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ABSTRACT

PLOWSHARES THEATRE COMPANY THE FIRST TWENTY
YEARS
By
Myron Wade Curenton
The objective of this study is to discuss the history and origin of the

Plowshares Theatre Company based upon an interview with the current
artistic director Gary Anderson and his assistant Dr. Addell Anderson. The
interview includes a wide range of discussions on the Plowshares Theatre
Company and how it has sustained itself and remained relevant over the past

two decades.

Gary Anderson also discusses the organizations objectives and
mission to seek out talent in regards to local African American playfvrights
and actors. This study also describes Gary Anderson's hopes of enhancing
Detroit's city’s arts and cultural scene by producing African American plays.

The second part of this study includes a series of critical reviews
found in local Detroit news papers and from surrounding suburbs which
highlights the fine productions developed thfough the Plowshares Theatre
Company.

This portion of the study also includes a series of production photos
which offers a visual insight to the creative talent of Gary Anderson and
various cast members. This study is an attempt to bring to light the
importance of African American theater not only within the city of Detroit

Michigan, but also throughout the United States of America.
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Introduction

The Plowshares Theatre Company can be defined as an African
American Theatre Company, or as a Black Theatre Company. African
American theater companies are fully committed to seeking out African
American playwrights African American talent, and producing African
American plays. African American theater has had a long and varied history
that began in the 1800s. It includes minstrel companies’ musicals, drama,

vaudeville and variety companies.

Throughout the history of African American theatre and still today
many African American theater companies struggle with the fact that they
are unable to acquire permanent venues. Plowshares Theatre Company is a

major example of an African—American theatre company in this dilemma.

The Plowshares Theatre Company emerged nearly 20 years ago in
Detroit, Michigan at a time when black artistic enterprises had achieved
national recognition Thése include pioneering organizations such as the
Alvin Ailey Dance Company, Motown Record Company, and the Dance
Theatre of Harlem. Plowshares Theatre Company is approaching its
twentieth anniversary and continues striving to be a recognized as an

important institution both in Michigan and the Midwest.

For the most part the written history of black theater in the US is
incomplete, largely because, although hundreds of years old, black theater

did not receive extensive coverage in newspapers and other periodicals.



Given the above, and as a native Detroiter and African American as
well I have a special interest in documenting the origin and development of
The Plowshares Theatre Company. Toward that end I have largely utilized
articles from the Detroit newspapers and materials generously given fo me
by Mr. Gary Anderson, the current director of the Plowshares Theatre
Company. I also have personally seen three Plowshares Theatre Company
productions while informally following their activities over the past many

years.

My thesis has two main parts. Part I includes an extensive interview
with Gary Anderson, Plowshares Theater Company's current managing
director and his professional partner (and wife) Dr. Addell Anderson. The
interview covers the origins and development of The Plowshares Theatre
Company. As well as its current and future challenges. Part II centers on
how the Plowshares Theatre Company enacted its mission. As evident in

critical reviews and a collection of additional production photos follows.



PART I



Figure 1.  Curenton Dr. Anderson Anderson 2008



I conducted the following interview June 4", 2008 in Detroit, Michigan with

Mr. Gary Anderson and his wife and assistant, Dr. Addell Austin-Anderson.

Curenton: How did the Plowshares Theater Company originate?

Anderson: Plowshares kind of started as an idea of mine and another college
student at Wayne [State University] by the name of Michael Garza. We had
been adversaries to a certain extent. We were both directing students at
Wayne and hadn’t really gotten along very well when we knew each other
earlier and over a few years in the late eighties we began to have a real
appreciation and awareness about one another, and really created a strong
bond. So like in ’87 and 88 we started, we both had aspirations of owning

our own theater company. That’s what we really wanted to do.

Both of us were getting our masters of theater with the specialization in
directing. Neither one of us wanted to stage manage. Which is what a lot of
directors do coming out of college. I don’t want to carry coffee for
somebody. I didn’t want to, I didn’t necessarily want to take down
somebody else’s blocking and I actually wanted to do it. Being young and
arrogant with a whole lot of energy, I’m sure the only way we would be doing

it was by running our own theater. So we kind of started out that way.

The theater had a different focus when we were discussing it. I had, early in
my undergraduate career, not really seen Black theater as something that I

necessarily was interested in. I will explain that, when you grow up in a



community, and I grew up in Ypsilanti, when you grow up in a community
where you are, it’s conscious that you are the minority and the work that you
| are able to do in high school productions has no relevance whatsoever to
your ethnic background. Even when you get into college, you are really
exposed to the world of theater from a European-Western perspective
although they may offer specialized classes in Asian theater, Indian theatre,

or some other ethnic community.

The vast majority of the works you are going to read and be exposed to are
going to be from culture that is not your own. So like any other student and
undergraduate, I pretty much embraced that. Then over time it became
apparent to me that there were achings, there were achings, because I started
out as an actor. There were achings in regards to not having roles available
to me. Not having plays that really spoke to me. Not having work that I
thought was edifying to a conversation that really hadn’t even been begun,
which was how we lived together in an extremely diverse country where
ethnicity and regionalism has an impact on perspective. And so in my
graduate studies I started looking, I had changed by that point to somebody
who wanted to direct as opposed to act. Because I felt, I started feeling more
compelled to be a story teller as opposed to be an aspect of the story. Not to
be a writer, but be a director. That was what pushed me into doing the

theater.



Michael had, there were some similarities in regards to his growth, he
wanted to be a director, he liked the concept of controlling the path of the
story, not interpretive aspect of directing and both of us were looking at
doing a theater that would combine our interests. So I came in with a desire
to tell African-American stories and he came in with a desire to tell
everything else. But together we had a social consciousness that kind of
connected the work. We wanted to tell specific stories that reflected certain
social issues and topics. It wasn’t going to be your Dad’s Frivolous Theater
Company; it was going to be something that had some weight to it. So that is
where we kind of met and Plowshares became the theater vehicle because the
name was synonymous with what we were doing. The Bible verse from
Isaiah, we were beating our swords into plowshares, we had one time been
adversaries, and now we were friends. So that was really the impetus behind

the name.

Later on, after Michael left, [the company] I was very interested in doing
new work. Working with writers of color, who were in the process of
creating a work and doing world premiers and we have done that through
the lifetime of the company. So, the name still has real relevance and that
like a plowshare, we break new ground, we till the field, to seed it for the
cultivation of a new harvest in the next season, and our work with new
writers has continued that process. So it still has relevance even though the
original reason for the name of the company was more personally focused; it

has a broader relevance now.



Curenton: That actually answered my next question, which was, how was
the name determined, whose idea was it, and how did it happen? So I will

jump to the next question.

Anderson: Sure. I will tell you the other name that the theater company had
at one time. Michael jokingly thought that we ought to name it the Not Dead
Theater or the Undead Theater. That was a little Gothic and I wasn’t really

into that. So we eventually agreed on Plowshares.

Curenton: That’s pretty good, the Not Dead Theater. OK, what is the

driving purpose for funding this theater?

Anderson: Well, I think like any venture the driving purpose is to fulfill the
mission. For me the mission has always been to focus on the cultivation of
talent, to display stories and perspectives on stories that you won’t find

anywhere else.

I look back at my life and although my children have it far better than I did,
I had it far better than my parents did. There are still these milestones that
occur in your life that help you have appreciation of who and what you are.
One of those for me was the original miniseries of Roots. You know you
really have had major TV network broadcasting the story of a family that
looked like me, and telling it in a perspective that really focused on the
aspects of that story that came from the Black focus as opposed to looking at

it from some other direction.



I can’t identify with Gone with the Wind. 1t’s a fine film and I can appreciate
it for all its calling, but I can’t identify with the scenes specifically after the
burning of Atlanta when you have the Blacks walking through town, talk
about how they’re going to fight with the confederacy. I can’t identify with
people who are oppressed, wanting to support their oppressors. Roots told
the story of the greatest challenge this country has ever had the legacy of
slavery, in a way that was so different from anything else at that time and

done so well that it still resonates to me.

I think that you ought to tell those stories repeatedly. The other thing about
it that I think is extremely important is that you ought to provide
opportunities for the growth and development of other artists. You ought to
be inspiring a generation that follows you. There is a lot beyond you, and
you should prepare the way for those that follow you even as you are doing
your work. Now, in my fourth decade, I’m starting to think seriously about
what the next generation of this organization needs to be. We really need to
solidify those things and it needs to be a place where artists of a younger
generation find themselves reflected. It should be the place that I was
looking for when I was in my twenties and couldn’t find. And that’s the
reason why I created Plowshares. So that’s the impetus for the funding. You
need to be relevant and responsive to your community, at the same time you
need to be constantly thinking about how you stay relevant and responsive

for the generations going forward.



Curenton: Next question. What obstacles did you encounter in getting the

Plowshares Theatre Company off the ground?

Anderson: Well, a couple of them, I mean, well, there are several and I can
list them all. Our own ignorance Michael and I, I think for the first couple of
seasons talked repeatedly about how we, if you looked at it like we were in
college, we were one chapter ahead of the teacher. The teacher was the
theater. So, whenever we were approached with things that we just didn’t
know, we had just finished reading that paragraph in the text book. So you
don’t always get the things like insurance. Things like getting your 501C3

status, which we did a year before we actually began producing.

Things like making sure that when we dealt with Equity, making sure we
dealt with Equity appropriately. We were bonded, we produced Equity since
inception. The first show we did had Equity presence and that has been
pretty fairly consistent going forward. Cause at that time, when we started,
you couldn’t get a review in this town from the critics unless your show was
an Equity production. It’s changed significantly over the last twenty some

odd years.

Looking at some of the other obstacles, we were trying to find people who
would believe in your idea. It’s easier to talk about something when it’s right
there. When you’re talking about a dream, you’re talking about a dream
that hasn’t even been defined, or a dream that people may not even know

that they believe is important. You really have to have a different
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conversation with them. So that is an obstacle. A couple of the obstacles that
we faced have been funding, the challenges of sustaining a cultural

organization, specifically, a culturally specific organization are really hard.

It’s very clear you can just do the numbers, but the vast majority of wealth in
this country is held by people who don’t look like me. Institutions of color
that have been successful, that are culturally specific organizations, like the
Alvin Ailey have been able to garner dollars from people of very diverse
backgrounds, more representation of very diverse backgrounds. That’s a
challenge in a community like Detroit, and a state like Michigan that is still

extremely stratified on ethnic and racial lines.

Some parts of this country have had conversations around that or have
addressed it in ways that have made it far easier for those institutions to exist
than here. That doesn’t mean it’s not possible but the other challenge is
then, there’s no tradition here. And what I mean by that is a number of
great artists have come out of Michigan, but they have gone to be successful
elsewhere. And that’s not to say that that doesn’t happen in other cities, but
Detroit doesn’t have a major regional theater on the level of the Guthrie like
in Minneapolis or the Goodman like in Chicago or at the Alliance like in
Atlanta and without that kind of major hub or in the case of Chicago, you’ve
got more than one major regional theater and without that level of tradition,
you really find it challenging, because people start wondering why, because

the reality is if, and I have to be very frank about this, if white folks haven’t
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been able to accomplish it, the question is why can you? Does that make

sense?

Curenton: Yes, ok, next question. What kind of resources, financial and

otherwise did you have access to?

Anderson: Well, we were fortunate when we started, it’s kind of interesting,
the year we started producing with the company was the same year John
Engler was elected governor this changed a lot in regards to the scope. You
may remember, he ran on a campaign of eliminating the, at that time, the
Michigan Council for the Arts. He was going to get rid of the whole
department because it was a separate department in the State Government.
And most people didn’t believe him, in fact, a number of the Republicans
who supported the art institutions in this community didn’t believe him.
Then, after he took office, he made an executive order and he got rid of it. So
that happened the very year that we began to produce and it sent a signal in
regards to where our support was going to start having to come from. He
eventually re-established it, but as an aspect of another department and it

kinda got moved around.

Dr. Anderson: Let’s talk about how much Michigan used to be to the arts, as

far as their ranking.
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Anderson: Michigan used to be number two behind New York State in
regards to funding of art. Now it’s some place around below American

Samoa.

Dr. Anderson: Well, up in the 30’s, it’s like 35 or 36.

Anderson: I’m joking, it’s not. It’s in the latter tier of states in this country.
That’s really a challenge too, when you think about it, because it’s not to say
that state funding is the, be all, but it sends a signal to the sensory [sic] about
the significance that arts take. Also, there have been significant changes in

the last twenty years about tax policy.

There will be people who may disagree with me, but I think part of the
challenges has been that if you change part of the pressure, that encourages
people to give charitably to non-profits. It’s always been known, there has
been the ability to benefit from that in tax deductions. When you start
reducing those deduction opportunities or you’ve changed the codes so that
they’re less likely, what you find is that many people are less inclined to give,
and I’m not talking about the top tier folk, people who have large disposable
income, like a Bill Gates, or you know like a Ford will give because they

understand the benefit out of that.

I’m talking about that middle class or average citizen, there are challenges
there and I think we’re just now at a point where we’re starting to see a shift

in that, that individual giving now is starting to increase in a way that will
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hopefully affect a number of us. I mean, I think the campaign that Barack
Obama has been waging where he’s raised all this money, and the average

donation is $96. It changes the conversation in regards to giving.

Curenton: Can you describe the early years and seasons of Plowshares

Theater Company?

Anderson: Well, I just graduated with my Masters, I was newly married so I

tell everybody, I started a theater company, and I got married the same year.

Dr. Anderson: Good thing for you.

Anderson: With arrogance, which is something I would not suggest to
anybody else. You have a lot of tension. So you’ve got, I’ve got a
collaboration with my partner at the time and there were a lot of challenges
for us. It became very apparent over time that what we wanted, what we
really wanted Plowshares to be was not similar and we eventually end up

having to part ways after the third season.

You know I guess I was naive. At 28, when the theater first opened, I was
filled with a lot of spit and vinegar, and I already decided that a lot of what
motivated me was the arrogance that I could do this without any question.
And you really do need those two things. You need arrogance and ignorance
because if you didn’t believe you could do it better than anybody else had,
why get up in the morning and try? If you didn’t have ignorance about how

difficult it was going to be you wouldn’t take on half of the challenges. 1
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don’t suggest that you keep those things going forward but they do help you

start off.

So I think I was naive about how we could keep this collaboration going
where we had, we had what eventually developed into two different artistic
visions that were, that we found it very hard to mesh. It’s much easier in a
classroom at Wayne State to talk intellectually about it than it was to actually
do it on the ground. His [Michael’s] perspective was more, frankly, very
Western, very European and I’m not talking about American writers, I’m
talking about your legitimate European writers. Which is fine, but for the

audience that we were trying to build, there was a divided identity.

People were not really sure what Plowshares was, and on top of it,
realistically, I think, at that time, there were a couple of other theaters
around here like the Attic Theater which was the theater that had a regional
reputation. It became apparent to me at some point that if Michael had
gotten a really good opportunity to direct there, he would have walked away,
or some kind of permanent relationship there, he would have walked away.
And I don’t begrudge him that, I really don’t because you change, I mean,
you think you know what you want to do and then you get in the middle of it

and you realize the challenges that beset you, and you change.

It becomes hard for you to really realize. It’s like a marriage you have a
tendency to think that the relationship is gonna be this way. Then reality hits

and you have to realize where you have to give and take to either continue
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the relationship or decide to sever it. I think that’s where we got after three
seasons of working together. We realized that what we were doing, how we
were doing it, really wasn’t working for both of us in a way that was gonna
be beneficial. It wasn’t gonna get better unless we worked out a way of
making it better. Not just for us but for the audience we were seeking to
cultivate, and so it just became clear we had to decide to break up as

partners.

Dr. Anderson: It was more than just artistic differences. It also had to do
with not only the vision of what should be produced, but also, are we
working towards building a theater company, or is this really just a hobby
and we’re just doing the plays that we want to do? I felt that his partner was
more interested in, I really like this play, I’ll borrow money so that we can
put it on. Rather than really building towards an institution which is what
needed to happen. Because then you’re doing two different things. On the
one hand its self gratifying, but it’s not really building the company and the
company’s reputation. The company’s not really going anywhere; it’s just
known for; oh we’re doing some interesting plays. The plays get good
reviews, but it was stagnant, artistically it was critically acclaimed, but as a

company it wasn’t going anywhere.

Curenton: My next question Were there peak seasons, that’s the first part of
the question. The second part, did the Plowshares Theater Company grow

steadily?

16



Anderson: No, any organization grows like that unless of course, if you
would look at the growth chart on most for-profit businesses. Ford Motor
Company is a perfect example, or the Ford companies that Henry Ford
developed before he became Ford Motor Company. You’d see peaks and
valleys in there and or you see a flat line, which is why he kept having great

companies because he couldn’t stick with the old names.

In the arts this is something that I think most people don’t realize, and 1
didn’t realize it because it was never said when I was in school. You can
make a killing in the theater, but you have a very hard chance making a
living at it. I don’t mean to say that people don’t do that, but the
circumstances around building a theater company and sustaining it requires
you to be, or either do one of two things. Build and sustain an audience that
sees the validity of your mission and sticks with and supports it in every way
possible, or you refashion the mission to meet the tastes of an audience

broadly enough to sustain and support an organization.

Many of the regional theaters we have in this country follow down those two
tracks. Depending on geographically where they are on the planet really
kind of dictates which path they take. I’m not saying that there is anything
wrong about either one of them, but you have to be clear on how you are
going to keep it going. What I mean by you can’t make a living. Is that you
even after all the great efforts put forth to put good art on the stage. Or

entertaining art on the stage that would widely appeal to by and large a
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segment of the community, and you do everything you can to increase the
awareness and all that. You can’t guarantee that all those efforts will turn
into profits. Or that the effort gone forth in making the show as good as it
can be, providing that the talent at a well compensated rate and advertising it

to make it work, will make a profit.

Because the way theater is designed, the business model of theater is
designed, is really working against you. So you rarely have the Producers,
you know, you rarely have those kind of big, huge hits where you’ve got
people fighting over paying you $400.00 to get a good seat for an evening.
Because see, a couple of guys do a musical that was based on a movie that
was a flop in the late 60’s, you know what I am saying? Likewise, and there
is; no guarantee that even after you had that hit, you’re going to end up
having another one right afterwards. That’s the thing that really kind of
compels you to understand that it’s a mercurial existence. So that’s a long
winded way of saying it goes, its peaks and valleys in relation to growth. We
have had some great seasons like *95, °97, *98, 2003, 2004, but its all a span of
the life of the organization, you have to live even when you have those poor

seasons.

Dr. Anderson: Are you talking about artistically, or are you talking about as
far as the number of audience, the audience or what are you talking about

specifically?
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Curneton: Well, I guess both because I always include the audience in
whatever is happening with the art; whatever productions is going on
because if the audience isn’t involved someway, somehow, that they’re not

there, then I don’t think you have something to base it on.

Anderson: That’s not true. One of our best awarded and recognized
productions in the history of this company was the show called East Texas

Hot Links, which had twenty people in the audience for opening night.

Dr. Anderson: The lowest, was it 6?

Anderson: umm hmm.

Dr. Anderson: The rule was, is usually if there are fewer people in the
audience than there are on the stage then you don’t do the show. In that case
we actually did it just because that show had. .. There were only a few

nights where we had groups where. ...

Anderson: Actually, word of mouth and the review, the four star review we
got changed it around, but that show garnered us huge recognition. Got a lot

of award nominations the year that it came out.

Dr. Anderson: People won best actor...

Anderson: People got recognized with awards, and it was poorly attended so
that’s what I’m talking about. You can’t say that just because the audience

wasn’t there the show wasn’t any good. There is a lot of great art in the
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history, in the world that had small audiences, but I mean, that’s the
challenge. The assumption that we have this movie theater model that we’ve
got to now but, regardless of how good the film quality wise how good the
film was, on Monday, we ;lnnounce who was the box office hit of the previous
weekend. That doesn’t mean the show wasn’t any damn good, it just means

that it was well attended, the marketing worked well.

Dr. Anderson: I would say another thing about Plowshares that every time
there was momentum in the company as far as whether it’s critical success or
whether it was that the audience has increased. What always stopped the
momentum had to do with the issue of not being able to control your own
space. Because that’s when you would see all of these disruptions in the way
the company was going and that’s still an issue today. I would say, from my
point of view that was a major impediment as far as the success of the

company has gone.

Curenton: OK, next question, How has the Plowshares Theater Company

changed over the last two decades?

Anderson: I think I have already said some of those. It went from a theater
that had a more social conscious theme at the beginning. Trying to merge
this African-American interest with this more world theater interest. Always
dealing with social issues to a theater that eventually became at one point a
signature theater around here for doing musicals, and at the same time also

doing new work and at the same time, trying to cultivate new talent. So what
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the theater company is now, when I look at it going forward being one that is
focused on that primary mission of cultivating and tilling the field, seeding
for a new harvest for the next season, of developing new talent both on the

stage and behind the scenes.

Curenton: You as the founder, producer and director, are there more

advantages, or disadvantages to holding those responsibilities all at one time?

Anderson: Well, you get a different energy from somebody who is the
founder and the artistic administrative leader. Than you do of somebody
who is hired in to take on the leadership of an organization. Unfortunately
what occurs, I mean, there’s benefits and disadvantages to this. The
institution becomes synonymous with the individual to the point depending
upon how strong a presence they are. That it becomes very difficult for
anybody conhing in after them. But, if you didn’t have as a founder, the kind
of personally driven individual, you probably wouldn’t take on as many risks

as you do in regards to creation of the organization.

It’s different with an ensemble where you have a group of folks. Steppenwolf
is an example. Where you have a group of artists who say we want to work
together, we want to create a venue, a forum for us to work on work
together. We have respect for one another and we want to build a craft and

a career with each other. Because then the burden of responsibility is shared

not always evenly, but it doesn’t go across more than one set of shoulders.
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When you become the artistic administrative leader of an organization as
well as the founder of that organization, all of that responsibility sits on those
shoulders. Its success and failures are attributed to you, usually more the
failures than the success. People try to find ways of attributing success to
other folks. But, you do have to deal with that and it becomes your

responsibility how the organization is crafted as it goes forward.

Curenton: How do you think that the ups and downs of the theater company

affected you personally?

Anderson: I’ve joked with a number of people, as I’ve said, Addell and I got
married, and we produced our first show the same year. The theater
company has been in our marriage since day one. I probably would defer to

Addell to talk about that more than I would.

Dr. Anderson: Well, I want to go back, you talked about somebody wearing
all those different hats. What it does, it puts a lot of pressure on that person
because they become synonymous with the company. People attribute
success and failure with you because you’re the face of the company and you
do wear all those hats. He has from time to time had to take on other full
time jobs to support the family. He’s built really good relationships with
funders and the artistic community and with civic leaders. So he’s well

known, but at the same time again it does put a lot of pressure on him.
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Early on because of where the company had started off it was not something
that you could just leave at the office. It was never something you could
leave at the office because initially we were running Plowshares out of our
home. So the phone number that people called to find out about the show
was our home number, yes, yes. We did the mailings, thousands of cards
which we learned the hard way how to do a proper bulk mailing, was at our
house. Everything was always there, so there was no separation between
that. As the company has gone through peaks and valleys of course that has
affected the family because it’s this inability to separate, well this is
Plowshares and this is our family. The company has gone through some
difficult situations, that are also brought home, and so it affects everybody,

that’s the difficulty.

Curenton: What are the major changes the Plowshares Company has

undergone most recently?

Anderson: Meaning what specifically?

Curenton: I made some contact with you via the e-mail a few months ago
because I wanted to see King Hedley; 1 thought it was going to be redone.
The website said that you were making some decisions or choices at that
point in time and that someone would contact me later. I did get a contact

via the e-mail, but then I didn’t hear anything else beyond that.
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Anderson: We had suspended operation production this season in order to
focus on dealing with some serious ongoing financial problems with the
company and so the last twelve months have really been used to address that

issue.

Dr. Anderson: But, again, I would like to reiterate that this problem, this
most recent problem, as well as other crises that the company has faced
throughout its history, have again been about not being able to control its
own space. Because there have been very many times there was a lot of good
momentum, and we’re in the black and things look good. The phone is
ringing all the time at the office, because people want to buy tickets, they
wanna bring their groups there, etc, etc. But every time the company had
this really, really great momentum, it’s then slapped up against this fact that
they don’t have their own space. The company has been reliant on others to

understand the importance, the value of this institution.

Anderson: I think we have said enough on that.

Dr. Anderson: OK, but, but, but I think...

Anderson: What’s your next question?

Dr. Anderson: I’m gonna finish my statement, excuse me.

Anderson: OK
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Dr. Anderson: My point is, is that, that’s been the crux; the company has

been not being able to own its own space.

Anderson: What’s your next question?

Curenton: Where is the Plowshares Theater Company headed, near term

- and long term?

Anderson: Well, near term is to reestablish ourselves with productions
beginning this summer and moving in through the fall. We’re in
negotiations, actually, no not negotiations. We’re going to be mounting a
show in a couple of months next door at the Max M. Fisher with our musical
revue, “Soul Fest.” Then we’re going to be mounting a season going forward
that will include some of the works that we had scheduled to do earlier on,
but were not able mount before that. Along with some new works that we’ve
been developing. So that is where we are. Then the other thing that we’ve
focused on and the board has been very serious about addressing this is that
we move forward with the establishment of a permanent location for the

theater.

Curenton: That was going to be one of my next questions; would Plowshares

be acquiring a space? I know you had been at various venues over the years.

Anderson: What we’re looking at is consistent performance. We’re looking,
we’re trying to identify a venue, a location that would be centrally located in

an area that already has activity, and find partners with whom which we
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could occupy that location. That would bring not only foot traffic for the

theater, but also generate some retail.

If you look at the model that Twentieth Century Fox used as a movie studio
when they started building all these movie theaters around the country, like
our Fox [Theatre] here, you’ll see that what they used was, they built a movie
theater that also had a legitimate stage in a building surrounded by office
space. So the theater never really had to make any money provided there
was enough office space around to generate revenue. So occupancy of the

office building was really the primary thing.

What we’re looking at is giving us a centrally located destination that has an
opportunity for retail on the first floor. That provides us with a place where
some commercial venture can be there that would generate foot traffic, and a
comparable audience that would be inclined for what we do. Have at least
three levels so that one of those levels can be targeted towards offices and an
education center for us. Then there’d be one level for the theater. We’ve
found a couple of options like that over the last couple of years and now

we’re just trying to target towards raising the money to make it happen.

Curenton: Next question does Plowshares Theater Company receive its fair

share of government funding?

Anderson: What do you mean by fair share? I could say no, but that’s a

relative term.
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Curenton: I’ve been doing a lot of reading in regards to grant writing, and
some of the information that I’ve looked at in regards to Black theater
companies in comparison to white theater companies, they tend to give a

certain amount of funding to certain companies; then other companies. . .

Anderson: Don’t get any, I know that. The grants writing like to the NEA
[Nation Education Association], that’s based on peer review. I’ve been on
those panels and sometimes it’s about being aware of the organization. So the
panelists have to be aware of your organization. This means, you not only
have to have a reputation in your own community, but you have to have a
reputation across the country. That means you’ve got to get out and be
involved in national organizations, participate and collaborate with other
people and in that case, a lot of us don’t do that. I’m not saying that’s the
argument for every reason, but, if you want to get support, you have to be on
people’s radar, and you have to make them aware that what you’re doing is
relevant. And it has to meet what that politician specifically or that agency

specifically wants to achieve.

Dr. Anderson: I think what Gary was getting into is that if you want serious
government money, which some arts organizations are able to access, you
have to do a lot of lobbying. You’re not suppose to lobby because you’re
non-profit, but you do have to make contact and get to the point where

they’re going to earmark money for your organization, and that’s when you
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get into the real money. Not like the level of the arts project grant which gets

smaller and smaller every year.

The other thing is that in this state the art community has shot its own self in
the foot. By being willing to be the ones to be cut back and their strategy has
been; oh well, if we don’t take the hit, if we don’t voluntarily take the hit.
Then they’ll just take all of it away, and that first year that Jennifer
Granholm had her budget and she said; “Well, you have to think of it this
way. Is it between funding the arts, or funding a family of four who needs to
eat.” But that wasn’t really the choice, but that’s the way it’s presented to
the public as though that was her choice. So the surplus she was talking
about are mandated programs which can’t be changed anyway. There really
needs to be more of a campaign with the general public about why the arts
are important. That’s if you want to bring businesses to the state, that’s
something they look for. What is the climate for your arts and cultural
community? If it’s poor, they’re not going to settle here because their people

are not going to want to come.

Anderson: Plowshares has been very appreciative of every public grant,
public funding grant we received in the history of the organization. However
there have been some significant challenges to public funding in this state. I
think the comment that Addell made about Governor Granholm, she’s kind
of erased the notion that Democrats are far better on arts funding than

Republicans. There was actually more arts funding done during his [Englar]
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twelve years than has been done during her ten years in office, and that’s a
sad statement to make. Specifically with a guy, when he came into office he
didn’t get it, somebody must have given it to him when he got here, but he

didn’t have it. Her comment when she started off in her first term was that

the arts are important, they’re not vital. And I disagree with that.

Dr. Anderson: I do too.

Anderson: The arts are extremely vital to the way we live or else we
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