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ABSTRACT

The objectives of this study are two-fold: 1) to eval-
uate the current state of Black theatre in the City of
Detroit and 2) to examine the opportunities currently avail-
able to Black high school students (grades 9 through 12)
for exposure and training in Theatre art and Black theatre.

Black students overwhelmingly make up the Detroit School
system”“s enrollment quota (of 200,000 students, 87% are
Black). In addition, the Black students are part of the
City of Detroit“s total residential population of 1,200,329,

The objectives of this study were selected because in
order for present and future theatre companies within the
City of Detroit to have any measure of economic and artistic
success, its audiences must be oriented and educated to be
supportive, Furthermore, the state of any people”s theatre
is influenced by its public education networks and the impact
of its community organizations. The high school age group
was used because these youths are at the age levels of
fourteen through eighteen, age levels when youths can be
comprehending theatre art.

This particular group may include youth as young as
thirteen because of their special abilities to enter high
school through advanced promotions, and/or high school
students as old as nineteen who have been held back due to

learning disabilities or extreme truancy.



The study”s time period is from 1982 to 1984. Updated

interviews were conducted from 1985 to 1987,
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DEFINITIONS

Amateur Theatre

Non-professional theatre art productions that utilize
artists and technicians who are not necessarily theatre art
speclalists or professionals and thus, do not solicit for
professional fees or profit.

Black Theatre

Theatre art that reflects the lifestyle of Blacks as a
whole and relates directly to their cultural African heri-
tage, past and present conditions of servitude and
oppression, and 1life in America. The art is deliberately
designed for the enlightment and/or entertainment of a Black
audience or Black community.

Detroit

The city of Detroit is the largest city in the state of
Michigan and the sixth largest city in the United States.
The central city of Detroit is the corporate or political
extent of the city.

The Detroit River, an intermational boundary between the

United States and Canada, forms the southern boundary so



Detroit lies north of Windsor, its twin city in Canada.
Detroit“s northern boundary is Eight Mile Road, which
also functions as the boundary for the county of Wayne.
Detroit is bounded on the west by a series of north - south
arteries and on the east by the suburb of Grosse Point.

Detroit Public Schools

An educational unit of state government, financed
jointly by the taxpayers of the city of Detroit and the
taxpayers of the state of Michigan.

The Detroit Public School system is composed of one
hundred fifty-four elementary schools, fifty-eight middle
schools, twenty-two high schools, five vocational schools,
and five special education schools.

The Detroit Public School system operates by authority
of the laws of the state of Michigan and governed by the
Detroit Board of Education, whose eleven members are elected
by Detroit voters. Thus, the policies of Detroit public
Schools are determined and controlled by the voters of the
city of Detroit through their elected Board of Education.

A literary composition intended to portray life or char-
acters or tell a story through action and dialogue and de-
signed for theatrical performance.

Professional Theatre

Productions of theatre art that are designed for mass



appeal and where emphasis is placed on commercial quality,
professional fees and profit; utilizes highly trained and
specialized staff.
Public High School

A free tax-supported secondary school, controlled by a
local governmental authority and offering a state required
academic curriculum for grades nine through twelve.

Public School

A free tax supported school, controlled by a local
governmental authority and offering a state required
curriculum. Based on the common school of England.

Theatre Art

The practice of presenting Drama to an audience; the
entire entities and essentials that make up the total and

aesthetic production of a play.



CHAPTER 1

INTRODUCTION

The city of Detroit is the sixth largest in the United
States with a population of 1,200,329 within 1its boundaries.
Sixty-three percent of these residents (758,939) are black,
thus making it a‘major center for American blacks (Census,
1980). As such, Detroit might therefore be expected to be a
major center for black theatre as well. However, according
to most Detroic-based theatre art commentators, black theatre
companies in the city are barely surviving; noncommercial and
professional theatres tend to worry more about filling seats
now rather than studying the inevitable question of how to
nurture and build audiences for the future,

For decades, the belief has prevailed among America“s
theatre art specialists that the state of any people”’s
theatre is dependent on its community. It follows, then,
that for future audiences to be created and sustained for
Detroit“s professional theatres--audiences which would
provide the foundation upon which a flourishing theatre can
thrive--the organizations within the community must encourage

support of both traditional and black theatre. And perhaps
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the most broad-reaching organization through which support
for theatre arts can be promoted is that of the public school
system. It is the youth of Detroit who will become the
future theatre patrons and who, through proper exposure and
training, will demand artistic and cultural achievements. In
a public séhool system with an enrollment of nearly 200,000,
of which 87X are black (Detroit Public Schools, 1983) and
which accounts for almost one-sixth of the City“s total
population, assuring students continued exposure and training
in theatre arts (aside from any sporadic noan-documented and
random artist classroom\visit or similar field trip) would
ultimately expand into the community and help to ensure a
stronger commitment to amateur and professional level theatre.

Providing such exposure would also serve as creative
vents to an age group trying to cope with the rapid physical
and mental strains associated with entering adulthood. Most
educators would agree that students must have emotional
outlets for the many problems they encounter on a daily basis
if they are to be academically successful. Exposure and
training in the theatre arts often offer students an oppor-
tunity for creative and artistic expression, social growth,
development of initiative, ingenuity, and resourcefulness;
elevation of the self-concept; exposure to positive role
models; and an introduction to the language arts skills, each
extending into all academic areas of education. Considering
the high levels of high school dropouts, high levels of
teenage pregnancies, 1ncreasing drug abuse, and dramatic rise

of violence in the Detroit Public Schools, it is evident that
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providing emotional outlets such as that offered in theatre
arts need be foremost on Detroit”“s educational agenda,
(Researcher).

Most significantly, Detroit high school students, like
all students, need exposure to the socialization process
directly connected to the disciplines of the theatre arts,
not only for acquainting them with the life of society as a
whole but also as an avenue to experience and express those
features of society which are especially particular to the
black experience. Thus, theatre art training does not merely
benefit the student desiring a professional career in the
theatre; rather, benefits are derived for all student; who
take part in the theatrical experience as actors/actresses,
techanicians, or audience. After all, the very purpose of
theatre, as stated by Horace (65 BC-8 BC), is to "teach and
delight" (emphasis added).

Whether or not such opportunities are available in the
City of Detroit to assure theatre art exposure and training
is what this study sets out to answer by examining what does
exist and speculating on what should exist.

The study“s concentration on Black high school students,
rather than any other racial group is due to the fact that
black students overwhelmingly make up the Detroit school
system”“s enrollment quota (of 200,000 students, 87% are
Black). In addition, the same black studeats contribute
largely to the City of Detroit”s total residential population
(of 1,200,329 Detroit residents, sixty three percent of thesea

residents are Black).,
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The high school age group was used because these youths
are normally at the age levels of fourteen through eighteen,
age levels when youths can comprehend theatre art. This
particular group may include youth as young as thirteen be-
cause of their special abilities to enter high school through
advanced promotions, and/or high school students as old as
nineteen who have been held back due to learning disabilities
or extreme truancye.

The study”s time period is from 1982 to 1984. Updated

interviews were conducted from 1985 - 1987,

Purpose of the Study

Theatre art, and particularly black theatre, has much to
offer the residents of the City of Detroit. The theatre arts
can help the members of a community find within themselves
those common themes of humanity which give meaning and value
to their lives. The theatre arts encourage youth to develop
within themselves the ability to see clearly that there can
be more to life, that solutions to problems are worth working
for, and that they can make a contribution--a difference.

The values to be derived from these qualities are felt not
just by the individual but by the entire community.

However, according to the majority of Detroit”s theatre
art administrators (among them, R. Roland Wilson,
Administrative Director for Detroit”“s Music Hall Theatre;

Jon Essex, Public Relations Director for Detroit”“s Fisher
Theatre) and others interviewed during the study”s intitial

research, the productions of professional theatres in the



City of Detroit, in general, are not prospering as well as
they could.

In particular, black theatre--the theatre reflecting the
lifestyles of blacks and relating directly to their current
and African heritage--is far from stable. Detroit“s theatre
administrators cite a lack of audience participation, a lack
of readily available contemporary black plays, and submit
that the full potential of Detroit“s black theatre companies,
as they exist, is far from being reached; black theatre in
Detroit is barely surviving. This condition prevails in
spite of the city“s large black population.

As stated above, the state of any people”s theatre is
dependent on various systems of community organizations, one
of the largest of which in Detroit is the public school
system. Thus, if the residents of Detroit ahd its community
and theatre arts administrators are to look forward to deve-
loping and sustaining audiences, higher standards of public
taste, and higher artistic and cultural staﬂdards in theatre
art, one needs to examine the existing opportunities within
Detroit“s educational and community organizations for ex-
posing and training its youth in theatre arts.

This study attempts to describe what opportunities
are available in the City of Detroit to assure Detroit”s
public high school students (grades nine through twelve) ex-

posure and training in theatre arts.



Justification

The objectives of this study were selected because in
order for present and future theatre companies within the
City of Detroit to have any measure of economic and artistic
success, its audiences must be oriented and educated to be
supportive of them. The high school age group was used
because these youths are at the age levels of fourteen
through eighteen years, age levels when youths are forming
attitudes and habits that will influence future behavior.

Moreover, Detroit is a major center for American blacks
in the United States. Enrollment for all schools in 1983
(Detroit Public Schools) was 198,201 students of which
173,266 or 87.4% were black. Yet, in conducting library
research on the topic, it was found that virtually nothing
had addressed the subject or had drawn any attention to the
need of such a study. It became apparent that an assessment
of black theatre and its relationship to the educational
community in a metropolitan area such as Detroit would be

valuable to both educators and theatre arts specialists.

Methodology

In order to establish the curreat status of black
theatre opportunities in Detroit, a brief historical survey
was undertaken. Field research was conducted to determine
what did or did not exist for exposure/training for Detroit”s
students in black theatre.

Much of the data and factual information comprising this

study 1s based on personal interviews conducted between
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July 1982 and July 1984 with many of Detroit”s black
community and church leaders, city officials, theatre
specialists, theatre administrators, public school language
arts and drama teachers, and the school”s administrators
(Appendix A). Updated interviews were conducted from
February 1985 to September 1987. Sample questions asked
during the interviews are listed in Appendix B. Aside from
materials gathered from library research,_the majority of
printed materials evaluated were published material gathered

from the Detroit Public School System.

Library Research

An extensive bibliography was developed of related
materials, books, articles, magazines, and films by theatre
and educational specialists which were utilized in
determining the study”s final evaluation, analysis, and
projection. However, research revealed that there had not
been any major books and/or articles to draw attention to the
subject of exposing black high school students to theatre art.

The exploration of this material was achieved by the
completion of a thorough, unlined bibliographic database
search of ERIC (Education Research Information Clearinghouse).
The ERIC database included CIJE (Curreant Index to Journals in
Education), Research in Education and Resources in Education,
and additional information on all published, international,
databased doctoral dissertation abstracts beginning in 1951

through April 1983.
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In addition, it was discovered that the Arts Index
(publications beginning January 1929 through March 1983),

and the Humanities Index (including Theatre Journal,

Theatre Notebook, Theatre Quarterly, Theatre Research

International, and Theatre Survey, April 1952 through March

1982), indicated that there had not been scholarly study
exploring, projecting, or analyzing the current state of
black theatre and its visibility to black high school
students in public schools, particulafly in Detroit. Yet
various published books exist discussing black theatre in
general, The discussions in these included black theatre
being a separate and legitimate theatre in 1its own rights,
its roots, and various modes and settings in which it may or
éhould be taught. Among these studies were dissertations
with some bearing on the general subject of training and
performance, e.g.:

(1) "The Theater of the Black Diaspora: A Comparative Study
of Black Drama in Brazil, Cuba, and the United States"
(Flora Mancuso Edwards, New York University, 1975).

(2) "Strategies in Black Drama" (Helen Keyssar, Uaniversity
of Iowa, 1974).

(3) "Black Drama ian the Federal Theatre, 1935-1939
(Ronald Patrick Ross, University of Southerm California,
1972).

(4) "Course Design for Teaching Black Drama'" (J. Charles
Washington, Catholic University of America, 1981).

(5) '"Modes of Alienation of the Black Writer: Problems and

Solution in the Evaluation of Black Drama aad
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Contemporary Black Theatre" (Roosevelt Williams, McGill
University, 1974).
Related studies or those that aided or supplemented this one

are noted in the references.

Curriculum Analysis

A critical analysis was made of the present academic
curriculum, inclusive of theatre art, in the Detroit public
schools. The academic curriculum was defined as the sum
total of all the experiences provided or used by the school
system in its educational process of teaching and exposing
high school students to theatre art. Thus, the researcher
utilized and explored all available literature pertaining to
the education and exposure of Detroit”s public high school
students regarding theatre art and including general and
specific fine arts and language arts objectives set by the

Detroit Board of Education.

Limitations of the Study

Due to the nature of this study, much of the data
collected and analyzed was subjective. Questionnaire
responses reflected information and opinions of professional
community and church leaders, theatre administrators, theatre
specialists, and public school educators and administratorcs
from the Detroit area. Statistical analysis was therefore
difficult, at best., Nevertheless, all individuals inter-
viewed held positions which could directly or iandirectly

influence the success of future theatre productions and, in
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particular, influence exposure opportunities for black high
school students to theatre art and black theatre.

Another difficulty in subjective analysis arose as a
result of seemingly conflicting answers from various
respondents involved with the Detroit Public School System.
Some statistics provided during interviews were later
contradicted by further research, some of which may have been
as a result of this researcher”s access to more recent policy
positions and statistical information compiled by the school
system. These contradictions have been noted when they arise

throughout this study.

Organization of the Study

Chapter One of this work explained the purpose of this
study, its justification, methodology, and limitatioas.

The balance of the dissertation is divided into three
parts, the first of which addresses black theatre in general
and provides a background for the importance of educating
students about it. Chapter Two focuses on the meaning of
black theatre in a contemporary context, with a general over-
view of black theatre conditions prior to 1980. 1In Chapter
Three, the state of professional black theatre in the City
of Detroit and causes for its neglected condition ares explored.

Chapter Four relates this condition to what positive
cultural development opportunities are available to the
city”s public high school students (grades nine through
twelve) through churches, city services, colleges, and

through both amateur and educational theatre groups.
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Chapter Five focuses on those specific opportunities within
the Detroit Public School System for students to gain
knowledge, appreciation, and training in theatre art and
black theatre.

Finally, Chapter Six summarizes and concludes the
study”s findings and offers recommendations to enhance
theatre arts exposure and training opportunities to Detroit~’s
public high school students. Such exposure/training would,
in turn, create a foundation for future development and blos-

soming of black theatre support,



CHAPTER 2

BLACK THEATRE - CONDITIONS PRIOR TO 1980

If one 1is to understand the educational objectives
necessary in introducing Detroit“s black public high school
students to positive role models and the means by which thea-
ter art can assist in this purpose (both from the stand-
point of students as spectators and participants); one
must first understand that blacks, as a significant minority
in our country, have historically lacked positive publicity
for those leaders they need to emulate as role models. Even
though this need is less acute and less prevalent today, 1t
nevertheless exists.

Black theatre, such as it has been, usually provided a
major vehicle for the attempt to satisfy this all too often
unsatisfied need. As precarious and uncertain as has been
its existence, black theatre has nevertheless managed to
launch black talent or to pave the way for black talent
discovery. In this chapter, a general overview of black

theatre and conditions prior to 1980 is presented.

12
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The Evolution of Black Theatre

Theatre art reflects the lifestyles, customs, mores, and
beliefs of its audiences. Theatre”s purpose, as stated for
the first time in a Horace”s treatise, "Art of Poetry", is to
"teach and delight".

The particular phenomenon of theatre has never remained
the sole property of any one group. It has been found among
such diverse peoples as American Indians, South Seas
Islanders, Aborigines, Africans, Greeks, and Romans. A
people”“s theatre, in short, is the living expression of that
people, inextricably and inseparably intertwined with their
present and past history (Mitchell, 1967).

In America, moreover, this living expression through
theatre has been historically applauded and encouraged; yet
due to severe color prejudice, the people of Negro heritage
were seldom allowed to perform on the legitimate stage
without compromise. Instead, white actors often played black
characters in blackface. Prior to the mid 1950s, some so-
called "black" plays were plays about blacks written by
whites to be performed for a white audience. Even the
classic folk opera "Porgy and Bess" (1935) was the work of
two white men: Dubose Heyward (story) and George Gershwin
(music).

In the past, white historians paid little or no
attention to the Negro theatre artist. In 1967, for example,
Lindsay Patterson wrote in the introduction of "An Anthology

of the American Negro in the Theatre" (p. xiii):
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It is a surprising state of affairs--in view of the

Negro“s contribution to the arts in this country--

that so little on the Negro im the theatre exists

in book form. There is virtually nothing of

consequence about the Negro in dance; and there 1is

very little about his performance in films, save

two volumes published in England two decades ago

and almost unobtainable here. It is hard to

understand why this is true, since the Negro, to

date, has gained his greatest equality in American

Life through the Arts. . . . One tends to think of

the theatre as being one of the most liberal

institutions in America; but the fact is, the

theatre has broken little new ground for the Negro

since the late 1800s, when he displayed the

blackfaced white minstrels on stage.

Such scholarly neglect resulted in conflicting dates aund
interpretations of black theatrical events. Further
contributing to this lack of information on blacks in the
theatre is the strong likelihood, as proposed by author and
playwright Loften Mitchell (1967), that many records
regarding the contributions of blacks in the theatre were
buried in old trunks, attics, and cellars.

As subject matter, the Negro was iantroduced to the
American theatre in 1769 in "The Padlock", a comedy in which
a West Indian slave named Mungo portrayed a profane clown of
little authenticity. Lewis Hallam, who supposedly sought
realism in the drama, played the role. But instead of
realism, "Hallam fathered a long line of comic Negroes ian the
drama" (Mitchell, 1967, p. 13).

As a result of the slaves” and other blacks” long time
needs to express themselves, James Hewlett, a West Indian
black, formed in 1820 the African Grove Theatre. Hewlett,

whose artistry led directly to his founding the African

Company, was the first of the Negro tragedians and had been
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greatly influenced by the Park Theatre, one of America“s
oldest institutions. Though the Park segregated Negroes, it
was from its gallery that Hewlett watched white companies
perform on stage. Hewlett”s theatre emerged at Bleecker and
Grove Streets in New York City, and the company performed
Shakespearean dramas before mixed audiences as early as 1821.

Several similar theatre movements followed. One of the
most prolific of such movements was the first Harlem Theatre
movement that emerged in 1909. This particular movement,
which accelerated to 1917, gave birth to theatrical produc-
tions that were performed by many black artists seeking
theatrical exposure and success at that time, including,
the theatrical organization of The Lafayette Players. The
Lafayette Players are considered to be "the outstanding Negro
theatre group of their time," (Loften Mitchell page 69-70).

Black Drama

Another significant period emerged between 1917 and
1929, giving birth to a theatre movement that would come to
be known worldwide as "The Black Renaissance" of Harlem.
This particular movement and era introduced numerous Black
talent into the theatrical arena including the great Charles
Gilpin, Florence Mills and the legendary Josephine Baker,
Most significantly, not only were Blacks now on Broadway
stages, but they had theatres in Harlem and on the road.

American black playwrights clearly understood the
importance of transforming the black experience to the
theatre stage for the sole purpose of enlightening and

entertaining a black audience, but not until the mid-1950s
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could a black playwright possibly concern himself whole-
heartedly and without compromise in producing only the
black experience because of a fear of losing any chance at
commercial success. Commercial success for any playwright
meant appeasing the artistic taste of predominantly white
audiences. As late as 1970, Doris E. Abramson, assistant
professor and author of "Negro Playwrights in the American
Theatre", 1925-1959, suggested in her preface that (p. x):

Most Negro pldywrights seeking a commercial success

in New York, especially on Broadway, have faced the

fact that they must appeal to a predominantly white

audience. In order to make their plays acceptable

to that audience, the playwrights discover that

they frequently have to distort the very truths

they want to tell about Negro existence. It would

seenm, on the other hand, that they could "tell it

like it is"™ to a Harlem audience . . . . simply

stated, the Negro playwright“s dilemma is that

neither white nor black audiences can be counted on

to support plays that attack or even question

commonly -accepted American mores.

So to have their works universally accepted, black
playwrights were forced either to make mockery of physical or
so-called mental characteristics of blacks (i.e., Aunt
Jemima, Steppin” Fetchit) or totally eliminate or ignore all
truths or facts. Only rare glimpses existed of what is now
known today as black theatre. In addition, the black
playwrights of yesteryear were never too certain whether
blacks (especially the few who were emerging into the middle
and upper-middle class cultures) would accept the exposure
of black actors, exposing naked truths, personal ideologies,
and "down home" feelings directly related to the cultural

beliefs and lifestyles of blacks for the sake of appeasing a

nonblack audience.
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The hunger for artistic and aesthetic expression for
American blacks remained unsatisfied. Negro theatre com-
panies came and went, yet their contributions can never be
diminished. Among other theatre innovators, William Wells
Brown ("The Escape", 1858, the first black play to be
published) and Garland Anderson ("Appearances", 1925, first
play by black playwright to be performed on Broadway) were
the great-grandfathers of the black theatre movement of the
mid-1960s. A theatre was then born that blacks could call
their own--a new-found realization that was particularly
motivated by emerging black playwrights and innovators of this
time. So inspired, national playwright and native Detroiter
Ronald Milner declared:
Black Theatre - go home! If a new black theatre is
to be born, sustain itself, and justify its own
. being, it must go home. Go home psychically,
mentally, aesthetically, and we think, physically
(King and Milner, 1971, viii).
The mid 19608 served as a starting point toward plant-

ing healthy pride within the black community, and black

theatre was an important force in aiding its development.

Black Theatre in the “60s

The difference between the black theatre of today and
white traditional theatre is simple and precise. Unlike
traditional theatre, black theatre concerns itself completely
with the black experience, an experience reflecting the
lifestyles of blacks as a whole and relatiag directly to
their cultural African heritage, past and present conditions

of servitude and oppression, and life in America. This
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reflection is deliberately designed for the enlightenment and
entertainment of a black audience or black community.

Such a theatre concept emerged in 1973 after a success-
ful run of Ossie Davis” play, "Purlie". Davis proclaimed
(Washington interview, 1983):

It is time for us who call ourselves artists,

scholars, and thinkers to rejoin the people from

which we came. We shall then and only then be free

to tell the truth about our people, and that truth

shall make us free.

By 1975, poet and playwright Langston Hughes united with
other black playwrights stating, "Integration is wonderful,
but culture must of necessity begin at home. I propose the
creation of a national Afro-American Theatre" (Washington
interview, 1983). 1t was not long before Hughes was joined
in a growing force by several multitalented black
playwrights, poets, and theatre innovators from black
communities throughout the world.

The newly found enghusiasm, with its strong determina-
tion to project black theatre toward its highest potential,
lasted less than a decade. Detroit“s Vest Pocket Theatre,
for example, fueled much of the enthusiasm for black theatre,
first opening in 1971 with Pulitzer Prize winner Charles
Gordone“s "No Place to Be Somebody". But in less than three
years, the Vest Pocket fizzled financially. Other plays
followed, but support never solidified, (Chauncey Bailey
Interview, 1983).

In comparison with other cultures that have attempted to

offer their people a living expression of heritage, black

theatre in the mid-1960s8 never really solidified. Perhaps



19
the slow decline of this particular theatre movement had much
to do with the sudden outburst of its beginning. In this
light, it is significant to reflect upon several of the
political and social factors influencing the way in which
this consciousness excelled, thus providing insight on the
influence these factors had on the birth of black theatre,
its playwrights, and its present and ongoing struggle.

Most theatre commentators agree that in order to
understand, analyze, and interpret the hopes, frustrations,
and existence of black theatre in the “80s and to understand
the human conditions sustaining it thus far, one must €first
reflect not only on one people”s theatre but also on the
theatre of other people and periods. In this regard, Dr. Von
Washington (Director, Black Theatre, Wayne State University)
in an interview (1983) compared the sixties and early
seventies (that period which virtually brought black theatre
to its present state) to the European Romantic Era, when
people became dissatisfied with the way in which thelir
countries were being managed and thus felt they should say
something about it. Not unlike this country”s blacks of the
19608, the inhabitaants of the Romantic Era, viewed thelir
partticular situation as being a severe case of the "haves"
and "have nots." The have nots "started meeting and talking
in all the little hovels, houses, parks, and places where
they could have discussion. And what developed out of this
was a rhetoric--a rhetoric appropriate for that particular
time and period" (Washington interview, 1983). According to

Von Washington, the 19608 marked the first time in which
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virtually the entire country and entire group of black people
stood up and said, "We are not going to take [differential
treatment] anymore!" And so, "People took to the streets,
and the rhetoric was flowing" (interview).

Washington also suggested that the inhabitants of the
romantic era were not putting these theatrical and dramatic
presentations together necessarily for posterity but rather
for the sake of dealing with the "moment." The moment did
improve, "and the overthrow eventually came, but out of this
emerged some very special treatises and artistic pieces. We
call them “period” pieces--some of them one page, two pages,
and just things they threw in a series of skits. Well, we
[blacks] went through our romantic period in the sixties . .
and it was a vibrant period!"
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