung, wife of Sun Yat
Sen, the leader of the Chinese
Revolution of 1911, captures
the spirit of China today. The
magazine reports on China’s
growth in every field eco
norics, technology, education,
art, and archaeology and
places these developments in
context to the past which
binds the people to traditions
spanning millenniums.

This dynamic tension be
tween the old and the new
manifests itself in the arts
which, as I saw on my trip, are
integral to the fabric of life in
China. The arts represent a
nexus of Chinese culture,
history, and politics, They ar
bitrate between ancient tradi
tions and modern thought.
They provide a vehicle through
which the Chinese may take
risks, explore new ideas, and
expand their vision of their
culture and society, and they
also provide a means for hun
dreds of nationalities mostly
minorities to retain their
identities and heritage.

Now that the ultural
Revolution is over, the arts ar
considered signifi ant to
China’s national interests

again. The government now
believes the arts can help fur
ther the country’s drive for
modernization.

To achieve this goal, it sanc
tions certain art communities
which are organized in a hier
archy involving three distinct
levels. Cultural associations
and central institutes and
academies can be found at the
national and provincial levels.
Societies founded by visual ar
tists exist at the local level. If
the government officially re
cognizes any of these groups, it
will provide a budget for the
group's operations and pro
grams. If a group is formed and
receives no official recognition,
the artists themselves must ab
sorb the costs of operation, an
often difficult if not impossible
task.

Artists in China are en
couraged to make the past
serve the present, yet it came
as a disappointment to our
delegation that in our travels
we were allowed to see few ex
amples of contemporary art, as
we know it. We surmised that
there was little modern art
that was officially recognized
or accepted and therefore
there were few examples to be
found in museurns and cultural
centers. We were informed that
modern art, the avant garde,
and other art forms outside the
mainstrearn are not prohibited.
For example, an exhibition of
modern art would be permit
ted, but not necessarily en
couraged. However, as it was
explained to us, it might prove
extremely difficult for a group
of artists to find an appropriate
exhibition site and arrange to
pay the rent, lighting costs,
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and other expenses. The
organizers of such an exhibi
tion might also find it difficult
to arrange for press coverage
or to attract an audience. Our

hosts seemed most proud of their

ancient traditions and wanted
the delegation to see and ex
perience artwork which they
believe comes closest to
perfecting an art form.
Therein lies a conflict be
tween the favored and recog
nized traditional art forms and
the interest in and almost fur
tive pursuit of modern art. Th
source of such a polarity can
be traced in part to China’s

Yi Minority Tribe
dancers in Shilin, China.



Artist in Hangshou hina

history. During the Cultural
Revolution, industry, tech
nology, and the sciences suf
fered major setbacks; advances
made in education and the arts
were devastated as well. China
isolated itself from the rest of
the world and during this time
not only was a decade of world
progress ignored, but cen
turies old traditions and
techniques in pottery, glazes,
weaving, and printing were
lost. It was often repeated by
the Chinese that we met that
the years of the Cultural
Revolution produced a ‘‘lost
generation’’ in every sector of
life.

Since the Cultural Revolu
tion, the Chinese people have
been busy reclaiming their
heritage and embracing the
future, and the arts are direct
ly affected by this momentum,
impacting on China’s culture,
economy, and education. The
performing, visual, and literary
arts and the area of crafts re
present a viable tourist in

& dustry and a strong economic
& force. They are also the focal
~, point of study and education.
Once again, the academics and
institutions employ traditional
methods to teach their stu
dents, but they are also in
vestigating current trends. As
more and more artists are
allowed to travel and study
abroad and then return to
teach or enter the job market,
the Chinese cultural vocabu
lary will undoubtedly expand
to incorporate new and in
novative approaches to the
creative process. My visit to
China confirmed my belief in
the arts as a universal lang
uage which can bring together
diverse cultures and people to
share in the greatest of human
endeavors. B

KELL MOONE

Jeffrey A. Kesper is NJSCA
Executive Director.

CULTURAL CENTERS
IN CHINA

The issue of funding for cultural
centers is important not only in
New Jersey, but also in China.
The following article appeared
as an opinion piece in China’s
English-language newspaper,
China Daily.

Construction of cultural facili
ties is one of the very few goals
that has not been met in the
Sixth Five Year Plan (1981 1985).
And the reason couldn’t be
more clear: too little mones and
effort devoted to culture. This
is the opimion of Hu Jiwel, mem

ber of the Standing Committee
of the National People’s Con
gress (NPC

The Party, and government
have called on the nation to
go all out in dev loping both
the socialist material iviliza
tion and the so ialist ultural
civilization, the 70 vear old
Hu said. But the latter is often
ignored and State investment
for culture facilities has been
too little.

The goal in the Sixth Five
Year Plan was for every city
to have a museum; every
county, a library and cultural
centre; and every township, a
cultural club by 1985. This is
still not true.

Theatres are a deplorable
example, Hu said at a panel
discussion of the current NPC
session. At present; 80 per
cent of Chinese theatres are
wood and brick structures
built before 1960. Moveover, a
shortage of funds for mainten
ance and repair had reduced
the number from more than
2,500 in the 1950s to fewer
than 1,500 now. None of the
five municipal theatres
planned for 1984 1985 period
has been completed. Again
because of money.

Many leaders speak of the
importance of building a
cultural civilization, but when
it comes to budgeting for it,
cultural development usually
1s passed over, Hu com
plained. In the 30 years
before 1978, the State’s outlay



for cultural development made
up only 0.4 per cent of its
total expenditures; expen
ditures for construction of
cultural facilities only 0.2 per
cent of total investment in
capital construction.

In recent years, there has
been some improvement, but
far from enough. Cultural con
struction has been viewed as
non productive and relegated
to the end of the long queue
waiting for State funds. Once
there is a decision to cut in
vestment in capital construc
tion, cultural projects are
usually among the first to go.

There should be different
yardsticks for cultural and
economic development be
cause of their different
natures, Hu said. Overem
phasis on economic benefits in
cultural development is
wrong. Recently, many enter
tainment units have been
asked to assume sole respon
sibility for profits or losses,
and are required to pay taxes
like other enterprises. As a
result many spend their time
and energy on raising money
rather than upgrading their
professional level.

Some newspapers and
magazines, in the face of ris
ing paper costs, have turned
to printing low taste stories to
attract readers. By so doing,
they ignore the social effect of
the media. At the same time,
some good and useful books,
especially those on scientific
subjects, cannot be published
because their readership is
limited.

Many leading officials stress
idealogical education of the
people, but their concept of
such education centres mainly
on speeches and lectures. Lit
tle attention is paid to the
role that films, television, fic
tion and the arts can play in
promoting socialist morality.
Some leaders now even blame

E FREY A. KESPER

these entertainment media for
the rise in juvenile crimes.

Hu hoped that leaders will
gain an understanding of the
relation between economic
and cultural development. A
developed culture is as impor
tant as an advanced economy
in modernizing a country, Hu
said. It is true that without a
developed economy, the e will
be no developed culture, but
the opposite is also true. They
complement each other.m

CRAFTS IN CHINA

by Yang Lizhou

Potter at work in Jingdezhen,
Jiangx Province.

This article is the last in a
series written by the Chinese
Arts Administration and
reprinted in Arts-New Jersey.

he Central Institute of

Arts and Crafts came

into being in Novem

ber 1956 and has

grown from three
faculties Dyeing and Weaving
Arts, Artistic Ceramics and
Potteries, and Artistic
Decoration to nine faculties
that include Dyeing and Weav
ing Design, Ceramic Design,
Decorative Design, Book Arts,
Artistic Industrial Design,
Special Arts and Crafts, In
terior Design, Garments
Design, and History of Arts
and Crafts.

In our Institute, which cur
rently has a total enrollment of
over 600 students including
undergraduates and special
diploma students, stress is laid
on the teaching principle of
combining both theory and
practice, both designing and
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manufacturing, both inheriting
and creating, both teaching
and producing, and both art
and science in the teaching
process. Attention is paid to
making students concerned
with people’s material and
cultural life. Efforts are made
to organize students to con
duct social and market
surveys. Efforts are also made
to better our students’
aesthetic judgment, increase
their ability for art creation
and design, and enable them
to master various ways of ar
tistic expressions. Students are
encouraged to participate in
arts and crafts experimenta
tion and in field work in fac
tories so that they can
familiarize themselves with in
dustrial production processes,
get hold of basic operational
technology and skills, and
enhance their capabilities for
their future jobs.

Importance is also attached
to the collection, classification,
study and application of
reference material and infor



mation on national and folk
arts and crafts and fine arts,
and to learning from the class
ical and modern arts and crafts
of foreign countries. For many
years, the Institute has organ
ized teachers and students to
participate in many important
designing tasks for the society
in combination with academic
teaching and scientific
research.

Teachers and students have
designed and placed interior
furnishing including furniture
and light arrangements,
decorative paintings, ornamen
tal fabrics, tea sets, and dinner
service for the Great Hall of
the People, the State Guest
House, the Museum of the
Chinese Revolution, the
military museumn in Beijing,
recently erected hotels and
restaurants, Chairman Mao’s
Memorial Hall, and the new
Capitol Airport Lounge
Building.

In addition, the Institute has
also taken on the designing of
exhibition halls for a great
number of large scale exhibi
tions, models for transporta
tion vehicles, ship interior
decoration, shapes and decora
tion of light industrial and tex
tile products, commodity
packaging, books and
garments. All these practices
have helped improve steadily
the quality of teaching and
studying. In order to ensure
the undertaking of such de
signing tasks for the society in
a more planned way on the
basis of completing the teach
ing program, a designing
center was set up in 1980 for
the purpose of accepting the
designing tasks for society. B

Yang Lizhou is Chief of the
Division of Fin Arts, Arts
Bureau, Ministry of Culture in
the Peoples Republic of China

Sister Barbara A. Williams,
president of Georgian Court
College presents Hortense
Green with an honorary docto
rate in recognition of Ms.
Green’s work on behalf of
crafts in  w Jersey.

Governor Thomas H. Kean con
gratulates NJSCA Coordinator
Berda Rittenhouse as she re
ceives a Governor’s Award in
Arts Education.

HORTENSE GREEN
HONORED

On May 17, New Jersey State
Council on the Arts Crafts Co
ordinator Hortense Green re
ceived an honorary Doctor of
Arts from Georgian Court Col
lege in Lakewood. The degree
was awarded in recognition of
Ms. Green’s dedication to the
p omotion of the arts partic
ularly crafts in New Jersey.
A fo me p ofessional dancer
with the Metropolitan Opera
Ballet, Ms. G een has served
a rafts coordinator at the
uncil since 1978. 8

GOVERNOR’S AWARD
IN ART EDUCATION

For five consecutive years the
Governor’s Awards in Art
Education, cosponsored by the
Alliance for Arts Education
and the Department of Educa
tion, have recognized the
outstanding arts achievements
of students and teachers in
New Jersey. This year Berda
Stout Rittenhouse, the
NJSCA’s Arts Education Coor
dinator, was among the eight
een distinguished educators
honored by Governor Thomas
H. Kean. Ms. Rittenhouse
received the Art Educators of
New Jersey Certificate of
Achievement.

An art educator with twenty
years teaching experience, the
Milford resident joined the
Council staff in 1979 to further
develop quality educational
programming in the arts. Ms.
Rittenhouse holds a Bachelor
of Science degree in Elemen
tary Education from Bucknell
University and a Masters in
Education Creative Arts from
Rutgers University. B



NEW INFORMATION POETRY BY
BRIGIT PEGEEN KELLY

SERVICES DIRECTOR

The Council
recently ap
pointed Mary
Chris Rospond to
the position of
Director of Infor
mation Services.

The Information Services Of
fice plays a vital role in vir h g B L_l,l bbddlx Z;h a[/[/n/g
tually every Council function, (50 t lS Lj 6 Sﬂ h 6 S 55'
promoting agency services and ] .
programs to the public v the garden, mavnolia
through its publications and ~ ; >
media projects. The depart W . o
ment also serves as a clear bdély )/W{damf Pcm(wl&f
inghouse for statewide and X | ;
national information on the arts. ovcr l‘/’h{ Por'd[/ ’/W/L Wh/lj,g 171/(‘ dc
Formerly Public Relations g ﬂ
Officer at the Newark Museum [ ' ! o g
in charge of the promotion of Wh«( f 5 U ﬂi Ld/ t//L(’/ﬁLH/ b } Gafftd Wf
some 40 exhibitions and over nj
300 cultural events annually, z—} ] j [
Rospond comes to the Council OP gl onelr P < b ouses
after ten years of national h/{ l’[d, . z_j 05 s d ﬁ e
museum experience. ]COF E % de,‘ L{Z/l" Iy f t’S)C /4 lﬁ Vi L .f b
The art historian did cura
torial work in the Department b ¥ til v ﬁ
of Modern Art at the Detroit as I/{/I/b) 1/}1/t0 € A1,
Institute of Arts. She later y
co-authored a book on regional B r’(fa,d t()() EOO[I 0}/[/ f;}l/@ /f[,lL
artists for the Smithsonian In =
stitution’s Archives of Modern Art. m 3 h& 70~ b
“‘After giving museum tours ﬁm -’c ,(Cdﬂz/r ch
to unemployed auto workers L :
i the late 1705 and having by the Shell Station where a/bo
them actually come to ‘like’
modern art, I decided to ? b[ df 3 LA 8
depart from the research [/’/ (% ’u(/ ¥ LM 1/1/ W(mhf/) 0 [j/
library and concentrate on :
making the arts more accessi f]arawb in phoshhorescent scarves
ble to the general public
through cultural public rela .
tions. This new position with over tj 17 CC)?Z(’ILI? H(; Ii{fgf
the Council offers me the 0L
challenge to do just that,”’ }/L ] b h [ - ] OZ v
says the Montclair resident. Ls mj £ l}’ltﬂ a bu(/k'er an bgﬁ 2]
Rospond attended Seton Hall
University in South Orange
and graduated from the Uni

versity of Michigan in Ann Ar
bor in 1977. W
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DOING IAUNDRY ON SUNDAY —
Brigit Pegeen Kelly

BARRY MORENTZ

Brigit Pegeen Kelly lives on a
farm in Blairstown with her
husband and two children and
works as the associate editor
of the children’s literary
magazine Shoe Tree and as a
part-time teacher. Her poems
have appeared in a number of
magazines and anthologies in-
cluding the Anthology of
Magazine Verse and Yearbook
of American Poetry, The
Beloit Poetry Journal, Iron-
wood, Northwest Review, New
England Review, Poetry,
Poetry Northwest and Prairie
Schooner. She was a 1985
recipient of a National Endow-
ment for the Arts Poetry
Fellowship and one of the
1986 winners of The Na-
tion/*‘Discovery’’ contest.
Kelly grew up in a large
family in the Midwest and
after studying theatre and
printmaking at Indiana
University, earned a Licensed
Practical Nursing degree from
a technical college. She worked
in nursing and theatre for
a number of years in Indiana,
California, and Oregon. She
later completed a Bachelor’s
degree in creative writing and
counseling at the University
of Oregon, where she taught
playwriting and composition
as a graduate teaching fellow.



After Your Nap

I carry you outside
and we sit on the porch,

before us the vast expanse of bee-studded lawn
and the blank pastel shingle of the housing opposite.

In an upstairs window the dim t-shirt of a man moves,
is swallowed, returns again from shadow—a buoy

indolently bobbing on a gray and mild sea.
You roll away from me and lie on your back,

the small sack of your body filling slowly with itself,
while children careen and call

and I cradle my marriage gently in my lap—
a quiet thing, small, a thing barely breathing

like those curtains rising so faintly opposite
that could at any moment become taut, full-bellied

or fall to utter stillness.
The sky is ash colored, purple to the north—

they are burning grass from the fields.
The light is growing loose, the way clothes do

after having been worn for a long time.
In wide banded circles the birds rise and fall.

I run my hand over the neat purse of your small belly
the hard knot of your pubis

and think how surely we are contained
how well our small boundaries love us.

The Hill
(for Huck)

When the dog barks at nothing, when the heat
lightning makes its phantoms in this sky—those who are passing,
those who are passing, wearing their robes,

even they have their hungers-—then you by the gate
have no power to harm me. I shall go out
as the crickets do with the frost, letting their lake

of sound thin to ice. I shall go out
and this field will no longer be mine where one poplar stands
and the archer’s target draws the night’s

invisible arrows down, draws down the stars.
They fall into the target as into the sea and so we are born
and so shall die on this hill or elsewhere

and pass over this hill or elsewhere, lighting
the sky when it is hot and the flesh remembers its songs.
I will trust the dream. My son holds

the arrow in his hand, holds time
to its target and its grief, and time like lightning will split
the shaft, leaving this land to others

and him to me.
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To the Lost Child
(for Anna)

This is the field you did not come to, this
the damp November day confederate
clouds trail defeat across. The far hills
are purple as the ashes of old fires,
and black as guns or crutches the trees. But the fields
are oddly green, still, in this winter
thaw. Or perhaps it is late fall—the small
measures we find ourselves with
don’t change the movement of things. We, like this crow,
passing over the cedars in lazy,
widening circles, wobbling and sliding
as it rights itself by some internal
decree, can only ride the currents that are,
and are not held, up and down.
I am glad
of the crows, they are like my own hands, always
here, always remembering the day
to itself, glad of the trees, of the startling
red weeds and blue pools of shale in this field
where one tulip poplar stands brisk
and tall as a good child, a bee box
at her feet, a bee box full of humming. And
this humming is the maker, the body
of the gold it broods over. This must be
so. Pollen would have no savor if it came
from colorless flowers, and silent bees,
for all their flying, would make no honey
but some watery substance, or nothing
at all. For sound does make things happen.
The cows wander and when they cry
I heave hay, rank with mold and the months
of dust that fly up in blue clouds, over
the fence; the red-hatted hunter shouts
and the deer careers into or away
from the arrow’s whistling arc; planes moan,
the head rises to heaven. And, Anna,
had you called as our bull calf Moses did,
all night when he was first new, tied to a pine
under our window, bullying the thin air
he found himself in, wailing at the cows
on the other side of the fence
who would not see him for what he was,

until he forgot what he was and thought

we were one of him and he a fine man

in his uniform—had you called you would

have brought the sweet milk trickling between
your lips to form its lovely, cloudy pool.

I will not be sad. I count the things

I put in a box for us, all [ thought

you would see, the scrawny forsythia starters—
pulled from the mother plant that smothers

the gate and each year must be thinned—tottering
along the drive, the deer trail lined with

the yellow roses that are still foolishly

blooming, the pines that cut the gray sky,

and the brillant burning bush that all improbabiy
Moses, then grown, ate most of before

he barrelled away through the woods to

the farmer’s far barley field where proud and stupid
he ate his fill until we, weeping, took

him away to one whose sturdy fence

would keep him home.

I can sit for a long
time now. Some war is over. Below me
the bog in the woods is black
and pungent with decay and the oil from
the red cans the old tenant left, and below that,
at the base of the hill, the rushing
stream is a gathering of voices. Many
voices. Yours. Mine. It moves, we move, and hands,
these things that find and belong to each
other, also move and carry like water
more than themselves as they fly in their bird-
like ways toward whatever small purposes
they have been given.



WOMEN IN THE ARTS:
AMERICAN WOMEN WRITERS

by Ronnie Weyl

his past spring Rut

gers University Press

inaugurated the

American Women

Writers Series, with a
group of four volumes written
by major women writers from
the 1820s to the 1920s.
Rutgers University Press hopes
to continue the series and
reprint two or three more each
year.

Joanne Dobson, Judith Fet
terly, and Elaine Showalter
are the series editors.
Together they choose a scholar
to edit each volume in the
series.

The first four books released
in April 1986 are: How Celia
Changed Her Mind and
Selected Stories by Rose Terry
Cooke, edited by Elizabeth
Ammons; Ruth Hall and Other
Writings by Fanny Fern,
edited by Joyce W. Warren;
Hobomok and Other Writings
on Indians by Lydia Maria
Child, edited by Carolyn L.
Karcher; Quicksand and Pass
ing by Nella Larsen, edited by
Deborah E. McDowell.

Three more works have
been selected for publication
in the spring of 1987: Old
Town Folks by Harriet
Beecher Stowe, edited by
Dorothy Berkson; Hope Leslie
by Catharine Sedgwick, edited
by Mary Kelley; and The Land
of Little Rain and Lost
Borders by Mary Austin,
edited by Marjorie Pryse.

To learn more about the
series, Arts-New Jersey spoke
with one of the series editors,
Judith Fetterly, who is a full
professor in the English
Department and Women's
Studies Program at the State

niversity of New York
Albany.

How did the idea for an
American Womens' Writers
Series come about?
I had been concentrating
primarily on the application of
feminist criticism to classical
American literary texts and
had to decide whether to con
tinue in that particular pat
tern, working with male texts,
or to pursue working on wo
men writers. | was intrigued
by the possibility of nine
teenth century American
women writers in particular. If
you talk to most people, they
would say there are none. In
terestingly enough, these same
people know the work of the
British women writers from
the nineteenth century
Austen, the Brontes. I decided
to explore what works I could
find and to determine if the
work was as bad as ‘‘they’’
said it was, that is, just sen
timental drivel or trash.

In the spring of 1980, I took
a sabbatical and read 200 texts
over an eight month period.
Just to think about the field, I
needed to immerse myself in
this kind of extensive primary
reading. I discovered a great
deal of interesting material
and it became clear to me that
until someone could make the
work available to a wider
reading audience, my primary
task would be to get it back in
print and make it accessible to
the general public.

How did all three editors come
together and then find a
publisher to become in-
terested in the project?

I submitted proposals for an
thologies to various publishers
and out of that came two pro
jects. One was Provisions
which includes selections of
the work of sixteen women
writers, along with
biographical material and
critical reviews. [ also o

edited with Marjorie Pryse
American Women Regional
Writers 1850-1920. At a
Modern Language Association
conference, North Eastern
University Press approached
me and Joanne whom I had
already begun working closely
with, and expressed interest in
reprints. Joanne and I sent
that press a proposal which
they chose not to accept. Then
we met Leslie Mitchner, senior
editor at Rutgers University
Press, and she convinced her
publisher to take the risk on a
reprint series. Elaine was
negotiating with a commercial
press to edit a reprint series of
works by late nineteenth
century and early twentieth
century American women
writers, but decided to join us
at Rutgers Press.

We all have Leslie to thank.
With an indefatigable spirit,
she works with us in the selec
tion process and shepherds th
volumes through the press.
We could not do it without
her.

Could you explain the selec-
tion process?

Joanne and I originally compil
ed a list of texts based on our
sense of what qualified as a
major text. We were sensitive
to issues of creating another
literary canon, since women
have been excluded by the
established canon, but we did
have to make choices. All of us
read the various texts and
come to an agreement at our
editorial meetings. We are put
ting together a series that pro

vides interesting and essential
and crucial works of the most
significant and influential
American women writers from
the 1820s to the 1920s. We in
itially invited people specializ
ing in the field to write
introductions to each volume.
Since the series has begun, we
have been receiving a number
of proposals from individuals
who wish to write introduc
tions for particular works.

The response to the series has
been excellent. Why are con-
temporary audiences so en-
thralled with works written
more than a hundred years
ago?

One of the possible definitions
of any good piece of literature
is that it continues to interest
people beyond the interest it
held for a limited group of peo
ple at a particular point in
time. As a literary critic, it is
interesting to reconstruct how
a book appeared to people
then, compared to how it
strikes us now. But what is
most interesting is what it has
to say to us now.

Womens' literature of the
nineteenth century is more
modern than the works writ
ten by male writers living at
that time. Hawthorne and Mel
ville, for instance, used archaic
language. And just look at
their notion of characterization
and the hemming of plot. Then
look at Catharine Sedgwick or
Carolyn Kirkland. Kirkland’s A
New Home, which is a series of
letters sent from the Michigan
frontier to New York and
published in 1839, has a con
temporary voice.

Women in the nineteenth



century had more of a sense of
audience. They were writing to
other women. They knew why
they were writing and felt
more comfortable with the
language they were using.
They were the popular
American writers at the time
and sold their works. Just con
sider the number of people
who know Harriet Beecher
Stowe.

Why have these works been
condemned to obscurity?

My response has a lot to do
with my theories on American
women and men, on American
culture, on literature, and on
gender and literature. It’s hard
to give as thorough and sophis
ticated an answer as I would
like. I'll simply say that in
American culture, literary ac
tivity has always been seen as

a feminine activity. The arts in
general are considered a
feminine activity. That ex
plains why the nineteenth
century male writers were not
clear as to who they were,
what they were doing, and to
whom they were talking.

However, when the canon of
American literature developed,
it included only white middle
class men; it fit into the notion
of a man’s world. Paul Lauder
has written a book on this
topic. At the point where the
teaching of literature became a
profession, it became subject
to the same trend: male
teachers selected male texts
which portrayed males in lit
erature. Ironically, the vast ma
jority of literature students are
women who are taught by men
and read men’s works, works
that do not speak to the ex
perience of women.

So why is the climate right
now for a reprint series of
works by relatively unknown
American women writers?
The feminist movement has
had an impact on the field of

literature and literary criticism
and has generated a good deal
of interest in women’s writ
ings. You also have to look at
trends in criticism. Today there
are many schools of literary
criticism that are scrutinizing
canonization and dealing less
with traditional and accepted
texts. Once the interest starts,
it takes off on its own mo
mentum. The texts by women
writers are there. It's just a
matter of getting them back in
print to be read.

Ronnie Weyl is a contributing
editor to Arts New Jersey.

The first four volumes in the
American Women Writers
Series can be ordered through
Rutgers University Press, 109
Church Street, New Bruns
wick, NJ 08901. Cost of Ruth
Hall and Other Writings, How
Celia Changed Her Mind, and
Hobomok and Other Writings
on Indians is $30 (cloth);
$9.95 (paper). Cost of Quick-
sand and Passing is $25
(cloth) $7.95 (paper). Add

$1 50 postage and handling
and (if you are a New Jersey
resident) six percent sales tax.
A review of Quicksand and
Passing by Nella Larsen will
appear in the next issue of
Arts-New Jersey.
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COLLECTING IN THE EIGHTIES

by Sam Hunter

As community involvement
and corporate support of the
arts become increasingly im-
portant to many of the major
corporations in this country,
the task of assembling pri-
vately owned collections for
public viewing has become an
art form of its own. When
Commodities Corporation of
Princeton began to assemble
their collection, they enlisted
the help of Sam Hunter, pro-
fessor of Art History at
Princeton University.

Dr. Hunter played an impor-
tant role in assembling the
Commodities Corporation Col-
lection and recorded some of
the difficulties and challenges
of acquisitioning in his in-
troduction to the catalogue,
NEW DIRECTIONS: Contem-
porary American Art from the
Commodities Corporation Col-
lection. In the following ex-
cerpts from his essay, he
articulates the principles that
guided him in selecting works
by emerging artists and talks
about the vitality of the visual
arts in the eighties.

o
0

y working
rit ria for
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choices

might be of
interest to the general viewer.
For unfamiliar artists, a corpus
of consistent work became as
important a measure of suc
cess as the evidence of striking
talent or sensibility. As one
example, I vividly remember
the pleasure and satisfaction of
beholding row upon row of
carefully arranged racks of
paintings, all on a very high
level of excellence, in Joseph
Marioni’s immaculate loft. The
impression of a controlled
order testified to an exemplary
professionalism, which the
paintings themselves (despite
their wayward drips and
scumbles) more than sustained
upon a more careful study of
the work.

For the better known artists,
where stylistic tendencies
have already been identified
and clarified, the problem of
evaluation was made simpler
by the risks taken by other
critics, and by the courage of a
few enterprising art dealers. A
major critical task is docu
menting a common sensibility
for style, and assessing it in
the course of discovering new
individual talent. However,
the most compelling and re
sponsible judgments of new
art are won from direct con
tact with the object. Some
understanding of the issues art
raises in response to the past
is necessary to confer authori
ty on such judgments beyond
merely personal taste. An aura
quickly surrounds influential
new work, and it is often dif
ficult to distinguish between
genuine innovation, or pro
mise, and the taste for change
and novelty for their own
sake. The surest beacon I have

found, besides an abiding faith
in one’s own instinctual judg
ment, is keeping a dialogue
open with new work and new
artists.

In making the collection, it
soon became apparent that we
have been passing through a
period of transition and
pluralism, as numerous com
mentators have noted repeat
edly. Charles Jencks, the
architectural historian,
described it more accurately as
a ‘‘Radical Eclecticism’ in
elucidating Post Modernist
architecture at the 1980
Venice Biennale exhibition,
‘“The Presence of the Past.”
The current range of expres
sion in paintings and sculpture
extends from historicism to a
continuing if somewhat en
feebled purist, abstract im
pulse; from vernacular and
primitivist styles to photo
documentary and Conceptual
art. We seem to share in the
visual arts the individualistic,
self centered spirit of the ‘‘me
decade’’ apparent in other
regions of high and low cul
ture. And the mix of the two
cultural standards also con
tinues to be a source of inven
tiveness and even of social
affirmations, despite the
parlous state of the economy,
the world, and the ecology.

Old formalist beliefs in the
simple art object, or icon, as
the basic neutral and unchang
ing source of meaning have
been compromised recently by
the exposure to new linguistic
and structuralist viewpoints.
Siteworks, Post Modernist per

Edward Bond

Juicer

Acrylic on canvas
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NJ MUSICIAN
AT INTERLOCHEN

Elizabeth Lipnick of Scotch
Plains met with New Jersey
State Council on the Arts Ex
ecutive Jeffrey Kesper this
summer at the National Music
Camp, Interlochen, Michigan.

Elizabeth, age 16, daughter
of M/M Richard Lipnick, 1251
Lenape Way, attended the Na
tional Music Camp this sum
mer to study oboe. She joined
1500 other students from
across the United States and
20 other countries to study at
the world famous camp which
offers an eight week summer
program for young people ages
eight through university.
Students study music, dance,
visual arts or theatre, and may
go on to professional positions
in major art organizations
around the country.

Kesper attended the n
stitute for Executive Directors
of the National Assemblies of
States Arts Agencies which
was held on the campus of the
National Music Camp. B

New Jersey musician Elizabeth
Lipnick with NJSCA Executive
Director Jeffrey A. Kesper.

formance pieces, and Concep
ual art have broadened the
assault on the formalist ideals
of the sixties. So has the in
tellectual vogue of semiology,
which argues for the right of
the reader, or the viewer of art
objects, to interpret and in ef
fect to create the work before
him. As the critic Stanley Fish
recently wrote: ‘‘Interpretation
is not the art of construing but
constructing. Interpreters do
not decode poems; they make
them.” Nonetheless, many
works of quality even among
the younger generation still
persist in the reductive, ‘Late
Modernist’ styles, despite the
turn to vernacular idioms, on
the one hand, and to a more
cerebral and conceptualized
approach on the other. A
radical eclecticism assumes
that old hierarchies and order
of dominant and subordinate
styles have been discarded. To
day, almost anything goes so
long as it can be aesthetically
sustained and critically ra
tionalized.

In fact, the rapproachemen
of various styles and moods is
so striking, after the puritani
cal austerities of the sixties
and seventies, that art today,
in the process of change and
détente, has found a new,
more ebullient purpose and
greater expressionist zest, with
a fine impartiality, in both
figurative and abstract modes.
Rather than deplore the ab
sence of certified masters, we
should applaud and appreciate
the extraordinary range of
creative vitality.

There seems to be an
assumption that ‘“‘new’’ artists
achieve celebrity and commer
cial success much too rapidly
today only to be replaced by a
fresh and highly regarded
avant garde and fashionable
new style virtually overnight.
The result has been a stiffen

ing of publi r sistanc to
‘‘emerging’’ ar , on the whol
rather than a widening sym
pathy for it. Anyone who takes
the actual trouble to track
through New York and regional
studios and art galleries
seriously pursuing new art
must realize that the struggle
for public acceptance among
artists of quality goes on much
as it always has, even though
the opportunities for recogni
tion through gallery shows and
critical notices have multiplied
many times over.

Advanced artists and all
other categories of artists still
seek a community of like
minded spirits who recognize
their worth and form a gen
erous ambiance in which new
work can receive the critical
scrutiny it needs to realize its
potential. An informed au
dience and patron group will
ing to commit funds to new art
are the sine qua non of
cultural health. In bringing
about this salutary condition,
the imaginative and enlighten
ed corporate patron has an in
creasingly important role to
play, all the more so in a
period when public programs
have been so drastically cut
back.

One can only hope that
many more private and institu
tional collectors will support
the more challenging forms of
advanced art today. By so do
ing they can contribute mean
ingfully to the further
stabilization and well being of
our most serious and promis
ing artistic community. B

Sam Hunter is a Professor of
Art History at Princeton
University
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Applause

Intensity

As coordinator for the New
Jersey Theatre Group, I wish
to congratulate you and the
staff of the Arts Council for
the superb new Arts-New
Jersey. It is most attractive in
layout and in the quality of the
articles is exceptional. Hearty
congratulations on your great

‘opening’’ and best wishes for

a long run.

Heide Holtz-Eakin
Group Coordinator
New Jersey Theatre Grop

On the Cover

Just browsing through the NJ
State Council on the Arts
Spring issue featuring a great
article about my friend Adolf
Konrad. Your magazine is
beautiful and the cover
reproduction exciting.

W. Carl Burger
Professor of Fine Arts
Kean College of New Jersey

The spring edition of Arts-
New Jersey was superb in
appearance and in content.
However, the contrast in
intensity of tone between the
printed matter and the paper
was such that I found myself
straining to read the material.

Charlotte Kleinfeld
Haddonfield, NJ

We thought so, too. We’ve
changed printers and hope
that the ink distribution will
be tmproved in future issues.

Out of State

I love the look of Arts-
New Jersey! It is both
sophisticated and readable, a
combination essential to state
arts agency publications but
not easy to do successfully.
You should all be very proud
of the statement you are
making about excellence in the
arts.

Ardath Goldstein Weaver
Director of Support Services
North Carolina Arts Council

Montclair Art Museum

I received the Summer 1986
issue of Arts-New Jersey in
this morning’s mail. Intending
to leaf through it casually, I
was instead drawn in by the
depth of coverage, the fine
writing, and the excellent
photography. I read it cover
to cover.

What a delight! A profes-
sional, informative, timely,
and lively publication on New
Jersey art and artists. Keep up
the good work!

Louise M. Horgan

Public Relations/
Publications Coordinator
Montclair Art Museum

Composer

This is to thank you for the
article in the latest issue of
Arts-New Jersey. I received my
copy as I was putting the
finishing touches on one of my
fellowship compositions, and I
must say that the article gave
me a special feeling of pride in
my work. The magazine is
beautiful and I am happy to
have been part of the summer
issue.

Nicolas Roussakis
Composer
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Autumn 1986

Editor Noreen M. Tomasst
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