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INTRODUCTION

Theatre can't be some random exercise in fingeppap It has to represent
the striving of men to try to raise themselves teew level of thought, and it's
not—I| mean, we don't talk about theatre down heretheatre up there as an
idle jest but because it is necessary to pump lfepd back into our

community—that's what we’re talking about.

Amiri Baraka

I am here between the voices of our ancestors
and the noise of the planet.

between the surprise of death and life;

I am here because | shall not give the

earth up to non-dreamers and earth molesters;
| am here to say to you:

my body is full of veins

like the bombs waiting to burst

with blood.

I am here, and my breath/our breaths
must thunder across this land
arousing new breaths. new life.

Sonia Sanchéz

The 1960s throughout the 1980s have been, witthomibt, the most vibrant and prolific
decades in Black Theatre both in the United Statekin South Africa. A great number of
plays burst out like a forceful waterfall of recbbtl—expression of a long time-held rage
and expression of life. Houston A. Baker, Jr., bhserved the significance of the sixties
and seventies for African Americans:

At no time in the history of black America haversany spokesmen dedicated themselves in serious
and informed ways, to a particular set of meaniagd values. These men and women altered the
existing face of society in a way that makes it @sgible to begin the journey back as though blacks
have always rushed eagerly into harbors of theevworld. The texts of the sixties and seventies

constitute a level of discourse where functionalasitions are readily observaBle.

1 Amiri Baraka, First Pan-African Cultural FestivaB69, in Algiers, irBlack Theatres (1969):30.

2 sonia Sanchez, “Reflections After the June 12thddaor Disarmament,” irhomegitls & handgrenades
Sanchez (New York and Chicago: Thunder's Mouth $r&884) 68.

3 Houston A. Baker, JrThe Journey Back: Issues in Black Literature anii€sm (Chicago and London: The
University of Chicago, 1983) 131.



The Black Theatre Movement emerged after beingatgsbtfor almost three centuries and
activated by the Black Power Movements in North Apse and by the Black
Consciousness Movement in South Africa. The pldyth@® Movement were breathing and
pulsating so vigorously because its authors hadeiung important to utter as the Black
community’s representatives. The Black communitgadoee the protagonist of the new
theatre. Audience recovered its traditional andfailrole as part of the theatrical event—a
stylistic element almost non-existent in modern Westheatre.

About two decades earlier, Western theatre aristsh as Antonin Artaud and Bertolt
Brecht, had already commenced to question the itsalid Western theatre and proposed
the need to include new elements, which would axadlyt give birth to a new aesthetics.
Artaud and Brecht observed the need to create atimeatrical language and asserted the
importance to engage the theatre audience in adticdl process with the action taking
place on the stage. In the same line, the artfdfseoBlack Theatre Movement realized not
only the passivity played by the audience in thst it also the passive role imposed on
the Black community in a society governed by Whitke. These artists initiated a double
task: the restoration of theatre audience and Btattkire from the death imposed on them
by Western imperialism—both political and intelieat The Black Theatre Movement
exploded as a spring of life freed by a new aestheteated by artists who were committed
to and voiced their community’s needs.

Geneviéve Fabre accurately points out that thergenee of African American theatre
is “above all a sociocultural phenomenon and mastxamined as suchFabre’s assertion
can be equally extended to the emergence of Blaektte in South Africa, and this is the
approach that is ensued in this study. If, as dire@bserved, audience/Black community
and culture were enhanced by Black artists, consoess became the main didactic goal
that needed to be taken to the Black communitythab they could abandon their passive
role and take action. In Fabre’s opinion, Africarmérican theatre in the Harlem
Renaissance did not give much attention to thecAfriAmerican community and “to the
development of a cultural politics on its behal§sserting that the question of “links
between theatre and community seems to have beggiylagnored.” Fabre remarks that in
the sixties it was the Black community at larges ffeople of the streets, upon whom main
attention was focused; whereas in the Harlem Reaadi®, at an aesthetic level, the middle-
class rejected the popular forms of expression thede was a “near absence of black
audience.” Moreover, the Black elite did not offepport to the African American artfst.

Fabre believes that the Black Theatre Movemenhefsixties in the United States that
brought African American intellectuals back to thedmmunity is best understood

in light of the experiences of the postwar genemtithe “uprooted” generation. The international
climate of war left blacks without the solid, thdugestricted, influence of the community. They were
drawn further away from ethnic concerns, cut afirirthe past and a knowledge of their history, and
set adrift in a nationwide no-man’s land wherertipéace was poorly defined or in a minority ideptit
that continued to elude them.

4 Geneviéve Fabre, Drumbeathlasks and Metaphor: Contemporary Afro-American TreegCambridge
(Massachusetts) and London (England): Harvard UsityePress, 1983) 1.

S Ibid., 7.
8 Ibid., 8.
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In 1965 the younger generation was caught up inoatiburst of violence that hit the black
community harder than any of the wars in which pebdad fought. Not since the Harlem riots of 1935
had such a crisis swept through northern urbantaheFaced with explosive discontent and the
repression that followed, the young artist andllietéual was forced to reexamine the relation ofdnit
to the community.

It was in the sixties that the dialectical relathip of theatre with its audience was restored.
The Black Theatre Movement in the United States gemsed towards a specific audience,
which did include neither Whites nor the African Aritan bourgeoisie—which had
assimilated the values of the dominant society. fhieatre of the sixties envelops both the
condemnation of bourgeois complicity with White Amga and the celebration of its
ultimate redemptiof.

African American theatre has had a long histoat ttould be traced from the times of
slavery; and the church, as a formalizing ageng played an indelible part that has
strengthened its developménEabre believes that the theatrical character bfjioes
services has not been adequately analyzed, stdtiag “all elements of the future
dramaturgy are thereé”In the past, the church had offered the shelteeravmAfrican
Americans were able to perform, combining improtitsaand ritual. The religious services
evoked audience participation and forms of thealitic that theatre could utilizé.The
theatre that was performed in the plantations,ntiestrels, the short-lived African Grove
Theatre of the turn of the century, the musicalthef1920s—and more concret&8huffle
Alongin 1921, the Black theatres that were opened inefaduring the Renaissance, the
Lafayette Theatre Players and the Federal Theatjed®? in the 1930s, Langston Hughes’
the Harlem Suitcase Theatre (1937) and finally i Hansberry’®\ Raisin in the Suyn
awarded the Critics Circle Award in 1959, offer aea of the long tradition and
development of African American theatre. Continuimith this legacy, the sixties enhanced
the background necessary to witness another ramaiss this time with a more clearly
political and community-oriented commitment asdoal undertaken by its artists.

Unfortunately, the history and tradition of BlaBkuth African theatre still needs wider
research. It has been only recently that Tim Cosibas brought to light the contribution of
H.I.E. Dhlomo, born in 1910, and his work—includihig plays’ asserting its significance
in South African literature written in English. @ththan Dhlomo’s plays, Black theatre in
South Africa commenced to occupy a prominent pladhe sixties with the musicals that
followed the example dfing Kong: An African Jazz Opelia 1957. Athol Fugard’s plays
took a turn from the musicals and presented a meatte which greatly influenced the
subsequent birth of the Black theatre that paeadiehe Black Consciousness Movement.

7 Ibid., 19.
8 Ibid., 27.

9 See Beverly Robinson, “Historical Arenas of AfricAmerican Storytelling,” inTalk That Talk: An Anthology
of African American Storytellingsoss and Barnes, eds. (New York: Simon and Sefilisuchstone, 1989) 211-
216.

10bid., 5.
1 bid., 17.

12 Tim CouzensThe New African: A Study of the Life and Work dffH.Dhlomo(Johannesburg: Ravan Press,
1985). And H.I.E. Dhlomo Collected Works, Vissedaouzens, eds. (Johannesburg: Ravan Press, 1985).
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The political situation under which Black and Cadrpeople are forced to live in South
Africa under apartheid has definitely hindered Wk to be carried out by scholars and
writers to restore the history and tradition of &aSouth African theatre. The
reconstruction of a past, of an African culturesyeaecisely the endeavor undertaken by the
playwrights of the Black Theatre Movement, clos@&lowing the goals and ideology
divulged by the Black Consciousness Movement, unStaphen Biko's leadership.
Although the Black Consciousness Movement reaclegeak in the seventies, it had
begun to be gestated by the end of the 1960s.

The 1960s was an internationally significant decagiarl G. Jung asserts that in the late
part of this decade, the anima (or feminine sidenafe’s personality) in the males and the
animus (or masculine side of female’s personaiitythe female “began to accelerate with
greater acceleration. At the same time the perstarded to undergo a deflation, and the
expansion of consciousness became an aim of thergf@m born during the postwar
years.” Jung claims that a system of personality procaedsdividuate only when it
becomes consciodsThis need to achieve an individual and collecthamsciousness in
order to initiate a self-reflection and self-detaration journey was observed in the writers
of these decades. Only through personal self-tidlee-closely following Frantz Fanon’s
theories applied to Third World cultures—could tr¢ist reach her/his audience and help
concientize them about the situation and active they should learn to play within the
Black community.

Consequently, the artists regarded their art @mmamitted endeavor that needed be
taken to and help their community to stand up amheon their submissiveness, asserting
their cultural and historical values. Furthermarethe process of the Black community’s
concientization, the artists found indispensablesxamine and restore their history and
cultural values, which had been belittled, denied/ar suppressed by the imposition of
Western cultural and artistic values. The artibient took a political stand that was
inextricably connected to the commitment to anctioa of her/his art.

Black theatre artists were determined to abantein silenced position and voice with
energy and power the beauty of Blackness. They determined to destroy the falseness
and simplicity of stereotypes created by White stgcand to show the complexity of their
real selves. And they were determined as well &l ltheir community out of darkness,
reassuring the history of their past; a past teatled to be examined under the light of their
present historical moment in order to formulateirtfature. Hope and celebration of
Blackness, then, together with the activation of tudience’s consciousness, became
pivotal elements of a new theatre aesthetics ttatly rejected the demarcations dictated
by Western artistic parameters. African Americartssts spoke of the creation of Black
Aesthetics; Black South Africans spoke of Black smausness and the Theatre of the
Dispossessed (analyzed in Chapters four and $hiotudy respectively).

In contrast to the Black Theatre Movement that rgge in North America, whose
targets and artistic goals were registered in &emimanifesto, the targets and artistic goals
of the Black Theatre Movement in South African weret transferred into a written

13 Calvin S. Hall and Vernon J. Nordb&,Primer of Jungian Psycholog§New York and Scarborough (Ontario):
New American Library, 1973) 88.

% Ibid., 83.
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pronouncement. The continuous censorship and iomrient of theatre artists—actors,
directors and playwrights, has restricted any @fiaritten declaration that belonged to the
Movement as such. Every single attempt to estaldigheatre group or movement was
continuously hampered by the South African govemmehis study, however, will prove
that, in spite of the absence of a written dedlanatormulating a theatre movement, the
playwrights and their works displayed an aesthetenmitment and goals that were shared
by most of the plays that appeared in the seveatidsighties.

Only a short article by Cedric Callaghan written 1983, entitled “Black Theatre in
South Africa: Links with the United State$, has lightly questioned the possibility of a
comparative analysis between the theatre of theseduntries. When examining the socio-
political background closely, it can be easily oetl that a very similar historical
background had sowed the seed out of which thekBldweatre Movement grew and
flourished in both countries. In addition, althoughch discussion has arisen about whether
the use the term Black theatre is appropriate, lBatists have clearly demonstrated the
existence of differentiated cultural attributesttbharacterize their community, both in the
United States and in South Africa. The historicargtielisms—i.e., racism and White
rule—between both countries are briefly displayed examined in Chapter one.

This study will analyze the different elements poised in Black plays both in North
American and in South Africa. From Black theatreeeged a new aesthetics that is
examined here as the Aesthetics of Self-Affirmatidbhe Aesthetics of Self-Affirmation—
examined in Chapter two—embraces a heterogenedy éhxpresses the unique and
particular components which have shaped Black tedatthe United States and in South
Africa. By self-affirmation, it is understood that writer, as representative of her/his
community, is asserting the specific charactessticat distinguish her/his culture and
her/his gender. Moreover, theatre, as a public gdecame precisely the appropriate
catapult to make public and voice the existenca @llture that had been continuously
undermined by White rule and models. Furthermdreatre was simply the continuation of
a long African oral tradition which the writers weefamiliar with as part of their African
background. This study, however, will demonstrat¢ anly the relationship but also the
differences existing between the Black theatre wdhat emerged out of two different
countries. Black theatre in both countries havepisad the combination of African and/or
African American and Occidental components in alediical relationship with their
historical time period—i.e., their socio-politicahd cultural milieu.

This study also illustrates the necessity to cuiwith further research to provide more
theatrical theories that incorporate new formuléh which Black theatre can be analyzed.
It is the genuine combination of elements expressethe plays of the Black Theatre
Movement that needs to be approached from a diffemétical perspective, other than the
Western models created to be applied to Westerkswdihe playwrights of the Movement
proposed a new aesthetics that they tried to appytheir own works. Most theorists who
examined those plays, however, did not really @eftme lines of their critical approach.
Most of the plays were simply considered agit-papprotest plays, without scholars
having conducted a more profound investigationhef theatrical elements plunged into

15 Cedric Callaghan, “Black Theatre in South Africanks with the United States?,” iBlack American
Literature Forum17, 2 (Summer 1983).
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them. Although much more expansive critical tremdre developed in the eighties to
approach African American literature, especiallgtifin, there is still an eminent need of
devising new methods that help us explore the iglaf African American theatre from a
more theoretical stand. With regard to Black So#éthican theatre, scholars were
encouragingly challenged to find more theoretigadraaches that seem to have been lightly
activated by the end of the eighties.

A significant difference in the development of tMovement in both countries is
acknowledged in this study. On the one hand, Afridaerican theatre included plays by
men and women playwrights, even if the women weaxrteatigned with the Black Theatre
Movement. This significant factor takes us to thaiko of a different aesthetics developed
by male and female playwrights. On the other h&taick South African theatre contains a
majority of men playwrights as well as actors anikalors. Only Fatima Dike's work
received considerable attention in the seventied, @ina Mhlophe’s plays began to be
produced at the end of the eighties.

This study establishes the differences existindpéaesthetics developed either by male
or female playwrights. Female playwrights, usingittpersonal experiences, widened and
completed a simplistic view and broke with the sli@reotypes observed in the male
playwrights’ works of the Movement. These womenyplaghts offered a more complex
picture of their society by voicing the female emipece, absent in plays by male
playwrights. It is necessary to consider this dédfece when approaching plays written by
males that include a woman’s voice. This study risgbat a feminist consciousness grew
out of the parameters activated by the Black Pamer Consciousness Movements. Black
female playwrights manifested a double consciousniésmt embraced their cultural
background as well as their gender. Plays writtgrAfsican American and Black South
African women playwrights are examined in Chapfers and six respectively under the
light of a female aesthetics.

14



CHAPTER |

From the 1950s through the 1980s: A Socio-Political
and Historical Account of the United States/Southca
and the Black Theatre Movement

| used to imagine South Africa somewhere hiddendesp as the most
unspeakable fears that | knew as a child . . .ISéfrica used to seem so far
away. Then it came home to me. It began to sigtiiy meaning of white
hatred here. That was what the streets and the @it the ties covered up, not
very well . . . South Africa was how | came to ursend that | am not against
war; | am against losing the war.

1
June Jordan

For June Jordan the fundamental issue when ctingéSouth Africa and United States
history is the war against racism. An African Ansen writer and scholar, Jordan expresses
her feelings regarding the 1980s, twenty years #fte Civil Rights Movement. There are
significant parallelisms and differences in thetdnigal background of both countries. The
first colonial settlement in the United States aoed in 1607 and Africans were transported
to work in the southern plantations as early as918h South Africa, after the first
European settlement in 1652, Africans, togetheh aitsubstantial importation of slaves as
early as 1658, became the primary labor force tkwite land and the mines. However, the
system of apartheid was not firmly implemented by South African government until
1948; and by 1961 an official Afrikarfedominated Republic was established and
maintained until 1994. The oppression of Black 8dfricans has been likened to the pre-
Civil Rights segregation of African Americans, asaamined by some historians. In fact,
there are several comparative analyses on the ajgweht of North American and South
African history and political thought. Among thesairveys is that of George M.
Fredrickson’s who, like Jordan, identifies racism a major force in the two countries’
historical experiences.

1 June JordarQn Call: Political Essay$Boston: South End Press, 1985) 17.

: Afrikaners are descendants from the Dutch. Théafrer government was the official one during tearg of
apartheid, although both Afrikaans and English wéee official languages at the time. During 199@ 4991
President (Afrikaner) De Klerk and Nelson Mandelarev negotiating the end of apartheid till democrati
elections took place in 1994 with Nelson Mandel&asth African President.
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In White Supremacy: A Comparative Study in Americath South African History
Fredrickson suggests there are several major issugsbuting to racism. Among them is
White supremacy which “refers to the attitudespldgies and policies associated with the
rise of blatant forms of Whites or European domagaover ‘nonwhite’ populations.” He
adds that White supremacy implies “systematic aificenscious efforts to make race or
color a qualification for membership in the civoramunity.” Fredrickson asserts that the
affinity between both countries lie upon large &amfies that include White ideologies,
policies and attitudes; and these elements havéilcoted to the enforcement of more
rigorous and self-conscious forms of racial donorat Fredrickson further affirms that
what precipitated the slave trade in the Southarited States and the South African Cape
was the “crucial assumption that nonwhites werdagable while Europeans were not.”
There are differences, however, when consideringttS@nd Central America, what
Fredrickson calls “the New World.” On the one hafttie New World” pattern of race
relations developed in terms of color. On the otha@nd, in the United States and South
Africa, a more elaborated hierarchy developed basedolor and class—each subdivided
into status.

After slavery was abolished in North America amdit® Africa, other differences can be
established between the North American and Souticakf governments in their definition
and/or legalization of the color bar. South Africafhites class with any person that “can
conceivably pass as White,” whereas in the UnitideS black people class with anyone
who “conceivably passes as a [Black].” On the offgerd, in the United States there has not
been a legalized color bar as it developed in Sdidtita, where anyone was explicitly
forbidden from practicing an occupation or a tré@geause of raceThe North American
color bar existed not because of a requirement ft@ngovernment, but rather because of
its passive role in prohibiting the discriminatgoyactices exercised by trade unions and
private employers. In South Africa, on the othendathe enforceability of the color bar
emerged because “both employers and white workadsitvolved the government more
actively than their [North American] counterpartBi’the United States, it was not until the
significant and militant rise of the 1950s and 196&Tvil Rights Movement that legally
racial separation and disfranchisement began tajss’

When examining the political and social situatadrBlacks in both countries the “areal
aspect of segregation,” too, is important. In Sofftica, the areal aspect of apartheid
segregation determined where people had a righveo The nature of segregation in the
United States was part of an effort to preservaasderarchy between racial groups that
were intermingling, and to separate them by diflifindesigned economical, cultural and
territorial boundarie$.

3 George FredricksorWhite Supremacy: A Comparative Study in Americath Bouth African HistorNew
York and Oxford: Oxford University Press, 1981) xi.

4bid., xvii, xix.
5 Ibid., 70, 87.
8bid., 134, 234.
7 Ibid., 235-39.
8 |bid., 254.
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Black resistance against racism and struggle taimtequal rights has impregnated the
history of both North America and South Africa. &8tastruggle, though, achieved its
culmination with the rise of numerous marches feeflom to obtain civil rights which took
place during the 1950s in both countries. The bletwkrch and the preacher’s voice have
played a noteworthy role in this struggle. In theitedd States, the names of two preachers
need to be mentioned: the 1963 Nobel Prize wirlRev, Martin Luther King (supporting a
non-violent fight) and Malcolm X (defending Blackabbnalism). The work of Martin
Luther King can be paralleled with that of Bishopsihond Tutu (supporting a non-violent
struggle) and Albert Luthuli (President of the A&h National Congress), the 1960 Nobel
Prize winner, who, in 1952, organized a Civil Riglirusade in which thousands of Blacks
demonstrated against apartheid in South Africa.

Malcolm X's work, on the other hand, can be corepato that of two other South
African political activists: Nelson Mandela and @ten Bantu Biko. Mandela was released
in February 1990 after twenty-five years of impris®ent and has been best known as the
leader of the African National Congress. Biko, wietame one of the leaders of the South
African Student Organization (SASO), was at thenfrof the Black Consciousness
Movement since 1968. Malcolm X and Martin Luthen$iwere assassinated in 1965 and
1968 respectively in the United States. Albert ulitdied in 1967 and Stephen Biko died
in 1977 from the wounds caused by torture being keprison. In both countries, Blacks
have sustained a ceaseless struggle to obtain huiglats which oppressive political
systems denied them.

THE STRUGGLE FOR FREEDOM AND THE BLACK THEATRE MOWEENT IN
THE UNITED STATES

The Freedom Struggle and Black Power

Names such as Nat Turner, Frederick Douglassrigialubman, Mary McLeod
Bethune, Maria Sojourner Truth, Booker T. Washingt®W.E.B. DuBois, Carter G.
Woodson, Marcus Garvey, Amy-Jacques Garvey andolome Baker, just to cite a few,
were among the men and women who had led the #trfmygfreedom at different moments
in history, prior to the Civil Rights Movement dfa 1950s and 1960s. All of them voiced
their continuous opposition to a system that deggrithem of their human rights. Marcus
Garvey and his wife Amy-Jacques Garvey and Mari@@B8oer Truth are highly respected
examples who asserted Black pride and utterechtpertance of their African heritage.

Marcus Garvey was a pivotal figure in the develeptof Black Nationalism during the
Harlem Renaissance. He advocated that Blacks ngemeer and economic independence
from Whites. He promoted an economic investmenberaging African Americans to
invest in them and immigrate to Africa. His progrdtine Universal Negro Improvement
Association—UNIA) was designed to raise pride andficlence in Blackness, away from
North America’ Another key figure in the struggle for freedom WssE. B. DuBois, well-

® Theodore G. VincenBlack Power and the Garvey Movem@xew York: Rampart Press, n.d.) 18-27.

17



known philosopher, writer and scholar. He was thanfler of the Pan-African Congress in
1917. DuBois advocated the establishment of a pldgncommunal social system in Black
America. According to Robert L. Allen, “implicit iDuBois’ program was a vision of a
separate and largely self-sufficient black econgnayid, in addition, DuBois maintained
that such a program should be born by the blacknmamity itself in North America’ The
Civil Rights Movement was, then, the outcome of entinan three centuries of black
resistance, that had been nourished by black gallitaders and thinkers such as the ones
mentioned above. From 1919 to 1960, there had hegneat rash of race riots across the
United States. And, in the early 1960s a new blgaheration found another way to attract
national attention: they invented the sit-ins totpst segregation in the schools, being, in
Arthur . Waskow’s own words, “more vigorous and fass violent that the generation of
1919.*"

A major move that helped the rise of the Civil Rgystruggle occurred in December 1,
1955 when Mrs. Rosa Parks refused to leave herBeatseat on a public bus was reserved
for Whites only and, after her refusal to cede, whe arrested. From that moment onward,
a series of marches for freedom emerged, many athwivere led by one of the most
charismatic and influential figures of this centuRgeverend Dr. Martin Luther King.
King’s non-violent struggle has always been comémsto that of another charismatic
leader, Malcolm X. Although Dr. King and Malcolmdiffered in their strategies of how to
carry out the struggle for black liberation, by t#med of their lives they approached each
other’s views. King believed the struggle for freatdhad to be done non-violently based on
human integrity. Malcolm X, under the auspices tddR Nationalism, believed humanity
and humility were different issues and defendedaamed struggle as integral to a
successful black revolution. A black South Africamnister and spokesperson against
apartheid, Alan Boesak has argued that King waporesble for the “radicalization of
black Christianity” and Malcolm X, for the “dechtimnization of black radicalism?™
Whereas the African American novelist, playwrightigphilosopher James Baldwin asserts
that King gave a new life to the Black church aradem a revolutionary gospel to the lives
of oppressed people in North America.

The role of the church was essential in the Momtgiy bus boycott. Emphasizing the
important role that the church has played in thacBlcommunity throughout African
American history, James A. Colaiaco alleges thatcthurch provided “both a refuge from a
hostile white society and a place for political isbactivities.” Colaiaco unveils the main
reasons for it: “Leaders also came from the chdocheducated black men were often
drawn to the ministry. Financially supported byogdl congregation, the black preacher
could afford to remain independent of white soci€fhe black church spawned many
leaders of the civil rights movement in the 1950d 4960s, from Martin L. King, Jr., and

10 Robert L. Allen,Black Awakening in Capitalist America: An Analytitistory (Garden City, New York:
Anchor Books, 1970) 276-277.

11 Arthur I. Waskow,From Race Riot to Sit-In, 1919 and the 1960s: Altn the Connections between Conflict
and ViolencgGarden City, New York: Anchor Books/Doubleday aal, 1967) 225.

12 plan BoesakComing in out of the Wilderness: A Comparative riptetation of the Ethics of Martin Luther
King, Jr., and Malcolm XKampen, Holland: Kamper Cahiers, no. 28, Uitgegeoor Uitgeversmaatschappij
J.H.Kok, n.d.] 28, 13.
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Ralph Abernathy to Andrew Young and Jesse Jacksdre church would equally play a
similar role in South Africa by this time, as wille examined later. Both Dr. King and
Malcolm X were rooted out of church experiencesl towards the end of their lives, “not
much was left of King’s bourgeois life: he was twoe to his calling to remain that; and
Malcolm did change; he was too honest a man natioit that.” Both leaders had sown a
seed in the minds of African Americans and theggfieiwas going to be continued.

On the other hand, the 1960s witnessed the birth slogan that characterized this
decade: Black Power, or the affirmation of a plajasy with strong bases on the theories of
earlier African American leaders, writers and sehml According to James A.
Geschwender, Black Power was a development “intgiate between the old civil rights
movement and ghetto uprisings . The lack of black power meant slavery.” He adds th
for many “Black Power’ was a slogan and tacticildedately used to increase morale and
esprit de corps It [aided] in the development of a sense of woahd value and
[contributed] strongly to the emergence of faitkihally, the “Black Power Movement”

was anti-capitalist and anti-imperialilgﬁaymond S. Franklin alleges that Black Power was
“neither a separatist nor an integrationist doetraind therefore it [was] not directly related
to either narrow nationalist formulations of thespaor civil rights ones of the present. It
[was] an answer to the Negro dilemma of neithendpeable to separate nor integrate.”
Moreover, he adds “[in] the realm of tactics analgo. . . Black Power [was] becoming
increasingly revolutionary, employing both legaldaextra-legal tactics. Ultimately it
[sought] to resolve the Negro problem in co-ratémims, a proposition which [warranted]
serious attention and collaboratioh.”

Black Power wanted to engage other non-White ggonpghe same struggle since they
considered it a struggle for social progress. AsdBeiender points out, Black Power
ideology was inevitably socialist for it consideredpitalism to be exploitative and any
battle against oppression needed to be againstatiami.’ In this line, Dr. King and
Malcolm X shared with Black Power two main fundamtads First, they saw the need to
oppose and change the oppressive system of capitalAnd, second, both leaders
coincided with the ideology of black pride and/¢dadk consciousness. In this regard, it is
necessary to underscore that black consciousnessrdit mean inverted racism, as many
critics have constantly misunderstood, bukeaessary step towards self-determination

The Black Panthers emerged as a branch extending Black Power. The Panthers
adopted the idea of black consciousness and defende a black nationalism, but a
national consciousness. Like the French-Martinipaychoanalyst and social philosopher
Frantz Fanon, Panthers also saw a “close connelgéitween a people’s struggle and their

14 James A. Colaiacdyiartin Luther King, Jr.: Apostle of Militant Nonvience (New York: St. Martin's Press,
1988) 7.

15 Boesakop. cit,4.
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culture.™ Fanon’s theories (highly regarded among AfricafricAn American and Third

World® nationalists) expanded the concept of nationalsciomisness, professing that
international consciousness lives and grows ahé&set of national consciousness and “this
two-fold emerging is ultimately only the sourcealif culture.” He believed that the Third
World should unite in the same consciousness dieuggd African Americans were part of
it. However, this struggle had to create somethivag was not an imitation of Europe like
the one which had extended itself into the Unitedtes: “Two centuries ago, a former
European colony decided to catch up with Europesuticeeded so well that the United
States of America became a monster, in which tidstahe sickness, and the inhumanity of
Europe have grown to appalling dimensions” Instead, he proposed to try “to create the
whole man, whom Europe has been incapable of mgngiumphant birth . . If we want
humanity to advance a step further, if we wantriagit up to a different level than that
which Europe has shown it, then we must invent wadmust make discoveries. . We
must work out new concept&Fanon actually considered the national revolutieaded to
be socialisf’

The Black Panthers (organized in 1966 by BobbyeSaad Huey P. Newton) followed
Fanon'’s idea of a socialist and international gjteded by the people who were oppressed
by imperialism and capitalism. They created edooati programs that would help raise
consciousness among African Americ&niduey P. Newton, who was Minister of Defense
of the Party, pointed out that their party was Mgtrkeninist because they followed “the
dialectical method and [they] also [integrated]atyewith practice.” And because they used
the method of dialectical materialism, they did eapect things to stay the same but to
change, for history is change (a concept that walsd be defended in the Black Theatre
Movement)” Newton asserted that his party was aboigrcommunalismbecause nations
have been transformed into communities of the wifidHe perceived that there was no
difference between what was happening to the btackmunity in Harlem and the black

19 Bernard Romaric Boxill, “A Philosophical Examinatioof Black Protest Thought,” Ph. D. Dissertation,
University of California at Los Angeles, 1971, 77.
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community in South Africa, or the black communitigs Angola or in Mozambiqué.
Newton appraised the need of an international uaigainst imperialism, as Che Guevara
had proclaimed in Latin America, defending the Mstrkeninist philosophy as well. He
defended an international consciousness and figfatinat international imperialism.
Moreover, Guevara perceived the need to transfemiridividual’s mental structures in
order to creatdhe New Manan idea that was also spread by the Black Conscéss
Movement in South Africd. Guevara, like Fanon, was also highly respectedthay
Panthers.

The Black Panthers considered that the churchetesdme reforms, too. Among them,
the church needed particular attention for it stidag a community and not an institution.
Newton had also the concept that most Pan-Afritansvements aligned with the United
States’ imperialism, because, in his opinion, tiveye cooperating to accept the philosophy
of Black oppressing BlackHe supported the people of Africa, though, butheir fight
against imperialisrfi. The Black Panthers followed Malcolm X’s idea amad struggle to
defend the rights of Blacks as it was justified Ngwton: “We are hooked up with the
people who are rising up all over the world wittmarbecause we feel that only with the
power of the gun will the bourgeoisie be destroged the world transformed’’Robert
Allen also finds a connection between the Third Wand some of the people living in the
United States, asserting that the Third World “esqgast as surely within America as it does
across the sead”Moreover, he refers to the African American schéfarold Cruse who
in 1962 declared that from the beginning Blacks baidted asxolonial beingsand that
their enslavement coincided with “the colonial exgian of European powers and was
nothing more or less than a condition of domestilomalism . . Instead of the United
States establishing a colonial empire in Africabribught the colonial system home and
installed it in the Southern States’ However, Allen finds a slight difference with gele
living in Third World countries: “The only factor hich differentiates the Negro’s status
from that of a pure colonial status is that hisifims is maintained in the ‘home’ country in
close proximity to the dominant racial grou.By the end of the 1960s there seemed to be
a consensus among back revolutionaries scholarsvatets on the relationship between
the situation of the African Americans and the gespf the Third World. Liberation from
colonization through self-determination was a commoal pursued by the two.

Among the leaders and liberation groups quotedv@bdhe Black Panthers were
probably the only ones who really appraised thedr@fewomen’s and gay’s liberation as
part of the same struggle, which did not seem tgdmt of the manifestoes of the other
movements of the 1960s: “We recognize the womegts to be free . . . We know that
homosexuality is a fact that exists, and we mustetstand it in its purest form: that is, a
person should have the freedom to use his bodyhatever way [s/lhe want&’Newton
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insisted that people should not use racist attguatginst people who behave or have ideas
other than the established norm. In contrast toRhathers’ philosophy on gender and
sexual identity, the philosophy of cultural natitiera that was developed in the 1960s and
advocated by most of its very well known writers swaxtremely chauvinistic and
conservative in their views about women. The naofewomen who participated in the
struggle for freedom seemed to have been erasedtfreir records. Even when the Black
Theatre Movement arose, a great number of plagsnatied out of it that did not depict the
complexity sheltered in by women. There were treoabout Black Theatre and the New
Black Man, but nothing was written appraising theck woman’s double oppression: her
color and her sex. The Black Panthers had beeortlyeones to identify with and support
women and gay liberation movements—the fact thatym&/hite women were involved
with the Panthers might have contributed to thapp®rt.

The Black Theatre Movement

The Black Theatre Movement in the United Stateserparallel to the political and
freedom movements of the 1960s. Although Lorrairamstherry had made the first great
contribution with her playA Raisin in the Sun(1959), Amiri Baraka designed the
formulations and became the main leader of the newlMovement. The Black Theatre
Movement practiced the philosophy of black conssimss, black liberation and self-
determination by establishing new art aestheti¢aclBAesthetics. Amiri Baraka defended
the idea that the new revolutionary theatre shéarck change

The Black Arts Movement is radically opposed to anpcept of the artist that alienates him from his
community. Black arts is the aesthetic and spititister of the Black Power concept. As such, it
envisions an art that speaks directly to the needb aspirations of Black Americans. In order to
perform this task, the Black Arts Movement propoaegadical reordering of the Western cultural
aesthetic. It proposes a separate symbolism, nogiiptritique, and iconologi.

Baraka, then, summarized in a few lines the maintpaestablished and launched by the
Movement: the conjunction of art and community; gtelosophy of Black Power; an art
created for the specific needs of the African Awemi community; and, a completely
different aesthetic that reordered the Western ribedfilled with racist symbols and
stereotypes in their portrayals of blacks.

In order to understand Baraka’s theory, it is 8saey to remember that throughout the
history of African Americans in North America, théyave always been depicted as
perceived by the Euro-American mind, which comgjetistorted their image and reduced
it to a simplistic portrayal or grotesque caricaturhis does not mean that, as examined
earlier, there was not a Blacks’ resistance agd#ieste depictions. Nevertheless, due to the
institutional and economic situation that Africaméricans have been forced to face, they
needed to depend on White sponsorship to prod@iedivn works (i.e., in order to depict
themselves).

34 Amiri Baraka: The Kaleidoscopic Torch. A LiterarsiBiute, n.a. (New York: Steppingstones Press, 1985) 165.
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The Harlem Renaissance was the first significartop that illustrates an attempt to
reconstruct African Americans’ identity in the arffhe 1920s and beginning of the 1930s
witnessed an explosion of African American musitgrature and theatre productions.
Nathan I. Huggins agrees with Alain Locke in conogdthat “Harlem contributed to a
maturity of racial concept” for it encouraged “thew appreciation of folk roots and culture
that was part of the spirit of the renaissaricédngston Hughes stands as one of the most
important and key influential figures at the tim@ongreatly contributed to depict a more
truthful image of the Black community. Apart froret artists, other factors such as the
African American immigration wave that flourisheflem World War | from rural to urban
areas, especially to cities, also contributed i® ¢hange by shifting the Black image from
rural to urbari‘This immigration highly contributed to the enlargarh of the African
American community in Harlem that supported the eliggment of Blacks along with
Garvey's Movement based upBtack Prideand the mott®lack is Beautiful

George Fredrickson, however, asserts that it wasmtil the 1930s and early 1940s that
stereotypes about blacks were no longer possililéhéitime, for the firs time, there were
African American writers such as William Attaway daiRichard Wright who began to
present lower class African Americans “as producfsan oppressive environment,
discontented victims of racial and economic ingestivho expressed their frustration by
lashing out violently against the world around th&m Furthermore, Fredrickson
emphasizes the importance of the liberal enviroriatists that appeared after World War 11
and who affrmed that the apparent differences betwraces were the result of
environment. This philosophy provided the basis floe Civil Rights and integration
movements of the 1950s and 1960s.

It is clear, however, that the Harlem Renaissamperated an enormous influence in
African Americans’ process of self-affirmation wieosulmination would be achieved by the
Black Theatre Movement of the 1960s. The Black tieeaf the Harlem Renaissance that
was best known was more a theatre of entertainniedirectly commenting on social,
political, domestic and cultural milieu confrontiddrican Americans: The Black theatre
of the 1960s and 1970s, on the other hand, was coonenitted, political and anti-White. In
the 1960s Black theatre, even more than duringéméem Renaissance, strongly insisted
on and praised the existence of another culture ted grown parallel to the Anglo-
American: that of African Americaris.

Self-recognition and introspection as charactesstf the Black Theatre Movement of
the 1960s were necessary and extremely signifizgelmevements in the self-determination
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of African American cultural process. Understandinffure as a process means, according
to Lawrence W. Levine in his bod¥ack Culture and Black Consciousnesgt culture is
“the product of interaction between the past and presikattoughness and resiliency are
determined not by a culture ability to withstandaee, which indeed may be a sign of
stagnation not life, but its ability to react ciigaly and responsively to the realities of a new
situation.” Levine’s pivotal point of interaction between th&st and present of culture was
fundamental in the formation of the new Black Avtevement. The Movement attempted
to recuperate the African American tradition anthlelsh a dialectical relationship between
their past and their present, and became the bésigltural nationalism, of which Baraka
was the major spokesperson. In spite of their i@ty views upon the African American
woman, cultural nationalism comprised relevant congmts. A primary writer of the era,
Larry Neal, pointed out that the artist neededréate a national consciousness and purpose
in order to rise above the Western tradition arghter a more humanistic attitude about the
“relationship of art and society’”

The aesthetics of the Black Theatre Movement @nasl art as functional. Art and life,
according to Neal, were separated in the Westedition, and for the Movement they
needed to be together: “Art and life are. integral to each other and since life is change in
this cosmological view, art must be changeBlack theatre artists, in their search for a new
aesthetic expression, adopted some of the African/drican American folk traditions and
philosophy—such as ritually being one with the cosmRobert Macbeth indicated the
significance of ritual: “We're suggesting that Hageople have weapons other than white
people’s weapons; at that point we're saying thettsgare not necessarily the only means of
dealing with difficulties; that one can deal in eththings; that there are perhaps spiritual,
perhaps mystic things, mystic qualities: the blackgic . . " Ritual became, then, an
element intrinsic to and necessary for Black ad artist: “The ritual can not only free
black people, but itan also clarify for [them] their ultimate strengtland powerl believe
that in the ritual there’s a greater sense of ppakforce, spiritual current. It is a releasing
kind of experience* Moreover, Macbeth reinforced the values of ritimregard to its
communion between the audience and the actorkelntual there was an effort made by a
group of people in using their “spiritual forcesvard a kind of object, which is the
togetherness, the nation, the nationhood, the Béhggrealization, the recognition of the
self.” He further clarified that each individual couldvetp her/his own self by being part
of a collective effort—which again strengthened ih@vement’s position against Western
individualism.

Oliver Jackson, referring to Kuntu Drama, defirtkes theatre play as “the ritualized
context of reality” where the content is the maidnce. Drama derives its purpose from a
cosmic source, “that is, it is defined by man’serah the cosmos.” Moreover, Jackson

“1Lawrence W. LevineBlack Culture and Black Consciousness: Afro-Ameri€alk Thought from Slavery to
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considers that ethics and aesthetics are intimatgited” This theatre, then, acquires a
sacred status which reflects the African tradisbrtommunion between religion and art, as
Marvin X himself asserted at the time of the Blatheatre Movement: “We make no
separation between art and religion, they are Oneenfthing is Everything. Art is the
highest celebration of God, for whom we create celebrate the Creator, we acknowledge
His power and glory, which is our owfi. Therefore, theatre consisted of a celebration of
both individuals as selves and the community thelpriged to. The audience, then, at that
time took a much more active role by includingstpart of the theatrical experience—as it
happened, for instance, in the African traditiord am the Morality plays of the Middle
Ages.

A play considered a milestone in the history e&Xtew Black Theatrgvas Jean Genet's
The Blacksfirst staged in 1958. Mance Williams considera tBenet’s play demonstrated
“the power inherent in ritual drama and showed poads that a new White audience had
arrived.” The Blacksoffered a new perspective for “the eventual bisthmore radical
theatre forms that were to be therapeutic and qiaatiory.” Williams’ assertion about
Genet’s great influence on the theatre of the timeertainly true. However, he neither
mentions the tremendous input and force that Hangli@enet's contemporary) had in the
shaping of the Movement, nor the international irsgfon that later playwrights such as the
Nigerian Wole Soyinka and South African John Kaiinston Ntshona and Athol Fugard
exerted on the Movement.

Black theatre was perceived as a totality, insthiese that it needed to be a combination
of music, art, drama and dance, as Richard Weslpsessed when referring to the theatre
performed by the Black group settled in Harlem, Neav Lafayette Player8.This notion
conveyed also the search of a new theatrical laggguBaul C. Harrison observes that in
Black theatre the “secular evocation of spirit vedesarly apparent in black music, paving
the way for the poets of the sixties—such as Barhéery Neal, Ted Joans, Henry Dumas,
Sonia Sanchez . . .—to explore the use of museahniques in language.” Besides,
Harrison adds that song, which is the “heightengatession of the word,” is implicit in
poetic languag®.

The writers of the 1960s assessed the necessiynafw language that could express
their feelings and emotions more forcefully. Rorré¢ea asserted that Black art was both
form and feeling, but in order to express thatifeglthey needed “to break the linguistic
straight jacket of [their] master, who taught [tHefher/lhis language, so [s/]he could
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understand [them], although [blacks] could hardigerstand [themselves].’Amiri Baraka
expressed the same need in his search for a ngwdgea:

Sometimes | try to work out ofgurely emotional languagthat sometimes doesn’t even have much to
do with English. It has to do with sounds, andrsitss, and emphasis, and using rhythms in certain
ways. I've been doing this in poetry . We have to get to a language that expresses itige tthat we
need to have expressed. | think it is going to move beyond this languagtink it's going to be a
combination of what we understand as being Blaoguage—the rhythms-but making reference to
ideas that might not be completely known to ustrighw . . . The most important language that I'm
developing ighe language of the Black man as a conquéror

Baraka clearly explains how the need for self-afition needs a new language as a main
venue for that expression, and he had alreadyedtediat language in the poetry that is
reflected in and has shaped the theatricality ®@phays.

It is significant to notice that most of the plajgihts who belonged to the Black Theatre
Movement in the United States and in South Africgevpoets as well. There was a clear
continuation of the African oral tradition wheregity and theatre were connected (in the
Xhosa and Zulu traditions, for instance, it is onsary that the poets perform their
poetry)®® However, even in poetry, the Black Arts Movemegjected abstractions and,
consequently, poetry acquired a specific functiod action: “No more abstractions. Poems
are physical entities: fists, daggers, airplanas poems that shoot guns,” affirmed Larry
Neal referring to Baraka’s “Black Art” poem as aal examplé'

By the end of the 1960s, there was an expansicheidea of Black theatre. Although
still faithful to the idea of Black consciousnegtsstarted to approach the Black Panthers’
ideology and found a clear linkage with the artvedi@ped in Third World countries.
Regarding the Black Aesthetic, Neal observed thabnsisted essentially of an African
American cultural tradition; however, this aestbéfivas] finally, by implication, broader
than that tradition. It [encompassed] most of teeable elements of Third World culturg.”
Douglas Turner Ward believed that by 1968 Blackscayusness had ascended in the
United States. It was also during this time thagp8en Biko was beginning to lead the
Black Consciousness Movement in South Africa.

The artist’s role in this consciousness movemet i Black Panther Emory Douglas’
opinion a revolutionary one. The revolutionary sirtieeded “to feel what the people who
[threw] rocks and bottles at the oppressor [feltlew [s/]he [drew] about it—so that [s/]he
[could] raise their level of consciousness. Without being committed to the struggle for
liberation the artist could not express revolutiynart at all.*® Baraka in the Pan-African
Cultural Festival held in Algiers in 1969 also deded the idea of the committed artist. At

51Maulana Ron Karenga: “On Black Art,” in Black Thea (1969): 10.

52 Marvin X, “Interview with Amiri Baraka,” inBlack Theatrel (1968): 20-21. Emphasis added.

53 SACHED, “Oral Tradition in Xhosa and Zulu Literag\i’ as part of a symposium held in Durban, 198%d¢o
Tape].

54 Larry Neal, “The Black Arts Movement,” ifihe Drama Review2, 4 (Summer 1968): 32.

5 bid., 30.

% Emory Douglas, “On Revolutionary Art and Artist&’ The Black Panther Leaders Speak: Huey P. Newton,

Bobby Seale, Eldridge Cleaver and Company Speaki@aigh the Black Panther Party’s Official Newspap
(Metuchen, New Jersey: The Scarecrow Press, 18§)131.

26



the same conference, Emory Douglas openly exprebsellack Panthers’ rejection of the
cultural nationalism defended years earlier in Black Theatre Movement. Douglas
noticed that the Panthers were revolutionary natists “with a revolutionary culture,

which [transcended] [the African American] commuiriit’

Baraka, on the other hand, in a succinct and elegrdefined what Black art was by the
end of the 1960s. He considered Black art to biecdle, functional and committed, and it
needed to have a national consciousheBy collective he meant that art should originate
in the collective experience of black people; bynoutted, that art should force change—
revolutionary change; and by functional, that ieded to have a function within the black
community and especially in the world. Moreover, ehglained that black theatre had a
nationalistic spirit for there was a need for blapaople “to express themselves,” “for their
minds to expand” and for them “to create forms” ebhivould express the “totality of their
visions.” Finally, Black art needed to be “comniittem the Black Revolution, otherwise [it
would be] invalid.” His call for the new artists wian understanding that “there [were]
Black people [there] who [needed] to be touchedo \Wieeded] the spirit that the artist
[was] supposed to providé€’'Consequently, Baraka placed a great responsihifipn the
Black artists in connection to their community.

To end this section on the Black Theatre Moventetite United States, it is necessary
to acknowledge the different theatre groups thatrged from it and the place occupied by
African American women playwrights at the time. Amgothe theatre groups that emerged
during the 1960s, the best well known were The Nefayette Players (led by Robert
Macbeth, in Harlem, New York); the Negro Ensembtanpany (led by Douglas T. Ward,
in New York); the Black Educational Theatre of Jamancisco (whose aim was to use
theatre to educate the black communitythe Aldridge Players/West (in Berkel€y)the
Free Southern Theatre (led by John O’Neal, in Neveads)” and the Inner City Group
(led by Bernard Jackson, in Los Angeles). Manyhafse groups functioned as workshop
theatres being improvisation the main venue foirthigeatrical creations. Colleges and
universities, too, included Black theatre literatand productions as part of their curricula
(i.e., Texas Southern University and the Universify California at Los Angeles and
Berkeley). Finally, there was also a street thethta¢ was performed for people who could

57“pan-African Cultural Festival, 1969, Algiers,” Black Theatres (1969): 23.

58 At the beginning of the century, W.E.B. DuBois helteady envisioned the need of a national consniss
and he had greatly contributed to the developmémlack consciousness. He believed that Blacksalideas
“the ideal of human brotherhood, gained throughuhiéying ideal of Race; the ideal of fostering atel/eloping
the traits and talents of the Negro, not in oppasito or contempt for other races, but ratherangé conformity
to the greater ideals of the American Republi@ritter that some day on American soil two world-sacey give
each to each those characteristics both so bachy’I&V.E. B. DuBois, The Souls of Black Folk (Sbarough
and Ontario: New American Library, 1982) 52). Instlquote DuBois is also aware of the lack of knalgk
existing between Blacks and Whites, although livamgthe same soil.

59Black Theatres (1969): 27-30.

80See Marvin X, “Manifesto: The Black Educational @itre of San Francisco,” iBlack Theatres (1969): 30-
35.

51 See Henrietta Harris, “Building a Black Theatre Theatre Drama Revied2-4 (Summer 1968): 157-58.

52 See John O’Neal, “Motion in the Ocean: Some Palititimensions of the Free Southern TheatreThieatre
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not afford the theatre. Other types of theatrejefned by Ed Bullins, were the theatre of
serious Black writers—underground productions, agetrilla theatre—and agit-prop
theatre”

Regarding categories of different expressions domnBlack theatre plays, Ed Bullins
differentiated between two types: the Black Revohary theatre that implied a victorious
struggle; and the theatre of Black Experience tledineated familiar situations so that the
Black audience could “inquire into their meaningaid which usually presented urban
settings’’ Mance Williams speaks of a Theatre of Reality fodbe confused with Realism),
in which he includes Ed Bullin’s work; and Revotutary Theatre, of which Amiri Baraka
would be best representatilélhe theatre of this period, however, aimed atmaé goal:
self-determination of the artists as part of tlkeimmunity and of African American culture.

On the other hand, the space that should have bessrved for Black women
playwrights during the Black Theatre Movement wasasserted as it deserved and, with a
couple of exceptions, they remained excluded frorkurthermore, when referring to the
female characters depicted by the male playwridgblizabeth Brown-Guillory has stated
that Baraka and Bullins portrayed Blacks as sesmsitiard working and rational, but many
of their plays dealt exclusively with the Black malxperience in North America, while the
portraits of women were simplistic and uninterestiin contrast to the 1960s, the 1970s
would grow as a different decade for Black womecaose, as noticed by Brown-Guillory,
there was a rebirth of the Feminist Movement of 1860s and African American writers
would make “a significant gain as a result of tHadR Power and women’s movemefit.”
Some African American women playwrights, such asridthe Kennedy, were not
considered part of the Black Theatre Movement, beeahey did not present the same
socio-political problems as men did. This exclusi@isymptomatic for the different Black
Power and Black Consciousness movements ignoreappeession Black women were
suffering from the government and from Black merheTAfrican American scholar
Margaret Wilkerson affirms that the female charextiepicted in the plays written by these
Black women playwrights incorporated new componeatsating a world in which the
personal became political; a world “in which sonieghas intimate as one’s hair [might]
indeed declare one’s politics . Connections [were] forged between a black womhips
and thighs and the politics of beauty, or betwegride man’s compassionate gesture and a
black man’s rebellion” Expanding on this idea, Brown-Guillory has addbdt tBlack
playwrights such as Alice Childress, Lorraine Hasp and Ntozake Shange literally

8 Hatch-Billops Collection, “Black Theatre/White Geis,” New York Cultural Center Symposium, Octob@ 1
1973 [Audio Tape].

64 Leslie Catherine SandefBhe Development of Black Theatre in AmefBaton Rouge and London: Louisiana
State University Press, 1988) 14.

8 williams, op. cit, 156.

% Elizabeth Brown-Guillory, Their Place on Stage: @&aWomen Playwrights in America (New York:
Greenwood Press, 1988) 108, 119. Needless to bayBlack Power movement of the 1960s was of great
influence on the Women’s Movement as well.

5”Margaret Wilkerson, edNine Plays by Black WoméNew York: New American Library, 1986) xiii-xiv.
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reshaped American theatre by including their owncg@gtions and visions of African
Americans”

THE STRUGGLE FOR FREEDOM AND THE BLACK THEATRE MOWAENT IN
SOUTH AFRICA

The Freedom Struggle and the Black Consciousnes®ivient

Blacks in South Africa had been governed by a Whitinority and remained as
foreigners in their own homeland for more than g¢hcenturies. This difference needs to be
kept in mind when examining the history of Blachksthie United States and South Africa.
Nevertheless, like in North America, Blacks in Soufrica always demonstrated a
continuous resistance to the dominant regime inghosethem throughout those centuries.
Nelson Mandela briefly explained the situation ¢didks during the “Treason Trial” (1964)
while apartheid was still established in South &dri “The lack of human dignity
experienced by Africans is the direct result of fhalicy of white supremacy. White
supremacy implies black inferiority. Legislationsined to preserve white supremacy
entendres this notion. . [Africans] want equal political rights, becausehaeiut them our
disabilities will be permanent”The system of apartheid or doctrine of racial sgation
was the philosophy of the National party that rufeduth Africa from 1948 till first
democratic elections in 1994Mandela had achieved the stature of a nationalelefor
Black South Africans and a worldwide hero for hisiggle in defense of Africans’ rights
during the years of apartheid. His struggle, howewas the continuation of a liberation
movement that had reached its height after World WVa

The Black Consciousness Movement of the 1970somtSAfrica was gestated and
developed out of a series of important historicatl antellectual antecedents that had
permeated Black South African history. As earlyl848 there was a strike carried out by
the African sanitation workers, and in 1919, a gassing movement.On the other hand,
the first Black political organization originated the 1880s and it has its basis in the
Eastern Cape. Mokgethi Motlhabi claims that thigamization “represented a change of
strategy in the Black people’s resistance to caliism.” After suffering repeated defeats in
their military resistance in 1912 “a more natiopatiriented [organization], the ANC
[African National Congress]” took over as the Aficpeople’s political organization and
continued as the main resistance movement untiag banned in 19641n this line, Anton

%8 |bid, 105.
59 Donald WoodsBiko (New York and London: Paddington Press, Ltd., 19/®8)

" Gail M. Gerhart,Black Power in South Africa: The Evolution of aredtbgy (Berkeley: University of
California Press, 1978).

"The pass system was introduced by the British B91&imilar to the South African pass system, i tited
States there was a system for “presenting |.Dptinlic presence” occurred as part of the slavesyesy.

2 Mokgethi Motlhabi, The Theory and Practice of Black Resistance to thei: A Social-Ethical Analysis
(Johannesburg: Skotaville Publishers, 1987) xix.
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Muziwakhe Lembede, a Zulu schoolmaster, is consitlén be the main architect of a first
full designed ideology of African nationalism inethl940s. Although he condemned
capitalism as an exploitative system, he did n&e thlarxism as an option; instead, he
vaguely defined socialism. Lembede’s Africanism luded the proclamation of an
affirmative and self-assertive image imbued witli@rin the past and a confident vision of
the future. In 1949 emerged the Youth League, follg Lembede’s principles, with its
program of civil disobedience (boycotts and stijka@is strategy was mainly based on the
principle on non-collaboration. The League suppbrgelf-determination and national
freedom, and its ultimate goal was “to set thesasbne-man-one-voté:”

After Lembede’s death in 1947, the Youth Leaguetered around the personality of
Ashby Peter Mda, who strictly maintained the fundatal principles established by his
predecessor. In the following years, the ANC appeaio be alarmed at the evident
solicitation for an African race consciousness. Mdaolitical belief was based on the
assumption that South Africa was going towards ravitable revolution and Africans
would forcibly appropriate power from Whit€sAccording to Motlhabi, the Youth League
had its roots in the nineteenth century Ethiopiasvément; forerunner of the subsequent
African philosophies that aimed at Black unity tmront White powef Motlhabi refers to
two different sections within the ANC, the wing thfe moderatesand the wing of the

S Gerhart,op. cit, 83.
" Ibid., 129-131.

5 J.Mutero Chirenje in his bodkthiopianism and Afro-Americans in Southern Afit883-1916 (Baton Rouge
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Methodist church, led by Richard Allen (a formeava who had purchased his freedom from his master77).
AME and the National Baptist Convention sent misaiies to southern Africa, being the Reverend Ratkson
the first agent to South Africa in 1894. Chirengserts that the rise of independent African chugets in many
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since Jan van Riebeck’s settlement at Cape Towl®52." (p. 7) And Rev. Allen Lea asserts that thiei&pian
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church in South Africa (in 1892) was that “of beiagacial church composed of a controlled by Afigé In
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national extremistsThe PAC (Pan Africanist Congress) was a consemuehthe lattef’
The scission in the ANC seems to have originatedtdiuhe alliance that appeared between
the Transvaal leadership of the ANC and the IndZongress in 1951-52. Robert
Sobukwe, who took the lead of the PAC in 1959, dweld that Africans’ “only
consciousness of oppression as a race could dexw thgether and inspire them to the
necessary heights of sacrifice and suffering,” aherefore, “only the preaching of a
blacks-only nationalism could in turn inspire thiscessary level of consciousneSsThe
ANC was recognized for its position of non-violeng¢hereas the PAC “left its options
open regarding methods of struggieThe ANC included members such as Walter Sisulo
(ANC secretary general in 1949), Albert Luthuli (&Npresident in 1952) and Oliver
Tambo (ANC president following the imprisonmentfafmer president Nelson Mandela).
According to Motlhabi, the PAC ideology stood beem the ANC and the BCM (Black
Consciousness Movement). When the BCM originatethénearly 1970s, its ideological
stance approached that of the PAC, but the mdfierdifce between the BCM, the ANC and
the PAC was on terms of strategy. Before the Movenadeveloped a fully elaborated
strategy, the White-ruled government banned the BEWO77%" Gerhart asserts that, after
the SASO (South African Student Organization) washbn 1968, the ANC and PAC “did
no longer function as organizations in South Aftrialihough they were still “a force to be
reckoned with.” The PAC had articulated SASO’s samationalist goal: “[The]
reconstruction of South Africa as an essentiallyicaih society into which whites would
have to fit as best as they coufdiThis is a crucial point in considering the diffeces
between the situation of African Americans in thaiteld States and that of Blacks in South
Africa. Although Blacks in both countries appraisé need to fight imperialism and
colonialism,the BCM established that the creation of a sodmtyged on African cultural
systemswas its fundamental and ultimate goal because Were living in Africa, not in
Europe. Biko found this primal difference betweelad® Power in the United States and
Black Consciousness in South Africa: “Black Powsrttie preparation of a group for
participation in [an] already established societyd Black Power therefore in the States
operates like a minority philosophy. Like, you halewish power, Italian power, Irish
power and so on in the United Stat&sThe ideology of Black Panthers, though, aimed
towards the creation of a socialist-based socrethe United States, as well as in the world.
At this point, it is necessary to add that, duéhtoconstant banning of different political
organizations and imprisonment of African leadarsSouth Africa during the years of
apartheid, none of them could fully develop a polohy and strategy that could confront
the government’'s apartheid policy on a steady giourhe South African system of
apartheid preserved a physical areal separatiomeprdssion on the Black majority. In the
United States, after segregation was abolishedhan $outhern States and after the
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proclamation of the Civil Rights Act when the latlodished racism, the color bar continued
to exist in the minds of North Americans. AfricamaAricans, then, were faced with not just
a physical but rather a mental segregation. Negkss, it is important to remark that
African Americans finally succeeded in obtainingisative protection and equal rights in
the 1960s, while Black South Africans had to figtill rigorously for three more decades
against the oppressive rules of White supremacylaintgd by the apartheid system.
Furthermore, during the years of apartheid, when®lacks rebelled against the South
African government’s brutal treatment, they recdineore and more violent responses with
the implantation of severer measures to controlirikarrections—such as different States
of Emergency, Immorality Acts, and Terrorist Acts.

The Freedom Charter was an important expressiomesitance whose basis was
established upon the popular masses in the 1958splé®s Congress of the African
National Congress created this document. Raymoritheuand Jeremy Cronin in their
study incorporated the Charter’s initial definition

The Freedom Charter will be the Charter of the detsaf all the South African people for the things
that they want to make their lives happy and ftewill be a document to guide all our future work,
but it will be written by the ordinary people themselvdwough the demands that they themselves
send in. It is hoped that thousands and thousahdatberings, some small, some large, will be held
where people can speak freely of their own livesatwchanges they want in their way of life, in the
laws they live under and in the conditidhs.

The Charter claimed to be anti-imperialist and worhad participated in its development
in equal terms to the men (the Charter has a clthetedemanded that every man and
woman had the right to vote and stand as candidaA@song these women was Francis
Baard, founder member of the Federation of Soutit&f Women, who has professed that
women had been deeply involved in the struggk.clear example of Black women’s

struggle and activism was the 1956 march, wheréy stxousand women marched in
Pretoria to protest against a new law that demattu®dshould carry passes like the men.

Since 1948 Mokgethi Motlhabi has distinguishedrfsignificant moments of Black
resistance. 1) The ANC'’s Defiance Campaign—a cights crusade in which thousands of
Blacks demonstrated against apartheid—in 1952, evlayganization owed much to the
efforts of Albert Luthuli; 2) the PAC'’s positive @n campaign of 1960—year of the
Sharpeville massacre; 3) the 1972-73 labor sttikas having begun in Springs, Transvaal
spread to Natal and the Cape; and, 4) the 1976 tSBowprising. Each of these
demonstrations resulted in the reinforcement of entaws by the South African
government.

Although Motlhabi has testified that the churct dot play an active role in the struggle
for liberation, he has recognized the significaméechurch organizations. Motlhabi has
observed that the church did not only have to sgdmkit the unjust structures that existed
in the country but also “contribute actively, withits prophetic limitations, toward this
goal.” However, it cannot be denied that the church hes @articipated in the struggle.

84 Raymond Suttner and Jeremy Cror88, Years of the Freedom Char{@ohannesburg: Ravan Press, 1986) 17.
8 Suttner and Cronirp. cit, 150. Emphasis added.
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Trevor Huddleston, member of the Anglican Commumifythe Resurrection served as a
priest in Johannesburg between 1943 and 1956 anduma Ndlovu has manifested, was
active and open in supporting the ANC; unfortunatte government finally declared him
a prohibited immigrant. He became the presiderth@British Anti-Apartheid Movemerit.
Moreover, St. Chad’s Anglican Church, in the fambe®pold Street, in King Williams
Town, was “the spawning ground of Black Consciossha&nd, as Mothobi Mutloatse has
indicated, it was once “the epitome of the Blatlelation struggle as was interpreted by the
Black Consciousness Movemefit.”

There is no doubt that the Black Consciousnessevi@nt had a tremendous impact on
Black South African population, and the Black thedhat emerged in the 1960s and 1970s
is a faithful testimony of that impact. The BCMginiated out of another organization, the
SASO which was created in 1968 with Stephen Bikorss of its main leaders. Mosibudi
Mangena recalls that SASO often quoted from theksvaf well-known authors such as
Fanon, Nkrumah, and Malcolm X, all three were @ssential in the development of Black
consciousness in North America. The teaching methegigned by Brazilian pedagogist
and philosopher Paulo Freire'—"the pedagogy of dppressed,” especially suitable for
adults—was adopted for SASO's literary projét#sccording to this method of education,
the participants developed a political consciousmeshe process. Among the trainers were
Stephen Biko, Strini Moodely and Mosibudi Mangéh#n North America, the Black
Panthers, as we observed earlier, had createdeatffeultural programs for they equally
considered education to be crucial in the procésbaration.

Although Black Consciousness originated after ané separate philosophy, it adopted
the SASO Policy Manifesto that was distributedhie University of Natal, “Black Section,”
in 1971. Mangena describes what they understodgldigk Consciousness:

We understood Black Consciousness as a new wafephh attitude of mind which would enable
Blacks to rid themselves of the inferiority complagcruing out of living in a racist country that
[had] brutalised them for centuries. It was a frashenind through which Blacks would reject all
value system that [made] them foreigners in a aguott their birth. It was held thaisychological
liberation was an important component of the procesghofsical liberation Thus,our African
names which were hidden and were capable of spgulight, if used became the pride of the &ay

Black Consciousness in South Africa, like the Bl&dwer and Black Panthers Movements
in the United States, sought Blacks’ self-determnima Furthermore, it proclaimed Black

pride and assertion of their African traditions.eTMovement had a major impact between
1968 and 1976. In 1976 for the first time, the B@& outlined in detail an economic and
social program that was adopted at Mafeking. Duthig time the BCM had managed to
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develop people’s consciousness, among them, théhyoluthe 1976 Soweto uprising.
Although the BCM did not organize the uprisingditl “organise the process of meeting
and the final student march on June 16 and lede@onflagration®

The BCM intended to confront the fragmentationt tlwaiginated because of the
apartheid policy (which maintained people separaéedording to the categories of
Coloreds, Indians or Africans) by attempting todive all of them in the same struggle for
liberation. In Biko’s words, the final aim of thestruggle would be “an open society, one
man, one vote, no reference to col8rBiko defended Fanon’s idea that a national
conscience would offer them an international din@n¥ Furthermore, he referred to Black
people as “the dispossessed’—term that the plapgiylatsemela Manaka and Maishe
Maponya would adopt to define Black South Africaredtre. Biko realized that Blacks
were a disinherited group and historically, ecoruaity and politically dispossessed. And
in the nucleus of the BCM emphasis of Black priidiowing Fanon’s theory, there was
what Biko designated as the “understanding by Bldbktthe most powerful weapon in the
oppressor’'s mind is the mind of the oppresseédnd this was, in essence, the core of the
Movement: to liberate the mind of the oppressedraking them aware of their minds’
imprisonment.

Like the African American leaders and writerslod t1960s, Biko established the need to
leave Western models of individualism and incorpothe values of African history that
emphasized the community and the oneness of tlivdndl with the cosmos (oneness that
had been destroyed by the imposition of Westernes)l He also expressed the need to
invalidate the stereotypes imposed by Westernem uplacks by reconstructing their
African past, their history. Christianity, according to Biko, had especiallyréged Blacks
and created a special neurosis among them. Becalisee and religion are interwoven,
Christianity had wiped away African culture—its ile¢d, its customs. Not only did African
history need to be re-written by Blacks, but thewses also a need to develop a process of
consciousness among the ministers who were spgétinvrongs caused by Christiarfity.
Curiously enough, as stated by Gail M. Gerhart,isery students “were among the earliest
and most ardent proponents of Black Consciousnmasgsaparticular application within the
church under the rubric of black theology.” MoregvBlack clergy were essential “in
organizing the widely-publicized Black Renaissan€envention, an important all-in

9|bid., 114-15. The Soweto uprising of 1976 intendetié@ demonstration by Black students to proteshaga
the Afrikaans Medium Decree of 1974 which forceldbddck schools to use Afrikaans and English aguages
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conference which brought together a cross-sectidrlack leaders and intellectuals at St.
Peter's seminary,”—at Hammanskraal, North of Piafan 1974. There were also links
between the African Churches Association, SASO ahd BPC (Black Peoples
Convention), at the same time that other pressfioes Black clergy “within the main
white-led churches” impeded a redistribution ofhauity between the races regarding the
established hierarchiés.

In regard on the type of struggle sought by the&vB8iko declared this movement was
not interested in an armed struggle, but in restpmlack people’s hope by growing
consciousness among thémin, | Write What | Like Biko recalls the importance and
impact that the “soul” rhythms recorded by AfricAmericans in the 1960s, which excited
millions of Blacks all over the world, for they dduead a truthful meaning in that music
that proclaimed: “Say it aloud: | am Black and | proud of it.*® This international bond
among Blacks is what Biko observed that was growingfrica: a culture of solidarity, of
pride, of challenge, of self-affirmation; a cultufeat was responsible to restore Blacks’
faith, offering them hope to achieve the goal thaye chosen for their futut&.

Biko, however, questioned the attributed influericem the North American Black
Movements, affirming that he believed it was theeipendence achieved by different
African states in a short time what actually hatlenced both Blacks in the United States
and in South Africa. In addition, regarding theié&n American terminology that had been
used to express Black South Africans’ attitudes lagléefs, he assumed it was the effect of
new ideas what had seemed to capture a broad pyinlithe United State’S: Gerhart,
on the other hand, points out that, as much or mdheential than writings from Africa
were the works by African Americans, suchTd®e Autobiography of Malcolm,Black
Power by Stokey Carmichael and Edridge CleaveBsul on Ice Furthermore, the
American Supreme Court School desegregation decid 954 and the Montgomery bus
boycott of 1955 had equally attracted the inteoéSouth Africans. Nevertheless, the South
African press had covered only to a certain degreeCivil Rights Movement of the 1950s
and 1960s. In spite of this fact, the North Amamid&lack Power aftermath originated a
broad scrutiny and search of the social and paliiideas emanating from it. The ideas of
organizations such as the Black Panthers were denesl like andeological gospeét the
beginning, but, finally, the contrasting factors South Africa and North America were
more closely examined.

There is no doubt, however, that both the UnitadteS and South Africa were
influenced by the independence obtained by differfnican countries starting in the
1950s. And there is no doubt either that, throughloeir history, African Americans have
preserved African traditions that in their combioatwith innovativeness and trends—
developed and learned outside of Africa—originatedjue artistic manifestations such as
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the blues and jazz. Blacks in Africa, especially South Africa, recaptured these
manifestations as well as other phrases and voagbaldopted from Black English. It

seems evident, then, that an intimate connectidwemn African Americans and Africans

has been maintained throughout the centuries. Mwless, in spite of the influences and
visible similarities in the methods employed toveard Black liberation, it is necessary to
notice that distinctive surrounding circumstancesehresulted in the shaping of two
differentiated cultures.

After the BMC was banned in 1977 a new numberrganizations emerged, being the
most important AZAPO (Azanian People’s Organizatiand the UDF (United Democratic
Front). AZAPO, although closely following the ideaEBlack Consciousness, engaged in
reviewing the BCM strategy in adapting them to thew situation. In 1983, AZAPO
congregated a National Forum in the hope to redafisues and spread “the representatives
of Black Consciousness through the countfyThe UDF was launched in 1983 and,
according to Motlhabi, since its establishmenpdsed a challenge to AZAPO “through its
non-racial constitution and partly through the esad of the 1956 Freedom Charter by a
major part of its constituents’” After the release of ANC leader Nelson Mandela in
February 1990, new solutions still needed to bexdowspecially on the basis of the well-
known different strategies that were postulatedhgyANC and Chief Gatsha Buthelezi of
the Zulus’ Inkatha.

The Black Theatre Movement

Peter Larlham, in his studdlack Theatre, Dance and Ritual in South Afficamments
that since the Soweto uprising in 1976, “Black pdbave been] committed to the cause of
Black consciousness.” And he expands on the pratiftn of the new writing that has
emerged after that historical date:

Black identity and Black pride have introduced paiploetry readings in churches and church halls in
Soweto. Most of the poetry delivered is unpublishieds directed at Black audiencesith a strong
emphasis on audience participatioRarticipation isbased on an acknowledgement of the common
experiences of suffering and indignity of both peetl spectator The performance, moreover,
constitutes a challenge to Black South Africansrdject . . . [the] acceptance of a status quo.
Improvised exchange with the audience is an integ of the poet's delivery?

Larhalm affirms that these performances were theifiestation of a common commitment
of many Black artists to reject the fixed and indual trends of a non-African literary
tradition and embrace the more flexible and comtyuniiented forms of traditional oral
literature.

As examined earlier, African American artists allgned themselves to the Black
consciousness philosophy that permeated the réwoduy parties of the 1960s in a

194 Motlhabi, op. cit, 276.
105 hid., 276.

108peter LarlhamBlack Theatre, Dance and Ritual in South Afr{@an Arbor, Michigan: UMI Research Press,
1985) 19. Emphasis added.
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committed effort to create new literary works thttd not follow Western aesthetics.
Moreover, like African Americans, Black South Afiits were in search of theatrical works
that were an expression of their own affirmatiod ahtheir African culture. At this point, it
is essential to comment that the striking shortafeublished works by Black South
Africans at the time, especially of poetry and theamade investigation of plays for further
analysis a very difficult task. Furthermore, theaficial situation under which playwrights
and actors were obliged to work, enormously hindehe development of a new theatre.
The plays by African American playwrights could tmere easily found for they had been
published, and Black Theatre groups in the Stagesived a greater financial suppdft,
which helped in the attainment of playhouses ad wa®loffered more technical tools
inexistent or unavailable for Black South AfricaR®rtunately, at least the names of plays
that had not been printed, had commenced to appdhe late scholarship written during
the 1980s but there are still many unpublishedspteythat time period to which researchers
have no access. Doing research at that time beaarespecially arduous endeavor, but the
interviews held with an important number of artistse viewing of some live or taped
productions, and the reception of unpublished menqpts facilitated by the artists
themselves, greatly alleviated the hardships sfridsearch.

The Black Theatre Movement in South Africa, indissire to appraise an African past,
acclaimed the thought and philosophies of Blacktis@drican writers who had contributed
to shape their history. Among some of the mosthrated Black South African Scholars,
Sol Plaatje (who died in 1932) occupies a placdlisfinction. Plaatje, a member of the
South African Native National Congress that in 194@came the African National
Congress, is considered to be one of the firstcAfrinationalists. His career, in certain
manner, parallels that of the well-known African &miecan scholar W.E.B. DuBois, whom
he met in New York in 1921. Plaatje had read DuB®lse Souls of Black Foland was
also familiar with other African American scholaed writers, such as Booker T.
Washington and his system of educatiizurthermore, during his trip to New York, he
had the opportunity to meet many of the leadingirig that were part of the Harlem
Renaissance—such as the novelist Jessie Fausstieapdet James Weldon Johnon.

Plaatje’s significance lies on the importance beceded to African languages. He was
very interested in the Tswana culture tradition tnatislated some of Shakespeare’s plays
into Setswana, which was his first langué§eiccording to John L. Commaroff, Plaatje
used not only his native language freely but als@ages from Sotho, Tswana, Zulu, Xhosa
and Dutch, as it appears in his diary; and addsithaisage “tends to correspond in the
sociological sense, to the structure of the refatiqps and situations described by the
author.*" He considers Plaatje a leading figure in the dgwekent of Black South African

197 n an interview with a journalist from the Southrisan theatre journg’kestshDouglas T. Ward said that his
company had obtained a grant from the Ford Fouodati $434,000 as the first year budget, which Bl&outh
Africans could never dream of obtaining from trggvernmentS’ketsh(Summer 1973): 15.

198 350| T. PlaatjeNative Life in South Africa, Before and Since thedpean War and the Boer Rebellion
(London: P.S. King and Son, Ltd., 1916) 16.

199Brian Willan, Sol Plaatje: A Biographjlohannesburg: Ravan Press, 1984) 278.
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111 john L. Comaroff, ed. The Boer War Diary of Sol Alaatje: An African at MafekingJohannesburg:
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Literature in vernacular as well as in Engli€hlhis is a very accurate appreciation when
recalling that Plaatje considered education onéi®fmain concerns and, throughout his
life, he used personal experience as his most fidretrategy” He was tenacious in his
efforts, yet, at that time, his work did not reeethe recognition it deserved.

The works of another fundamental Black South AnicH.I.E. Dhlomo (who died in
1956), were made available quite recently—in th@0k9—thanks to the research conducted
by Nick Visser and Tim Couzens. Dhlomo’s works liling drama, poetry and prose, has
begun to receive the attention he deserved butndidreceive at his time. Visser and
Couzens consider Dhlomo to be perhaps the firdifigrédfrican creative writer in English.
His commitment to serve his people with his writisgexpressed in a letter he wrote in
1941, part of which is printed in Visser's and Ceng’ Introduction to Dhlomo’s collected
works: “My creative writing is the greatest thingadn give to my people, to Africa. | am
determined to die writing and writing and writifgad no one. . . can stop, fight or destroy
that. It is the soul, the heart, the spirit. Itlvihdure and speak truth even if | perish. |
have chosen the path serve my people by means of literafumed nothing will deflect me
from this course® Dhlomo’s total dedication to his work, written fois people, did not
surface again until the time of the Black Consamss Movement, which was preceded by
a wave of musicals after the tremendous succe$eahusicaKing Kong

The theatre of entertainment, whose basis wadbledtad byKing Kong portrayed a
series of stereotypes about Blacks that remindiroflas shows taking place in North
America especially before the Harlem Renaissanche Tnusicals did, however,
significantly impact future theatre, for music wdudlecome an integral part of most Black
South African playsKing Kong: An African Operawith book and lyrics by Harry Bloom
and Pat Williams respectively, was staged in 194%] introduced the famous singer
Miriam Makeba. Ndlovu points out that the play vasn out of special interests accrued
by White liberals who “were ‘discovering’ the beauf African music” and wanted to
further their “discoveries” by exploring theatricavenues’® Inspired byKing Kong
Gibson Kent&® createdManana, the Jazz Propheplay that especially addressed the
township audience. Kente wisely traced the locasioal tradition and his plays became
very successful in the townships. He was criticiaethe time, though, by more committed
artists who regarded his plays simply as entertamminstead of posing questions about
Blacks’ social conditions. They have acknowleddealyever, that Kente was a master in
the portrayal of Black people’s feelings.

112 |bid.
113 bid., xxii.

114 Nick Visser and Tim Couzens, edsl,.E. Dhlomo Collected Work§lohannesburg: Ravan Press, 1985) ix.
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116 Ndlovu states that Kente has been widely regardethe “father of theatre in South AfricaBiid. Gibson
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African politicians, including Nelson Mandela.

117 Opinion stated by Mrs. E. Khuzwayo, Organizing 8&my of the Y.W.C.A. in the Transvaal, Siketsh
(Summer 1972): 15.

38



Kente's work shifted to a more committed staneérafte watched Athol Fugard%izwe
Bansi Is Dead1974), which had a great impact on him. Proothid shift are his plays
How Long? | Believe and Too Late Meshengu’s review highly praisddow Long?s
achievement: “The black man heroically struggliggiast adversity . . This time it is not
township conditions (as iBikhalo[a previous play by Kente]) but the whiteman tarbé.
And the ray of hope at the end of the tunnel iscatian.”*® Mhsengu considered that the
spectator could see in this play a man sufferingsbuggling at the same time. This vision
would tell the spectator that education is the teefyeedont.

The 1960s equally witnessed the rise of two ingartWhite South African playwrights:
Athol Fugard and Alan Paton. Fugard became a soofd@spiration to Black South
African playwrights after two plays he wrote in leddoration with Black South African
actors John Kani and Winston Ntshon@ke Island(1973) andSizwe Banzi Is Dead
(1974). However, Ndlovu has observed that at tinag hone of the playwrights had much
success in documenting the 1960s and, besides afidhem was reaching the townshifis.

With the 1970s came the Black Consciousness Mortnwehich brought specific
demands that needed to be applied to cultural esfme. Amiri Baraka, referring to the
theatre that originated from the Black Consciousrdevement in South Africa, recalls the
similarities it posed with other two African Ameait productive periods: The Harlem
Renaissance—where a rising Black national consngsscommenced to flourish—and the
Black Theatre Movement of the 1960s and 1970s. kdansakes George Thomson’s words
his own inMarxism and Poetrhighlighting that “drama is a form that rises te most
effective expression during periods of sharp sotiahsformation.” This definition
unquestionably applies to the Black South Africamedire and social upheavals in the
1970s and 1980s.

During the 1970s, there were three main workshmatte groups that were totally
aligned with the Black Consciousness cause: TEC®8 Theatre Council of Natal), PET
(Peoples’ Experimental Theatre) and MDALI(Music, Drama, Arts and Literature
Institute). Anthony Akerman regarded the three geoas the ones that “spearheaded the
Black Consciousness Movemert All three movements would finally come to an enc d
to the continuous banning and imprisonment of thembers. TECON decided to be an
all-Black group because they strongly felt that itde was only within the Black
community**

TECON's decision corresponded with the aim ofBieck Consciousness Movement in
increasing self-reliance, self-respect and stretgifards an ultimate liberation of Blacks

118 Mshengu, “Gibson Kente 74, i6’ketsh(Summer 1974): 24.
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“through their [own] organization of necessary wgses and strategy>” One of the plays
performed at the TECON drama festival in 1972 Raguiem for Brother Yoy the African
American playwright William W. Mackay—a play abasurvival in the ghetto. TECON's
concept of theatre was published in the Black teeatigazin&’ketsh

We say to Black theatre organizations: Our cultsinall no longer hang onto another culture for
survival or growth. It will stand by itself. . We're concerned with the beauty of a culture tet
been ravished, a culture with a beauty that Afneads—the Black culture. And we are the Blacks, the
only people who can do justice to Black culture andlization . . . The whiteman likes the simple
rhythm, primitivism and a gaiety of our culture asichple stories about life in the hills. That's wha
he'd like to see us doing. That's why he loves. an Ipi Tombi* but not anuNosilimela[a play by
Credo Mutwa)]. The reason is that he doesn’t undedstthe more complex elements of Black
Civilisation and culture. Neither does he wantmalerstand . .[We want] to entrench the authenticity
of Black culture, to bring out its subtle beautheTbeauty that will bring out the absolute beinghia
Black man. A complete man with pride in his cialisn and himself?

Like TECON, PET had worked on the same line of gimuand formed its theatre in the
Indian group area of Lenais in 1973. One of thgpthey performed waShantiby Mthuli
Shezi that dealt with the love between an Africay bnd an Indian girl, partly set in a
guerrilla camp. PET's theatre work aimed to reds&dack pride, dignity and “group
identity and solidarity.*® Finally, MADLI grew out of Soweto and pursued t@me goals
as TECON and PET and, like them, used poetry rgadina form of theatre, as well as
mixed drama, poetry and musft.

Another committed group of the 1970s was WorksHa@p. This group used
improvisation for the creation of all their prodiocis. The aims of this group were to
“experiment by examining existing theatre and ewmvnew theatre methods and
technique.” They wanted to create original the#ited depended “on artistic co-operation
and contact and to examine what [happened] to Wesated African forms of theatre when
they [came] together:® They defined their work as “a poor man’s theatretepting Jerzy
Grotowski's term—since they depended mainly on rthpioductions for financial
survival™** After the last play created by Workshop ‘7 8usvival—was banned, the group
dissolved. The concept and ideas conveyed in thatriical works by Workshop ‘71 were

125 |hid., 59.
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followed by another group which became quite acéitvthe end of the 1980s , The Junction
Avenue Theatre.

Workshop ‘71 acknowledged Credo Mutwa’s philosogby the creation of a new
theatre as stated in Mutwa'aNosilimela™ Mutwa’s play was a landmark in the
development of Black theatre in the 1970s. He lmwlacted an extensive research on the
theatrical and cultural traditions of Africa anchtemplated a need to use that tradition as a
source of inspiration for a new Black theatre. Ring especially on the call/response
component of the African tradition, Mutwa explathat in ancient African plays

the players did not SPEAK their lines but ratheairdied or sang them just as Whites do in their apera
and this is why you find African songs whose filise is a question and whose second line is an
answer to that questian . SINGING to the Africans was the highest and holieem of expression.

. The songs commented on social facts [such as baleliver a baby, how to cook certain medicinal
roots, giving advice, et¢F

He added that in ancient Africa theatre was sauidl didactic; and art, culture and religion
were completely inseparable from each other. Mubieamed Christianity for destroying
native African religion and, as a consequence, statiag its culture and art. He elevated
theatre to a position of sacredness because askems considered sacred pedplén
ancient African theatr&’ Finally, Mutwa indicated the great importance ttia audience
also occupied in ancient theatre as part of theedatheatrical event: the audience was
deeply involved?®

The 1976 Soweto uprising initiated another phasthéatre. Most of the theatre groups
that had openly aligned with Black Consciousnessevianned in 1977 together with the
BCM. Matsemela Manaka and Maishe Maponya belonipe¢otheatre that began the new
phase of Black Theatre right after the banningre¥jpus theatre groups. Both playwrights

132 Mango Tshabangu referred udlosilimelas theatrical achievement at that timeNosilimelahas transcended
the gulf of centuries into a twentieth century $eifiy. It has shown that myths and legends camuged to back
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regarded Black theatre as thgeatre of the dispossessdd 1981, at a lecture in the
University of Natal, Manaka spoke of this new theat

Today we are like seeds of flowers planted in arseil. We have the right to be born but,
unfortunately, we are born out of colonial blood . As Black dramatists aspiring to free our souls
from colonial bondage, we have pledged to dredgsebees out of this colonial mud by constantly
redefining ourselves and relating to our culturastp . ..Our theatre is here to search for the truth
about the history of the dispossessed and see hewddm can be accomplishe@ur creative
thoughts shall, all the timépcus on the life of our peoplas seen through our own lives—and,
obviously, the politics of this country cannot heialed because they constitute part of our lives
Black Theatre shall communicate to both Blacks Wfdtes Black Theatre is here to communicate
with whoever is prepared to listen to our bewail @hare our human experience. Our people are
engaged totally by resistance strugglésediberation of the mind and the liberation oétheing™

Manaka'’s plays aimed to reach these goals. To sttent, Maponya supported Manaka's
ideas: “My theatre is the theatre of the dispossksheatre educates and enlightens—in
this case heightens the awareness of Black corsuwsa.” Both playwrights considered
that as artists they needed to commit completetpénstruggle for liberation through their
theatre work. Both Manaka and Maponya were poets hidd successfully combined their
theatrical skills with their poetic style. In thesearch for appropriation and meaningful
expression of their thoughts, they chose to fufferént languages such as Sotho, Xhosa,
Zulu and English.

Mbongeni Ngema and Percy Mtwa did also contriliatéhis new Black theatre with a
famous piece that toured the United States and peurtoza Albert! (a writing
collaboration with Barney Simon), in 1980. Both Nge and Mtwa had been actors in
Kente's productions until they decided to contiribeir work independently and develop
their own skills. Special consideration is also tluehe Workers Theatre which originated
in the 1980s. This theatre, on the one hand, erdeage result of the increasing militancy
the 1970s evidenced among the Black working clasd; on the other hand, as part of a
growing development in the trade union activity amganizations by the end of the 1970s.
Kelwyn Sole points out that this trade-union theattilized various languages and it might
seem excessively improvisatory or even crude tautience that was not familiar with this
kind of theatre. The Workers Theatre presentedptioblems that workers faced in their
work and with their families, and, in this line,ethproduction of their playlanga
Lizophumela Abasebenzi (The Sun Will Rise for thoek®¥s) in 1980 “marked the
inception of a new type of worker dram&.The play emerged from a situation where “a
white lawyer asked workers who had been fired franfoundry near Boksburg in the
Eastern Transvaal to act out the story of theikestand subsequent assault by the police,
because their accounts conflictéf. The Workers Theatre became another fundamental
expression of liberation and self-determinatiothia last decade.
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Finally, Benjy Francis, a prominent director ineti970s, continued to develop a
community oriented theatre that he calls Theatre&Gimwth and Development and one that
he considered to be mobile in its goal to originetange. The name of his theatre group,
Dhlomo Theatre, is named after the African playirignd poet!" Francis emerged from
the theatre of the Black Consciousness period—lutites not align himself with the
Movement. And, by the end of the 1980s, names siscKriben Pillay (who did theatre
with the students of the University of Westvile,t&l John Ledwaba and Small Ndaba
(both in Johannesburg) appeared as very promialegts committed to their work and the
socio-political issues of South Africa.

Since the Black Theatre Movement began in Soutticadf it had to face the same
problems and restrictions, as did the Black Consmtiess political organizations. The
continuous censorship and/or banning of plays angdrisonment of their members
considerably hindered the utterance of a Black frheaesthetics that could epitomize a
significant group of committed playwrights, actargd directors.

In spite of these limitations, if closely examinedll of the plays are a clear
manifestation of the artists’ unconditional commetrh to their work and to their
community. From the beginning of the 1970s, mosthelse plays continued to bear the
seeds of the Black Consciousness ideology. Manake, of the playwrights who best
represented this repercussion, explains the intjita of Black Consciousness in the
development of African art:

In South Africa the Black Consciousness Movemerpieaps to have played a major role in the
conceptual development of African art. African steiwere made to relate more and more to the socio-
political situation with a certain degree of pdil awareness. . Black Consciousness artists were
preoccupied with the advancement of the moveméstthe surrealists who were ‘preoccupied with
their relationship with Communism.” Such art movatseare often determined by political events and
movements. The decline of the political movemetarothreatens the advancement of the dffist.

Manaka considered that the art of the 1980s “[ctdid] the struggling and resisting
masses,” and added, “art [had] become a tool ardition.*** He believed that an African
artist, like a farmer, was a victim of dehumaniaatand dispossession. The artist, though,
has an enormous social responsibility, because la@ ieducator, a prophet with a vision,
and a historian with the task “to integrate thetpasesent and futuré® In Manaka's
opinion, the artist’s creative impulses should shosvher sensitivity to the socio-political
milieu. He insisted that “being an artist [involyeal consistent continuous commitment to
the quest for freedom and respect for humariitys commitment that can be definitely
traced in most of the works originated during afidrahe Black Consciousness Movement.
Still, the growth of a new Black Theatre conveykd strongly felt absence of Black
women playwrights. Only Fatima Dike’s work was rgoized at the time. As in North
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America, the Black Consciousness Movement seemdwhte marginalized Black women
artists and ignored their oppression, which Céstil. Qunta considers is four-fold:

The enemies of African womeparticularly in Southern Africaare colonialism and imperialism
white racism, class oppression and sexual oppressie first step towards true emancipation must be
the defeat of colonialism, neo-colonialism and ingdism. The next step is to eradicate all the effects
of exploitation based on race, nationality, clasglasex.This will come about through the critical
examination of all political, economic, religiowejucational and cultural institutions, togethetwiie
education and organization of the affected comnmemin an effort to wrest control of our lives from
outsiders by whatever meaiis.

On the same line of thought, Cheryl Carolus, arcettee member of the UWO (United
Women’s organization) and an old member of SASOnroents on the sexism she felt
when she was involved in the Black Consciousnesseient. She remembers that the
movement “was very male oriented . Many men in BC organisations felt they had to
assert themselves over everybody, and more eslyeowatr the black women in the
organisations . . Nothing was done to develop woméfi. The absence of Black women
writers in South Africa until quite recently, asde#éd Durosimi Jones has pointed out, could
be “a consequence of traditional African attituttesards [them].*® Furthermore, poetry
and drama are genres of public exposure, whichey@d/an extra shackle to break in the
case of Black women artists. In this regard, Cardlais observed that there was a desperate
need in South African society to support and gieefidence to women and this could only
be possible through a women'’s organizatidAccording to Qunta, on the other hand, there
was an imperative need of elaborating on the Wofaeastion linked to the perspective
that all people “must have self-expression and-getérmination.” Self-determination
needed to be expressed and silence broken, asestrbg Christine Obbo: “As a result of
male criticism, women assume a ‘silence is goldtaice because they lack the confidence
or education to deal with male dominan&@.”

Awa Thiam also believes that “women must breakdimse of silence” and says that is
“time to take the floor in confrontation. Time take the floor in revolt and say, ‘No!" To
give speech the power of action. Active speechvé&udive speech. Act, linking theoretical
practice with working practiceé™ In spite of the arduous and complex situation unde
which Black South African women were (and still Jaferced to live in their homeland,
some have been able to fight adversity and paaiei@ctively in theatrdmfudusowas
created in 1979. This performance was based oexiperience of the women of Crossroads
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(in Cape Town), who were removed by force fromrthaigings by the authorities. Women
developed and acted this play themsel¥ds. addition, in the late 1980s, Gcina Mhlophe
commenced to attract the attention of the critimth home and abroad, for her work as
poet, story-teller, actress and playwright. Finallyathint’ Abafazi, Wathint' Imbokotho
(You Strike the Woman, You strike the Roak)ich was created in workshop by Phyllis
Klotz, Thobeka Maqutyana, Nomvula Qosha, Xolanit&eyer, Poppy Tsira and Itumeling
Wa-Lehulere, was staged in 1986 and received signif applaus€’ These examples were
a ray of hope for future women writers in Southiédr

In summary, there is an inseparable connectiowdsat the political movements of the
1960s and 1970s and the theatre works by comnattists both in the United States and in
South Africa. Form and content grew out of thesgstipolitical and artistic stand against
Western imperialism, colonialism and racism imbbeth within its politics and within its
art and aesthetics. African Americans and Black tisoffricans, for the first time,
established a theatre that validated the artistac@&n American and African past, fused
with the historical moments of the present, in oreenlighten a future of liberation for
their respective communities. The distinctive comgts of each country’s conditions and
socio-political milieus have equally generated #edeatures that have shaped African
American and Black South African theatre in difffrend unique ways. Yet, the Black
Theatre Movement shares many elements and godlsatbacomprised under the same
Aesthetics of Self-Affirmation. This category, whiavill be examined in the following
chapter, includes the works by Black women.

153 erlham,op. cit, 82.

154Unpublished script. Conversation with Phyllis Klofiohannesburg, October 1989. This play was fhelis
later in an anthology of plays selected by JohniKistore Market PlaygJohannesburg: Ad Donker Publisher,
1994).
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CHAPTER Il

The Black Theatre Movement:
Aesthetics of Self-Affirmation

| am not a prisoner of history. | should not sele&ré for the meaning of my
destiny . . In the world through which | travel, | am endlgssieating myself.
| am a part of Being to the degree that | go beyitnd

I am a Negro, and tons of chains, storms of bloivers of expectoration flow
down my shoulders. But | do not have the rightag down. . .1 do not have
the right to allow myself to be mired in what thesphas determined.

1
Frantz Fanon

Third World, African and African American Aesthetic

By the end of the 1950s, Frantz Fanon had estelis revolutionary line of thought
that African Americans, Africans and people fronthest Third World Countries would
adopt in their political, sociological and artisigendas. Fanon was determined to change
the status, identity and history imposed upon Blgdople by Western culture. He
advocated self-determination for his people andpineples of the Third World against an
intellectual and political imperialism that had @oized their land and their minds. He
proclaimed the need of a national consciousnes<sthad help the colonized unveil the lies
by which they had been subjected to a dominanultwhich had denied and/or under-
evaluated theirs. Fanon pronounced the need todbtieir own past and to study and find
new strategies for their present in order to bthiker future. He envisioned the necessity for
a reevaluation of their history by breaking myths atereotypes dictated by colonizers, and
by searching and discovering their true selvesthia regard, as Joseph Campbell has
observed, a “peak experience” takes place whereelgliat something has come through in
our experience and we are at full with oursefvésd, Fanon was precisely urging the
Third World and Black people to seek within themassland within their cultural history in

! Frantz FanonBlack Skin, White MasK8lew York: Grove Press, 1982) 229, 230.

2 Joseph Campbell in an interview by the PBS on #levision seriesThe Hero with a Thousand Fages
September, 1990.
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order to terminate their physical subjugation anehtal alienation and fragmentation to
find wholeness and self-affirmation.

In The Social History of ArfArnold Hauser moves back to the XVII century asderts
that “from 1661 onwards political imperialism isrpkeled by an intellectual imperialism
. Art and literature lose their relationship withakdife, with the tradition of the Middle
Ages and the mind of the broader masses of peddturalism is tabooed because the
desire is to see everywhere in art the picture rofaebitrarily constructed and forcibly
conserved world instead of reality itself, and faznjoys a preference over content because
.. . the veil is never lifted from certain thingsHauser clearly defines the new parameters
towards where Western culture and art were turtongbandon any link with nature and to
align themselves with the new age of reason. Amroenced to distance itself from people
and to being appropriated by the ones in power.s€guently, political imperialism,
perpetrated by the Western world upon Third Wordirdries, paralleled the intellectual
imperialism observed in the arts, as pointed outlayser.

Intellectual imperialism generated intellectualemhtion upon the colonized, among
which Africans and African Americans were includgeanon asserts that intellectual
alienation is a creation of middle-class societgfiring middle-class as a society “that
becomes rigidified in predetermined forms, forbidgall evolutions, all gains, all progress,
all discovery.” He refers to a “closed societywhich “life has no taste, in which the air is
tainted, in which ideas and men are corrupt.” ldithoh, he believes that, in a sense, a
person who takes a stand against this kind of deztbmes a revolutionatyAmiri Baraka
associated this death with Western art and aesshetid proclaimed in the 1960s the need
of a new aesthetics for the art emerging out ofBleek community. In his poem “Black
Art,” he states:

We want live flesh
and coursing blood. Hearts Brains

Souls splintering firé.

Baraka sought a new art that poured life out ofitgd Black art moved back to recover
nature and life as an integral part of its formairession.

In the same line with Baraka’s definition of Blaekt, Bakary Traoré highlights the
social function of African traditional theatre aadserts that African theatre is “a mirror of
life. Life in all its forms serves as an inspiratifor the African theatre’’Moreover, Traoré
states that it is myth, on the one hand, convegeffiican traditional theatre, that “makes
man conscious of his place in order to make hinepichis social obligation”; and legend
and mimed narrative, on the other, that “preserih¢oliving the lesson to be learned from
the great deeds of their ancestors. Their funddo help men become more conscious of

3 Arnold HauserThe Social History of Artvolume Il (New York: Vintage Books, 1985) 192-93.
4 Fanon,op. cit, 224.

5 Amiri Baraka,Black Magic: Sabotage, Target Study, Black Art—e€i#d Poetry, 1961-19§Rew York: The
Bobbs-Merril, Co., 1969) 116.

6 Bakary TraoréThe Black African Theatre and Its Social Functidiimdan, Nigeria: Ibadan University Press,
1972) 113.
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themselves. They are also a means of reconstrutttndpistory of family, clan or tribe.”
This sense of family and community identity, in ldtan A. Baker’s opinion, should be the
general goal of African American scholars, thatassay, their construction of “a black,
national script of empowermerit.lt is in this line that the Aesthetics of Self-ifhation
needs to be explained.

The Aesthetics of Self-Affirmation must be undeast as the notion of national and/or
collective consciousness and identity that artjnastricably linked to life, offers to the
community out of which it originates. Consciousnkessomes a key factor because cultural
and self-consciousness are indispensable in thgsantesponsibility and commitment to
help the growth of their community in their contrilon to social change. The Aesthetics of
Self-Affirmation suggests that the artist's respbitisy lies upon the reconstruction of
distorted images to show the more diverse and amgamut of characters and
characteristics that are a reflection of life, sashchange and movement, and not static
stereotypes. This Aesthetics aims to transmit thriec@dn principle of the human being in
harmony with the cosmos.

The Aesthetics of Self-Affirmation, in which conagity and cultural consciousness
occupy a primary function, accentuates the diffeesnunderlined by multiculturalism and
gender. The ground upon which this Aesthetics iabdished is precisely theatre because
theatre is a public genre; and self-affirmationuddls to an endless process of self-
exploration and cultural determination, enrichmamd growth, that is founded on the basis
of action and change. The Aesthetics of Self-Affititon stands against the cultural
homogeneity imposed by Western patterns, openiagitior to the evidence of unique and
determining stylist and artistic forms that distilgh each culture, community or group,
within which, at the same time, distinctive gendiferences are confined.

Fanon is firm in his assertion that “the conscimss of self is not the closing door to
communication” for it is not nationalism but “thenlg thing that will give [people] an
international dimension.” Moreover, he states tthet problem of national culture and
national consciousness “takes on in Africa a spetimension, where the birth of national
consciousness . . . has a strictly contemporanemumection with the African
consciousness.” Therefore, “the responsibility e African as regards national culture is
also a responsibility with regard to African Negealture.” Eldridge Cleaver clearly
understood that Fanon’'s analysis on the colonized an the national question was
completely relevant to the situation of African Ameans: “Not until we reach Fanon do we
find a major Marxist-Leninist theoretician who wasmarily concerned about the problems
of Black people, wherever they may be found. .is hecause of the fact that Black people
in the United States are also colonized that Fananalysis is so relevant to us.” It was
precisely after studying Fanon that “Huey P. Newamid Bobby Seale began to apply his
analysis of colonized people to Black people in theited States. They adopted the

7 Ibid., 65.

8 Houston A. Baker, Jr., “There Is No More Beautiuay: Theory and the Poetics of Afro-American Wonsen’
Writings,” Afro-American Literary Study in the 199aker and Redmond, eds., (Chicago and London: The
University of Chicago

Press, 1989) 143.

Frantz FanorThe Wretched of the Earfhlew York: Ballantine Books, 1973) 247-248.
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Fanonian perspective, but they gave it a uniquétp-American content:* Thatuniquely
Afro-American contenthat Cleaver refers to is part of the AesthetitSelf-Affirmation
that rebels against the homogeneous Euro-AmerigdrEaro-South African thought which
erodes the existence of other cultures that alkmfédo these two countries.

Although a continuous banning and censorship implged by the South African
government on different Black writers and organa@s was already mentioned, June
Jordan speaks of a more subtle censorship existithg United States:

Here [in the United States], supposedly, we dohaoae “dissident” poets and writers—unless they are
well rewarded runaways from the Soviet Union. Heesknow about the poets and writers that major
media eagerly allow us to see and consume. Andweedo not hear about the other ones. But | am
one of them. | am a dissident American poet antewdompletely uninterested to run away from my
country, my homé.

Through her attitude and her work—an unequivocabpof self-determination—Jordan,
like Cleaver, rejects the homogeneity that her tgumies to impose upon her.

In the same line of thought as Jordan, Tzvetamoi@mdhas proclaimed the dangers of
universalism that “takes the form of refusing crdfudifferences in the name of unicity of
the human species and the diversity of individiidlS he realization of the problem—
acknowledged in the 1950s just by a few critics—Hm&consciousness about the necessity
to embrace diverse communities in any modern stagely developed in the 1980s, as
stated by Reed W. Dasenbrotkit was during the same years that the problem of
universalism was strongly confronted by literarijics.

Since then, new critics have arisen as the spekgdp for “multiculturalism,” which,
according to Chicano artist Guillermo Goémez-Pefiaat a grant language, an art trend or
“a new investment package for amaquiladoras’ but “the very core of the new society we
are living in.” GOmez-Pefia insists that this muiligralism “must be reflected not only in
the programs or publicity of an organization, batiis administrative structure, in the
quality of thought of its members and eventuallyhia audience it serve§.Gomez-Pefa’s
request for governmental institutions to reprodaaaulticultural parallels one of the most
urgent needs formulated by the Aesthetics of SéiffAation of the Black Theatre
Movement both in the United States and in SoutlicAffrom the 1960s through the 1980s

If the Black Theatre Movement emerged to proveekistence of a new art (different
from the imperative Western patterns), African,iédn American and Third World critics
equally realized the need to approach the litetart under the light of new theories

10 G.Louis Heath, edThe Black Panther Leaders Speak: Huey P. NewtohbpB&eale, Eldridge Cleaver and
Company Speak Out through the Black Panther Par@fficial Newspaper(Metuchen, New Jersey: The
Scarecrow Press, Inc., 1976) 75.

11 June JordarQn Call: Political Essay$Boston: South End Press, 1985) 2.

12 Tzvetan Todorov, “Race,” Writing, and Culture,” {Race,” Writing and DifferenceGates, ed. (Chicago and
London: The University of Chicago Press, 1985) 373.

13 Reed W. Dasenbrock, “Creating a Past: Achebe, NjifSnyinka, Farah,” irSalmagundi(Fall 1985-Winter
1986) 317.

14 Guillermo Gémez-Pefia, “The Multicultural Paradighm Open Letter to the National Arts Community,” in
High PerformancedFall 1989): 26.
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capable of appreciating those differences, theitrdoution and uniqueness. In this sense
and following the model already traced by FafidBates has considered that the critic must

analyze the ways in which writing relates to rduay attitudes toward racial differences generate an
structure literary texts by usnd about us. We must determine how critical methaals effectively
disclose the traces of ethnic differences in litev@ But we must also understand how certain fafns
difference and théanguageswve employ to define those supposed differencenigtreinforce each
other but tend to create and maintain each dther.

Gates proclaims the responsibility of the critleg importance of her/his commitment to a
community whose texts s/he will analyze, and thiicts need to take an action in
examining the differences that will define thatape literary text.

The call for commitment and action has impregnafashon’s writings as well as
African, African American and Third World writersnse the 1960s. These writers, in a
collective effort, commenced, and have continuedesithen, to establish the bases for the
creation and analysis of their works. In the lastatles and the one currently beginning,
there has been a large increase in African, Afridarerican and Third World literary and
film criticism, whereas there is still a large laeuin the field of theatre criticism that
urgently needs to be filled, especially in regasdttie theatre of Africa and other Third
World countries. Although a great portion of literariticism can be applied to theatre—
such as theme, purpose, kind of audience the d$eatidressed to, and so forth—there are
still other non-written/physical spatial elemerttsat are neither present in the literary text
nor in film, and whose function still needs to berenclosely examined.

In spite of the limited theatre theories, it hagt theatre that has played a pivotal role in
different sectors of African culture, as declargdfte Institut Culturel African (ICA): “The
evolution of theatre in Africa is the result of altoral development in all regards.”
Nevertheless, theatre “has not been able to develaponiously due to the colonial factor
which has stopped and deformed the cultural cortéariguage has been imposed, new
cultural models are assigned and presented asvahigble.”” In the need to liberate art,
and more concretely theatre itself, the Black plagiat and the theatre critic are in charge
of its decolonization. Chinweizu el al., have utided, however, that this task “cannot be
carried out in the vacuum” for it “requires an aspbere of active nationalist consciousness
. . . [and] must be conducted within the guidingapaeters set by those intellectuals who
have upheld black consciousness through the cesttifi

In Chinweizu’'s line, Geoffrey Hunt recalls thatrea had already envisioned that “the
literature of the excolonial world, after assimiitat foreign bourgeois values, passes

15In Towards the African RevolutiofNew York: Grove Press, 1988), Fanon asserts rdzsm is a cultural
element to be considered when studying a cultuiehnimcludes this element: “To study the relati@fisacism
and culture is to raise the question of their nexipl action. If culture is the combination of mosmd mental
behavior patterns arising from the encounter of méh nature and with his fellow-man, it can beds#iat
racism is indeed a cultural element. There are ¢hitares with racism and cultures without racigm’17).

1 Henry L. Gates, Jr., “Introduction,” Writing and Differencel5.

17 Institut Culturel African (ICA),Quel Theatre pour le development en Afriq@@akar, Senegal: Les Nouvelles
Editions Africaines, 1985) 11-12.

18 Chinweizu et al.Toward the Decolonization of African Literatutgolume | (Washington: Howard University
Press, 1983) 5.
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through a cultural nationalist phase which romaseie the precolonial past.” This phase is
followed by afighting phasewhich Hunt points out to be a phase “of revoloéicy realism,
and it seems that much of neo-colonial artisticdpation has already entered such phase.”
This statement is applicable to the Black Theatménent in the United States that firstly
advocated cultural nationalism, as formulated byakBa and Karenga, to develop into a
new phase of national consciousness as defendatiebflack Panthers. Similarly, the
Black Theatre of South Africa predicated the urgeon€ a national consciousness that
originated in the Black Consciousness Movement.

Hunt refers to the dynamic conception of traditamopted by the revolutionary leader
of the liberation movement in Guinea Bissau, Amil€abral, as diametrically opposed to
“the petrified, eternalized conception of Soyink&byinka’'s conception of traditional
thought, then, is in Hunt's words “detached fromsbcial and historical bases and makes it
eternal and immutablé”In contrast to Soyinka’s view, a dynamic concefptradition is
needed because, as Fanon argued, “the colonizeavhmwrites for [her/lhis people ought
to use the past with the intention of opening thtere, as an initiation to action and a basis
for hope.” In order to ensure and shape hope, tlitervymust take part in the action and
throw himself body and soul into the national stjleg” Following Fanon’s conception, the
African American and Black South African playwrightf the Black Theatre Movement
accentuated their active role and commitment to e as an extension of their active role
and commitment to their communities.

The artist’'s active role takes a significant lighlhen examining their role in African
traditional societies. Jacques Maquet affirms thatclosest and primary contact between
an African society and its environment is actiont nontemplation, that is to say, “man
must obtain from nature what is necessary for ttugjs survival.” In the same way,
African theatre, more than any other genre, encesgsa social function. African theatre is
a committed, political, “militant theatre in thense that was understood by Erwin Piscator:
as a means to transforii.In addition, art as a means towards change is Wasliome H.
Gabiriel refers to when discussing the mission afdiWorld filmmakers, which Senegalese
filmmaker Ousmane Sembene predicates not to make lpuepare the revolutidh.

Gabriel asserts that a film cannot be revolutigrififit does not provide a clear-cut
class and national perspective or aim towards @reabnsciousness.” Furthermore, he
considers that oppression is the single theme ‘timites Third World films,” and, “in
dealing with the issues, class, culture, religiod aexism these films are making a call to
action whether in the form of armed struggle oreottise. Their concern is with social
change and it is in this context that all the thermee taken up™” This goal of social change

19 Geoffrey Hunt, “Two African Aesthetics: Soyinka v€abral,” in Marxism and African Literature
Gugelberger, ed. (Trenton, New Jersey: African \@étless, Inc., 1985) 89.

Dbid., 74.

2Fanon,op. cit232.

2 Jacques Maqueffricanity: The Cultural Unity of Black Afric_ondon: Oxford University Press, 1972) 6.
2 |nstitut Culturel Africain,op. cit, 141-142.

2 Teshome H. GabrielThird World Cinema in the Third World: The Aesthstiof Liberation(Ann Arbor,
Michigan: UMI Research Press, 1982) 38.

% |bid., 20.
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is pursued by presenting the audiences “with aomati interpretation of a historically
defined reality so that a line of causation cares&@blished which they can use in order to
understand and change their conditiriThe playwrights of the Black Theatre Movement
sought this same goal.

Referring to African drama in the 1980s, Bioduryifte claimed, like Gabriel, that
commitment “[had] taken a decisive turn. The maihjsct was revolution: its necessity or
impossibility, its heterogeneous socio-historicantext, its prospects and possible
directions.” Jeyifo advocated for a radical soaipl@f drama that must seek “to discover
the truth in the lie and the lie in the truth of ttelationship between the content and form of
social life and the forms and content of dramatic’ & dialectical change should reveal
when pursuing this go4l.

Both African theatre and the Black Theatre Movenhugals stood far from creating art
for art's sake. Moreover, the genre of theatrdaser to oral literature because, as Mineke
Schipper points out, the portrayal is dominantwhitten literature, however, “the text is
everything . . ., the text is permanefitSchipper underscores that in the narration ofearici
African stories, the narrator improvised on knowarhes, and he might use speech or song.
Consequently, Schipper observes an inextricableexiion between oral literature and
theatre. Oral literature recreates pauses, gesti@elings, intonations and the reciprocal
reactions of actors and audience towards each,ahesf which is “inherent in theatre.”
The African performance of oral literature, in Siger's words, is “a total event” in which
the people present take part, either by clappinghythm or by making music, or
narrating”

If the beginning of this chapter is examined arauser's words are recalled, readers
could visualize the following picture: Art and lisdure in Western countries during the
Middle Ages were intermingled with life; and perfmance, to be more specific, remained in
a very close contact with the audience. In the Nidéiges there were bards, minstrels,
passion and mystery plays, street mimes—like ther@edia dell’ Arte troupe. The picture
shows that the audience played a very importantaatide role in the performance of those
spectacles. Art was closer to people, as it happéndraditional African societies. After
1661, Hauser observes that “art and literaturet][liteir relationship with real life [and]
form [enjoyed] a preference over content,” losingit dialectical relationship. Furthermore,
the audience lost its active role as protagonist.

It is the playwrights of the Black Theatre Movemaimo observed the aforementioned
loss, the lack of harmony in human beings—totakyadhed from nature, from feelings,
from emotions, from their soul—and wanted to stabil again the lost balance.
Consequently, they proclaimed the creation of a aesthetics in order to fight the Western
parameters of art by which people had being dehimadrand alienated from one another
and from nature. This new aesthetics was denontnBtack Aesthetics and is confined
here within the Aesthetics of Self-Affirmation. ™eeartists attempted to reconstruct their

%|bid., 97.

27 Bjodun Jeyifo,The Truthful Lie: Essays in a Sociology of Afridrama (London: New Beacon Books, Ltd.,
1985) 54, 7.

ZMineke SchipperTheatre and Society in Afriqdohannesburg: Ravan Press, 1982) 6.
291bid., 7, 10, 12.
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past and construct their future by analyzing tpegsent condition, committing themselves
to social change through their art.

The Aesthetics of Self-Affirmation is establish#stough a search and affirmation of
oneself and of the community to which an artisbhgbk. This Aesthetics restores people’s
protagonist and active role, as they had possessadditional African societies and in
Europe’s Middle Ages. The Aesthetics of Self-Affation brings back spirituality and soul
to the people, and music, poetry and dance becamepthis new expression.

Women'’s equality, however, in that search proessablished during the Black Theatre
Movement was not acknowledged. Women'’s social atitigal equality, paradoxically and
contradictorily, was not recognized and they wexelwwed from what became a male’s
almost exclusive exploration. Yet, women’s eyesengide opened by the same Aesthetics
of Self-Affirmation whose endowment they realizexbded to adopt in order to reconstruct
their female past and construct their future byeating on their present condition and
position in their society. Black women theatre sastiin the United States and in South
Africa had an extra load to cope with, for they avomen under patriarchal rule and,
besides, they were Black women under White-doméhedgulations.

Before analyzing African and African American wamgesituation as artists and their
aesthetics, it is necessary to examine the positnshrole that some Western theatre artists
played prior to the Black Theatre Movement. Thesesi#fn artists’ efforts were geared
towards the same goals pursued by the Movementwplts. They had, though, a
privilege over the African and African American yphaights: they were White male artists
and they did not have to bear the weight of thesqaa®y, political, social and psychological
oppression Africans and African Americans had méjected to.

Western Theatre Aesthetics in the Twentieth Century

Names such as Antonin Artaud (1896-1948), Erwiscétor (1893-1966), Bertolt
Brecht (1898-1956), Jean Genet (1910-1996), SanRexdkett (1906-1989), Jerzy
Grotowski (1933-1999) or Peter Brook (1925- ) h&een landmarks in the evolution of
Western theatre in the twentieth century, all ofolvhabandoned the naturalistic style that
most has distinguished Western theatre. Some eéthgists’ theories and styles exerted a
special influence on the artists of the Black The&llovement in the United Sates and in
South Africa. Robert McLaren makes some reflectionsArtaud’s views on an essay
entitled “Antonin Artaud: The Spirit of European &tre in the Twentieth Century.The
title is highly suggestive of Artaud’s worries albdestern theatre and his continuous
search to find new venues for a theatre that,sropinion, was missing something essential.
He tried to infuse the spirit he realized was absenWestern theatre and that he
acknowledged as the core element in some orienlalres, such as the Balinese.

Artaud was firm in his attempt to acquire a newglaage that did not need words to
express the individual's emotions and feelings. folend the answer in gesture, dance,
sound, light, costume and so forth. As McLaren pagited out, Artaud rejected the

30 Robert McLaren, “Antonin Artaud: The Spirit of Eyean Theatre in the Twentieth Century,” Stketsh
(Summer 1972).
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naturalistic theatre in which “everything procedasn the text,” and believed the text “is
not essentially @heatrical element.* In order to touch life, he considered necessary to
break through language and, consequently, createcoeate theatre. He was mesmerized
by the Balinese theatre which drew “upon dancegsom pantomime—and a little of the
theatre as we understand it in the Occident.” TaénBse spectacle restored “the theatre,
by means of ceremonies of indubitable age and twetl- efficacy pic], to its original
destiny which it [presented] as a combination dfthése elements fused together in a
perspective of hallucination and fedt This French theatre artist realized how gestuce an
voice in the Balinese spectacle acquired new itiflas he had never observed in Western
theatre. In the Balinese spectacle, he could wstaephysical language absent from words
and based upon movements and signs:

The Balinese, who have a vocabularygebture and mim#or every circumstance of life, reinstate the
superior worth of theatrical conventions, demoristtheforcefulness and greater emotional vahfe

a certain number of perfectly learned and abovenalterfully applied conventions . All the senses
interpenetrate, as if through strange channelaWweli out in the mind itself. . All these sounds are
linked to movement . .There is [in the Balinese performance] somethihgesemonial quality of a
religious ritg in the sense that they extirpate from the minchefdnlooker all idea of pretense, of
cheap imitations of reality}

Artaud observed that speech in Western theatre“usesd only to exprespsychological
conflictsparticular to [wo/]man and the daily reality okftihis life,” instead of reconciling
people with the universe. Furthermore, an imagencallegory became more meaningful for
the spirit than the analytics and lucidity of sgeeConsequently, he proposed a theatre of
cruelty— a return “through theatre to an ideahs physical knowledge of images and the
means of inducing trancéde referred to Chinese medicine as a clear el@togllustrate
his theory. Chinese medicine carefully exploressihets upon which to puncture in order to
regulate the body’s subtlest functions. In the titgeaf cruelty, spectators not only are the
center but they are surrounded by the spectécle.”

Artaud’s conception of theatre very much approache idea of theatre as conceived by
the playwrights of the Black Theatre Movementslnbt surprising, then, that most of the
African American and Black South African playwrighduring the periods examined in this
research acknowledged Artaud’s works, for they wawmmitted to the same search in
order to create a theatre that could offer a newudage and function for the spectator.
Artaud attempted to find a new theatrical langutige could remain between thought and
gesture and, then, turned to myth. He believedptirpose of theatre was to create myths
“to express life in its immense, universal aspect] from that life to extract images in
which we find pleasure in discovering ourselvBsArtaud’s quest for emotion and
liberation of the human spirit through the sensesvéry much in line with Herbert
Marcuse’s conception of art: “The truth of art lie tliberation of sensuousness through its

*1bid., 43.

32 Antonin Artaud,The Theatre and Its Doub{8lew York: Grove Press, Inc., 1958) 13, 53.
33 |bid., 55-60. Emphasis added.

34bid., 70, 71, 80, 8IEmphasis added.

*1bid., 116.
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reconciliation with reason.” In representing thelar of sensuousness, art “invokes the
tabooed logic—the logic of gratification as agaitisat of repression.” Furthermore, the
“de-sublimation of reason”, together with the saiblimation of sensuousness, becomes an
essential process in the emergence of a free eulfwrcording to Marcuse, there is no need
to arrest but liberate progress in order to havemrepressive civilizatioti.Marcuse and
Artaud defended the liberation of the senses immdtsociety for they felt imprisoned by a
civilization ruled by repressive indictments ofsea and speech.

Sigmund Freud, in hi€ivilization and Its Discontentsasserts that civilization is “a
process in the service of Eros, whose purpose éetiabine single human individuals, and
after that families, then races, peoples and nstiamto one great unity, the unity of
[wo/lmankind.” Freud further suggests that the diwei step of civilization would be the
“replacement of power of the individual by the powé a community.” Besides, hostility
and ill will would disappear if private property svaradicated and all wealth kept in
common: Artaud, Marcuse and Freud, Western intellectuzasl, understood the illness of
Western civilization whose repressive patterns wieeecause of psychological and physical
oppression, which was exercised within the Westard and upon the Third World.

More recently, it has been the Brazilian theatieeador, Augusto Boal, who has
proposed theatre as a very efficient political veeafo liberate wo/men from oppression, by
creating an appropriate theatrical form. Brechtétjgal theatre has been a great influence
upon his work. InTheatre of the OppresseBoal advocates that what has been happening
in Latin America was “the destruction of the bamsiereated by the ruling classes. First, the
barrier between actors and spectators [has beestfogted: all must act, all must be
protagonists in the necessary transformation ot Boal calls this theatre “the theatre
of the oppressed” whose main objective is to chahgepeople, focusing on action its&lf.
In Boal's opinion, theatre might not be revolutionan itself, but “is surelya rehearsal for
revolution” The poetics of the oppressed, he declares, islynttie poetics of liberation:
“The spectator no longer delegates power to theackers either to think or to act in his
place.The spectator frees himself: he thinks and acthiimself! Theatre is actioti® Boal
follows Brecht's idea of epic theatre that has lstremendous impact on most Latin
American theatre.

Artaud, Boal and Brecht gave the audience a pooiiag position that was missing since
the Middle Ages in Western culture. Brecht, likeaBdoelieved in a political theatre that
urges the audience to play an active role by pogirestions that force spectators to think
and, consequently, take an action in their soci8recht broke with the Aristotelian
principles of theatre, according to which spectgttays a passive role by identifying
themselves with the characters presented on tge.dtie introduced theerfremdungseffekt
or distancing effecto break with the spectator’s empathy. By intradgchis effect, the
audience can analyze the conditions of life throtighinterruption of happenings. In this
regard, Walter Benjamin asserts that epic theatfey definition a gestic theatre. For the

36 Herbert MarcuseEros and Civilization: A Philosophical Inquiry intreud (Boston: Beacon Press, 1971)
184, 185, 196, 198.

37 Sigmund FreudCivilization and Its DiscontentéNew York and London: W.W. Norton and Co., 1962) 4
38 Augusto BoalTheatre of the Oppress¢New York: Theatre Communications Group, 1985Xix,
39 |bid., 119, 155Emphasis added.
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more frequently we interrupt someone in the actcting, the more gestures resit.”

Influenced by Chinese theatre, Brecht borrowed dieancing element from Chinese
acting, in which, as John Willet points out, “chateas are distinguished by particular
masks” and the actor “never acts as if there wdoaidh wall besides the three surrounding
him. The actor expresses his awareness of beinthe@{ Furthermore, the artist's goal is
“to appear strange and even surprising to the aodieHe achieves this by looking
strangely at himself and his work. As a result,rgthéng put forward by him has a touch of
the amazing. Everyday things are thereby raisedvealibe level of the obvious and
automatic.*

Inspired by Chinese acting, Brecht created a nesthetics that corresponded to the
sociological situation of his time, and “neitheeithcontent nor form [could] be understood
except by the minority that [understood] this.” Blgded that this new aesthetics “[was] not
going to satisfy the old aesthetics; [it was] goiaglestroy it.* In Brecht's new conception
of theatre—epic theatre—songs had an important function in the performangbich
differed from the traditional conception of invatg the actor and the audience emotionally
with the musical melody. In epic theatre, the spngduces a change of function on the
actors when they sing, and, in Brecht’'s own words,

the actor must not only sing but show a man singdiig aim is not so much to bring out the emotional
content of his song. . but to show gestures that are to speak the habidsusage of the body. As

for the melody, he must not follow it blindly: tleeis a kind of speaking-against-the-music which can
have stunt effects, the results of a stubborn,rimpbible sobriety which is independent of musidan
rhythm:®

Brecht's conception of epic theatre not only comgsian active role for the audience, but
for the actor as well. He sought an awarenesshibit actor and audience should acquire
when acting and when watching a play. Against blmdomatism in acting, he was
advocating for a more arduous mastery of technigugliring an actor’'s awareness and
control of the character represented by thm, andice versa. Away from the empathy that
Stanislavsky’s actors and audience feel, Brechglsbthe use of the alienation element not
only for the audience, but also for the actors thelues.

Coinciding with Brecht, Grotowski introduced a rhumore developed basis to help the
actors broaden their acting skills, enunciatedisndook Towards a Poor Theatré It is
significant to notice that most African Americant@s remained more faithful to
Stanislavsky’'s method although combining it wittheat African and African American
traditional elements, whereas in South Africa, threyy closely aligned themselves with
Grotowski's method—extensively employed by Atholgbtd and the Serpent Players. At
this point, a couple of questions need to be poBé@t.South African theatre artists adopt
Grotowski's method opoor theatre(bare stage, emphasis on the actor’'s skills) secau
they did not receive financial support from the gmment? Or, on the contrary, they

“4Owalter Benjamin|lluminations(New York: Schocken Books, 1969) 151.

“1 John Willet, ed.Brecht on Theatre: The Development of an Aestlfeticdon: Methuen, 1986) 91-92.
42 statement made by Brecht in 1985id., 21-22.

3 1pid.

44Jerzy GrotowskiTowards a Poor Theatr@New York: Simon and Schuster, Inc., 1968).
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adopted Grotowski's method because it approachedAfrican oral tradition, in which
gesture, song and movement are indispensable skitlse performer? Both assumptions
can be comprised as the answer to the questiordpémeboth factors are inextricably
connected to the Black South African artist's eigrere during the years of the Black
Consciousness and Black Theatre Movements.

Grotowski’s theatre principles, as opposed to iSkawsky’s more internal/psychological
method, emphasizes the actor’s physical trainimgtaody expression. Jan Kott, referring to
Grotowski's Laboratory Theatre, maintains that “ihlémate precision of gesture, faces
transformed into masks by a simple contraction o$cfe, the sounds of language” can only
be compared to Japanese Noh theatre, in which dtfter’s art is transmitted from
generation to generation.” Moreover, Kott beliettest Grotowski combined the languages
of sexual and social revolution of Freud and MafXTimothy Leary and Herbert Marcuse.
This theatre of Counterculture “fethhat revolution could enter the mind only throudie t
skin, as formulated in the gospel of Artatitlin Kott's opinion, for Grotowski, “the only
sacrifice that can save the theatre is that ofidters” and their bodies “are a medium that
transmit signs.” In the same line, Kott mentionseP8rook who keeps “asking his actors to
look for truth in rediscovered gestures, thatrissigns existing as a language independent of
a personal idiom® Finally, the Polish critic argues that Japanesatthehas also exercised
a profound impact on Brecht, Meyerhold, Eisenstéiigcator and the entire European
avant-garde movement.

Grotowski found the training techniques used inefital theatre very stimulating,
especially the Japanese Noh theatre, the Indianakali and the Peking Opera. Under this
light, he considered that the scenic and pers@tdinique of the actor were “the core of
theatre art.” In his definition gpoor theatre he claimed that theatre can exist “without
make-up, without autonomic costume and scenograpithpout a separate performance
area (stage), without lighting and sound effedis, [But] it cannot exist without the actor-
spectator relationship of perceptual, direct, ‘limmunior” Thus, for instance, an actor,
by his controlled use of gesture, “transforms therfinto a sea, a table into a confessional,
a piece of iron into an animate partner, étaGrotowski insisted that theatre is a place of
provocation, where the actors, by using their rales trampolineexamine what is hidden
behind their daily masks—the inner essence of {h&isonality, so they are able to sacrifice
it and expose it. As a reaction to this presentatpectators understands, unconsciously or
consciously, that such an act is “an invitation[tleem] to do the same thing.” This
presentation often arouses indignation or oppasitieecause spectators’ “daily efforts are
intended to hide the truth about [themselves] naty ofrom the world, but from
[themselves]’

45 Jan Kott, The Theatre of Essen¢Evanston: Northwestern University Press, 1984)-143, 144. Emphasis
added.

4®bid., 115-116.

47 Grotowski,op. cit, 16, 19, 21Emphasis added:he total absence of elements such as make-upinigand
sounds effects, the direct relationship betweeorasgectator and the controlled gestures of adsorsrtainly
true of most of the artists of the Black Theatreviétoent in South Africa.

48 Jerzy Grotowski, “The Theatre’s New Testament,'Ritual, Play and Performance: Readings in the Socia
Science/TheatreSchechner and Schuman, eds. (New York: The Sg#&tvass, 1976) 186.
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Like Artaud, Brecht and Boal, Grotowski intended tave an active audience who,
confronted with the actor, [was] stimulated inttf-smalysis.” Grotowski'poor theatrehas
defied “the bourgeois concept of standard of livihdproposed] substitution of material of
wealth by moral wealth as the principal aim in.lifen addition, any performance of the
poor theatre based on a contemporary theme, would be “natioeeduse it is a sincere and
absolute search into our historical ego; it isistial because it is an excess of truth; it is
social because it is a challenge to the socialgyéire spectator:”Like Artaud’s quest for a
new language, the actor of theor theatreis like a poet who “needs to construct his own
psycho-analytic language of sounds and gestit@heatre can exist without the text, but
cannot exist without the actor.

Artaud, Brecht and Grotowski were committed toateea new Western theatre that
could offer more meaning and create a communiowd®t the actor and the audience,
reflecting on the social concerns of their timelsey rejected theatre as mere entertainment,
as did Jean Genet. Genet's theatre, however, gegsardifferent approach. Unlike Brecht,
observes Martin Esslin, his theatre is “profoundlytheatre of social protest . . . [and]
resolutely rejects political commitment, politicatgument, didactism, or propaganda.”
Genet, like Artaud, was attracted to a theatreitofak His view of theatre was that of
ritualistic and ceremonial equivalent to the theadtf ancient Greece, which, in Esslin
words, “presupposes a valid and vital body of eled myths. And this is precisely what
our own civilization lacks.” Genet's theatre is ange of mirrors through which each
appearance is revealed as an illusion and thiséasiused “to uncover the fundamental
absurdity of being, its nothingnes$.Jan Kott affirms that Genet's theatre is the tleeaf
liturgy and ceremonythe “ruthless repetition of form,” which is ingesnsable for ritual
and, although the intention is not important, “foem is.” In contrast to Genet's main
concern on form, the Black Theatre Movement emegegean evident expression of the idea
that content and/or intention and form are ineatrlg linked and must be combined in a
dialectical manner. This was the African Americad &frican playwrights’ main goal.

The Search for a New Theatrical Language

| have already mentioned the socio-political cotmmant of the Black Theatre
Movement playwrights with the Black community armeit work. Their commitment was
reflected not only on the themes selected to reoactstheir past and future history
capturing the socio-political moment of the presdnit also on the theatrical elements
selected as the expression of a new written aneamitten theatre language. Language, as
proposed by John Austin, is “a mode of social actiavhich in Keir Elam’s words “is not
so much descriptive, as performativélh the same light, the playwrights of the Movement

“9bid., 189, 190, 195.

0 1bid., 185.

SMartin Esslin,The Theatre of the Absuftiondon: Penguin Books, 1988) 233.

*2bid., 223, 210, 211.

3 Kott, 136.

54Keir Elam, The Semiotics of Theatre and Dragh@andon and New York: Methuen and Co., 1984) T150.
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were engaged in forging a new language that coutcomtheir community’s needs and
goals. They were committed to providing a new ditaar(@ritten) and theatrical expression
(the unwritten, the unsaid; i.e., gesture, musioyement). Following this line of thought,
Michael Etherton has stated that the theatre dtafneeds to discover a new dramatic form
through which the theatrical pieces can be conlip@mhanced “by the revelation of new
contradictions in each performance.” Etherton efer Brecht (who has exerted a great
influence in African theatrical literature, espdigian East Africa) as an example to follow.
He proclaims that Brecht managed to link “both itied and revolution in the concept of
popular.” This concept of popular is described gdht as “taking over [the people’s] own
forms of expression and enriching them, a way that can take over the leadership
linking with tradition and carrying it furthef” The Black Theatre Movement introduced
the link with African and African American traditis combined with Western elements,
and each element included in the plays served@f&pRinction.

Moreover, language, whether written or spokerects the traditions and thinking of a
people. In the United States, Jordan asserts dinguhge has been “homogenized into an
official ‘English’ language that can only expresmrevents involving nobody responsible,
or lies.” She believes that if she were living idemocratic state, language “would have to
hurtle, fly, curse, and sing, in all the common Aiten names, all the undeniable and
representative and participating voices of everybjtitere].” She postulates that people in
the United States do not have a democratic langiagd [they] put up with that. [They]
have the language of the powerful that perpetutitas power through the censorship of
dissenting views® Jordan’s complaint about an individual not beitigveed to express
her/himself in her/his own language, and her umeige that language, is supported by
Kenyan writer Ngugi wa Thiong'o in reference to thfrican writer’s situation: “African
languages addressing themselves to the lives opd¢lople become the enemy of a neo-
colonial state.” Together with Obi Wal, Chidi Amuta observes thajulyi “[insists] on
linguistic indigenization as a minimum conditiorr fhe existence of African literature.” In
addition, Ngugi believes that “genuine African fatre can only be written in African
languages® Although Amuta considers Ngugi’s idea too radiaatl romanticized, it is
necessary to acknowledge that self-expression gsrihe assumption of expressing oneself
in one’s native language, which denotes self-afition; or, as Fanon puts it, “it is implicit
that to speak is to exist absolutely for the othshile recognizing every dialect expresses a
different way of thinking®

The problem of language entails more complex icapions when related to the African
writer than when related to the African AmericareoRhanuel A. Egejuru claims that, in
comparison to the writers of other parts of theldiolithe position of the African writer is
unique on account of language and history. [Theyjehfor the first time a group of writers

5 Michael EthertonThe Development of African Dranfilew York: Africana Publishing Co., 1982) 355, 234
%6Jordanpp. cit, 30, 31.

57 Ngugi wa Thiong'o, “The Politics of Language in &fan Literature,” inFrantz Fanon, Soweto and American
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committed to dualism of audience.” Furthermore, thwice of audience is inevitably
altered by the choice of language. In addition, Afdcan writer's audience includes
Africans and Europeans “who are affiliated by laage but disaffiliated by culturé”The
issue of language in African literature is the moshtroversial because the majority of
African works are written in Portuguese, FrenclEaglish. Egejuru considers that the use
of foreign languages when writing African literatysoses the problem of “identifying with
the African continent literary works produced indign languages.” Even more important,
though, is the fact that the African writers’ exgsi®n is practically controlled by a non-
African audience whose language is being used bigakf writers. Besides, the problem of
censorship that existed and still exists in Africaountries also limits the writer's
production, being forced most of the times to pibher/his works out of her/his country—
usually in a European one, which, consequentlyjireg the use of a European langu#ge.

In recent years, some critics have also broughighd another type of language used in
African literature, calledirum languageKwesi Yankah observes that the wahadim has
usually been associated with music, but the drulay$pa key role in providing rhythm in
poetry/son performance; it may set off one starfzaral poetry from the other, or provide
musical interlude in oral narrative performancen” dddition, the knowledge of drum
languagedates back to the nineteenth century “when Eunome@lorers and missionaries
in Africa incorporated the linguistic aspect of thgican drum in their mystery accounts of
the ‘dark continent.”” Referring to drum poetry, Bekunuru Kubayanda desta‘[A] drum
rhythm poem is a composition suitable for perforgmvith the drum, or for reading aloud,
reciting and simultaneously accompanied by the loeabeats of the drums.” Energetic
sound units infused in its opening and closingdinsually mark these poems. In an African
American context, drum poetry is “rhythm articulhtewhere rhythm has to do with “the
pitch alternations in African languages and speleskls: high, low, middle, rising and
falling.” Finally, Kubayanda believes “the discipdi required for analysis of any written
poem inspired by the rhythms of any drums, or augrof them, has little to do with the
conventional Western written guidelines for poetyiticism.”™ It is important to
acknowledge the existence of this drum language dndn rhythmic poetry when
examining the plays of the Black Theatre Movemémtmost of these plays, either the
inclusion of poems or poetic language, togethehwiance and music, occupy a very
significant place.

Similarly, it is important to state that poetryshHaeen associated with freedom. Gaston
Bachelard, in hiShe Poetics of Spagceeflects on the poetic image as an emergence from
language that

0 phanuel A. EgejuruBlack Writers, White Audiences: A Critical ApproachAfrican Literature(Hicksville,
New York: Exposition Press, 1978) 243, 14.
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is always a little above the language of signifmat . . A great verse can have a great influence on the
soul of language. It awakens images that had b&aned, at the same time that it confirms the
unforeseeable nature of speech What delight the poetic imagination takes in makigame of
censors! . .Contemporary poetry. . has introduced freedom in the very body of langu#g a result
poetry appears as a phenomenon of fre€lom.

Reading Bachelard’'s comment about the attributepagftry, it seems applicable to the
Black Theatre Movement and to African American affitican poetry as well. As
mentioned earlier, most African American and Afrigalaywrights of the Movement were
poets who infused powerful images and rhythms @ir thoetry. Bachelard’'s suggestion of
the poetic imagination eluding censors is certaapplicable to both countries, especially to
South Africa, a country where banning and censprghie ceaselessly imposed on its
writers, and where not only poetry but also musid aongs occupied an essential part
during the years of the Movement.

If the rhythms of poetry in African literature shospecific speech levels and pitch
alternations, so does African music. This rhythnorganized in strict time or free meter,
and rhythmic structures are of multilinear or linedesign. Like poetry and song in
traditional African societies, music performs aiabdunction and, consequently, public
performances usually take place on social occasibik Kwabena Nketia maintains that,
although there are some individual musical expoassimore emphasis is placed on the
musical activities of the community. He observeattthere is a relationship between
language and music: “[M]eaningful language textqonsense syllables are used as verbal
‘scores’ of musical rhythms. . The linguistic factors that operate in vocal mu#ierefore,
apply to some extent to text-bound instrumentalimas well.” Song, too, performs a
social function. The lyrics of songs usually tatethemes from matters and events that are
of common concern and interest to the memberssotal group or community. Moreover,
dance, like song, can equally be used as a forsoafl and artistic communication. For
example, when dancing, hostile or cooperative ualtis towards a social group or
appreciation to benefactors can be transmitted Hyosing a certain movement, facial
expression or posture. Equally, the music selefdedhe dance needs to “create the right
atmosphere or mood to stimulate and maintain th&liurge for expressive movement”
and provide a rhythmic basis to be communicatetthénmovement or to regulate its speed
and quality”

The integrated connection of music and dance isnharent part of African based
dramatic communication. The dramatic use of musid dance finds its more elevated
expression in the dance drama, which Nketia idiestéis “mimed actions incorporated into
the dance or used as extensions of the dance praogBance drama] may beased on one
or many themes, without necessarily having a siogleerent story liné®” The emphasis
on this last point is a crucial one when examirfigcan and African American plays (such
as those by Matsemela Manaka, Adrienne Kennedytordke Shange) that have been
admonished by Western critics for their lack oft@tory line. These critics were not aware

64 Gaston Bachelardjhe Poetics of Spa¢Boston: Beacon Press, 1964) xxiii.

85J.H. Kwabena Nketialhe Music of AfricdNew York and London: W.W. Norton and Co., 1974) 288.
% 1pid., 189, 217.

57 |bid. Emphasis added.

62



of the aforementioned component as characterigtiaditional African oral literature and
dance drama, an important constituent that has ineerporated into contemporary African
American and African theatre. Music and dance, ating to Amuta, are instruments “for
thematic elaboration and intensification. [and] become means of cultural reaffirmation.”
New cultural forms emerge out of historical expece and through those forms, “the
people remake themselves in the strugdleBy means of retaking all these traditional
African elements, form (music and dance) as welkk@stent (social themes), it is asserted
what Cabral acutely perceived: “[The] ethnic comjileand cultural heterogeneity of the
African world.” So often, as in the case of some societies of &Afist, song and dance
can be an expression of “African resentment offasition to colonial rule’®

According to Judith L. Hanna, one can observe pdimeits simplest form) in dance.
An individual's body can be a symbolic medium sfgimg power and politics. Dance
performance can be a response to “actual or patesubordination. . [Hence dance can
neutralize or release] socially produced tensionsl #hereby perform a politically
stabilizing function.” Furthermore, dance may conself-assertion establishing a symbolic
identity as a counter to a dominating power, ca@bsin, or a situation that is competitively
heterogeneous.Testimonies of Hanna’s assertions are Sophie Magkmna Sokolow and
Jane Dudley who, in the 1930s, considered daneenasapon for social change, against the
evils of fascisni’ Dance can symbolically define a group within ahegeneous context or,
like in Third World Countries, “assert their padiil and cultural independence,” by making
use of their indigenous dance forms in festivathiosls, dance companies and so fétth.
Concerning the United States, Hanna claims thatl489, in Stono, Virginia, drum
messages were used in slave insurrections. Asu#t,ries1740, a Slave Act prohibited the
use of drums for Whites realized that African dantgeertwined with traditional beliefs
(i.e., religion) and consequently, these dancesg wesscribed as well.

Regarding the famous tap dancing, Hanna clainast African and European roots.
When drumming was forbidden among slaves in theddristates, they “often let their feet
take up the rhythms, and their voices, the ton€kg influence from Europe comes from
the “springy Irish jig, a dance in triple rhythmrfiemed with the upper torso held rigid,
arms close to the sidé’Dances such as rhythm tap, sand and tap dancinggaidrican
Americans owes much to Africa, not only in stylet lalso in function and purpose, for
dance offers freedom in African and African Ameridap. Through discipline, the dancer
achieves a control over her/his body to win freedand use it in a particular way:"In
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South Africa, the gumboot dance has become verulpopnd is used in the plays created
by the Workers Theatre. This dance, like the aboeetioned forms of tap, creates (if not
follows) drum rhythmg®

In Society and DangePeter Brinson envisions dance like any other vembal acts,
affirming it is a creature of climate that can “geaite feelings and emotions leading to the
creation of ideas for action.” As the authors exwedi above, he agrees that music and
dance can be tools for social change and name$ Ponérica as an example of a region
where dance has this function today: a reinforcaggistance against authoritarian regimes.
Dance and music also have equally been and arearuwewtal vehicles in developing
African consciousness; and in many parts of thdduiey have contributed and contribute
“to transmit and reinforce the message of Black gromovements.” Africans and African
Americans have certainly left their indelible mawkd great contribution in the music and
dance we hear all over the world, as an evidentemgion of their culture and of their self-
affirmation. Referring to the musical contributioby Africans and African Americans,
Robert F. Thompson declares: “Listening to rockzjeblues, reggae, salsa, samba, bossa
nova, juju, highlife, and mambo, one might concltisl® much of the popular music of the
world is informed by the flash of the spirit of tan people especially armed with
improvisatory drive and brilliance?”

To close the section where language, music andedaave been examined as essential
components of the plays of the Black Theatre Mov#irieis indispensable to mention the
African organizing principles of song and dancet thaght abridge what has been
enunciated above. Note that these components, leoware formal instruments that, in
combination with their social message, form thetAetics of Self-Affirmation. Thompson
offers the following organizing principles of sormnd dance in ancient Africa: 1)
Dominance of percussive style—with a vital alivene@smotion and sound; 2) tendency to
multiple meter—competing meters sounding all atepr®) overlapping call and response in
singing; 4) inner pulse control—a “metronome seéhseeping in mind a beat as a rhythmic
common denominator in combination of different mete5) suspended accentuation
patterning—an off-beat phrasing of choreographid mrelodic accents; and, 6) songs and
dances of social allusion—"contrasting social infetions against implied criteria to

perfect Iiving.”79 Thompson’s compilation of African principles neddsbe kept in mind
when examining the theatrical elements found inptlag's of the Movement under analysis.
Before concluding this chapter, it is fundamentatihderstand how the Aesthetics of Self-
Affirmation also encloses the plays written by &&mn and African American women. They,
like their male counterparts, have begun to profless heritage, culture and gender within
their society.

78 For further information on tap dancing, check Imiews with Willie Covan, John Bubbles and Al Wiliis by
Beverly Robinson (1981-1989). Maidie Norman AfricAmerican Theatre Collection, Department of Theatre
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Feminist and Black Women’s Aesthetics

The dancer of the future will be one whose body aadl have grown so
harmoniously together that the natural languagat soul will have become
the movement of the body. The dancer will not bgltm a nation but to all
humanity. She will dance not in the form of nympior fairy, nor coquette,
but in the form of woman in her greatest and pueegiression. She will
realize the mission of woman'’s body and the hoBnefsall its parts. She will
dance the changing life of nature, showing how qzath is transformed into
the other. . She will dance the freedom of woman.

Oh, she is coming, the dancer of the future: the &pirit, who will inhabit the
body of new woman; more glorious than any woman ki@s yet been; more
beautiful than. . . all women of past centuries—the highest intellgem the
freest body.

Isadora Duncdh

With her eyes on the future, Isadora Duncan eowéd the new woman yet to come, by
freeing her of past stereotypes and chains. Faadreually insisted that he did not want to
be a prisoner of the past but to create his own evanging present and future of freedom.
Duncan, though, used the body as the metaphor estdelspression of freedom for future
women, freedom of body that would help her free $@rit imprisoned by centuries of
oppression, exploitation and stereotyping imposga patriarchal society. Black women,
however, needed a double liberation: both fromigetinal rule and from White oppression.

The Civil Rights and Black Power Movements conttédl greatly to the flourishing of
the Women’s Movement. Sue-Ellen Case has observed:

In the United States, black women have been the@epis and foremost spokeswomen in the
movement of women of colour. The movement for blamttependence in the 1960s had already
provided them with an ethnic consciousness, a fantjl with political organization and a languade o
protest that could be combined with a feministiguié. In fact, these achievements of the black
liberation movement aided the feminist movemenare in its articulation of oppressién.

The Black liberation movement not only helped depethe Feminist movement, but also
helped Black women understand their ethnicity imirthtwo-fold oppression: race and
gender. Black women, then, commenced their wangegest to find new venues of
expression, of self-affirmation; that is to saittshift from objects into subjects.

In Body of Power/Spirit of Resistanckean Comaroff analyzes the relationship between
the human body and the social collective as “acatitdimension of consciousness in all
societies . . [The body] mediates all action upon the world aidultaneously constitutes
both the self and the universe of social and nhtetations of which it is part. . [Thus,]

8sadora Duncan, “Isadora Duncan,”\Momen in Theatre: Compassion and Hoptalpede, ed. (New York:
Drama Book Publishers, 1983) 108-109.

81see quote, Note 1 in this Chapter.
82 Sye-Ellen Casdseminism and Theatr@New York: Methuen, 1988) 101.
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the body social and the body personal always @xistmutually constitutive relationshif’”
Consequently, when signs of physical discord amado these become the signifiers for an
anomalous world. Expanding on this idea, Jacquelyn D. Hall obsethes the resonant
association between lynching and race is clearhtraged in their parallelism of racial
subordination. Hall argues that lynching was used aneans of psychological intimidation
towards Blacks as a group. Lynchings were usuallipWed by sexual mutilation and/or
torture. In addition, in Hall's opinion, lynchingak fundamentally contributed to the
creation of hierarchies among nfén.

In contrast, the violence directed at black woiitlestrates “the double jeopardy of race
and sex.” Comaroff's words refer to Black South African pegpvhereas those of Hall
refer to African Americans. Both imply the effectphysical and psychological violence
used by the colonizer upon the colonized. Dale 8peaxpands on this point and explains
the concept of colonization as applied to womenkpeeience in history: “A long
formulated feminist principle has been that womenisds, and women’s bodies, have been
colonised under patriarchy, that women'’s oppreskamtaken both emotional and physical
forms, and as both are inextricably linked, it & golution to try and attain one form of
liberation without the othef’” In addition, regarding female culture, Sigrid Waigoints
out that “[tlhere seems to be more similaritieshvifte theory of an ‘alien culture,” or more
precisely, with the relationship between the cdaeniand the colonised. This, too, is the
product of an historical process which appearsetinbvitable. Just as the ‘colonisation of
minds’ (Frantz Fanon) changes and destroys then aidture, so the vinculation of
patriarchal values in woman represents to her dmger of assimilation as soon as she rises
into (while still within) the male ordef®® This is a real danger considering that, as observe
by Virginia Woolf, women have been looking glasémsmen and reflected them “twice
their natural size®

Women have been detached from themselves, stobem their identities, from their
voices, and they need to rediscover themselveskBéaminists have also claimed their own
existing colonization as Black women: “Nineteenémiziry black feminists cannot be
dismissed simply as ‘spokespeople for prudery @irtbommunities.” Their legacy to us is
theories that expose the colonization of the bfackale body by white male power and the
destruction of black males who attempted to exeraisy oppositional patriarchal contrd.”
In order to reconstruct one’s history and one’s, selis necessary to have the power of

8 Jean ComaroffBody of Power/Spirit of Resistance: The Culturetotis of a South African PeoplE€hicago
and London: The University of Chicago Press, 198%) 8.

84bid., 9.

8 Jacquelyn D. Hall, “The Mind that Burns in Eachdt Women, Rape and Racial Violence,” Rowers of
Desire: The Politics of Sexualjt$nitow et al., eds. (New York: Monthly Review §5£1983) 331, 330.

86lbid., 332.

8Dale Spender, “Modern Feminist Theorists: ReinventRebellion,” inFeminist Theorists: Three Centuries of
Key Women ThinkerSpender, ed. (New York: Pantheon Books, 1983) 374

88Sigrid Weigel, “Double Focus,” ifeminist AestheticEcker, ed. (Boston: Beacon Press, 1985) 63.
8Dale, 372.

% Hazel V. Carby, “On the Threshold of Woman’s Eraynching, Empire and Sexuality in Black Feminist
Theory,” in Henry L. Gates, JrRace,” Writing and Difference315.
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speech, denied for so many centuries to women.vAlaeguage needs to be found in order
to help women recover themselves. The act of spgakiin itself an act of resistance, as
bell hooks has highlighted. Awareness of the needdice the different dimensions of
women’s lives and of the need to speak is one waywbmen of color to begging the
process of education for critical consciousnesskaemarks the need for the oppressed
and colonized people to move from silence into speéor it is a gesture of defiance,
making newness of both life and growth a potentedlity. Moreover, the Women’s
Movement is women'’s evident expression of a liketatoice (assertion of their new role as
subjects, who had left behind the role as objenfsed upon them in the paSt).

Women need and women do have a different voicettiey must keep delineating to
express and recover themselves. As examined edakfitzan American writer June Jordan
has claimed that people live in homogenized natiarere they have one language, one
race and one sex who dominate and conceal theergesbf a heterogeneous society. In her
bookIn a Different VoicgCarol Gilligan explicitly denounces this problemd solicits the
acceptance of a woman'’s language:

As we have listened for centuries to the voicesneh and the theories of development that their
experience informs, so we have come more receatfyotice not only the silence of women but the
difficulty in hearing what they say when they spe¥kt in the different voice of women lies the trut
of an ethics of care, the tie between relationsinig responsibility and the origins of aggressiotha
failure of connection. The failure to see the ddfe reality of women’s lives and to hear the
differences in their voices stems part from theuaggtion that there is a single mode of social
experience and interpretation. By positing insteaa different modes, we arrive at a more complex
rendition of human experience which sees the tofigeparation and attachment in the lives of women
and men and recognize how these truths are cduyieifferent modes of languages and thought.

Dale Spender supports Gilligan's statement by raffig that politics is the basis of
women’s assertion of anger and protest and men hmeageverely discomfited by such rage
and can attempt to penalise such rebellious womri#n a@unter-charges of ‘unfeminine,’
‘embittered’ or ‘neurotic.’®

In order to begin the process of finding the plémetheir newidentity, women must
carry out introspection within themselves. All waménsists Elizabeth J. Natalle, need to
participate actively in the process of self-disagyevhich is liberating as well as painful.
She adds: “[As] each individual woman is freed fritva identity of the past, she contributes
to the liberation of all womeri" This need for a personal self-discovery is aligniti the
statement made by Maryse Holder and Margaret Witkethat the personal is political. As
expressed by Arlene Raven, women have known thatékploration of intimate arenas can
reveal both the private and public power of wom&rEeminist art theory needs to help

1 bell hooksTalking Back: Thinking Feminist, Thinking Ba@oston: South End Press, 1989) 14, 28-29, 9.

92 carol Gilligan, In a Different Voice: Psychological Theory and Watae Development(Cambridge
(Massachusetts) and London: Harvard UniversityRre382) 173-174.

% Spender,op. cit, 373.

9 Elizabeth J. NatalleFeminist Theatre: A Study in Persuasi@Metuchen, New Jersey: The Scarecrow Press,
1985).

% Arlene Raven, et al., edsseminist Art Criticism: An AnthologgAnn Arbor and London: UMT Research
Press, 1988) xi.

67



examine the past and use its analysis as the basiswhich to create strategies for today
and for the future, as Hilary Robinson has propasedn anthology of feminism and art
essays compiled by h&r.

Works by Black women have already commenced ton@me&and reconstruct their past
in order to understand their actual position aneht® alternatives for their future. Black
women’s writings are the clear evidence of theirammess about their gender as
inextricably linked to their people and culture tiheir works, they “problematize the notion
of community,” remarks Susan Willis, and “rathearthpaying it lip service, they scrutinize
the community as it existed in the past in ordeguestion whether or not and in what form
it might exist in the future?” Due to the specific ways in which Black women haeen
“oppressed by white-male dominated society, [they]st present a new challenge to
imperialism, racism and sexism from inside and idetghe established black liberation
movement.” This new challenge to imperialism, racism and sexinust be expressed in
the search and consequent expression of a newetiesth

Elaine Showalter refers to the Black aestheticthef1970s claiming: “[As] the black
aesthetic of the 1970s celebrated a black congswisssin literature, so too the female
aesthetic celebrated a uniquely female literaryscmusness. . [The female aesthetics
uttered] a women’s culture that had been negleatetlthad to be revived, of a ‘women’s
language,’ and of literary styles and forms thaheaut of a specific female psycholody.”
This new aesthetics must also study the “not-sadgking the messages of women who
have been repressed in history and in women theeselin the manner of Pierre
Macherey, by probing the fissures of the femalet.t€% The study of the “not-said”
suggests the existence of an invisibility thatvadimen, and especially Black women, have
been subjected to throughout history. In order &kenBlack women visible, Barbara Smith
solicits a political movement. Smith realizes thextricability of both Black female identity
and sexual racial politics, elements that are esgh@s Black women’s writings:

Black women have been obliged to share a spepifitical, social and economic
experience. Because of that experience, Black wosmgers manifest common approaches
stylistically, thematically and aesthetically. Bara Smith confirms the existence of
different aesthetics as it is expressed in the uagg Black women use and culture
experience they share: “The use of Black women'gdage and cultural experience in
books by and about Black women results in a miraculously rich coaillegoof form and
content and also takes their writing far beyond tenfines of white/male literary
structures. Furthermore, not only is there specific aesthetizat differentiates Black

% Hilary Robinson, edVisibly Female: Feminism and Art: An AnthologNew York: Universe Books, 1988).

97 Susan Willis, “Black Women Writers: Taking a CrilcPerspective,” inMaking a Difference: Feminist
Literary Criticism Greene and Kahn, eds. (London and New York: M&th@985) 214.

% Chila Burman, “There Have Always Been Great Blackea Artists,” in Hilary Robinson, edVjsibly Female
195.

9 Elaine Showalter, edThe New Feminist Criticism: Essays on Women, Liteesand TheoryLondon: Virago
Press, 1986) 6-7.

100E|aine Showalter, “Toward a Feminist politics,” Stater,op. cit, 141.
101 Barbara Smith, “Toward a Black Feminist Criticisrhowalterpp. cit,170, 174.
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women’s writing from a White/male literary struatuput also there is a difference between
the approaches taken by Black males and Black fsmdh pointing out the gender
difference in Black writing, Deborah E. McDowellfefs as an example on the theme of
journey. The journey of the Black male characterpartrayed in works written by Black
men, takes him underground. This journey is masdgial and political—like Baraka's
Dutchmanor The Slaveor Ralph Ellison’dnvisible Man The journey observed in Black
women'’s works, “though at times touching the poditiand social, is basically a personal
psychological journey’—i.e., Adrienne Kennedy’'sydaOn the other hand, the journey of
Black women’s characters moves from their victirtima to their consciousne&8and this
final consciousness is the evident assertion thtahen’'s journey is political, like that of
men.

By identifying the elements that differentiateitharticular history, culture and gender,
Black women’s writings establish the existence lo¢ tAesthetics of Self-Affirmation.
Through breaking with the stereotypes and/or ommkfication of women characters as
generally portrayed by men, these writers exhib@& tomplexity and pluralism of their
personal and historical personalities. Consequgeattheoretical approach to their writings
needs a plurality of methods that protect themrtirihe temptation of so oversimplifying
any text,” as claimed byAnnette Kolodiy.

Concerning theatre, Case points out the diffediatogues employed by men and
women, which are established by a different histdnpast and traditional position:

Since women have generally been confined to theedsmdomain and denied admittance to the
public arena, their performance space has often béain their houses. Their focus has been dickecte
to the personal networks of family and friends,atireg kinds of experience which did not lend
themselves to articulation in the public figuresrieétoric and oratory. For this reason, some women
have developed a different tradition of dialoguenfrthat of men. These women have excelled in the
personal forms of dialogu@®

These personal forms of dialogue most of the tiimetude women’s issues, such as
menstrual blood, pregnancy, clitorical images ahiféne body language that raise “a
political consciousness of sexual difference in”ditHelen Keyssar attributes to feminist
drama the unquestionability of “the most tenaciand resonant forms of discourse about
sexual politics.” The sexual identity portrayed agmhcted on stage in feminist theatre
shows that power is allocated not in a biologicalbfined sexual identity but in social
gender roles” When portraying her sexual identity, woman needtonstruct her history
and deconstruct the traditional patriarchal sydteshhas imposed on her the position of the
other instead of herself. Not only women writers, busaalcritics must contribute to
reconstruct women’s history in a consciousnessagigrocess and in offering new

103 peborah E. McDowell, “New Directions for Black Fenist Criticism,” Showalterop. cit. 195.

104 Annette Kolodny, “Dancing Through the Minefield:rSe Observations on the Theory, Practice and Pwlitic
a Feminist Literary Criticism,” Showaltetgp_ cit. 161.

195 Casepp. cit, 46.
108 Ecker,op. cit, 18.
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(New York: Grove Press, 1985) 167, 3.
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strategies to approach the reading of a play andugigest new “alternative modes of
perception.”® Elisabeth Lenk observes the need for women to Idpveew relations to
themselves through relationships with other wonidws, “woman will become the living
mirror of woman in which she loses herself in orttefind herself again* In their search,
women need to free their own movements in ordexjress the complexity of their own
body language, as Duncan had previously foreseen.

About theatre, Case underlines the need for wotmemeate a new body language that
encode the female gender signs on the stage. Refepecifically to movement, Case
underlines how on stage bolder movement is uswefigrved for men, whereas movement
for women has been more restricted. Consequentifagé movement replicates the
proxemics of the social order, capitalising upoa #Hpatial relationship in the culture at
large between women and the sites of powWé€4se’s observation utters the concept that
form, content and context cannot be separated.ri®@feo dance and movement, Anya P.
Royce equally claims: “Form and context cannot béeustood in isolation from each other.
There is meaning in form and structure, and itc@#feneanings derived from the contexts of
the arts. Conversely, historical developments trfams demonstrate that context implies
preferred and meaningful form&:”

The dance created and performed by African Amarardist Katherine Dunham clearly
exemplified Royce’s view. Dunham's introduction African rhythms has left an indelible
mark upon subsequent African American dancers &deographers. The Black Theatre
Movement, and especially some Black women playvsigksuch as Shange—followed the
African and African American tradition of dance amdvement that became part of Black
Women’s Aesthetics of Self-Affirmation. Dunham’s nd&s interpreted mourning and
marriage ceremonies and ancient fertility riteslefioling modern and primitive dance
forms.”” Hence, movement and dance appear as essentiaboenip in the plays of the
Black Theatre Movement, with special intensity lire tMovement that emerged in South
Africa. Dance, then, Malpede affirms, shows a “wisHive”" and love that is present in
the Aesthetics of Self-Affirmation: A wish to exgreone’s feelings and emaotions, which
emerged from a people’s tremendous love for andaés live, to express their anger and

108Casepp. cit, 113.
109Elisabeth Lenk, “The Self-Reflecting Woman,” in Eecked. Feminist Aesthetic$7.
110Casepp. cit, 117-118.

111 Anya P. RoyceMovement and Meaning: Creativity and InterpretationBallet and MimgBloomington:
Indiana University Press, 1984) 201.

112Malpede, ed.Women in Theatre: Compassion and Hop22.
1131bid., 13.
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to assert themselves. These were the female and aréibts of the Black Theatre
Movement.
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CHAPTER Il

The Black Theatre Movement in the United States.
Black Aesthetics:
Amiri Baraka, Ed Bullins, and Douglas Turner Ward

| want anything
you got, having nothing myself, | want What | wanhat | think
| want
| want
what you have, having nothing, myself,
| want
what you have, having nothing, myself,
| want always to be
where | am, and feel
good about it. Some
nerve.
Amiri Baraka

Black Aesthetics

Amiri Baraka’'s poem of self-affirmation clearlyflects the breathing of Black art, in
which consciousness, assertiveness and pride albog African American and having an
African American heritage were a fundamental baBlackness in the 1960s and 1970s
turned to be a symbol of pride full of new meaninGéarles T. Davis formulates what
Blackness has come to mean to African Americarevait

Awareness of being black is the most powerful dredrhost fertile single inspiration for black wrier

in America. It is ironic that blackness, for so doregarded as a handicap socially and culturally,
should also be an artistic strength. Consciousokes$ackness has brought a special intensity to the
statement of theme, as in Ralph Ellisoiwisible Man a distinction and a beauty of language,
evident in the poems of Langston Hughes; and urusags of rendering scene, as observed in the
work of Jean Toomer. . All writers arrive at a reconciliation of a sensfetradition and a sense of
difference. For nearly all black writers in Ameritiqat sense of difference was the recognition of

1 Amiri Baraka, “Where Is the Romantic Life,” iBlack Magic, Sabotage, Target Study, Black Art—e&oéd
Poetry, 1961-196TNew York: The Bobbs-Merril, Co., 1969) 83.
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blackness. . For most, blackness was the spur, the barb, oshhieof pain, that moved the artist to
achieve distinction.

The African American artist’'s sense of differencal alistinction is clearly established by
the Black Aesthetics resulting from what African @mcan artists of the 1960s
denominated Black Art. Black Art, as previously miened, was “the aesthetic and spiritual
sister of the Black Power concept” and it proposedeparate symbolism, iconology,
mythology and critique, as highlighted by Amiri B&g. During the 1960s, African
American artists were engaged in a reevaluatiah@®ocial function of art, the traditional
role of the writer and Western aesthetics. Theyaberinvolved in the creation of a Black
Aesthetics that required a close examination ofctir@radictions “arising out of the Black
man’s experience in the racist WesReferring specifically to African American theatre
Ed Bullins claims that the new theatre used a TWiatld iconology for it incorporated an
African American soul ethos and an African motitttbelonged to a “Black ideological
expression.” Moreover, he insists that African Aitan writing at that time was in a
dialectic period of evolution that included the ld@ic of experience and the dialectic of
changgé.

Within the Aesthetics of Self-Affirmation, Black e&thetics is the frame that
differentiates African American writing from that Black South Africans, for instance. It is
essential to keep in mind that the Aesthetics ¢ Affirmation offers precisely freedom of
expression to different groups, communities orurel that are reaffirming their difference,
the unique elements that are part of their heritag#or gender. Kimberly W. Benston has
accurately accentuated the primary aim of Blachtileeas that of embracing the audience in
a “collective affirmation” of certain styles, vasiand goal8The consideration or disregard
of Black Aesthetics has been a discursive point tferatre critics. James V. Hatch
recognizes a distinctive Black style and sensibiihen he states that “if an aesthetic may
be defined as a dialectic of production and apptini, there is a Black style, a Black
sensibility, and it is one that [in the 1970s hiasgn traced directly to African philosophy
and social behavior.’On the same line, Benston observes a distinguistBlhck Aesthetic
reflected in the Theatre Movement.

For Benston, the Movement, spiritually and techiyc was one “frommimesis or
representation of an action, toethexis or communal ‘helping-out’ of the action by all
assembled.” He adds that the Movement showed a&gsaghich shifted from drama (or the
spectacle observed) to ritual (“the effect whicksdives traditional divisions between actor
and spectator, between self and other”). Benstsistgon the importance of a collective or

2Charles T. DavisBlack Is the Color of the Cosmos: Essays on Afredaan Literature and Culture, 1942-
1981, Gates, ed. (New York and London: Garland Publghinc., 1982) xxi.

3See Amiri Baraka's statement, Note 34, Chapter |.
4Larry Neal, “The Black Arts Movement,” ithe Drama Review?2, 4 (Summer 1968): 29.

SEd Bullins, ed The New Lafayette Theatre Presents: Plays withh&tist Comments by Six Black Playwrights
(Garden City, New York: Anchor Press/Doubleday, 4)94.

6 Kimberly W. Benston, “The Aesthetic of Modern Blabkama: From Mimesis to Methexis,” in Theatre of
Black AmericansVolume I, Hill, ed. (Englewood Cliffs, New Jersérentice Hall, Inc., 1980) 77.

7James V. Hatch, “Some African Influences on theoAfmerican Theatre,” iThe Theatre of Black Americans
Volume I, 25.
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communal effort and experience, which is also thanflation of traditional African
societies. In addition, Geneviéve Fabre concludes that thergemce of Black theatre is
above all a socio-cultural fatPrior to the Movement's development, W.E.B. DuBlés]
already formulated that Black theatre should beglaiming four points: 1) About African
Americans; 2) by African Americans; 3) for Africalimericans; and, 4) near African
Americans’ The African American playwrights of the 1960s &¥0s gave credence to
what DuBois had foreseen in his early definitiorori®bver, Woodie King accentuates that
Black theatre is about the destruction of the tiawial role that Blacks had played in White
theatre. Black theatre needed to be a theatreettpaessed love of one’s self and “one’s
personal, national, and international family.” Tiew Black theatre, King declared, was
“the ritualized reflection and projection of a unéand particular way of being, born of the
unique and particular conditioning of black peoldasing time” in a world controlled by
White men'”

The new Black Aesthetics entailed a total commitirfeom African American artists.
According to Baraka, artists must develop and dikfehat their community needs (the
present), in order to create a futti@he active role played by the African Americanteri
in the 1960s was geared towards her/his audieergjagement into the same commitment
and action. The new Black theatre intended to agvé&hn active and critical rather than
passive audience,” John O'Neal had declared. O’'Ne=d referring to the urgency for
Black theatre to address the needs “of Black peaptd [be] grounded in their
experience.” African Americans, though, like African writersaded the problem of the
double audience, which had already been identifiigdames Weldon Johnson. Johnson'’s
solution to this dilemma consisted in the Africamérican artists to stand on thedcial
foundation and address the needs of their African Ameriaatiesnce so that they could
examine the complexity of their history and theidividual selves: Once this point was
established, the African American writer would lxeao reach all audiences.

Margaret Wilkerson, referring to the similarityathhas been perceived between the
Black church and theatre, has emphasized thathtarical event for Black people is “at
once communal, functional and participatary[Theatre] serves the historical function of a
place where Black people can be in the majoritygyaftom the scrutiny of imposition of
outsiders,” like in the Black church. But Black #iiee needs to be examined on its own

8Benstonop. cit, 63.

9 Geneviéve Fabrele Théatre Noir aux Etats-UnigParis: Editions du Centre National de la Recherch
Scientifique, 1982) 11.

10 Nathan Irvin HugginsHarlem Renaissancg@New York: Oxford University Press, 1971) 292.

11 Woodie King, “Foreword,” inBlack Drama AnthologyKing and Milner, eds. (New York: New American
Library, 1986) 7.
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terms by its own objectives.On the other hand, Wilkerson recalls the greataithghe
Watts Riots had on the Black community and on tleeat 1965 in Los Angeles: “The
upheaval, which left thirty-three Blacks dead, siimbed artists to use theatre as a means of
collective self-assessment and a vehicle for exmdothe conditions and the potential of
their community.* As already underscored, artist and community rsggtiicably related in
the Black theatre of the 1960s. Yet, it is not alg African American artist who needs to
be committed to his art and people, but the Afridamerican critic must also pay the same
token. Addison Gayle describes this need: “The tipesor the black critic today is not
how beautiful is a melody, a play, a poem, or aehdsuthow much more beautiful has the
poem, melody, play or novel made the life of alsibtack [wo/lman’*’ Gayle’s statement
underlines the need for African American criticet@mine the works by African American
artists on the same terms the artists need to genéreir art: having their community in
mind.

Still, as Richard Wesley emphasizes, every peiswalved in Black theatre should
exercise a total commitment in the production glay, from the actors to the people who
are engaged in the artwork and back stage. Commngeoti one of the performances by The
New Lafayette Players, Wesley describes the feadintpgetherness established between
the actors and the audience: “All the Brotherstdes;’ and ‘audience’ [gathered] around,
[formed] a CIRCLE and [began] to dance. Coming tbge linking arms, they [shouted]
chants and move in circular fashion, or they [bidke solos . . And all the while, the
DRUM [was] exhorting them on and on. ** Wesley’s observation actually highlighted an
essential component of the works created and peatiuduring the Black Theatre
Movement: the creation of a new theatrical langutge, by combining song, music and
dance, established a close bond between actestgadind audience. In this regard,
Lawrence W. Levine, referring specifically to semumusic (the blues, for instance) and
church in the African American tradition, has clathat music gave a “sense of power, of
control” to the participantS.Black theatre in the 1960s and 1970s recuperaedirican
American tradition of music, song and dance anduded these elements as a means to
reaffirm that tradition. Other African American tais have equally acknowledged the
pivotal part that music has played in their livesl & their works. This is the case of Ralph
Ellison: “1 still believe that my real self was diegd to be fulfilled in music, that art which
had focused my ambitions from the age of eighttardonly art, given my background, that
seemed to offer some possibility for self-definitié’ Music has offered African Americans
a fundamental basis of self-expression throughuit history.

15 Margaret B. Wilkerson, “Critics, Standards and Rldheatre,” inThe Theatre of Black Americgrigolume I,
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Baraka has argued that African American musicesséntially the expression of an
attitude, or a collection of attitudes, about tharld, and only secondarily an attitude about
the way music is madéThe attitude that Baraka refers to is denomin&sebversive” by
Paul Garon: “All authentic blues and jazz sharepatipally subversive core, an explosive
essence ofrreconcilable revoltagainst the shameful limits of an unlivable desti
Nevertheless, African American music possessesmigta subversive attribute and a sense
of power but also the life and spirit that AfricAmerican artists aimed to infuse in their art.
Federico Garcia Lorca, the Spanish poet greatlyiradnby Amri Baraka and Adrienne
Kennedy, rapidly understood the fundamental pasitiecupied by Black music in the
North American society: “For the spiritual axis Afnerica has been shaped by [Blacks’s]
sadness. [The Black person], living close to punmdn nature, and other forces of Nature.
[The Black person] spilling music out of [her/]msckets. Apart from the art of [Blacks],
the United States has nothing to show but mactanesautomatons™ This was precisely
the goal of African American artists: to integratmul and spirit in a society detached from
nature, from life, which consequently was annihilgipeople’s spirituality.

In addition, music and dance accentuate anothatitguthat the dominant North
American society lacks: that of sensuality, whiskequally related to the idea of nature and
life. Thus, Richard Wright, referring to the bluéss observed that, despite “the sense of
defeat and down-heartedness, [Black people] aréntririsically pessimistic. Their burden
of woe and melancholy is dialectically redeemedaulgh sheeforce of sensualityinto an
almost exultant affirmation of life, of love, of seof movementpf hope”* Ellison, who
asserts that pain is transcended when confrontedpletes this definition: “The blues is an
impulse to keep the painful details and episodes lmfutal experience alive in one’s aching
consciousness, to finger its jagged grain, andrdaastend it, not by the consolation of
philosophy but by squeezing from it a near-trag&ar comic lyricism* Proof of Ellison’s
statement can be found in the image of blood thagrges in most of the plays written
during the Black Theatre Movement, for blood enetoa double connotation: one of death
and outburst of rage, and one of life and rebirth.

Paul C. Harrison, reflecting on song, dance andmdas important modes of the
contemporary African American experience—in whibb tlecades of the 1960s and 1970s
can be included—has observed its parallelism wikitional African life. He claims that
song “has the power to transcend the static naifilderal word-meaning; . . [dance]
codifies and makes sensible the wide range of gassignification in black life; . . [and
drums] make evident the acoustic syntax of blagesh with its varying tonal choices.”
Moreover, these sounds and movement convey speui@nings related to the African

21 eRoi Jones [Amiri BarakaBlack Music(New York: William Morrow and Co., 1969) 13.
22 paul Garon, Blues and the Poetic Spirit (New Y&#&:Capo Press, Inc., 1979) 8.

2 Lorca’s statement is included in Garon, Pallies and the Poetic SpiriGaron (New York: Da Capo Press,
Inc., 1979) 27.

24 Richard Wright's statement is included Nfew Black VoicesChapman, ed. (New York: NAL/Mentor Books,
1972) 42.

% Ellison, op. cit, 78-79.
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American experiencg.In his statement, Harrison establishes how Afriéamericans have
created a new language. The spoken and writtenagapts the rhythms, gestural and
flowing attributes of music, dance and song. Syatiop, improvisation and repetition—
jazz components—are components adopted in poethyeama quite often. Consequently,
even if a play does not include a musical piecdance and/or song per se, the rhythm or
movement and gesture might have been incorporatied the spoken and non-spoken
language.

Considering the element of repetition in Africamérican culture, Henry Louis Gates
argues that it “finds its most characteristic shapperformance: Rhythm in music, dance
and language. . Repetitive words and rhythm have long been reamghias a focal
constituent of African music and its American degtants—slave songs, blues, spirituals
and jazz . . [Black music] has always tended to imitate the anmoice.” His observation
emphasizes the inextricability of word and musagheone including attributes of the other.
Black English is an evident proof of this reciprbzdluence of music and speech, and is
especially vibrant in the performance arena. Tleeh&comes the most appropriate vehicle
for African American artists to use their languag®e another distinctive element that
belongs to their tradition.

When referring specifically to Black English, Juterdan has highlighted three qualities
she finds in it: life, voice and clarity. In constawith other languages, there is no passive
voice construction in Black English and the acti@ppens in the present indicative. Every
sentence “assumes the living and active parti@patf at least two human beings, the
speaker and the listener.” She underlines thatkBEyglish has been constructed by a
people who have constantly needed to insist thet #re present and that they do eXist.
Jordan’s assertion testifies that Black Englishveys, as does music, song and dance, the
qualities of life and self-affirmation of Africanmerican people. The plays of the Black
Theatre Movement included the aforementioned elésntrat, together with the context
from which they originated and the themes developeithem, remained in total harmony
and pursued the same goal of self-determinatidftegpression and self-affirmation of a
community that celebrated a life of change, actind hope for a better future they needed
to construct. The playwrights of the Movement wtre African American spokespeople
and leaders of the Black community through theiistic and socio-political struggle for
freedom and recognition.

Amiri Baraka: The Ritual of History and the Selflihe Slave

| believe that it is necessary to agitate the ngsseshake men and winnow
them as in a sieve, to throw against one anothesrder to see if in this way
their shells will not break and their spirits fldarth, whether they will not
mingle and unite with one another, and whetherréa¢ collective spirit, the

2 paul Carter Harrison, “Black Theatre e African Continuum: Word/Song as Method,” Totem Voices-
Plays from the Black World Repertoiarrison, ed. (New York: Grove Press, 1989), 32-2

2T Henry L. Gates, Jr., “Criticism in the Jungle,”Bfack Literature and Literary Theon@Gates, ed. (New York
and London: Methuen, 1984) 68, 69.

28 June JordarQn Call: Political Essay¢Boston: South End Press, 1985) 129.
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soul of humanity, may not thus be welded togetherl do not like to rub
against people but to clash against them; | doliketto approach people
obliquely and glance at them at a tangent, but éetnthem frontally and if
possible split them in two. It is the best sendican do them. And there is no
better preparation than in solitude.

29
Miguel de Unamuno

In his autobiography, Amiri Baraka recalls thengeaf his youth in the Air Force and at
University when he would spend many hours aloni@kiing, reflecting, trying to go deep
into himself in a journey of self-discovery: “I wastretched between two lives and
perceptions (I've told you it was four BlackBrowniewWhite—but actually it's two or
the real side, the two extremes, the black andwhige, with the middle two but their
boxing gloves).” Caught between those two extremes, Baraka fin@bjded to take sides
and stay only with one: the Black one.

Baraka's period of transition and final decisionrémain on the Black side is reflected
in two of his plays:Dutchmanand The Slave In Dutchman Clay, a whitened Black
character, is killed by the end of the play; andlwe SlaveWalker Vessels, now already on
the Black side, has made his final decision to bexa revolutionary (after leaving his
White wife) and to fight for his people. In contra®\drienne Kennedy, who shared
Baraka’'s same dilemma and was his contemporarynatidlecide for one side or the other.
Her plays show her split self in agonicand tragic struggle to reconcile both he White and
Black selves in herself, without having to rejesedor the other. While Kennedy shows her
actual pain in her plays, Baraka reaches the ghaskich pain has been transformed into a
creative rage. However, before reaching that phBaeaka had gone through Kennedy's
same tremendous agony as testifiedlie System of Dante’s Hell'Shadow of a man.
(Tied in a ditch, my own flesh burning in my nolstriMy body goes simple death, but what
of my mind? Who created me to this pain”?)Baraka did actually touch death in his
inferno and the pain was so deep that it turneal timt rage that poked him out of the ditch:
“Once, as a child, | would weep for compassion anderstanding. And Hell was the
inferno of my frustration. But the world is cleaterme now, and many of its features, more
easily definable® It is only through self-introspection that Barakaiched his inner self
and, after doing it, he felt ready to offer hist®srvice to his community.

Regarding Vessel'sgonic character inThe Slave Baraka has stated: “I consciously
wrote as deeply into my psyche as | could go[G]oing so deep into myself was like
descending into Hell* It is this illustration of his self-introspectidghat Baraka took into
his theatre to show his community the need for themomplete the same journey and be
aware of the hell they were living in, so that tleeyld abandon it. Baraka defined the new
revolutionary theatre, as a theatre thaust EXPOSEShow up the insides of these human
beings,look into black skulls. . The Revolutionary theatre must teach them theithde It
must teach them about silence. It must kill any Gogone names except common sense

2 Miguel de Unamuno, “Solitude,” iEssays and Soliloquig¢blew York: Alfred Knopf, 1925).
30 Amiri Baraka,The Autobiography of LeRoi Jon@éew York: Freundlich Books, 1984) 49.
31 Amiri Baraka,The System of Dante’s H¢Nlew York: Grove Press, 1965) 112.

321bid., 154.

33 Baraka,Autobiography 166.
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[If] should stagger through our universe correcgtingsulting, preaching, spitting
craziness—but a craziness taught to us in our maginal moments™ The new theatre
needed to raise consciousness in people so thatcthdéd see and understand themselves
and their condition in order to make the approprirrections. The new theatre needed to
correct the deformation of African American histoRmnally, the new theatre needed to be
born out of the death of past stereotypes creayeal $ystem that had undermined African
Americans and their culture.

Robert H. Grant confines Barakalfie Slaveand Hansberry'd es Blancsunder the
definition of “Black existentialist drama of ides8.Grant’s observation about the presence
of a Western existentialism in Baraka’'s work is tdmed with the African tradition—as it
is revealed in the African American culture. Bardhmself exhibits this combination: “I
Got. Blues. Steamshovel blues. . Blues. | Got. Abstract Expressionism blues.
Existentialism blues. | Got. More blues, than yaim chake your hiney at . Kierkegaard
blues, boy are they here, a wringing and twisti@g. fool, the blues blues”’Baraka and
Hansberry exhibit the African American’s conflickdthin the White society and their
characters reveal not only the writer’s inner sgtagbut also “the failure of communication
between Black and White, radical and moderategrib and insurgent’” In addition,
Grant asserts thathe Slavas adrama of the selthat can be defined as a “psychological
morality tale blending realism, political allegoand the theatre of Cruelty’.”And Baraka
corroborates Grant’s opinion when, referringltotchman The SlaveThe Toiletand The
Baptism he affirms: “I was definitely talking to myselfwas saying that | needed to get
away from where | was, that the whole situation waspositive as far as | was concerned.
It was a dialogue in which | was trying to claréfgrtain things.” Self-introspection, then, is
essential as the first step towards self-affirnmatio

Baraka recalls that in the 1960s Walt Whitman #radSurrealists were their prophets,
but after his trip to Cuba—when he visited juseafhe Cuban revolution—he was “shaken
more deeply than even [he] realized. The argumfired had had with [his] old poet
comrades increased and intensified. It was not gmgust to write, to feel, to think, one
mustacti One could act.”™ This is precisely Vessel's awarenessTire SlaveVessels has
decided to become a revolutionary, leave asidetaliing and take an action. In Act I,
Vessels tells Easley:

WALKER

34 Baraka,Black Magic 211. Emphasis added.

35 Robert H. Grant, “Rebel' or ‘Slave’: Language, Réxtion, and the 1960s Black Intellectual Persoma i
Baraka’s The Slave (1964) and Hansberry's Les Blgi864).” Unpublished paper, Center for Afro-Arcari
Studies, University of California at Los Angele885. 2.

36 Baraka,The System of Dante’s Heli6.
57 Grant, 6.
% bid., 19.

39 Amiri Baraka interviewed by James V. Hatch, 198¥Aitist and InfluenceHamalian and Wilson, eds. (New
York: Hatch-Billops Collection, Inc., 1985) 13.

40 Baraka, Autobiography, 166.
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... You never did anything concrete to avoid whatséng on now. Youssick liberal lip serviceo
whatever was the least filth. Your high thetic giseoval of the politicdl

Vessels is tired of so much talking, of Westernit@/tiberals’ emphasis on words
(problem also presented by Hansberry in her plag Sign in Sidney Brustein’s Window
Vessels realizes that social protest is not enofrgiht is in the act! And the act itself has
some place in the world. . it makes some place for itself.Skave 75). Time had come for
him to take an action and kill his whitened past.

If Baraka is talking to himself iThe SlaveEasley and Mrs. Easley—Vessel's White
ex-wife—might be considered as “personificationsaspects of [Vessel's] past emotional
life, a symbolic dyad reflecting those Western ealuvhich mesmerize him yet, in spite of
the brutality of his words and actions of the pl&When Walker attacks Easley’s White
liberalism, it is Baraka's attack on his own “libkiintegrationist stance. . [during] his
early East Village days in New York, . . [an assertion of his] new militant black
revolutionist position. Grant maintains that both Matoseh’s (in Hansberkgs Blancy
and Vessels’ rhetoric voices share a radicalism #proaches Black nationalist self-

determination4.4 Vessels affirms that he will accept “no other adviexcept [his] own ego.”
(Slave 66). As claimed by the Black Power and Black @imssness movements, self-
determination was pivotal in the struggle for liswn; or as Baraka states, “the struggle
against racial oppression is basically a struggkational liberation.”

In the struggle for national consciousness, Afridganericans were encouraged by the
new African nations to turn away from Western idggl and aesthetics. Consequently, the
assassination of the Congolese leader Patrice Linasrwho also appears as one of the
characters in Kennedy’Bunnyhouse of a Negrewas a turning point which reinforced
their struggle. Baraka himself has testified: “Vdentified especially with the new nations
of Africa. Malcolm X had sounded that note clear®nd the assassination of Patrice
Lumumba touched the African American intellectuad aartist community at the point

41 Amiri Baraka, The Slave, iDutchman and The Slay@&lew York: Wiliam Morrow and Co., 1964) 74.
Emphasis added. Subsequent references to thigitelse indicated by $lave page number).

42 Grant, 19. In this regard, Lloyd W. Brown claimsttEasley symbolizes the White enemy outside thess®l
hates; but Easley also represents the ‘Whitenkas\tessel feels within himself. (Lloyd W. Browfwniri Baraka
(Boston: Twayne Publishers, 1980) 147).

4 Clinton F. Oliver, ed.Contemporary Black Drama: From A Raisin in the $arNo Place to Be Somebody
(New York: Charles Scribner’'s Sons, 1971) 209. h989 interview, Baraka recalled the past and hdricén
Americans would not let Whites participate in thewdment, which he considered later a gross erfaryBbody
who was progressive enough or intrepid enough waddthere [East Village], but we wanted to be so
revolutionary and at the same time we felt so gullecause we had just left downtown, and manysdfad been
with White women and married to White women, thaew we got up there we felt kind of guilty, embased,

so that helped” (Interview with the author at Rusgeniversity, New Brunswick, November 1989). Antb®n
asserts that Baraka’s abandonment of Black nat@mahnd embracement of socialism confirms his actua
“lifelong radicalism.” (Brown,op. cit, 147). It also confirms the practice of his theofyad and change; i.e.,
becoming, instead of remaining a static form andémtent.

4 Grant,op. cit., 11.

4 Amiri Baraka, Toward Ideological Clarity(Newark, New Jersey: Congress of African PeopleS@
Conference, 1974) 20.
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where nerve touched the borieFirst, it was Lumumba’s assassination, and, theat, of
Malcolm X that contributed to the burst of AfricAmericans’ pain in the form of rage and
violence reflected in the themes and the languagd by the playwrights of the Movement.

Baraka’s vision on a relative failure of the TheaMovement in the 1960s parallels
Vessel's political position presentedThe SlaveBaraka considers that the relative failure
of the Black Theatre Movement and the Black ArtsvBtoent lied on “[their] failure to
build the political bases that would ensure theintmuing life. Either [they] depended on
the ruler's money, and when that failed, [they];da when the organizations which
supported revolutionary black arts organization$it,spr ran into problems, or were
attacked by the state, as they constantly werehlthek arts organizations suffered the same
fate.”” On the same line of thought, referring to Vess@grner Sollors observes that
“instead of developing a political concept of Blalikeration, [he] merely follows the
impulses of his own love-hate emotions, which hgresses with an insisteldarmoyance
This flaw reduces Vessels’ political potential taihilistic form of action-for-action’s sake.
However, although [Vessels] has no hopeful visiond revolutionary future, he is fully
aware of the mistakes of the liberals in the pres&rNevertheless, that action itself
becomes the means of Vessels’ liberation and kronyel@

Floyd Gaffney points has pointed out that “Bladktims [in Baraka's plays] acquire
freedom through triumph of knowledge, reflectedotigh their ritualized suffering and
revolt.” In this mannerThe Slaveexpresses what Baraka advocates that theatredsheul
“positive in its expression of black pride, bladkentity and black nationhood"This
liberation and assertiveness is implied not onhaipolitical struggle, but also in a new
aesthetics and a new language that must be sedpgtitd artist The Slavebecomes the
expression of a balance between content and fohighwaccording to Kimberly Benston,
is achieved through the ritual of dialoguéhis ritualistic element is fundamental in the
play, for it becomes Baraka'’s affirmation of thatthetics.

Language, as examined earlier, is essential taltare’s own expression. The creation
of a new language by the African American artigtthe 1960s was one of their main goals.
The effective form of culture, Baraka had proclaimes speech, for words have power:
“The words of a language become something spemfated to their individual users, but
for the same reason, each culture has got its anwgulge, because they have their own
experience . .and all cultures communicate exactly what theyehapowerful motley of
experience” Furthermore, language needs to be infused witlinfgeforce and spirit in

46 Amiri Baraka, “Black Theatre in the Sixties,” Btudies in Black American Literaturéolume II, Weixlmann
and Fontentot, eds. (Greenwood, Florida: The Rahlgblishing Co., 1986) 23.

“Tbid., 236.

48 Werner Sollors Amiri Baraka/LeRoi Jones: The Quest for a “Populidodernism” (New York: Columbia
University Press, 1978) 136.

49 Remember that Baraka sees his theatrethsadre of victims

%0 Floyd Gaffney, “Amiri Baraka,” inDictionary of Literary Biography Volume 38, Davis and Harris, eds.
(Detroit, Michigan: Gale Research Co., Book Tovi€&35) 29.

51 Quoted by Grant, 12.

52 LeRoi Jones [Amiri Baraka]Home: Social Essay@New York: William Morrow and Company, Inc., 1971)
166, 168, 172.
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order to create a theatre of world spirit, “whehe spirit can be shown to be the most
competent force in the world. Force. Spirit. Feglimhe language will be anybody’s but
tightened by the poet’s backbone. And even thedagg must show what the facts are in
this consciousness epic, what's happenifigihe Slave then, becomes an expression of
this language of unique experience of one’s salf @me’s culture. Vessels is aware that he
has been speaking a language which is not his,afttpugh he has learnt many words,
“almost none of them are [his]'S{ave 53). Consequently, Vessels decides to adopt a new
language: action. The spirit, force and feeling slraped by the rage, violence and passion
that originate through the ritual of dialogue.

Some scholarship suggests there are strong lietveclen Baraka's theatre and Artaud’s
theatre of cruelty. Sanders considé&te Slave'the pivotal play in [Baraka’s] corpus and
the first of his theatre of cruelty plays becausis primarily about becoming—becoming
free.”™ Like Artaud, Baraka’'s attempt is to find a spiatubasis for meaning through
theatre, as a public genre that includes an auéiérus ritual theatre becomes a ceremony
more than a spectacle, where the audience, whicBdoaka and Artaud is a collective, is
essential to the expression of the eveéBaraka and the artists of the Theatre Movement
adopted the ritual because they thought ritualewesre powerful thatalking headsThey
believed that Western theatre was mainly talking idrawing room, while life was taking
place outside. African American artists wanted éb @way from the drawing room model,
which is what Vessels’ poetry attempted to be kutindermined by Easley who calls it
Vessels’ “inept formless poetry . The poetry of ritual drama.”S{ave 55-56). When
Baraka wrote about ritual drama, he was not awarknew and understood what he meant.
It was not until after he had writtéthe Slavehat he realized ritual was actually history, the
lives of African Americans: “We perform our lived/e live our lives every day. We might
think we do different things but a lot of the thingge do are the same things: we get up, we
go to school, we eat,. . and we go to sleep and, then, we get up again.stiheand the
moon. The same.” However, in spite of those dailyetitions, he observed that people go
through infinite changes, not in the sense of dispinents, but in the sense of becoming.
People have “to keep coming to keep going.” Ihis ¢onstant of always the same thing, but
always changing. This is what ritual means, “thenstant of consciousness, and
reconsciousness and re-reconsciousriéss.”

The structure oThe Slavas circular, like the seasons’ cycle, like the suma the moon.
The play is introduced by Vessels dressed as affiedttislave and is the same character
that closes it. This circular ending may seemingiply that no change has occurred, and
yet there has been a change; i.e., the achievesheonhsciousness, in this case, a recovery
of a hidden and painful identity. This first chanfjest step, will lead to new changes, new
consciousness “and reconsciousness and re-recossegs.” The repetition that Baraka
points out is one of the elements of ritual anceasential component of African American
folk and musical tradition. Shelby Steele claims tlew African American theatre ritual is

53 Ibid., 212.

54 Leslie C. SandersThe Development of Black Theatre in America: Framd®ws to Selve@Baton Rouge
(Louisiana) and London: Louisiana State UniverBitgss, 1988) 150.

5 Ibid., 129.
56 Interview with Baraka, 1989.
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achieved through the repetition of symbols, valaes patterns from drama to drama
“rather than the traditional religious method gbeating a single ceremony until it becomes
ritual.”’ Besides repetition, though, there are other lijerdevices used by African
American artists in order to attain ritual, as fatated by Steele: symbol, allegory,
language style, recurring themes and charactesizakiloreover, these devices appear from
play to play, rather than in every pldy.

The old slave figure that appears in the prologuBaraka’s “Fable in a Prologue and
Two Acts"—as Baraka denominaté&se Slavementions the need of a meta-language, for
“your brown is not [his] brown, etc. . We need some thing not included her&lafe 45).
Sanders asserts that this metalanguage the chaspetgks of is action itself. In addition,
the violence which serves as the background opthg “emphasizes primarily the torment
of the protagonists and reflects the more mangtedneunication than the uncompromising
nature of the act that approaches as the dialogoes to an end” Sanders believes that
the child’s cry at the end represents “the basjression to which [Vessels] is reduced”
and symbolically shows that a new language musec¢bn addition, Lawrence W. Levine
has analyzed the ritual of insult in African Amenicverbal art form. Insults and street
language are present in most of the plays of thevevient, and those by Baraka did
especially emphasize their use, as may be obsénvéle SlaveThe use of ritual insult,
Levine maintains, has been the perfect outlet fogea The practice of ritual insult
increased at a time when African Americans werdiqadarly subjected to assaults and
insults upon their dignity. Ritual language playg(ginsult in the form of the dozéfs
could be used “as a mechanism for teaching angshang the ability to control emotions
and anger; an ability that was often necessarguovival.” This is, precisely, how Vessels
operates at the beginning of the play. He usegithel of insult, and the rhythm of the
insults increases throughout the play, until helizea that talk—e.g., insults—is not
enough. Vessels does not want to use verbal detaaamtrol his anger, so that he becomes
action itself. His selected action actually rededims

In the new language of action, the expression afreld becomes a significant
component. Baraka uses hate as an energy forde inhiaracter of Vessels. He also uses
this force in plays such aghe Baptismand The Toilet Hate, though, is not a result but a
ritual means of expressing a feeling that leadewte. Glen Burns refers to Malcolm X who,

57 Shelby Steele, “Notes on Ritual in the New Blacledtne,” inThe Theatre of Black Americangolume I, 33.
58 |poi
Ibid.
59sandersop. cit, 153.
% bid., 150.

61 Some scholars have regarded the dozens as a diwdalit Herber L. Foster asserts that the dozessgss a
pattern of interactive insult and follows rules Wwelcognized which allow an emotional outlet. Anés, the
dozens are rhymed couplets, other times, curssslténand taunts. Usually, only two people partitépin this
verbal exchange, but more people can get involvég—pgarticipants might even play to the audiencetefo
claims that the dozens has been usually referreasta survival technique or ritualized game utilize: “(1)
express aggressive feelings; (2) develop verbdlbskB) cut a boy free from matriarchal controhda(4) teach
youths how to control their feelings and tempegslérbert L. FosterRibbin,” Jivin,” and Playin’ the Dozens: The
Unrecognized Dilemmas of Inner City Scho@@ambridge, Massachussetts: Ballinger Publishingngamy,
1974) 211-212).

62|_evine, op. cit, 358.
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like Baraka, understood hate ascleansing forceMalcolm X discerned how to use any
means that could offer African Americans a therapljberate their hatred. It is through the
expression of that hate that Clay, Dutchman and Vessels, iThe Slaverecover their
identity” The hatred expressed by Vessels is not only agiifistes but also against
himself. He admits there are polluted elements c¢wmimg the pursuit of his political
motives and actions—like “[dragging] piles of dakiout of their beds and [shooting] them
for being in Rheingold ads'S{ave 66-67). Years later, Baraka has recognized thlattie
white-hating is not necessary to love oneself. glne] is insecure as [he was]. The
positive aspect of all that was clear, it represesituggle, the desire of liberation. The
negative was the bashing together like childrerd A0, those structures could not last, the
internal contradictions were so sharp. ° At that time, though, language served as a
liberating force, a way to relieve the rage whicksvboiling inside and needed to be taken
out. Once that phase was burnt, new changes ard@sraka’'s work.

Spoken language as well as other literary or theedtdevices such as symbols served in
Baraka’s writing as liberating instruments, notyofdr his characters but also for African
American history itself. Harold Cruse proclaimedttithe African American’s “one great
and present hope [was] to know and understand fis-American history in the United
States more profoundly. Failing that, and failimgdreate a new synthesis and a social
theory of action, he [would] suffer the historidate described by the philosopher who
warned that ‘those who cannot remember the past@rdemned to repeat i The Art
and Theatre Movement of the 1960s attempted toraohfind analyze African American
history and, if in prior years African Americanssasiated slavery with a past that they did
not want to be related to, slavery in the 1960sised a new perspective and meaning.

In this line, Larry Neal recalls the “red-mouthgrihning field slave” who is the emblem
of Vessels’ army, and he explains: “The revolutignarmy [took] one of the most hated
symbols of the Afro-American past and radicallyesdtd its meaning. This is the supreme
act of freedom, available only to those who [halbgdated themselves psychicalfy.Neal
asserts that Vessels demands “a confrontation migtory, a final shattering of bullshit
illusions. His only salvation lies in confrontinget physical and psychological forces that
have made him and his people powerless. Therdierepmes to understand that the world
must be restructured along spiritual imperativésforeover, the confrontation between the
Black radical and the White liberal—as represettg®essels and Easley—is a symbol of
larger confrontations occurring between the Thirdbri and Occident, between the
colonizer and the colonized, between master ane £la

53 Glen Burns, “How the Devil Helped LeRoi Jones Timto Imamu Amiri Baraka,” inAmerikanishes Drama
and Theatre im 20. Jahrhundert (American Drama dibatre in the 20th CenturyGettingen, Germany:
Vandenhoeck und Ruprecht, 1975) 278, 277.

64 Baraka Autobiography 322.

% Harold CruseThe Crisis of the Negro Intellectual: A Historicahalysis of the Failure of Black Leadership
(New York: Quill, 1984) 565.

%Neal,op. cit, 35.
57 Ibid, 34-35.
%8 bid.
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The reversal of an acquired racist image, asgpbas with the Signifying Monkeyjs
part of the African American tradition in which sifying means discourse modes of
figuration themselves,” as pointed out by Gategniring is synonymous with figuration
and repetition is fundamental to the nature of ifygrg. Furthermore, signifying conveys
the dwelling “at the margins of discourse, evermng, ever troping, ever embodying the
ambiguities of language . .[It is the African American] trope for repetitiand revision,
indeed [the] trope of chiasmus, repeating and siwgr simultaneously. The use of
signifying in the African American tradition impbethe self-reflective nature of this
tradition.” Furthermore, Gates insists that African Ameridtarature needs to be analyzed
comparatively, because this literature compriseststeof “complex double formal
antecedent, the Western and the bldtka’Baraka’s play, the figure of the slave connates
double meaning. Thus, slavery literally means thslavement of people, but in African
American history it also conveys the meaning ovealaebellions in their struggle for
freedom—not a passive acceptance of such condition.

Consequently, African American history has experésl two kinds of slaves: the house
slave (symbol of subjection) and the field slaveglellious potential who would take any
chance to escape from his master). The latterapemsThe SlaveThus, as pointed out by
Brown, Vessels “represents both past and preséaer(@nd younger) militancy™ This
differentiation, not established by Sellors, prov@sllor's statement is not perfectly
applicable to the play. Sellors proclaims Vesssissliown as the old field slave and
interprets this character as one who “remains thenal entertainer, the poet, the ‘slave’
unable to liberate either himself or othefsAlthough a slave at the end, he forgets that
Vessels is a militant slave, which does not mearrémeains in bondage, and, as such,
unable to liberate others or himself. As previousthted, Baraka believes that our history,
our lives, are a ritual, but even in the repetititself, there are changes that keep us coming
to keep us going.

If The Slavas tragic, Theodore R. Hudson affirms, its tragedgsists on Vessels being
a victor at the same time he is enslaved, and beldnger has a capacity for love and
compassion: [Vessels] had gone from disaffectioapecific rage against a social order to

undifferentiated hate for all white peopl7e4.’Hudson is partly right in his assertion, for
Vessels remains enslaved into his being forcedhte, but he has achieved self-recognition,
which he did not possess at the beginning of tlag.gfurthermore, like the figure of the
slave, hate conveys a double meaning. Hate isl rituaobtain love—consequently, a

%9The Signifying Monkey tells the story of the monkbgt uses childish devices to goad the lion ifghting the

elephant. The monkey starts his signifiying to igettthe lion and the elephant into a fight. Foreepger and
extensive analysis on this story and on the impegaf signifying in African American literary waslsee: Henry
L. Gates, Jr.,The Signifying Monkey: A Theory of Afro-Americanetary Criticism (New York: Oxford

University Press, 1988).

70 Gatesop. cit, 52, 51, 52.
711bid., xxiv.

"2Brown, op. cit, 150.
sellors,op. cit, 137.

" Theodore R. Hudsorsrom LeRoi Jones to Amiri Baraka: the Literary We(Rurham, North Carolina: Duke
University, 1973) 156.
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liberating force; and, in the process of that titua becomes a kiling weapon—a
destructive force, not only against others but algainst one’s self. These two principles of
life and death, it seems, are inseparable, likectlude of life. Baraka had descended deep
into his own hell, to emerge with a new self. Hel lkilled one part in himself in order to
give birth to and create another. The moment reeall image of the circle, of cycles, of
ritual in our lives.

Hudson’s assertion that Vessels no longer hapactg for love and compassion is not
entirely true.The Slavas neither one thing nor the other. It comprisaaagor complexity
for it exposes contradictions that are needed énjdlurney of self-introspection and self-
discovery leading to self-affirmation. Vessels & nompletely stripped from love, for he
has returned for his children in spite of risks:

WALKER
... But I tell you now that I'm not lying and that spite of all the things I've done that helped kill
love in me, | still love those girls.

EASLEY
You mean, in spite of all the people you've killed.

WALKER

... In spite of the fact that I, Walker Vessels, ##nalgandedly, and with no other adviser except my
own ego, promoted a bloody situation where whitd atack people are killing each other .
despite the fact thdtam being killed in my head each dagdby now have no soul or heart or
warmth, even in my long killer fingemdespite the fact that | have no other thing inthiverse that

I love or trust, but myself. . despite or in spite, the respite, my dears, mysjéeear me, . . despite

all these things and in spite of all the drunkers@® I'm making, despite. .in spite of. . .| want
those girls [his children], very, very mucl&léve 66-67. Emphasis added).

Certainly, we see Vessels in a process of conso@ssstowards his liberation, but he is not
liberated yet.

Baraka explains why African Americans were sii#lves in the 1960s: “We are slaves
now because we do not yet want to be free badlygimndo take freedom. We are slaves
now, niggers and slaves, because we do not yet wame anything else badly enough to
force the issue. We are controlled by white powssrduise we do not yet want to work hard
enough to fight long enough to break white powho&l on us.” Nevertheless, he observes
African Americans attempting to break from slaveamd this is what we see in Vessels’
character and his action taken:

We are self conscious now, because we are slayeg tto break from slavery. Trying to destroy
slavery in the world and in our minds. If we couléstroy it in our minds, our love for it, i.e.,vife
could see it continuously as evil, as the devileming and using our energies to pervert the world
then there would be no pause, no rhetanidy actionwhich is divine”’

This attempt to break from slavery, through actio,what Vessels symbolizes. His
militancy is the assertion of his motion rathemtluse, a continuous motion that conveys

> Baraka,Raise, Race, Rays, Ra88.
8bid., 147. Emphasis added.
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change. Change can only happen through action—itlé $lave—not through pause,
passivity and acceptance—the house slave.

Slavery also comprises another connotation. kreefo a period of African American
history of oppression and pain, and of creation mnydas well. Music and songs have
helped African Americans combat oppression as anmea self-expression, as the outlet
and cry of their pain and their joy. Baraka claithat “the one peculiar referent to the
drastic change in the Negro from slavery to ‘citigleip’ is [her/Jhis music” The old slave

field character, Vessels, ends his speech refetittte blues people

WALKER

Or old, old blues people moaning in their sleepgisig, man, oh, nigger, nigger, you still here, as
hard as nails, and takin’ no shit from nobody. ldg, yeah, yeah, he say yeah, yeah. He say, yeah,
yeah,. . .goin’ down slow, man. Goin’ down slow. He say.yeah, heh . ..

(Running down, growing anxiously less articulaterentfield hand” sounding, blankly lyrical,
shuffles slowly around, across the stage..(Slave 45).

Baraka could not possibly have forgotten the refeeeto music, an intrinsic element to
African American culture, which gives its membdisit identity. For this specific play, he
needed to choose the blues.

The blues, Baraka insists, “was a kind of singheg utilized a language that was almost
strictly American. It was not until the ex-slaveadhmastered this language in whatever
appropriation of it they made that blues beganetanore evident than shouts and holléts.”
The blues conveys the experience of a people ardceftain time. Ellison’s definition of
the blues as an “impulse to keep painful detaits @pisodes of a brutal experience alive in
one’s aching consciousnessjs perfectly applicable to the old-field slave/gels ofThe
Slave Ellison adds: “As a form, the blues is an autgbéphical chronicle of personal
catastrophe expressed lyricalf§.iWe can without doubt envisiofihe Slaveas a lyrical
poem oozing pain at the beginning, increasinghighm and ending up with the loud cry
child. This cry could be actually voiced by a jessxophone, as in Aishah Rahman’s play
Unfinished Women Cry in No Man’s Land While a Bibas in a Gilded Cagewhere
Charlie Parker's music is paralleled with a childiy. The child’s cry at the end ofhe
Slavecould certainly be the cry of a saxophone. Jamnidh developed out of the blues,
still became a different kind of music. Baraka #ssthat in the late 1950s and 1960s music
took “more ‘radical’ changes and re-evaluationsadial and emotional attitudes toward the
general environmenf*This more radical stand is paralleled by Vessaldical militancy.

To Baraka, music has always meant freedom: “Miss&n emotional experience and a
philosophical one . . Moving in the blue/black streets there vieeedom a possibility of
becoming anything | could imagine. | was completatymy own (and even more so once |

" LeRoi Jones [Amiri Baraka]Blues People /../ Negro Music in White Amerigslestport, Connecticut:
Greenwood Press, 1963) x.

Blbid., 63.

®See Ellison’s statement, Note 25 in this Chapter.
80E|lison, op. cit, 79.

& bid., 235.
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realized it) and everything in that world began avas defined by me, in me, by musf¢.”
Having in mind Baraka’'s personal experience, mugigthm and movement could not
possibly be excluded from his play. Music infuse®#on, force, and spirit in language, as
it becomes another liberating element.

Throughout his conversation, Vessels transforhas{ifates from laughter to anger, from
tenderness to cruelty, from standard English t@BEnglish; he even dances and makes up
a song §lave 59). Vessels’ fluctuation of moods and gesturassports its quality to his
speeches. Vessels uses every means he can tosekjmsslf. His taking action is not only
shown in his overt militancy but also implicit inshspoken and body language of gesture
and movement as well. As if Vessels was himsetbh@phone, crying all different notes and
sounds that convey multiple moods. The play becaamasa of musical, rhythmical sounds
whose breathing commences to increase until itagdgd in a final note: the simultaneous
child’s cry with the sounds of the explosions adisihe house.

It does not seem strange to observe Baraka’'styalifing words as musical notes.
Baraka was—and still is—a poet before he beganingriplays. At a certain point, he

realized his poetry had acquired a dramatic formpmmsed by different voicesg.lnfusing
the emotion that poetry and music conveys, Baraieates a liberating process from
Western form, and creates a new aesthetics, inhwiiigal becomes the essential means
towards that goalThe Slaveis Baraka's transitional play towards the searthhew
theatrical forms, as presented in plays that foaldwAmong those works, special attention
can be paid t@reat Goodness of Lifd966), in which a multiple set is usddome on the
Range(1968), a play to be performed with the music dbekt Ayler improvised in the
background;Slave Ship, an Historical Pageartomposed of little dialogue but mainly
sounds, screams, smell effects, and instrumentdudimg the saxophone and African
drums); and, finally, his plays of scientific sdigen. Baraka's creativeness has not reached
a full stop since the 1960s, for he has kept cortingeep going—trying new possibilities
of expression. He has been awarded for a greabphit writings, includingrhe Slavehat
obtained the drama prize at the First World FektitdNegro Arts held in Dakar, Senegal,
in the spring of 1968

Ed Bullins’ Goin’ a Buffaloand Ritual Action

One can easily find me. | am on the streets ofctties. | walk and wait on
streets with names like Broadway, Market, Central Main. | stand huddled
in stupor in the doorways of transient hotels, stmzally freeing myself from
the shadows, and pleading for pennies from pedestri am found asleep in
the early morning, in the waiting rooms of busistag, last night's newspapers
my sheets, the black-booted policemen tapping upensoles of my shoes
with nightsticks, awakening me to arrest or sendirggon my unknown way...

... And at times | can be discovered inside dagjreen and grey painted jails,
pacing off the days and years in my dirt-coloreidl ce

82Baraka,Autobiography 48-50.
8 Interview with Baraka, 1989.
84Hudson, op. cit., 57.
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Ed Bulling®

When Ed Bullins came into the Black Theatre Movetnde recalls being a “very
frustrated and evil cat” that was not at peace Withself either as an artist or as a person.
He has claimed that the Movement was for him “agimg experience to go through”.
Moreover, he adds: “[To] start a theatre on nottang make it work, to put all our energies
and lives into it and to have our people—our Blpekple—appreciate it was a gas, to have
our people, not the supposedly distinguished or kndgéable, not the Jackie Robinsons of
the world. . . but our people Bullins was pursuing a theatre that was exclugivet a
Black audience and about their experience, theresquees of the African Americans who
lived in the ghetto, the people from the streetsough Amiri Baraka's plays showed a
different perspective— confronting Black and Whitearacters, which was not used by
Bullins in his work, Bullins has asserted that Bar'a plays were his most influential
source. He recalls that when he went to see Bagdike Toiletand Dutchman “a new
world opened up to [him]:* Baraka’sThe Toilettouched the confrontations between Black
and White people, but also dealt with the issudhahosexual love; on the other hand,
Bullins’ Clara’s Ole Mantouches issues of matriarchy and lesbianism withén African
American community, as acknowledged by Bullins:

until | saw THE TOILET, | didn’t realize how rightwas in what | had done in CLARA'S OLE MAN.

| knew CLARA was a radical departure from the wofkthose Black playwrights | had read. It was
radical in its depiction of Black people, but | didrealize how right it was in a deep and profolynd
revolutionary sense, until | saw THE TOILET.

Furthermore, Bullins declares that Baraka changedtte in North America and shaped
him as a playwright, as well as many other Afri¢anerican playwright§’

In spite of Baraka'’s influence on Bullins, thetéatdeveloped his own and unique style
and technique and his characters are mostly Blaile—the audience he addressed—
leaving Whites as outsiders. Bullins’ theatre alsbandons the intellectualism and
intellectual talk observed iDutchmanand The Slave His characters are down-to-earth
characters, people taken from the streets witheistanguage, from the ghettoes and their
ghetto language. Bullins gives his own definitidrwbiat Revolutionary Theatre means:

| believe as a revolutionary artist, that the retioh has to go on in the minds of the people
concurrentlywith the revolution going on in the field, in thieegt, in the communityandart should

be functional it should befor the peopleand when it's not, it's bullshit. And | agree wibrother
Emory [Douglas] that when it’s time to show a guna gun should appear on the poster, on the stage,
in the film, or in your hands.

85Ed Bullins, “The Enemy,” inThe Hungered One: Early Writing8lew York: William Morrow and Co., 1971)
9-10.

88E( Bullins, edNew Plays from the Black Theaffdew York: Bantam Books, 1964) ix.
87 |bid., xiv.

88 |bid.

8 |bid., xv.

%0Byllins’ statement in the “First Pan-African Culalifestival in Algiers, 1969, iBlack Theatres (1969): 24.
Emphasis added.
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Bullins’ theatre shares the same violence, rageaager with that of Baraka. He promoted
a Black-oriented realisfiwhich according to Mance Williams is necessaryaose “Black
Experience demands unadulterated reality, and if&ilfurther contends that since Whites
are afraid of reality, their writers and artistg to avoid a confrontation with if*Many
times this confrontation is violent and/or hardsteallow for his audience.

The violence that appears in Bullins’ plays, hoarewiffers from the one showed in
Baraka’s plays in the sense that the latter direisthatred violently towards White society
and towards himself. On the contrary, Bullins holsmirror in front of his African
American audience to show the violence and destructhey are performing against
themselves within their own community, so that thay develop a consciousness about that
problem and stop their self-destructiddoin’ a Buffalois an example of this technique.
This play displays the self-destruction or explibita that African Americans perform to
themselves and the people they love—Curt is putstg his wife, Pandora, to obtain easily
a profit without even try to find him a job. Hatelsserts that Bullins’ “primary intent is to
depict life as it is lived—truthfully. He comes close to fulfilling what Zola and the
naturalists believed that drama should be—a slicéif® objectively presented. . Mr.
Bullins writes about the black experienes it is”® However, by depicting Black
experience, Bullins intends to dramatize the characjourney “through [her/lhis own
psyche to reach [her/]his loss of innocence, sgHraness or illumination. . [in order to
reach] what individually is called reality:The characters portrayed in his plays, as pointed
out by Williams, tell their own stories without tipdaywright taking sides or imposing his
own point of view”

Furthermore, Bullins’ plays not only examine thee$ of the ordinary people who live
in the ghetto, but also expose how the charactamergte their own suffering. He confronts
his audience by presenting them their imprisonmeanistaved by drugs, crime— or their
problems regarding their growth of manhood and/mpression of love, as well as
“romantic notions of machismd:"Baraka’s plays deal more closely with the rhetarc
Black Power, whereas Bullins is more interestedcliallenging the African American
community’s daily problems in order to create aicsébundation upon which a political
basis may be constructed. In this regard, in Bsillihhe Electronic Niggerthere is a
significant exchange between Mr. Carpentier—a sttdd@nd Mr. Jones—his teacher:

MR. CARPENTIER
... This is the age of the new intellectual desi$y his tool, the machine, I'll have you know!

9LHill, op. cit, 67.

92 Mance Williams,Black Theatre in the 1960s and 1970s: A HistoriCatical Analysis of the Movement
(Westport (Connecticut) and London: Greenwood RESR5) 24.

9 James V. Hatch, edlack Theatre U.S.A.: Forty-Five Plays by BlagkeXicans, 1847-197fNew York: The
Free Press, 1974) 827.

% sanderspp. cit, 176.
% williams, op. cit, 24.

% eslie Sanders, “Dialectic Determinism’: Ed BulinCritique of the Rhetoric of the Black Power Mavent,”
in Studies in Black American Literatyréolume Il, 174.
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MR. JONES
(Furious) Carpentier! . . That is what we are here in this classroom totfagfainst . . We are here
to discover, awaken, search out human values thrau§’

Mr. Jones realizes the individual’s alienation iteahnological society and considers that
artists should be responsible for helping find hnmalues:

MR JONES

Does not the writer have some type of obligatiorrdmove some of the intellectual as well as
political, moral and social tyranny that infectsstbulture? What does all the large words in coeati
serve you for, my Black brother, if you are a coetglwhitewashed mafi?

Clearly, Bullins rejects the talk-and-speech-basés$tern culture, which Lorca had already
observed in North America, as the epitome of maehand automatorisonly redeemed by
the spiritual side offered by African American cud.

In the portrayal of the ghetto, as backdrop ofliBsl African American characters and
their lives, he accomplishes two purposes. Firgt,pbesenting a life-style, language,
emotional characters and their strong-based bdmdis asserting the existence of a culture
shaped by the African American experience withoten values, beliefs and problems.
Second, and as previously mentioned, he holds eomio raise consciousness in the
audience about the destruction they are perpegratpon their loved ones and upon
themselves. Consequently, Bullins does not romiaetithe glorification of that “street
culture,” as affirmed by Clayton Rile¥},for he presents the problems that originate from
within the community. As a playwright, he is toyatlommitted to his audience, who plays a
focal role in the performance of his plays.

In this regard, most of Bullins’ plays, as LesBanders asserts, not only invite to a
dialogue with the actors, they also “challengedhdience to use the occasion of the play to
extend its own sense of community to the world Inelythe theatre:® Hatch equally
observes the electrifying effect Bullins’ work hgson the audience: “The group response is
earnest, laughing, crying, commenting on the actmmsometimes talking back to the
characters. . It is a theatre . . emotionally involving the audience, a sharp casitta the
frigid, polite response that most [North] Americhieatergoers are accustomed fdRiley
claims that the playwright “manages to terrify lgplication, perhaps the most effective
way to do it; he weaves possibilities into the $aEx’s imagination, makes audiences
believe in the unavoidable arrival of disaster, rashing, all-inclusive horror dwelling
somewhere behind the grim faces of the streetsfpbopling the stage in his dram&s.”
Therefore, Sanders, Hatch and Riley consider tiatatidience takes an active part in the

7 Ed Bullins, The Electronic Niggetin Five Plays by Ed Bullingndianapolis and New York: The Bobbs-Merril
Company, 1969) 232.

% Ibid., 239.

9See Lorca’s statement, Note 23 in this Chapter.

100 Clayton Riley, “Introduction,” inA Black QuartetCaldwell et al., eds. (New York: A Signet BooR7D) xx.
101 eslie Sanders, “Ed Bullins,” iBictionary of Literary Biography49.

192Hatch,op. cit, 826.

193 Riley, op. cit, x.
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performance of Bullins’ plays. Audience participatioccurs because of a specific theatrical
form and language that activates the spectatoRiley points out: “[Bullins’] form of
theatrical experience is physically draining, ahastive encounter which allows only rare
opportunities to relax, to simply be an onlookét. This theatrical form might be
denominated ritual action. In the communion of efttharacters and audience, like in the
Mass, all come together and participate as one.

Most of Bullins’ plays have a circular structurike Baraka's, which imply the
repetition that exists in life and in nature, ir theasons. In the Prologue of Bullihs'the
Wine Time Ray mentions this circle image:

Summer and Cliff and Lou and me together—all podrerh the same brew, all hating each other and
loving, and consuming and never forgiving—but rettihg go of the circle until the earth swung again
into winter, bringing me closer to manhood andfteedom to do all the things that | had done fer th
past three summets.

The idea of the circle comprises a double intent@m the one hand, the idea of oneness, of
bringing people together; on the other hand, itgests an enclosed space, that is to say,
imprisonment and/or oppression. Consequently, wBildlins celebrates a street and/or
ghetto life and culture—its values of togethernessd sense of community—he,
simultaneously, warns of the danger of repeatiegstime mistakes. Therefore, the African
American community needs, on the one hand, to keemourish the values they own, and,
on the other, change what causes their enslaveamehkeeps them away from reaching
their freedom. Commitment is indispensable whenngalkan action to stop the self-
destruction within the community. In addition, coitment also applies to the artist in the
same manner. IGoin’ a Buffalg the play opens with Pandora living with her hugha
Curt. By the end, she has no choice and, agaimstile-but without offering resistance—
is taken by another man (Art) to another place. e\mw, it is not place what delimits the
circle but the action itself taken on the loved soer by two different men whose
consequence is Pandora’s exploitation for thosent@n’s own profit.

Ritual action has one more implication relatedS@anders’ affirmation that, without
considering a physical and concrete territory, Blacitself implies geography, a culture,
bondage, a way of being, and a relationship thatide a ground for the characters. Black
culture exists where Black people &feAs a result, the titl&oin’ a Buffalg which implies
an action, equally implies the move of some pe&pl® one place to another, carrying with
them a style and a way of life wherever they ganiarly, Bullins is warning about the
possibility of repeating the same mistakes in &eddht place. Repetition of mistakes, ritual
action, is paralleled by Bullins’ device of usirigetsame characters in different plays, going
from oneplay/placeto another—device also used by Kennedy in hersplayGoin’ a
Buffalo, we learn that Pandora was taken by Curt and redaivith him in faithful
bondage, as Curt himself asserts: “She and | aeam.”” Both have been living in Los

1041hid.
105 Eq Bullins, In the Wine Time, iffive Plays by Ed Bullinsl04.
1%83andersThe Development of Black Theatre in Amerit85, 184.

197 Ed Bulling Goin’ a Buffalg in Black Theatre U.S.A850. Subsequent references to this text wilhbecated
by (Buffalo, page humber).
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Angeles; but, when Art arrives and finally betrayart, he takes Pandora with him to
Buffalo. Thus, Pandora, although moving to a déférplace, will continue chained to
another man who will keep on exploiting her. Thetale is committed in the action itself,
suggesting that action does not necessarily meangeh People need self-reflection and
self-introspection before taking a blind step. Tisisvhy so many characters in Bullins’
plays are wanderers presented as metaphors ofdidtiwhs performed without giving them
a thought.

The expressionitual action has been adopted from one of Bullins’ pla@fara’s Ole
Man. In the play, Big Girl (one of the main characjeexplains to Jack how medicine is
exercised to cure madness. She is referring tarelshock and insulin, which does not
really cure but only helps quiet a patient:

BIG GIRL

Ya see workin’ in the hospital with all the nutsdainuits and crazies and weirdos | get ideas ‘about
things . . [When] the docs start shockin’ them and puttirérthon insulin they quiets down, that’s
when the docs think they are gettin’ better, ballyethey ain’t. They're just learn’n like before t
hold it in. . .just like before, that's the reason most of themme back or are always on the verge
afterwards of goin’ psycho again.

JACK
(Enthusiastig Wow, | never thought of that! That ritual actiohpurging catharsis can open up new

108

avenues of therapy and in learning theory and ¢mmilig subjects. .

Big Girl's and Jack’s exchange of words denote augsiimplications. First, Bullins is
attacking a technology that is acting blindly omtaun beings. Consequently, it is sickening
more than improving health problems—specifically nta¢ problems that are,
paradoxically, the result of our modern age of betbgy. Second, he is attacking a society
that deprives human beings from their freedom, ateétg them from their culture and
community and from themselves, by conductivismtHis manner, Bullins is retaking a
history without hiding from it, as Steve tells Marand Tootsie in BullinsThe Duplex

STEVE

What history can we teach those who hide from hysto. those who believe their lies and fears
create history. Can we teach them their own stewli soul that we slaves learned better than they
that call it their civilization?

Finally, Bullins is attacking a Western aesthetissstated by Aristotle that has been applied
to theatre since the Renaissance and charactdnyzadinear plot and by what Bullins calls
“purging and catharsis.” The linear plot, purgimglacathartic effects conduct the audience
throughout the entire performance and, as a resxdtudes its participation.

The Aristotelian aesthetics, as examined easkias rejected by Artaud and Brecht, who
equally realized the brainwashing such a technigag exercising on the audience. By the
use of this technique, the audience remains pasisivegh the emotional empathy created
by the story and the characters on stage withoestipning what they are watching. The

108 £ Bullins,Clara’s Ole Man in Five Plays by Ed Bullin®256-257.

19ed Bullins, The Duplex:A Black Love Fable in Four Movemergtéew York: William Morrow and Co., Inc.,
1971) 122.
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playwright throughout the whole performance, themonducting the audience. At the same
time, Bullins is criticizing the ritual action oepeated action taken by Western thought
upon other cultures as well as the ritual actionfgmed by peoples under the social,

political, historical and artistic indictment of \&8tern imperialism, without ever reacting or

guestioning its action. Bullins exposes the neestdp blind ritual action exercised through

so many different ways by outsiders and by ourselgelf-reflection and introspection are

essential in order to stop blind actions. His tlyewr carried into practice through the

creation of a new aesthetics that shapes his plays.

Bullins reverses the meaning of ritual and action.the one hand, the ritual portrayed
by Bullins does not as reinforce communion and ttogymess, but detaches people from the
members of their community and from themselvesti@nother hand, he action described
in Bullins’ plays, instead of bringing change, Istly taken on people’s minds, and repeats
in the form of a ritual. Action taken by blind chaters should provoke a reaction from the
audience to question why those characters keeptiageghe same mistakes and to find new
alternatives and solutions that should be appletheir lives beyond the auditorium walls.
Bullins presents the evils that are causing Afridanericans to take blind actions while
feeling high, instead of being closer to and facing realityr Egample, Art, inGoin’ a
Buffalo is the only one who does not smoke and he is tigeveho takes control over the
others. The other characters do not question emea,avhom they have sheltered in their
own home. This lack of questioning brings themhteirt destruction, as is Pandora’s and
Mamma’s case—who simply go with Art when he says without conceiving the
possibility of shaping their own destiny. These twomen become the main victims of the
play. They are at the bottom of the social pyramid.

The reversal of symbols, myths and/or stereotypesybserved in Baraka's work, is a
component of signifying, as it is repetition. Bo#lj like Baraka, is totally engaged in the
unmasking of those stereotypes and presents thelar un different light, as part of his
theatre aesthetics. His playe Gentleman Calleseems to be a reversal of Jean Genet's
The Maids In Genet's play the maids—who enact their madaitualize the Madam's
death which consequently leads to the actual defatine of themselves. In Bullins’ play,
the maid actually kills the Madam (not herself) d@tomes the Madam herself. Similarly,
a reversal is found iGoin’ a Buffalo Pandora’s box does not contain evil things, as wa
established by the Greek mythology. On the contfatjlins recuperates the older myth of
Pandora’s box, which originally contained good dedile products for the earth and its
people. Yet men misuse Pandora 's Box, like herself

Mamma Too Tight symbolizes another reversal. Shihé only White character of the
play and, as Sanders remarks, she is “the onlyceafrhumor, thus suggesting a reversal of
the stereotypical role of the black comic whiterdaa™"® There is, however, something else
to this character: her language:

PANDORA
[To Mamma] When you brought your funky ass from &isippi, woman, we couldn’t even
understand you. .sheeet . .we taught you how to speak, if anything. (AcBUuffalo, 845).

H105andersThe Development of Black Theatre in AmerEs.
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Mamma comes from Mississippi and Pandora comméiatsshe had to teach her how to
talk when she went to live in the North. Mamma u&ack English, like the other
characters, and Black English has its roots irfSiheth. An example of her spoken language
is in the scene of Act Il when she is talking toéara:

MAMMA
Oh nothin’. . .just thought I'd ask. But the way you and ole fuazzz goin’ at it and lookin’ at each
other...” Buffalo, 843)

The language she uses is the language of the gbétitoe streets, which is already present
in the titles of Bullins’ plays. This essential lent establishes a difference symbolizing

self-affirmation of a culture that can be recogditlerough its own language. Moreover, at

the very beginning of his plays, Bullins usuallycantuates statements such as “this play is
about Black people,” or “the players are Black.”

By introducing Black English, which is used in thkettoes, he is reversing another
stereotype, and instead of devaluating this langudullins appropriates it for the
characters’ speeches and other theatrical expressach as movement, gesture or music.
Within the language itself, he reverses the meanifigwords such asiigger or
motherfuckerwhich here offer new and positive connotationgmvhsed within the Black
community. Language, like his plays, must infusiitspnd provoke action: “Language is
more than words. . [It] is deedsandgestures . . andsilence” as Steve asserts ifhe
Duplex™ Bullins’ plays are his own deed. He does not &ikut Black culture, nor does he
argue about it in order to convince someone alts@xistence. He presents it.

Bullins’ use of language, as asserted by SteviéhanDuplexis diverse. Language is the
expression of different theatrical elements, intgréd in such a way that form and content
becomes one. Hatch points out tkzain’ a Buffalo“seems to flow structurelessly from
beginning to end, like modern Jazz, but the autlewer deviates from his themé’’Once
again, Bullins appropriates an identifiable expi@mssof African American culture, and
inserts it as the existence and self-affirmationthaft culture, just like signifying, as a
determinant of African American writing and orahdition” The musical quality of
Bullins’ plays, Fabre observes, makes it necesaligten to them “as if they were musical
pieces and let oneself be carried by its movemdantthms, dramatic breaks, lyrical
crescendos. The piece is deciphered as a musid; sheeh sequence possesses its
modulation; each character his register and voi¢dhe play fluctuates from tenderness to
violence, from submission to rage, from rebelliorpassivity.

Goin’ a Buffalocontains a fast and vivid rhythm composed by th@ession of extreme
emotions, which parallels Bullins’ intention of penting a dialectics of experience and
reality. Every symbol, action or character is shiapg the same doubleness that confines

11 Byllins, The Duplex122.
"2Hatch,op. cit, 827.

113|n Bullins’ The Duplex, in the party that takesigé in the third Scene of the Second Movement, Mamm
starts to sing: “Said the signifyin’ monkey to fien one day . . .,” but she can't remember allwmeds. Bullins
is recapturing African American tradition, assegtBlacks need to maintain that tradition and noitldie (The

Duplex 76).

14Fabre,op. cit, 242.
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the expression of ritual action. Art seems a gep#eson at the beginning for he cannot
stand a woman being slapped; by the end, howewelis hmore treacherous and more
fiercely violent than Curt, as the stage directionAct Il, Scene Il shows: He slaps
[Pandora] viciously, knocking off her glasses, esipg her blackened egg (Buffalo,
852). Pandora’s strength is totally diminished hg £nd of the play. When the police
apprehend Curt, in Act Ill, Scene 2, she followsforder in a daze: “Mamma is packin’?
Did Curt tell her to pack?"Ruffalg 853). Other examples of extreme emotions andr&ti
While a quiet chess game is presented at the opefithe play, two minutes later Curt is
slapping Pandora; or, everything seems to be fintheaClub where Pandora works, and
suddenly a violent fight takes place. This rhythonstantly breathes throughout the play.

Music, like lighting, creates moods. In Act llicéhe 2, the stage direction indicates:
“The atmosphere of the first act is re-created keylthphts and musit (Buffalo, 852). At
the beginning of the play, Bullins establishes hantmood: Within the interior of the front
room [in Pandora’s and Curt's apartment] the ligist a mixture of red, blues, and violet
with crimson shadows bordering the edges of thgesta create the illusion of a world
afire with its pocket of atmosphere an oagBuffalo, 828). The atmosphere described here
is completely different to that described at thel ef the play. And, in regard to music,
Bullins clearly specifies that “Delilah” and “Padas Thoroughfare,” s recorded by Max
Roach and Clifford Brownplay should be the themes for the scenes betweeraddlt
Pandora, to emphasize altering moo&siffalo, 829). Music, live or broadcasted (radio), is
always a fundamental component of Bullins’ playsvsttheless, there is a difference
between Baraka's and Bullins’ use of music, ascestiby Mance Williams: “Unlike
Baraka, who insists on original, improvised scanésgrated into the mise-en-scene, Bullins
settles for popular recordings of the period. Hensg therefore, to seek an authenticity that
only pure realism can achievé>"Thus, Bullins, once more, faithful to his ideatloéatre of
Black realism is reflected in every single compdrthat integrates form, structure and/or
content of his work.

Within Goin’ a Buffalothere is also a language of symbols, some of whisre been
already mentioned. These symbols convey Bullingrabteristic doubleness or signifying.
Drugs and alcohol, for instance, are presenteevasvils that exist within the community
that need to be examined. Wine, beer or scotchabaays be found at the homes of the
characters. Alcohol is always present in their iparbr meetings, in such manner that
alcohol gives a sense of communion, gathering eafaking effect; but, alcohol too, used
immoderately affects people in destructive wayes ,(men hit their women and/or they lose
control of their lives). Drugs—which Art refusestake—are also two-fold. Thus, to smoke
marijuana is part of a ritual, of a gathering; Mamma'’s condition with Shaky presents its
destructive side, as Pandora tells Art at the Sthyb in Act II:

PANDORA

Do you see [Mamma] givin’ up her body everyday amdardering herself every day?. . [Killin']
herself with that needle by inches. She has heafid maybe a bust and she is keepin’ her man. She
just takes her fixes to get trough the day and $kakps her on it so she’ll need him moRuffalo,

843).

wiilliams, op. cit, 23.
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Pandora’s assertion raises another issue: loveedaiibnships.

What is watched and/or heard in the play is Cuatid Pandora’s relationship, in which
they know they are a team. Yet Curt brutalizes Abuses her physically and verbally, and
Pandora does not take an action to stop the eapimitand harassment she is subjected to.
The same is true of Mamma and Shaky, as Pandosssssment just confirmed.
Paradoxically, every character is hungry for loaad yet none of them is capable of
expressing it with tenderness or affection; ashdyt were repeating behavioral patterns
already learnt and adopted, without ever pondetim@r validity; or considering other
possibilities for expressing and/or receiving loMevertheless, the women seem to be more
aware that they are missing something they do moé do demand. In Act I, Scene 3,
Mamma exclaims: “Just give me some good lovin’ have me where it's at.”Ruffalo,
834). Mamma and Pandora’s urgent need for lovedblthem. Mamma is mesmerized by
Art’'s manners and simply goes with him. She leav@san, whose destructive relationship
she has conformed to, for another one whose appgestile manners have touched her
vulnerability. This is another example of blinduat action mostly symptomatic of the
oppressed.

The issue of women iGoin’ a Buffalotakes its main symbol from Pandora’s box,
already mentioned. Sanders claims that Pandora’sstan image to imply male and female
relationship. The box is a precious object in whRdndora and Curt guard their illusions
and in which Curt’s feels his masculinity is sdflawever, Pandora’s box is for sale, like an
object, like the gun that is in it and can be haddICurt’'s prostituting Pandora, whom he
loves, involves the exploitation of what one mostlues. In addition, prostitution
symbolizes how a woman has to distance herself frembody and deny herself in order to
bear so often unpleasant intimacy. Finally, “thenima&eparating the woman he loves from
the whore he has created is but a pale reflectidcheowoman’s radical self-alienatioi”
As a reversal of the myth, Pandora’s box is fullgwiod things, but they are equally
destructive: marijuana, savings (money she hasedathrough prostituting herself for
Curt's sake) and a gun. Depending on how thoseshare used, they will be fruitful or
destructive. In Act I, Scene 3, Pandora assertsnibihing bad comes out of her box, and
Mamma replies:

MAMMA
Most people think that a girl's box is in otherq#s. . .

PANDORA

People only bring evil there with them. They ordpk for evil. The sick . . (Fantasy Nothin’ bad
comes out of me from my box, baby. Nothin’ bad. Yaan believe that. It's all what you [men]
bring to us. Buffalo, 239).

Pandora and her box are the clearest symbols gfitlyeto demonstrate that women are the
most enslaved members in society and they neemkéodn action to obtain their freedom.
Besides, women have adopted men’s own sexist viewabuse other women, blindly

repeating the same pattern on other women. ThusidPa, who greatly cares for Mamma,
does not think it twice before insulting and abgdier verbally—the way Curt does to her,
as reflected in Act |, Scene 3:

116 sandersThe Development of Black Theatre in AmerREs.
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PANDORA

(Enraged, fearful of losing control, to MAMNISHUT UP, BITCH! THIS IS CURT AND OUR
PLACE. WE GOT MO’ TO LOSE THAN JUST OUR ASS. JUSHST ON UP! MAMMA looks
most like a small girl with wide moist eye@Buffalo, 837).

Sanders accurately states that, although Bulbhsirp eye is aware and presents the
oppression of women in the African American comriynhe still portrays women in
traditional roles, without exploring other venugsintaining a male perspectit/eBullins’
own stage direction in Act Il describing Strip Clukflects a stereotyped image of women
as banal and easily impressionabl8eéing the set, the female audience should respond:
‘gorgeous, lovely, marvelous, delightful,” and wiimilar banalities’ Whereas the male
audience, who seems to know how to use their bfaimould wonder if the habitat of
whores is not indeed the same region as their meatof private myth, dream and
fantasy” (Buffalo, 840). Bullins, in anticipating a different peptien and reaction by a
female and a male audience, also discloses hispansonal doubleness and contradiction
between his own theory and practice. If his plages @onsidered as the platform for his
thoughts, he realizes women'’s victimization by raed the need to stop their enslavement
and exploitation. However, if his stage directisrciosely examined, Bullins’ attitude at a
personal level, is that of someone who believes @orre stupid as well as they are the
fantasy and dream objects of men (an idealizatfomomen than Lewis Nkosi observes as

characteristic of the works written by African Artan men in the 196(1)1.4,3).

Nevertheless, if the last issue of women is lefide, Bullins’ mastery lies on his
authenticity to present the African American exeecie which reveals the existence of its
own culture, as it remains established by form,tesinand context intertwined with
determinant and unique elements of that culture-eamesymbols and images, music and
movement. Thus, Bullins, asserts the existenceiobtvn style and aesthetics that have
developed out of his African American backgrounifedent from the Anglo-American
tradition. The African American tradition is a aui¢ that has its own values and problems,
which need to be solved from inside rather thamfiautside, through self-introspection,
guestioning and reflection, so that a wise andghtful action can be taken.

Douglas Turner Ward'Pay of AbsenceHumor as Signifying

It is obvious that black humor as a whole did rotct to reaffirm the outside
world’s opinion of blacks. On the contrary, no attmechanism in Afro-
American expressive culture was more effective thamor in exposing the
absurdity of the American racial system and in asileg pent-up black
aggression toward it. This has been too easilyreggh@n the discussion of the
meaning of stereotyped humor among [Blacks].

Lawrence W. Leving’

17 bid., 215.
1185ee Note 11, Chapter IV.
119 awrence W. LevineBlack Culture and Black Consciousnge385.
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Douglas T. Ward denominates his plagy of Absencéa Satirical Fantasy.” Moving
from the serious tone and violence found in Amiar&ka’s and Ed Bullins’ plays, Ward
reverses the seriousness and painful conditioa@$m and segregation into humor. Instead
of hatred and/or aggressive and violent speechesd \fihds in satire his weapon to show
the absurdity of racism in North America. He sdtspilay in a Southern city, which is an
important factor to keep in mind when analyzing kerk. Baraka and Bullins are
Northerners, while Ward was born in Louisiana arakwhe only child of parents who
worked the cane and sugar crops in a small planteirea by the Mississippi. Ward'’s
background certainly provides him with an expereenand perspective that closely
approaches the one lived by Black South Africardenmpartheid.

Like Ward, Black South African playwrights alsceusatire to criticize their conditions
under apartheid and usually emphasize the actkitls & their work as their main venue of
expression to present the evils of apartheid. Whmlyever, does not present African
Americans as supposedly the main characters oplaig, but uses theiabsenceas a
reversal of the situation: The characters we se&Vard's play are Anglo-Americans
missing and wanting the African American populatienho has mysteriously disappeared
from town—to return because they cannot manageowitthem.

It must be noticed that, although Ward was bortha South, he studied in Ohio and
Michigan and finally moved to New York where hetiapated in the left-wing movement
in Harlem. He became an actor, and performed idymtions such as HansberrysRaisin
in the Sun Moreover, he wrote plays and subsequently becamd@ector. Ward knew
Hansberry and Lonne Elder and persuaded them foldysvrights:® He was exposed to
Western theatre—Genet's, Beckett's, lonesco’s plamong others—whose trace is
observed in his theatre work. Oliver bay of Absencgefor instance, observes some
resemblance t@he Blacksin that it is an “expressionistic situational ikt which is
performed on a bare stage with the actors shiftingnd out, a cast of fourteen African
American actors performing in blonde wigs and wiiéee’* There are also resemblances
to Beckett's Waiting for Godotin the opening dialogue between Luke and Clem,
reminiscent of Didi and Gogo’s and Chaplin’'s mowde—as Ward himself points out in
one of the stage directions for the scene in wiiicke operators frantically try to put some
people through the telephone line without suc&éss.

The social issues examined in Charles Chapliffssfiare present in Ward's play as
well. As Clinton F. Oliver remarks, “Ward’s centr@nceit is a compelling clever one: the
sudden and mysterious disappearance of the blacks & small Southern town, the
consequent consternation of the whites who gonit them, and the deepening crisis as the
economy of the populace grinds to a h&ftThus, Ward outlines the important role played
by African Americans in the North American econorag, an Announcer confirms when
facing the sudden absence of the African Ameriagrufation:

120 Beth Turner, “Douglas Turner Ward: Bulwark of thE®L” in Black Maskg{September 1985): 2, 3.
121Clinton F. Oliver, ed.Contemporary Black Dramap. cit, 321.

122pguglas Turner Wardyay of Absencgen Contemporary Black Drama&45. Subsequent references to this text
will be indicated by Absencepage number).

123 Qliver, op. cit, 321.
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ANNOUNCER

. . . Factories standing idle from the loss of messential workers. Stores shuttered from the
absconding of uncrucial personnel. Uncollected agebthreatening pestilence and pollution.
dozens of decrepit old men and women usually tefyefaithful nurses and servants are popping
off like fies—abandoned by sons, daughters anchdghildren whose refusal to provide their
doddering relatives with bedpans and other soothiexpssities result in their hasty, nasty, messy
corpus cremation. . (Absence354).

African Americans are doing the kind of jobs Whitesuld not do (e.g., changing babies’
diapers), as asserted by Mary in the play. Marnoaapproach her baby who cannot stop
crying, because there is a horrible odor comingnffom and Lula—her African American
maid—used to do it for hetApsence 347). The Businessman character remarks on the
aforementioned issue as well: “The absence of haedy porters, sweepers, stock-movers,
deliverers and miscellaneous dirty work doers $sufiting the smooth harmonyAljsence
351). Then, African Americans are missed and asedturn to town, not because Whites
miss them as friends, colleagues or neighborspbotuse they need them as handworkers
who usually perform thdirty work Whites refuse to do. Paradoxically, Whitesndo want

to live with them as segregated laws confirm, aettliey cannot live without them either.
Ward, who considers himself a working class int#llal and a natural rebel and non-
conformist,” chooses satire as his most forceful weapon agaiostal and political
injustice, and masterfully achieves the expositain“the American racial system,” as
Lawrence W. Levine points otit.

There is a developing line from Baraka to BullinsWard, regarding humor. Baraka’'s
style is austere, does not utilize humor and iariger what mostly permeates his plays;
Bullins introduces comic relief to loose the temsithat originates from his anger and
violent language; and Ward adopts humor as a skidpparent mask to disguise his
indignation and rage. Ward’s humor is, actuallys mainly signifying, so rooted in the
African American tradition, as already examinedmdu provokes the audience’s laughter
that is, at the same time, undermined by the tnadiedd by African Americans in the
United States. It is satire that better helps Wahieve his goal, because “satire takes, for
its province,” as James Ngugi asserts, “a wholéegpand for its purpose, criticism.” In
addition, Ngugi considers that “the satirist setmdelf certain standards and criticizes
society when and where it departs from these noHasnvites us to assume his standards
and share the moral indignation which moves himpdor derision and ridicule on society’s
feelings. He corrects through painful, sometimesiaiais laughter.”® Satire is part of the
African tradition, but also African playwrights dues the Nigerian Wole Soyinka or Black
South African playwrights (Percy Mtwa, Mbongeni Mgge and Barney Simon’s Woza
Albert!, for instance) have used it as an essential coargsiin their works.

Levine has examined the importance of humor inAfhiean American tradition, and he
indicates that humor became the best expressiva forthis tradition. Humor did not
change realities but altered their impact and piwe. It was used as a device to

124 “Interview with Douglas Turner Ward,” by Malwine Bick, Hamburg (Germany), May 1979. New York:
Hatch-Billops Collection.

12535ee opening quotation in Ward's section, Note hiis Chapter.

126 3ames Ngugi, “Satire in Nigeria: Chinua Achebe, TAWko and Wole Soyinka,” ifProtest and Conflict in
African Literature Pieterse and Munro, eds. (London: Heinemann, 15969
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understand the situations African Americans hafh¢e and it was also used to “mute their
effect,” to minimize suffering, to release suppegkfeelings, and “to assert the invincibility
of their own persona against the worttl.ln Ward’s play, humor is the substitute to the
violence observed in Baraka and Bullin’'s work, ahd best way to express suppressed
emotions and reach self-affirmation through the @othat derives from laughter. On the
other hand, Levine refers to Kenneth Burke's anslgsd suggests that the comic frame
“should enable people to be observers of themseids acting. Its ultimate [goal] would
not be passiveness, but maximum consciousi&gddnsequently, humor conveys a double
meaning in raising consciousness, not only in thdiemce but also in the performers
themselves—in the manner Brecht understood epatrihend the distancing effect on the
audience and on the actors themselidss; of Absencés to be played by Black actors in
White face, which implies the actors have to stWdhite types played by them. This issue
leads the actors to a better understanding of tmidition as African Americans, their
oppression, as well as their roles in North Amerisaciety and their African American
cultural values in contrast to those of Anglo-Armaris.

Ward'’s use of satire is displayed through a reales$ the minstrel show in white face.
Like Baraka and Bullins, Ward’s consciousness mgigin audience and actors) is present
in his attempt to reconstruct a history filled wistereotypes and myths about African
Americans that Whites have created and the playwrigverses. Baraka had first re-
examined slavery and showed in his works that tlaweys existed a rebellious spirit
among African Americans against the slave systeaten. Bullins introduced White
characters, such as Mamma-Too-Tight, to parodyctimaic relief played by an African
American comic actor in White plays. And, then, Waeversed the minstrel show and
presented African American actors playing White t8etn types wherein portrayal of
Whites are the cause of laughter, instead of Blacks

The minstrels, Huggins states, are a parody ofmdbroratory, “pointing up the
importance of languagé®® Ward introduces the audience to the Southern ctiglet is
closely juxtaposed to Black English. An exampléuge and Clem’s exchange of words in
the opening scene:

CLEM
Go'n’ be a hot day

LUKE
Looks that way

CLEM
... How'd it go yesterday, Luke.

LUKE
Fair.

CLEM

127 evine, op. cit, 344.
128 |bid., 321.
129Nathan Irvin HugginsHarlem Renaissancep. cit, 266.
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Same wit’ me. . . Businesslon’t seem to giho better omo worse. Guess we in a rut, Luke, don't it
‘pear that way to you?—Morning, ma’am.

LUKE
... What you got in mind?

CLEM
... just that—like somp’'ums outta kitter. | got a fynfeeling somp’'ums not up to snuff. Can’t
figger out whatiit is ...

LUKE
Maybe it's in your haid?

CLEM
No, not like that.. Like somp’ums happened—or—happening—gone hayvaosy.

LUKE
Well, don’t worry ‘bout it, it'll pass.

CLEM
Guess you right Absence343. Emphasis added).

The double negative used by Luke and Clem is afs=d in Black English to emphasize or
underline an idea or thought to the interlocutonc® more, the device of using the
Southern dialect implies double connotations. Gnahe hand, Ward’s decision of using a
dialect in his play connotes the existence of agfity of dialects in North America, which
destroys the notion of the existence of an exctustandard English. The playwright, then,
presents a new reality. On the other hand, Afridamerican actors, by parodying White
Southern speech, reverse the idea of Whites pargdyfrican American speech, and points
out there is no such thing as correct or incoregaylish, but the evolvement of a language
in different areas that is shaped by different uel. Furthermore, Ward shows the
proximity of Black English to the Southern dialectd, as a consequence, the absurdity of
Whites laughing at a speech that is so much akihetios.

The closeness of Southern dialect and Black Hmglisses another issue: the close
proximity that exists between both Blacks and White a segregated South. If Baraka
presents violent confrontations between Black ardt&\tharacters, and Bullins leaves the
White world outside of his plays, Ward exposes IBlacks and Whites in the South live in
closeness and know each other better than bottpgrda in the Northern states. Baraka
displays the psychological barrier, created bysracthat separates both groups; Bullins
leaves Whites out of the African American world,piging the separation and lack of
knowledge about each other that exists betweendmtimunities; whereas Ward shows, in
a segregated South, Blacks are much more intertiwivith Whites and know more about
each other than do Northerners. Then, a psychabbiarrier exists in a non-segregated
North that impedes both groups to interact, whil@ isegregated South there is a closer and
more physical interaction between both groups.

As an example of the closeness existing betweankBland Whites in the South, Mary
affirms that her Black maid Lula has always beethwer and she would not be able to live
without her, up to the point that she would notéhaecepted her actual husband’s marriage
proposal, unless he accepted Lula too:
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MARY

... lalways had Lula, John. She never missealyaatimy side . . That's why | couldn’t accept your
wedding proposalintil | was sure you'd welcome me and her togetieer package. . I'm lost
without Lula. @bsence350. Emphasis added).

This interconnection and reciprocal dependence dmivboth Blacks and Whites is totally
absent from the plays written by Baraka and Bullifikis aspect parallels the special
situation of Blacks in South Africa under apartheid

Day of Absenceseems to act like a boomerang by reversing thestreinshow from
being performed in black face to being performedinite face, which returns to hit Whites
with their own parodying device. Ward shows a &utttle in the journey of this boomerang
by examining the existence of a history presentdg fstom one point of view: the Anglo-
American. He reverses the process and presentse\VBbitithern stereotypes such as the
typical married couple (Mary and John) who simpénicot live without their Black maid
Lula, who cooks, attends their baby, etc. The amlplexposed as completely inept in
dealing with their own baby and housework. Othesresitypes are the Mayor, the
Industrialist and Mr. Clan—reminiscent of the KuukKlKlan. By using White Southern
stereotypes, the playwright reveals the lack of mlemity and character delineation
conveyed in stereotyping, for it deforms real lié@d, consequently, severely damage the
people depicted.

Referring to Ward'Happy EndingandDay of AbsenceC.W.E. Bigsby suggests “the
humor of both plays is largely at the expense whide community which is seen as insipid

and stupid, unconsciously manipulated by a [Blaek}ld it holds in contempt.lﬁ0 This
manipulation renders the African American audienith a real potential of their power. By
using African American actors in White face, Bigstigims that Ward does not simply
create ironical comments on the pretentiousnedghifes, but also proclaims a freedom in
exposing the contempt Whites feel for African Amaris; and, as a result, “white abuse is

thus adroitly turned back on itsellf?% Ward achieves this creative freedom by means of
devising a unique aesthetics and style whose dese dn humor. Therefore, he still
maintains an Aesthetics of Self-Affirmation but dhgh his genuine and skillful style
shaped by satire.

Like Baraka and Bullins, Ward’s play possessedr@ular structure. The play begins
with Luke and Clem realizing that they have notnsary Blacks in the entire morning, as
they usually do. It ends with the same characteesrniext morning, but this time a little
change has been introduced: the appearance of SRastBlack character. After Luke
realizes Rastus’ presence and talks to him, heGleks:

LUKE
Everything’s same as always. . .

CLEM

130 ¢ W.E. Bigsby, “Three Black Playwrights: Loften Miitell, Ossie Davis, Douglas Turner Ward,” Tine
Theatre of Black American¥olume I, 162.

131 1hid., 165-166.
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..2?22.. s it. . .Luke? @bsence363)

Once more, the idea of the circle and ritual ingdiens is present in the structure of Ward’s
play, but, as observed irhe Slavesomething has changed in that ritual processil&iy,

the reversal of the minstrel show in White facensuback in full circle to hit Whites’
assumptions and abuse with their own device. A ghahas occurred, though. The
playwright portrays a situation—a satiridaintasy—that poses the question, what would
happen if African Americans disappeared from Nodktherica? It is by questioning the
possibility of their absence that Ward raises cmnusness in the audience. Furthermore, the
question is posed to both Black and White audientcesddressing the Black audience,
Ward asserts the power they actually exercise Wbite society. In addressing a White
audience, he is ridiculing Whites’ attitudes andicars toward the African American
community by placing a mirror in front of them; arrar reflecting the abuse perpetrated
upon the African American community as well as Witineptness and stupidity when they
are left without the help of African Americans, wheually perform their dirty/domestic
jobs.

The theatrical language adopted by Ward greafferdi from the two plays examined
earlier. Baraka adopts iffthe Slavean almost realistic set whose traditional idea (as
presented in Western plays) was broken by focusmgvhat was happening outside. His
focus on the external events (the continuous eigliesthat are heard and actually end up
taking place in the house itself) illustrates héparture from the Western realistic tradition
in theatre whose main weight lied upon the charagisychological development through a
verbal exchange in an enclosed space, rather teatering on what was taking place
beyond those walls. Consequently, Baraka responils the device of continuous
explosions as an implication of an action needeidttade the living-room talk. Bullins, in
Goin’ a Buffalg adopts aealistic set, with just one difference: the set is establisin the
ghetto, within the African American community, stgtthat African American reality exists
wherever African Americans live, regardless of theation. Thus, Bullins realistically
shows the existence of anotheality not only absent but also ignored and dismissed in
Western plays.

Unlike the above plays, WardBay of Absencedoes not use a realistic set. He
describes a bare stage and it is the actors, hitégkaghting, color and costumes that create
the set/place, mood, action and time, as pointédnothe stage directionsThis is a red-
white-and-blue play—meaning the entire productibowd be designed around the basic
color scheme of our patriotic trinity. Lighting shid illustrate, highlight and detail time,
action and mood (Absence 341). Costuming should be orchestrated aroundstme
scheme. Characters should be carefully defindmotigh costuming which typify their
identity.” (Absence 341). In addition, Ward insists that the sameomachould enact
different characters. He meticulously cares ableeitstaging of this satirical fantasy, so that
the staging and acting convey the same signifyiraj is conveyed by the content of the
issues presented.

The use of a bare stage gives the actor more dneed use their imagination and
creativity as well as a better possibility to d&gpher/his acting skills. At the same time, a
bare stage poses more responsibility on the astat fequires a total mastery in being able
to perform the adequate gestures, movement antiarreat imaginary objects—for there
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are no props upon which the actor can rely. Thee lsdage is especially suitable for
caricature, like the circus—as also presented inkBit's plays, concretelyWaiting for
Godot Besides, by using a bare stage, Ward is faitiofuhe picture presented by the old
minstrel. Lastly, the bare stage might imply oneénconnotation, also applicable to Black
South African plays (most of which are performedaobare stage): a reflection of the lack
of resources which, in this case, Whites are léfih wwhen facing the absence of Blacks.
Whites are left with nothing but their own ineptiu and sense of powerlessness. This
device reverses the actual African American povaniy powerless condition in the South.

In Black South African plays, the same theatregbression is often used. Black South
African artists usually possess no other means tivamselves, thus, strongly emphasizing
actors’ skills. In the United States, not only Waliit also many African American
playwrights of the 1960s, including Baraka and Bsll used bare stage for their plays.
Margaret Wilkerson believes the simple settingsiugethe 1960s plays mirrored peoples’
reality, and the aesthetics goes with the peoptEr experiences—African Americans lived
under a very precarious situatithOn the other hand, Fabre observes that the scesedy
in Day of Absenceecreates the conventions of the spectacle peatfit the plantations;
that is, there is a minimum of means, limited nundifeactors, absence of decoration, party
atmosphere and farce. Furthermore, although Afridemerican history has been
undermined and misinterpreted by the dominant Adgteerican cultureDay of Absences
a clear demonstration of how African Americans hinented all sorts of strategies to turn
situations to be more favorable for them—as iheséxample of the trickstér.

The bare stage in Ward's play is filled with Blaektors enacting Whites who
continually talk about Blacks, and, ironically, Bks are absent throughout the entire
performance. Only Rastus appears at the end téywbeir existence. Thus, this device
expands in its implications, such as the total dbament and invisibility that African
Americans have played for White America. Only wtglacks disappear mysteriously, do
Whites realize the important role Blacks play ireithlives. Moreover, on the day of
absence, through which the play unfolds, there ésraplete absence of African American
music, always present in African American playsmBwlically, the absence of African
American music represents the absence of spirit smd without which White Anglo-
American are left.

Apart from music, other African American elemehts/e disappeared as well, such as
dance and entertainment, which White audiences bamgnually enjoyed, as asserted by
the Mayor when addressing the missing Blacks avisibn:

MAYOR

... Your absence has left a void in the bosomvefy single man, woman and child of our great city
.. .We know you like a good time and we don't begruidde ya. Hell—er, er, we like a good time
ourselves—who doesn’t? . In fact, think of all the good times we've had etiger, huh? We've had
some real fun, you and us, yesiree!. Nobody knows better than you and | what fun weheel
together. You sing us those old Southern coon sandslancing, those Nigra jigs and us clapping,
.. spurring you on! Lots of fun, huh?! .OH BOY!” (Absence360-361).

132 |nterview with Margaret Wilkerson, Berkeley, Deceznb1989.
133 Fabre op. cit, 132, 133.
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This void of African American traditions and lifdyke is what Ward is drawing the
audience’s attention to, for both African Americaly asserting the existence of their
culture and irreplaceable values) and Anglo-Amerscgby opening their eyes, and

exposing how much North America has been enrichgdhlk contribution of African
American culture).
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CHAPTER IV

The Black Theatre Movement in the United States.
Black Women'’s Aesthetics:
Lorraine Hansberry, Adrienne Kennedy, and Ntozdkan§e

I am now

coming up for air
Yes, lam

picking up the torch.

I am the welder
| am taking the power
into my own hands.

Cherrie Moragé

No Black woman even like nowadays tells you thipgs're familiar with, like
Black women have problems. In a family situatiom falking about a classic,
if you understand what I'm saying, a classic Blagkman figure. Showing her
not just surviving, yet surviving, not just beingtkbeing, but also not just
being a slave but you know still being a slave, jost being a whole but just
the Black woman in all her majesty. The Black wonra@ll her non-majesty
as well. The Black woman surviving yet not surviyinut being. If that makes
any kind of sense.

Sonia Sanchéz

Black Women'’s Aesthetics

The need of power, the need to express themsiltbeir own voices, and the need of
self-affirmation by presenting a complex perspectihat reconstructs Black Women'’s
history of oppression and stereotypes are the slaimesented by Cherrie Moraga and Sonia

! Cherrie Moraga, “The Welder,” ifthis Bridge Called My Back: Writings by Radical Wasrrof Color(New
York: Kitchen Table Women of Color Press, 1983).220

2 Sonia Sanchez, Uh, Uh; But How Do It Free UsThe New Lafayette Theatre Presents Plays with Asisth
Comments by Six Black PlaywrigliGarden CityNew York: Anchor Press/Doubleday, 1974) 163.
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Sanchez. In addition, June Jordan proclaims thed fmewomen to take out the rage and
anger instead of keeping it inside hurting themeIVThis is a fundamental step in the
process of woman’s achievement of self-determinatis Jordan underlines:

If somebody is trying to hurt you, to oppress ygou shouldbe angry, and you should put that anger
where it belongs—outside yourself. | had been raped. .and | was trying to deal with the experience
in a lot of different ways. Once the shock subsjdeadrote “Poem about My Rights” several months
later. | tried to show as clearly as | could tha difference between South Africa and rape and my
mother trying to change my face and my father weanine to be a boy was not an important difference
to me.lIt all violates self-determinatioh

Jordan also highlights sexual oppression, anotigoitant issue to be considered when
studying the history of African American women, abiy noticed by Gerda LernéiThe
pattern of Black women’s sexual exploitation ddiask to the times of slavery. Since then,
there has existed a complex system of mechanisatshids maintained the myths and
stereotypes created about African American womeesgiality. African American women
have been regarded as sexual objects for White med, rape, Lerner asserts, was
employed as a weapon of terror, not only agairestAfiican American woman but against
her community as well. She further emphasizes dbethat White rapists of Black women
were not punished almost throughout their hist@my.the contrary, Black men were terribly
punished for the same offence, and were prevemtad flefending their women, which
created a symbolical castration and assault “iif #ssential dignity.”

African American history is marked by the indedifraces left by its women in the
struggle for liberation. Most of them almost unaoisly have believed that their own
liberation could not be separated from that ofrtteteimmunity. Since slavery, there have
been great African American women militants anddéra, such as Harriet Tubman and
Mary Mclead Bethune or Ida B. Wells Barnett; jodista such as Margaret Murray
Washington, also president of the National Assamiafor Colored Women (NACW);
lecturers, such as Maria Sojourner Truth, who ésdeBlack pride and self-confidence and
spoke a poetic language referring to the Africastsan North American soil and offered an
African American interpretation of the ChristianbRi; and many other women whose
names have not been included neither in the bobkbiih American history, nor in those
of African American history.

Gerda Lerner examines one of the most popular smaftout African American women,
the so-calledBlack matriarchy which has historically been “commonly misundeostd
This very term “is deceptive, for ‘matriarchy’ inip$ the exercise of power by women, and
black women have been the most powerless grougartti American] society’In spite of

3 June Jordan’s comment is quoted by Alexis Deveali€ieating Soul Food: June Jordan, Hesenc&2 (April
1981): 138-150. Emphasis added.

4 Gerda Lerner,The Majority Finds Its Past: Placing Women in HigtoqNew York and Oxford: Oxford
University Press, 1979) 73.

5Gerda Lerner, edlack Women in White America: A Documentary His{dtgw York: Vintage Books, 1973)
163-172.

6 For more information on African American women'serin history, sed.erner,op. cit
7 Lerner,op. cit, 23.
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her two-fold oppression—race and gender—the Afridarerican woman was evaluated by
the male artists of the Black Arts Movement as anan who had aligned herself to a White
power structure rather than to the Black man. Lateal declared that the Black woman'’s
“aspirations and values [were] closely tied to tho$ the white power structure and not to
those of her man.” Black women were also accusetkspising their men and “tearing into
[Black men] at every opportunity. . [for Black men could not provide for their familgfje
way white men [did].* As observed in prior chapters, it is contradictand paradoxical
that the same men, who were aware of the need mbr@ complex picture of African
American culture and its members, could reduce themen to such a simplistic view and
to some degree stereotype them.

The Black Arts Movement promoted self-reflectiororder to expose the contradictions
existing within the socio-political system Africa#mericans were living in, as well as the
contradictions within themselves. The men of thevdtoent, however, did not deepen into
themselves and examine their own contradictionsrdigg their conception of African
American women. bell hooks concentrates on thiseidsy illustrating the goals pursued by
the Civil Rights Movement:

When the civil rights movement began in the 508cklwomen and men. . joined together to
struggle for racial equality, yet black female waistis did not receive the public acclaim awardezthl
male leaders . . It was an accepted fact among black people thratehders who were most revered
and respected were men. Black activists defineddfym as gaining the right to participate as full
citizens in American culture; they were not rejegtihe value system of that culture. Consequently,
they did not question the rightness of patriarchy What had begun as a movement to free all black
people from racist oppression became a movemehtitgitprimary goal [being] the establishment of

9
black male patriarchy.

In addition, Margaret Wilkerson has asserted thatwWomen’'s Movement “was born out of
the black struggle for liberation” and had the A&m American woman as midwife.
Wilkerson emphasizes that the presence of the &ifridmerican woman in both
movements was, therefore, “not only natural butvitadle.” If some myths and
stereotypes about African Americans had been reated in order to destroy them, some
were being replaced in describing the African Arani woman. Consequently, these
women realized they were fighting on a double front

On the other hand, Lewis NKkosi underscores thalizkgion of the Black woman, as an
abstract idea, in the 1960s. Nkosi observes thdtdmew African American poetry of the
1960s, the African American woman was “an abstmaiiciple of Black Power, a figure
recreated to subserve a myth to replace another ohyth which [was] no longer stated
precisely because it [was] everywhere taken fomtg” Nkosi consideres that this
idealization of the African American woman emergrd of guilt: “Almost exclusively a
product of male masculine imagination, it [was] atempt to make it up to the black
woman who up to [then had] not been so highly wélbg her menfolk as a symbol of

8Larry Neal, “The Black Arts Movement,” ithe Drama Review2, 4 (Summer 1969): 38.
pell hooks Ain’t | a Woman: Black Women and FeminigBoston: South End Press, 1981) 4-5.
Margaret WilkersonNine Plays by Black WoméNew York: New American Library, 1986) xiii.
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glamour and beauty” As a result, African American woman’s voice eitracused of
castrating their men and maintaining a White eghbilent, or idealized upon a pedestal of
beauty, continued to be buried under the most atesdailence. She continued to be the
looking glass for the men of her community whilepisoned within patriarchal simplistic
views that hindered the search of her true self.

Baraka himself has acknowledged the failures obbeng revolutionary and formulated
the need to create new alternatives, in which dmeept of womanhood must be redefined:

Part of our failure to become revolutionary is @antinuing need to subjugate our women under
contemporary feudalism . Everyone in the community must struggle. and help build alternative
systems and institutions within our revolutionagtionalist communities. They must overthrow negro
chauvinism and let our women learn and expand énsthuggle by our side and stop making them be
invisible in the struggle. . Manhood must be redefined just as womanhood atekih childhood must
be redefined in collective revolutionary ways i€yhare going to have any more meaning to us than th
old definitions'?

Baraka establishes, instead of a two-fold, a tifwéboppression in the African American
working woman (like all Third World women): clagsationality and seX. The role of the
African American woman as a midwife who helped thiegth of Black and women’s
liberation movement, as observed by Wilkerson, agedbe examined. As a critical and
perceptive observer, the African American woman begun a self-reflection. Aware of the
parameters formulated by both movements, she abfiiiem to her genuine and particular
socio-political situation of race and gender. SarRichards insists that “a close connection
between art and society is central to black ferhrigicism.”™* As previously stated, theatre
is the most public of all literary genres and, aangently, African American women artists
would have an extra shackle to break from in otdebecome playwrights, directors or
actresses. Before 1950, women had held full pastgiin theatre protest against the living
conditions for African Americans, either in histal dramas, folk plays or race
propaganda. They had contributed to shape “a urpgugpective of black women'’s reality”
as part of their protest, but only after the 19%@ge their voices heard beyond their
communities? In spite of their achievements, they still hadace many obstacles for they
lived in a very competitive and male-dominated worl

African American women writers, then, began tceofh very different reality that was
exclusively and distinctively theirs, thus estdfilig the original patterns of a new
aesthetics. In Mae G. Henderson'’s opinion, ondefdlements that has characterized their
writing and empowered their works, is “precisellgdit] ability to disrupt and break with
conventional imagery.” Henderson emphasizes tratctmmitment of the Black feminist
project has been thwivileging of differencefor it is, “after all, the rhetoric of universgli

11 Lewis Nkosi, The Transplanted Heart: Essays on South AfiiBenin City, Nigeria: Ethiope Publishing
Corporation, 1975) 153.

12 Amiri Baraka,Creating a Unified Consciousne@dewark, New Jersey: n.p., [19747]) 4-5.
13 Amiri Baraka,Daggers and Javelins: Essays, 1974-19¥8w York: Quill, 1984) 263.

14 sandra L. Richards, “Negative Forces and Positiva-Bntities: Images of Women in the Dramas of Amiri
Baraka,” inTheatre JournaB4, 2 (May 1982): 233.

Bwilkerson,op. cit, 19.
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that has excluded gender, race and class persgedtiom the dominant literary critical

discourse as well as the socio-political centepafer.”® Consequently, African American

women initiated the process to define themselvesstop others doing it for them. Barbara
Christian maintains that the African American womaway from universalistic patterns,

had to create her own definition as a means tawirv

As poor, woman, and black, the Afro-American wonha to generate her own definition in order to
survive, for she found that she was forced to dessential aspects of herself to fit the definitadin
others . . It is primarily in the expressions of herself tishate could be her totality. And as a result of
that expression is also the articulation of theercwnnectedness of race, sex and class as a
philosophical basis for the pattern of dominance kierarchy in this society.

In addition, referring to African American womeniters, Claudia Tate has observed self-
esteem is a primary issue in their creative worlg their heroine characters “[are] aware
that [they] alone must be determined to understhedconditions of [their] life, . . . by
means of intense introspection, before she can moweto establish meaningful
relationships with other peopl&.The introspection exercised by African Americamvem

is the goal that Baraka and Fanon proposed foreyspid, exploited and colonized people
in order to find self-esteem and national consgiegs. Only through consciousness and
self-esteem can each individual achieve the séifvaition of her/himself and her/his
community. Once this step has been taken, eackidudi will be able to emerge as a
whole and a real communication between people afidres will be achieved. A sense of
wholeness is fundamental in order to be preserixiti as part of the international family.

As already mentioned, the Black consciousness meme of the 1960s had a great
resonance in African American women. More spedificéor Sonia Sanchez the movement
continued to be “a significant component of heriagloend political participation . .
[Women need to] remove [themselves first] from tpgpression of a man [and then] from
the oppression of a country.'She has recognized that women write differentiyrfrmen.

In her opinion “men write in [what she calls] anextiive mood.. . .[whereas women] tend
to write in a subjective mood” Sanchez’s plays and her female African American
characters did greatly contribute to developindv@atre that reflects the complexity and
perspective of the African American woman.

As it is widely acknowledged, musical and theatricareers have been especially
restricted by race barriers. The stage became #mfestation of dignified and meaningful
roles, but for the Black community most of the molthey were offered to play were
stereotypes of Black servants and other demeanleg’tAfrican American women such as

16 Mae G. Henderson in response to Houston A. BaKa@ttere Is No More Beautiful Way: Theory and the
Poetics of Afro-American Women'’s Writings,” iAfro-American Literary Study in the 1990Baker and
Redmond, eds. (Chicago and London: The Universi§icago Press, 1989) 161-162.

17 Barbara ChristianBlack Feminist Criticism: Perspective on Black Wanw'riters (New York: Pergamon
Press, 1985) 161-162.

18Claudia TateBlack Women Writers at Wo(kew York: Continuum, 1983) xxi, xxii.
1%«Sonia Sanchez,” iBlack Women at Work 33, 134.

Dibid., 143.

21 erner, The Majority Finds Its Pastop. cit, 81.
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Alice Childress and Lorraine Hansberry offered & émension to their African American
women characters, and Sonia Sanchez, afterwardsrged that dimension. Sanchez’s
Sister Sonl/jiis an evident proof of the complexity that confindne African American
woman. In her play, the woman character has gomaigihh many changes and difficulties:
she has lost husbands, children; she has beedlégesoshe has been a militant and fought;
she has seen death; yet she has been able toesulitivough she ages on stage, her spirit
never does. “She is Harriet Tubman,” in Sanchewss words®

In the prior chapter, the importance of dancegsamd music throughout the history of
and works by African Americans was examined. Musioyement and song are taken as
components of speech. In addition, music is givem attributes of human voices. The
inextricability of rhythm and movement with speeisha fundamental component in the
plays by the African American men playwrights of tiMovement. African American
women playwrights highlight these elements evenemdmgela Davis has stated that
“Black people were able to create with their mumicaesthetic community of resistance,
which in turn encouraged and nurtured a politicammunity of active struggle for
freedom.® Music has definitely helped give shape African Aicen women writer's
aesthetics in their struggle for self-affirmatioatty as African Americans and as women.
Ntozake Shange and Aishah Rahman'’s plays are deryproof.

Linda Hart regards music as a powerful metaphorttie African American woman
experience, in redefining and recreating herself:

The grunts and moans of the work songs and thesbibe veiled messages of the spirituals. The sassy
truths of rhythm and blues tell her story with urgg and passion. Black music, born out of the need
for an expressive as well as coded and privateulane, is as implicitly political as the lives these
writers depict. And writers from Langston HughesAlce Walker, from Richard Wright to Lorraine
Hansberry to Ntozake Shange, have attempted toagentlle efficiency and evocative qualities of that
form. . . Jazz and blues and other forms of black musicirseparable from the attitudes and
experiences that shaped them. The changes in guitdhime, the shifts in stress, the texture of tenb
and vibrato negate European regularity and stghfitone . . This music “speaks” the rage, the irony,
the profundity of Black-American life in tonalitiend colorations absent from conventional western
speech. . African drumming set the foundation through itsndex, phonetic reproduction of words
and its polyphonic and contrapuntal rhythmic stioes . . For the playwright, this rich musical
background stimulates new ways of conceptualizingimas an element of drama. Thus contemporary
black women playwrights find in music a second leage that gives expression to the profound
anguish and joy of their vision and experiefice.

Music brings out an emotional quality that undestirsubjectivity in opposition to a more
objective moodiused by men writers, as Sanchez has pointed aut.ddnsiders that it has
been in the hands of African American women plagts that the theatre commenced to
present a new and different dimension since thesmem know music is as political,
sensual and emotional as their lives.

2 Tate,op. cit, 148.
ZAngela Y.Davis, Women, Culture and Politi¢sew York: Vintage Books, 1990) 201.

2 Linda Hart, “Music as Metaphor: New Plays of Bladkomen,” in Making Spectacle: Feminist Essays on
Contemporary Women'’s Theattdart, ed. (Ann Arbor (Michigan): The University Michigan Press, 1989) 62.

% Hart, op. cit, 74.
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Regarding contemporary literature written by Adiic American women, Calvin C.
Hernton asserts that this literature “is a diatedtcomposite of what is known coming out
of the unknown. It is an upheaval in form, styleddandscape. It is the negation of the
negative. And it proffers a vision of unfetteredhian possibility.* Hope,negation of the
negative and/or search of possibilities to recover oneaall one’s culture are, without
doubt, the elements of the Aesthetics of Self-Affition. African American men
playwrights have committed to shape these elementheir plays; African American
women playwrights, on the other hand, added a petisfe genuine to their gender creating,
thus, a difference that widened and completed Bhsesthetics. Wilkerson has noticed that
the work of playwrights such as Hansberry, Childye&ennedy and Shange has
“strengthened the social consciousness of blacksplimtegrated the social and political
with the private and personal self in new ways aatidated the theatrical richness of
women’s experience. Their plays pushed beyond ahéires of realism to newer theatrical
forms more expressive of black realify.Three of these playwrights are the focus of this
section, beginning with Hansberry.

The Intellectual Spear: Lorraine Hansberiy&s Blancs

The human race concern me and everything thatésipli. which is the most
ambitious thing you can say . | happen to believe that the most ordinary
human being . . has within [her/]him elements of profundity, ofofwund
anguish . . Every human being is in enormous conflict abouathing, even

if it's how to get to work in the morning and aflthat.

Lorraine Hansberfy

[I am] a fool who believes that death is waste &we is sweet and that the
earth turns and men change every day and that iosreell good and that |

hurt terribly today, and that hurt is desperatiod aesperation is energy and
energy can move things.

Sidney in Hansberry'$he Sign in Sidney Brusteins’s Windbw

Lorraine Hansberry's statements are distinctiva distorical moment: the Civil Rights
Movement. Her concern with the human being wenbhdyany barriers of color, race or
culture. The objective subjectivity exposed in heitings is not so definitely observed in
the works by the men playwrights of the Black Thed#lovement. The latter were more
preoccupied with moving completely away from Westeulture and reconstructing the
African American tradition. On the contrary, Hansheoften confronts Blacks and Whites
and let them speak and present their strengthsnaadtnesses. She plunges the audience
into questioning different ideologies; some timkese different ideologies appear within
the same family— i.eA Raisin in the Sun

26 calvin C. HerntonThe Sexual Mountain and Black Women Writers: Adwestin Sex, Literature and Real
Life (New York: Anchor Press, 1987) 58.

Z’Wilkerson,op. cit, xxii-xxiii.

2 | orraine HansberryJo Be Young, Gifted and Blackdapted by Robert Nemiroff (New York: A Signetd&o
1970) 151.

2 orraine HansberryThe Sign in Sidney Brusteinfgindow((New York: Random House, 1965) 142.
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Hansberry's work lacks the violence and anger regaiVhites overtly expressed by
Amiri Baraka and Ed Bullins. She prefers to remam observer and let her characters
freely express and confront each other. The adisbgue maintained by her characters
generates a questioning of their actions and wdhads$ recalls Brecht's epic theatre.
Nevertheless, if all throughout her work Hansbgrrgserved her deep belief in dialogue
between wo/men, by the end of her life she hadhexhthe conclusion that talking was not
enough. She foresaw a need to take action. Inrélgard, and referring to Martin Luther
King’s leadership and the Civil Rights Movemente slonfessed:

| support them and applaud them At the same time | have no illusion that it is egh. We believe
that the world is political and that political powén one form or another, will be the ultimate key
the liberation of American [Blacks], and, indeethdk folk throughout the world . I think that Dr.
King increasingly will have to face a forthcomingngration of [Blacks] who question even the
restraints of his militant and, currently, progressdeas and concepfs.

Hansberry anticipated the forthcoming generatioBlack Power, Black Panthers and the
Black Theatre Movement, of which she can be comsitla forerunner. She understood the
need for the White liberal to become radical: “Tgreblem is we have to find some way,
with these dialogues, to encourage the white litteratop being a liberal—and become an
American radical” She took her idea into practice by writifidhe Sign in Sidney
Brustein’s Windovand by creating the North American White libenadl gournalist, Charlie
Morris, inLes Blancs

Baraka arrives at Hansberry’'s same conclusioilluatrated inThe SlaveVessels, tired
of talking, opts for a language of action and kitlasley. Hansberry herself became more
radical in the last years of her life and leéls Blancsas her last testimony and legacy: “I
think it's very simple that the whole idea of debgtwhether or not [Blacks] should defend
themselves is an insult. If anybody comes and dbé&syour home or your community—
obviously, you try your best to kill [her/Jhini”Her statement parallels the action taken b
the African character Tshembe Matosehl @s Blancswho finally decides to take sides
and kills his brother, Abioseh, a betrayer to thp@&ople. Hansberry's last statement
demonstrates her affinities with the ideology ofi@d Power and Black Consciousness
defended by Malcolm X: “I think . . that [Blacks] must concern themselves with every
single means of struggle: legal, illegal, passaetjve, violent and non-violent. That they
must harass, debate, petition, . boycott, sing hymns, . . and shoot from their windows
when the racist come cruising their communitiésShe could not admit the acceptance of
the African Americans’ present condition that sbeasidered “the only form of extremism
which [discredited them] before [their] childrefi.This is actually the struggle that Lena
begins inA Raisin in the Sumwhen she decides to move with her family to a Whit
neighborhood (or Rosa Parks when she refused te hed seat in a segregated bus in
Alabama).

%0HansberryTo Be Young, Gifted and Blaap. cit, 121.
*Lipid., 247.

*|pid., 249.

*1bid., 222.

% bid.
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Baraka has insisted that Hansberr#s Raisin in the Surhas been continually
misunderstood and categorized as a soap operaudeeqaeople read the play very
superficially, asserting that African American pkopould identify with the characters, as
the play unfolds different ideologies within themidy.* In addition, Baraka claims that
Hansberry is &ritical realistin a way that Langston Hughes, Richard Wright, stzdgaret
Walker are. That is, stenalyzesandassessegeality and shapes her statement as a work of
art. Her statement cannot be separated from theactes she creates to embody, in their
totality, the life she observes; it becomes, inrshbe living material of the work, part of its
breathing body, integral and alit’e.

Particularly, Lena is an interesting charactet #rloses a reality rooted in the African
American tradition. Lena is a complex characteheathan a simple embodiment of the
Black matriarchy myth, as has narrowly been vielwgdnost critics. In this regard, Gerda
Lerner describes the important role Black mothexgehplayed in the African American
home as militants rather than as matriarchs:

[It] was hard for colored children to be proud aftfers who were treated like [boys or called thay w
or any other name in the South] and it was usubby . . mother who had to keep a certain dignity in
the family to offset the inferiority the white manflicted on her husband . When | hear people
talking about communists being behind the colotedents, | have to laugh. It's no Communists—
it's [Black] mothers who believe it's time for thechildren to fight for their rights and good
educatiori’

Lerner seems to be giving a definition of Lena’'sreltter, who is certainly a militant, as
stated by Wilkerson: “Lena Younger is not the acomdating Mammy who chooses the
passive, safe path, but rather the folk figure,dberageous spirit that lends credence and
power to the militant struggle. In her own deteregirway, she gives birth to revolutionaries
and is herself a progressive forc&.Fherefore, Hansberry had already begun to disrupt
stereotypes by depicting complex characters, ehathom, represents a different ideology,
as in African Americans’ real lives. In additiom her play she also reveals another
fundamental principle in the African American stgleyfor liberation: self-determination (a
component maintained as the foundation of the BRat& Movement).

It is important to highlight the fact that in Héesry's play it is a woman who is a
militant and takes that step into the struggleemfig a fuller depiction of a gender so
simplified by male playwrights of the subsequentvgiment. Adrienne Rich proclaims that
“obviously the most oppressed of any oppressedpgmall be its women . . Obviously,
since women are oppressed in society and if yogbtean oppressed group, they're twice
oppressed . . As oppression makes people more militant. then twice militant because

35 Interview with Baraka, Rutgers University, New Bswick, November 1989.

36 Amiri Baraka, “A Critical Reevaluation of Raisin in the Syhin A Raisin in the Sun, Expanded 25th
Anniversary Edition and the Sign in Sidney BrusteMvindow Nemiroff, ed. (New York and Scarborough
(Ontario): New American Library, 1987) 10.

37 Lerner,op. cit, 585.

% Margaret Wilkerson, A Raisin in the SunAnniversary of an American Classic,” Performing Feminisms:

Feminist Critical Theory and Theatr€ase, ed. (Baltimore and London: The Johns Hapkiniversity Press,
1990) 129.
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they're twice oppressed:” Furthermore, Lena, the human rights militant, epkfias
Hansberry’s belief that the ghetto leaves markssaads which the “ghettoized child carries
through life.” Hansberry insisted in the need fdridan Americans to leave the ghettoes for
they are killing their dreams and their bodies:islhot an abstraction to us that the average
American Negro has a life expectancy of five toyears less than the average whife.”

The same scars the ghetto leaves on African Awmnerichildren are equally left in
Africa’s landscape by colonialism and imperialisas, Matoseh tells Morris in Act |, Scene
3 of Les Blancs

TSHEMBE
Did you just happen to see the hills there [throdgtembe] and the scars in them?. The great
gashes from whence came the silver, gold, diamarabslt, tungsteri?

And, again, a woman plays a fundamental roléés Blancslt is a woman warrior who
first appears on an open stage, clutching a spear the earth and holding it high. This
woman warrior symbolizes the African continent a@me is the one who haunts Matoseh’s
mind (as the ghost haunts Hamlet) for he is aftaidake an action that might require
violence. Matoseh confesses he has renouncededtsBlancs Act |, Scene 3, 81). Like
Lena encouraging her children to take a step, thmam warrior encourages Matoseh to
take the spear and be a leader to his peoplehbdigpinst the Western invader.

What is significant about Hansberrylie Sign in Sidney Brustein’s Windawd Les
Blancsis the fact that they present two male charadsrgrotagonists—Sidney Brustein
and Tshembe Matoseh, respectively who, paradoyjcalere originally written to be
female characters as found in Hansberry's notebd¢den Malpede raises a few questions
regarding this switch of character gender: “Did fidlerry] censor herself, knowing she
would be censured? Or did the forms of a womanecedtdrama still elude her because the

feminist community was not yet strong enough tovjgte the actual examples requireg?”
Both questions could be answered affirmatively adl vas it could be interpreted as
Hansberry’s concern with human beings, beyond gemdee or culture.

Hansberry attempts to be as objective as possiltlee creation of her characters and
presentation of their problems, exhibiting theirntadictions and dilemmas, which
automatically excludes the possibility of stereatgpthem. She creates an authentic portrait
taken from the reality that surrounded her andibtimes, the reality she actually wanted to
exist. In this line, Margaret Wilkerson has observéHansberry defined realism as ‘not

whatis but what ispossible” ** In addition, Wilkerson considers Hansberry a “waisg in

39adrienne Rich, “The Problem with Lorraine Hansberig Freedomway49, 4 (1979): 251.
40 Hansberrypp. cit, 63, 131-132.

4! | orraine Hansbernyl.es Blancsin Lorraine Hansberry: The Collected Last Playgemiroff, ed. (New York:
New American Library, 1972) 77-78. Subsequent exfees to this text will be indicated bBléncs page
number).

“2Malpede, Karen, edVomen in Theatre: Compassion and Hé¢llew York: Drama Book Publishers, 1983)
164.

43 Margaret Wilkerson, “Introduction,” ihorraine Hansberry: The Collected Last Plapd.
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her outlook. . . [who often] would curse supremacist males forrtiigmorance.” In Les
Blancsit is Mme. Nielsen, an old English White woman,owlike the woman warrior,
reminds Matoseh that “Africa needs warriors. Likés] father.” Blancs Act Il, Scene 8,
126). Thus, Lena, the woman warrior and Mme. Niefsiay an indelible part in the lives of
the ones who live close to them and in their sgciEhese women seem to be Hansberry’'s
own symbols to express the need to take actiohdrstruggle, instead of simply remaining
behind the shield of intellectualism and words.

As already stated) Raisin in the Sudescribes a family who is comprised by members
symbolizing different ideologies. With her play, méberry begins to build a foundation that
was going to remain rooted in the subsequent Blaaks Movement: Black
militancy/Women’s militancy; consciousness raisatgput African American political and
social situation; the creation of more complex édn American characters that offered a
new and positive image, consequently disrupting sbédeotypes; the confrontation of the
problems of racism and separation between Black$ Vafhites; the need of self-
determination and commitment; and, a new awareoiesdrica which would develop and
mature in subsequent years during the time perfothe@ Movement. On the one hand,
Hansberry presents Lena’'s and George’'s image ofa\fthat, Beneatha Younger and
Joseph Asagai (as Lena’s and George’s oppositeshtaoduced as characters with enough
maturity “to actually carry out an intellectual miage.*

Close to her premature death, Hansberry was Yirsdlle to delineate ihes Blancsa
deeper study of the African continent and its ctiodi Like in Brecht's epic theatre plays,
Hansberry exposes a problem that exists in heramwintry and distances the audience from
it by placing the action in the African continentilg posing the similarities between
Africans and African Americans under imperialisndamacism. This distances creates the
necessary atmosphere for the audience to quesiochiaracters’ actions and, by doing so,
the members of the audience can question themseMas implications of Western
colonialism and North American imperialism uponiééns parallels African Americans as
a nation also colonized and oppressed undedekizeof racism, as Matoseh tells Morris in
Act I, Scene 2. Racism is a device for a few tma@ on power and rule upon others:

TSHEMBE

So, in one century, men invoke the device of refigio cloak their conquests. In another, race. Now,
in both cases you and | may recognize the fraudel@f the device, but the fact remains that a man
who has a sword run through him because he refadsscome a Moslem or a Christian—or who is
shot in Zatembe or Mississippi because he is blasksuffering the uttereality of the device.
(Blancs 92)

By discussing the issue of racism in a differemticent, Hansberry is able to engage a
North American audience in a problem that conckemiselves.

The play presents constant allusions to the maraifuation experienced by Africans
and African Americans, ironically contrasted wherAct I, Scene 3 Matoseh tells Morris:

44 Margaret Wilkerson, “The Dark Vision of Lorraine hberry: Excerpts from a Literary Biography,” Tine
Massachusetts RevigWinter 1987) 645.

45 Brenda F. Benian, “The Afro-American-West AfricaraMage Question: Its Literary and Historical Couse’
in Women in African Literature Today: A Revjedones, ed. (Trenton, New Jersey: Africa Worlds&rd 987)
154, 157.
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TSEHMBE
Yes, | was in the South! [of the United Stateafjth deliberate impatieng¢eAnd yes. | did find your
American apartheid absolutely enragiBighcs 74).

Yet Hansberry does not punish Morris, the North Aoz White liberal, the way Baraka
does inThe SlaveShe still believes a solution must be found whebe gears towards the
need for the Anglo-American White liberal to beconaglical, as Morris seems to have
done by the end of the play. It is actually the larf§merican character, Morris, and the
British lady, Mme. Nielsen, who totally support tA&ican struggle and poke Matoseh to
be part of it instead of trying to fly away to Higsnily and television set in Europe.

Hansberry does not envision a struggle led exadisiby Africans or African against
oppression, but a struggle that must be exertedriypne (no matter what color and/or
culture) who is against oppression and in favdregdom. As previously examined, Baraka
who, considered himself so revolutionary and re@ctWhite participation in the
Movement, years later has recognized his mistalamsberry did not commit that mistake.
She criticized Blacks or Whites, African AmericamsAfricans who were not involved in
the same struggle for freedom, without ever glanifyones or the others.

Hansberry presents the different ideologies atitu@es that exist among the Western
characters included in the play. The Bitish Dr. D& and Mme. Nielsen are aware of the
damage that the Reverend has caused Africans afider¢he need for them to fight; Dr.
Gotterling (Marta) is almost blind to the real sition; and Reverend Nielsen has been the
paternalist evil whose paternalistic attitude haptkAfricans locked in time, away from
progress. Similarly to slavery times in North Ancari Reverend Nielsen has kept Africans
away from education so that they could be mordyeasinipulated.

Moreover, Hansberry also depicts the differenceistiag among the members of
Matoseh’s family. Matoseh’s father was an admiratéerior; Matoseh’s brother, Abioseh,
who becomes a Christian priest, betrays his pespeuggle; and his little brother Eric
(half European, because his mother was raped bprMRice) is the most militant when
time comes to take the spear; and Matoseh, himgkt, does not want to get involved in
the struggle but subsequently does by the endegblthy.

In presenting a complex variety of ideologies gmersonalities among Africans,
Hansberry responds to Jean Gen&t® Blacks response already given by entitling her
play Les Blancs/The Whiteand demonstrates that within the Black commurtiigre are
individuals with different perspectives. Blacks aret a monolith as Matoseh criticizes
Morris’ global vision of Blacks:

CHARLIE
... You really can't get rid of it, can you? Thiterness. No matter how you try, we've done it to
you:you do hate white men!

TSHEMBE

... Mr. Morris, have it your way! No matter whdgtlusions of individuality infeatny mind, toyou
am not an individual but a tide, a flood, a morlithe Bla-a-acks!Blancs 91).
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With Les BlancsHansberry disrupts Genet's abstraction and hiwesation “haunted by
guilt [for 200 years of rape of Africa and] .too steeped in the romance of racial exoticism
to shed much light on the real confrontation thaswoming.”

In spite of Hansberry's response to Genet's ptg does not create a monolith to
enclose Whites. It is rather the opposite, as p@ly noted. Through the characters of
Morris, the Anglo-American White liberal, and Magbs the African intellectual, Hansberry
reproaches both their attitudes and their lackaafiad commitment, which she believes
indispensable to achieve social changes. By theoétitk play, Morris and Matoseh realize
that both need to take an action on the same gjidimst oppression and colonialism. As
Margaret Wilkerson states, “the brilliant inspirefforts to communicate that characterize
this play dissolve in the pain amgcessity of human action—the liberating-atitat must
be violent because words alone are inadequakéahsberry masters the presentation of the
inseparable link between dialogue and action. [Giadobecomes a process that can energize
and help clarify ideas and lead to action. Pedpdeyever, must not sit and think too much
and wait forever, as Peter tells Matoseh throughdstory of the wise hyena, Mondingo
(which meanghe one who thinks carefully before he a¢Rlancs Act Il, Scene 2, 95).
Hansberry carefully exposes social awareness atisti@rndividualism? She does not
allow her criticism of Western institution to trdper into fanaticism, nor does she
romanticize the image of Africans or African Amenics.

If Hansberry enjoys the presentation of long amdrise dialogues exchanged between
her characters, she equally adopts a theatricglibege that conveys elements adopted from
the African and African American tradition. Likeethmen playwrights of the Movement,
Hansberry does not forget music, dance, gestumarytsling and the element of
signifying—or double entendre. She carefully pr@gdch combination of Western (mainly
Brechtian technique) and African theatre traditiGharacters Morris and Matoseh parallel
this combination.

Regarding the element of music, Linda Hart obsertleat bothLes Blancsand
Toussaint(a short play by Hansberry) reflect the playwriglapproach to music as a form
to show the multiple dimensions of realfityzor example, African drums are present at the
very beginning of the play, with stage directiomsefully noting that these are not at all
the traditional ‘movie drums,’ but distinct, erratiand varied statements of mood and
intent’ (Blancs 41). The drum serves as a powerful assertionnoffsican culture that
colonialists attempted to erode. Throughout the,ptais not classical music, but African
music that is heard. Drums speak a language antirmessages. Hence, music is presented
with its social as well as it its entertaining ftina (a double function of music that differs
from that of Western culture). The drum is a fundatal presence throughout the
performance, constantly reaffirming Africa’s existe and Africans’ self-determination not

4\Wilkerson, “Introduction,” inLorraine Hansberry: The Collected Last Plag2.
47 wilkerson, “The Dark Vision of Lorraine Hansberryid., 648. Emphasis added.

4 Robert H. Grant, “Rebel’ or ‘Slave’: Language, Rétion, and the 1960s's Black Intellectual Persima
Baraka's The Slave (1964) and Hansberry's Les Blgi®64).” Unpublished paper, Center for Afro-Arsan
Studies, University of California at Los AngeleS85.

4 Linda Hart, “Music as Metaphor: New Plays of Blaslomen,” inMaking Spectacleop. cit,64.
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to die in the ashes. Drums bear the rhythm oftlifeughout the play, a life that refuses the
defeat of being killed without having fought first.

Les Blancsstarts with the drums announcing Matoseh’s fatheteath and end
announcing the beginning of a revolution; thabisay, a father and great warrior dies, and
a leader is born, Matoseh. This circular structhae the ritualistic effect of life, of nature.
Furthermore, it might symbolize the death of theammitted and detached Matoseh and
the birth of Matoseh as a committed African leadére opening of the play consists of
distinctive elements that reaffirm African culturat are despised by Westerivilization:
the sounds of nature coming out from the junglee Thusic of drums increaseas'the
houselights go to blatKBlancs 4) and moves to the speakers on the stage tmlinte the
third element: the African woman dancer. DrumsniHease with the woman’s movement
into a dance.

The presentation of sounds such as crickets, bindsfrogs, stresses the importance of
nature in African traditions, something that is @ligd by reasoning and intellectual talk in
civilized Western countries. To the sounds of nature gdtteedrums and the drums finally
join the woman dancer, until nature, music and ddmcome body and spirit inextricably
linked and in harmony with the earth. The Africarnpiple of wo/man in harmony with
her/his cosmos is then established. The cry ofem#ythough, disrupts this harmony and,
when the woman dancer hears it, she walks towharlspear that is plunged into the ground
downstage, pulls it out and raises it high. Thenlay® cry foreshadows Matoseh’s return
from Europe to his African village, which is hedrg the African woman dancer. Then, the
woman dancer prepares herself to go to Matoselgaadhim the spear. At the end of Act
I, Matoseh feels the presence of the African wormaming towards him, but he wants to
escape and forsake the struggle. Neverthelesdftlman woman dancer mimes the years
of slavery and slaughter, and, finally, she thrdnwms the spear that he, instinctively, takes.

The African woman dancer symbolizes the spirit damtl of Africa. The woman is
Africa’s outcry to be defended from rape, explaitatand scars caused by colonialism.
Hansberry’s symbolism of the woman warrior, thenalsuand the hyena folk tale, is rooted
in the African American tradition of signifying. €lrepetition of these symbols throughout
the play emphasizes self-assertiveness and sgthaffon against the danger of possible
annihilation; that is to say, the danger is thévatrof thewise hyena who thinks and waits
for too long instead of taking an action on time,(Matoseh). The hyendsrrible laughter
encloses a double meaning. It symbolizes the iosiginating from the “bitter joke that was
played [on the hyenas] while [Mondingo, the hyeredsoned,” while the elephants took
their land Blancs Act Il, Scene 2, 95). Signifying emerges out bé treversal of the
hyena’s reaction: instead of tears, the hyena ethitughter, gerrible laughter. Humor, as
examined in the previous chapter, in African andio&ih American tradition, has been a
form of survival; and the hyena’s laughter origgsbut of pain instead of joy. The tale of
Mondingo, the wise hyena, is narrated by Petefacan (thus named by Europeans), to
warn Matoseh of the dangers they are in if he dédead his people into action to prevent
the invader from robbing their African land. Thdetaas part of the African tradition of
stroytelling , then, parallels the theme and actibthe play.

Presence and repetition of symbols contrast tlserai® and consequent death of the
Reverend Nielsen. If the presence of nature, druams, dance asserts and serves as
premonition of Africa’s rebirth, absence might mess well the death of another force.
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Reverend Nielsen is absent throughout the duratfothe play—like God—and when he
appears on stage he is already a corpse. Nevesth&le learn through the other characters
who talk about him and the destruction he has pexteel in the village. The final
appearance of his dead body foreshadows the Afreasiution that has already begun.

In conclusion, by moving beyond the North Americhorder with Les Blancs
Hansberry enlarges the picture of the world, disiolgp the North American imperialism and
Western colonialism beyond their boundaries, imgleted on African and other Third
World countries. This worldview is the analogy twetAfrican Americans’ situation as
prisoners, oppressed and colonized in their owmtrguln addition, Hansberry's concern
for Africa and Third World countries predicted th@me concern shared by the playwrights
of the Black Theatre Movement. Nobody can deny iaisberry was the forerunner of the
Movement of the 1960s. It is unfortunate, thoudtattshe did not live long enough to
continue offering a complexity of characters—esalci women’'s—that would have
disrupted the simplified depictions and sexist ety the the male writers of the
Movement. Hansberry’s works and vision were celyaime engine that propelled the Black
Theatre Movement. Not only did she inspire the mpéaywrights but also became the
presence needed by other African American womedentify with. Her work provided a
positive image, which contributed to break womesilence, and encourage them to peak of
their own experiences in their writings. Lena, Batha, the African woman dancer/warrior
and Mme. Nielsen have already torn to pieces thestypes of passive, uncommitted and
empty-brained Black and White women, as portraygdntale writers. These women
characters would become the bulwark of power amdngth in the process towards
women’s self-affirmation and determination goalikelL.the woman warrior ihes Blancs
Hansberry’s spirit was the spear taken by subseduerth American women playwrights
in their works.

Adrienne Kennedy'sunnyhouse of a Negr®efeat as a Statement of Self-Affirmation

Violence against ourselves is an expression ohtarement and penance.

Isolated, captive among the walls of our own horpessivity and immobility,
to which we are destined as inhabitants of narrowgéons, mitigate at the
same time that they accentuate our pain.

Guilt exercises a powerful gravitation in our ev@n as women.

I have been sad many times in my life. | ignoredienied what | perceived,
and | waited, simply waited. | think that | haveespmore than half of my life
misunderstanding, deducing and being silent. | wa® that our sense of
existence obeyed an order, persevering in it ftong time, in an obstinate
repetition of gestures and itineraries.

Liliana Mizrahi*

50| jliana Mizrahi,Las mujeres y la culpaderederas de una moral inquisidotBuenos Aires, Argentina: Grupo
Editor Latinoamericano, 1990) 31, 35, 43, 78.
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Lorraine Hansberry’s work is characterized by tlse of extensive dialogue, dealing
with social issues about the human race, withirchviBlacks as well as Whites are victims
of an oppression they need to combat; and her nsgpto Genet's abstractions and
Becket's pessimism lies in her infusing the ideaseé&king possibilities that can drive
people to action. Hansberry’'s plays analyzed hesgmt situation by considering the past
and shaping a future of possibilities with hope.riddne Kennedy's plays, instead, are
replete of visual images and, although she deals social issues, she does not place
herself outside with the others but internalizeseial problem to make it her private one.
Blood and death are consistent in Kennedy’'s play&reas those by Hansberry exude life.
While in Hansberry tragedy and rage produce enargl energy becomes action that can
move and change things (outward action: DO), inréaly, tragedy paralyzes her with
anguish and as a result she escapes to her inifien search of shelter (inward action:
FEEL). The different structure of their plays péaial the difference that lies on their
approach to the same issues.

Hansberry constructs an active dialogue that psapeaction. She is the spear, the doer
in the outside world. In contrast, Kennedy inteized the outside world that causes her
pain, and has the courage to strip herself nakegpsing in front of the audience (an
outside world that frightens her) the bone of h@vgie and agonic self. The story and plot
line that exist in Hansberry’s plays is totally absand suppressed by a surrealistic style in
those by Kennedy. Kennedy invents a new languagferéplaces words. The playwright's
deepest feelings of pain and agony are expressedgth visual images that point directly to
the senses. She herself has recognized that, atnaip her life, she began to distrust
language and continue to try visual imagestesson in Dead Languagga clear example
of her statemerit.

Kennedy recalls that it was after she saw Lor&®d Weddingvhen she “changed
[her] ideas about what a play was. Ibsen, ChekfMgeill and even Williams fell away.
Never again would [she] try to set a play in aifliy room,” never again would [she] be
afraid to have [her] characters talk in a non-sti@liiway, and [she] would abandon the
realistic set for a greater dream setting. It wagraing point.”” But, Lorca was not the only
turning point in Kennedy's artistic life; Africarsingly influenced her work as well. Her trip
to West Africa affected her deeply in two ways. Whihe was there, Patrice Lumumba was
assassinated and had a profound impact on herna¢rand social consciousness; and, the
same way Lorca’s style influenced her, African nsagkovided her with the vision of new
shapes and forms that she would transfer into lagsp

A few years before, Picasso’s work had inspiredtmexaggerate the physical appearances of my
characters, but not until | bought a great Africaask from a vendor on the streets of Accra, of a
woman with a bird flying through her forehead ditbfally break from realistic looking characters. |
would soon create a character with a shattereddgeloned head. That was his fixed surreal
appearancg.

51 Adrienne Kennedy interviewed by James V. Hatch, Nerk, January 1978. Hatch-Billops collection.
52 adrienne KennedyPeople Who Led to My Plagslew York: Theatre Communications Group, Inc., 89808.
53 i

Ibid., 121.
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This woman'’s image as well as the images of birdslevbe used constantly in all her plays
from that moment.

Concerning animal imagery in African Theatre, Mi@eSchipper claims that the animal
world is a mirror of the human worfd And, in Kennedy’s last workpeadly Triplets she
refers to a production &nna Kareninathat she saw in England, and in the program of the
production it was written:; “She prefers to keep te&l name a bit of a mystery . choosing
to let her birds express her identity. If | did not have my birds | might murde?.”
Similarly, in Amiri Baraka’sDutchman Clay declares that if Bessie Smith “had killednso
white people she wouldn’t have needed that mugie. @®uld have talked very straight and
plain about the world. No metaphors Crazy niggers turning their backs on sanity. When

all it needs is that simple act. Murder. Just mui’gI%Amiri Baraka and Ed Bullins,
certainly, took their violence and rage out in thgays, whereas Kennedy used the images
of her birds and other animals and surrealistitinget to express her inner anguish and
struggle.

Funnyhouse of a Negrgestated in 1961 during Kennedy's trip to Wegtid¥, is one
of the best testimonies where violence againstslé is best expressed, i.e., Sarah’s
suicide. Alluding to surrealism and art and to kexican painter Frida Kahlo (with whom

Kennedy herself observes many resembla5r71):Whitney Chadwick proclaims: “Now it is
violence directed against the self, not projectetb @nother, violence inseparable from the
physiological reality of woman'’s sexuality and #wgial construction of her feminine role

. For Kahlo, as for other women artists associatithl surrealists, painting became a means
of sustaining a dialogue with inner realify.1f Kahlo used the canvas to express that
dialogue with inner reality, Kennedy uses the stagee Mexican artist affirmed that she
painted herself because she was the person shethadest’

After readingFunnyhouse of a Negrddward Albee told Kennedy: “A playwright is
someone who lets [her/]his guts out on stage aatstiwhat you've done in this play’. it
seems that it was Kennedy's courageous honesty phatisely bothered the male
playwrights of the Movement, for she was not coeed part of it. Kennedy was creating a
new language and a new style to present the cactiats existing within her self.
Members of the Theatre Movement agreed that plajsi should expose those
contradictions as an essential step to unveil id® df a social and political system under
which African Americans were living. Paradoxicaltiiey did not accept Kennedy’s honest
exposition of the contradictions found within hetfsas a metaphor of the contradictions
existing in the outside world. Even Larry Neal affed that the new theatre was a theatre of
the Spirit “that confronted the Black man in hiseiaction with his brothers and with the

54Mineke SchippefTheatre and Society in Afriqdohannesburg: Ravan Press, 1982) 38.

55 Adrienne KennedyDeadly Triplets: A Theatre Mystery and Jourr{inneapolis: University of Minnesota
Press, 1990) 45-46.

56 Amiri Baraka,Dutchman in Dutchman and The Slaydlew York: Morrow and Co., 1964) 35.

57 Interview with Adrienne Kennedy. Stanford, Decemb@89.

%8 Withney ChadwickWomen, Art and Socieffhames and Hudson, Ltd., 1990) 296.

% Araceli Rico,Frida Kahlo: Fantasfa de un cuerpo heri@iléxico: Plaza y Valdés editores, 1990) 142.
80Kennedy,Deadly Triplets 101.
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white thing.” Kennedy followed this theory, presenting hersslfte battleground of Black
and White confrontation, but using a different stythat did not adjust to the parameters
established by the male writers of the Movement Thw aesthetics created by Kennedy
expressed through a new language was not reallerstwbd and, consequently, not
acknowledged by the African American male writefrghat time.

Lindsay Patterson has defended the artist's sglfession in her/his own language,
stating that African American’s viewpoints “haveelbelong suppressed—and who better
than the playwright to air them. There are twemg-million [African Americans] in [the
United States], and each, | suspect has a diffeient of life.”” Kennedy not only was one
of those African Americans but she was also a wormfmaceli Rico underlines the
difference that gender voices in art:

Art, in a way, is linked to a sort of madness, & eonsider it as something beyond the real, somgthi
piercing and revealing. This tragic path, howeterough which the history of various women artists
has developed, and that goes from the painful alvanént to suicide or the loss of reason, has been
mainly the result of negation, of alienation fronseciety that even today has not been willing to
accept that there is another vision, another geitgiin the creation of art, a different way ofilng, a
different manifestation of the spirit: wom&hn.

Rico analyzes Kahlo's paintings and observes thastnof them have their settings in
enclosed palaces to show the painter’'s tragic gadia life. Kahlo uses her own body to
show her inner pain and blood becomes the conatahtmost powerful image to connote
her suffering. As if also painting a canvas, Kennedes the same images in her inner
dialogue. Thus, ifFfunnyhouse of a Negrtihe center of the stage works well as Sarah’s
room, allowing the rest of the stage as the placenerselves® Each self has her/his own
room. Curiously, one of Kahlo’s famous paintingsitted “The Two Fridas” shows one of
them dressed in a Victorian costume and the othéviexican attire. Similarly, Kennedy is
also split between two cultures: European and Afrjovhich she confronts by using her
own self as the ground upon which Sarah’s sehas\frwander, until Sarah has been torn
enough about the question of race to kill herSelf.

Sarah cannot find a place where to live and sluwsds her room as the shelter she
needs:

SARAH (NEGRO)

The rooms are my rooms: A Hapsburg chamber, a ceaimta Victorian castle, the hotel where |
killed my father, the jungle. These are the plaogselves exist in. | know no places. That is | agnn
believe in places. . | find there are no places only my funnyhousee&# are rooms, cities are
rooms, eternal room&(@nnyhousg7).

51 arry Neal, “The Black Arts Movementgp. cit, 33.

52| indsay Pattersornthology of the American Negro in the Thedtiew York: The Publishers Agency, Inc.,
1978) 280.

%Rico, op. cit, 156.

64 Adrienne KennedyFunnyhouse of a Negrdn Adrienne Kennedy in One A@¥linneapolis: University of
Minnesota Press, 1988) 1. Subsequent referendbistiext will be indicated byRunnyhousepage number).

% Kennedy,Deadly Triplets viii.

126



Rico claims that most works painted or written bymen are reduced to enclosed places,
narrow places, little rooms. These spaces reveatlems status as someone who lives in
exile, at margin, because the other, big spaceis already occupied by the masculine
world.*® Fabre equally observes Kennedy’s use of enclosskp in which the characters
are imprisoned and “whose intimacy is violatédThe image of the house is examined by
Gaston Bachelard who claims it is a symbol of iatienspace and “one of the great powers
of integration for the thoughts, memories and dieafrmankind. . Past, present and future
give the house the different dynamism, which ofteerfere, at times opposing, at others,
stimulating one another.” The house can shelter onies as well as it can be the symbol of
refuge, and, definitely, the symbol of a psychiatest” Kennedy herself affirms that her
plays emerged out of her dredfasd that they were meant to $tates of mind

Sarah’s dreams lead first to madness and eveptoaduicide. Sarah’s mother is already
in the asylum;

FUNNYMAN
And your mother, where is she?

DUCHESS [One of Sarah’s selves]
She is in the asylum bald. Her father was a whit@@.m\nd she is in the asylunkunnyhousgl1)

In this regard, Elaine Showalter refers to biographand letters written by women who
suffered mental breakdowns and she points outthiegt “have suggested that madness is
the price women artists have had to pay for theotse of their creativity in a male-
dominated culture.” Showalter quotes Shoshana Felnf® claims that madness is “quite
the opposite of rebellion. Madness is the impassefranting those whom cultural
conditioning has deprived of the very means of gsbor self-affirmation® In contrast,
Lillian Feder refers to Lain who “conceives of madsa as a struggle for liberation from
false attitudes and values, an encounter with pyinfeelings and impulses which
constitutes a possibility for rebirth of the ‘trusglf.” Lain’s conception of madness as an
act of liberation of the true self could be appliedSarah’s madness and final suicide
which, like in SophoclesAntigone might symbolize a heroic act of self-affirmation.

%Rico, op. cit, 72.

57 Geneviéve Fabrel.e Théatre Noir aux Etats-UnigParis: Editions du Centre National de la Recherch
Scientifique, 1982) 142. In this line, Herbert Blaentions that Patrice Lumumba’s presence in Keyiagday
constitutes an intimidating political pressure k@nnedy, “against her grain, like the surroundidgck Power,
invading her privacy, her withdrawal, and callingr tback to history.” Herbert Blau, “The Americane@m in
American Gothic: The Plays of Sam Shepard and Adeekennedy,” ilfModern Drama27 (1984) 533.
%8Gaston Bachelard;he Poetics of Spa¢Boston: Beacon Press, 1964) 6, 8, 72.

5 Kathleen Betsko and Rachel Koeniigterviews with Contemporary Women Playwrigfitew York: Beech
Tree Books, 1987) 254.

0 The Norton Anthology of American Literatuiéolume II, 3rd Edition (New York and London: W.\Morton
and Co., 1989) 2168.

" Elaine ShowalterThe Female Malady: Women, Madness and English @yltti830-1980(New York:
Pantheon Books, 1985) 4, 5.

"2Lillian Feder,Madness in LiteraturéPrinceton, New Jersey: Princeton University Pr&880) 28.
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Claudia Tate claims that many African American veormvriters celebrate racial victory,
“but they also acknowledge defeat, not for the paepof reinforcing a sense of defeat or
victimization but to insure that we all learn tacognize what constitutes vulnerability in
order to avoid its consequences in the future.” Sequently, the works by African
American women are statements for African Americdosassume ultimate responsibility
for their behavior, despite the racial and soamaitingencies they facé>t could be added
that, like Hansberry, Kennedy is not only askingidgn Americans but also Anglo-
Americans to assume that responsibility.

The continuous KNOCKING that Sarah hears everpig essential in the play as a
call of attention. The knocking symbolizes Saraléad father’s spirit always returning:

(...We hear KNOCKINEG

VICTORIA [One of Sarah’s selves]
(Listening to the knockinglt is my father. He is arriving again for theght. (The DUCHESS makes
no reply) He comes through the jungle to find me. He néives of the journey. . .

(The KNOCKING is loudey

VICTORIA
.. Why does he keep returning? He keeps retgrfarever, coming back ever and keeps coming
back forever. He is my fatheéfinnyhousg3-4).

Her father is a Black man, Patrice Lumumba, who assassinated. The father's knocking
on her door is especially a call of attention fdrigan Americans to recognize and accept
their African ancestry, and participate in the sastreiggle against colonialism. Herbert
Blau identifies Kennedy’s awareness about the ipaliturmoil of the time,

as well as the torment among blacks over the qresif religion, miscegenation, integration, black
nationalism, the Muslims, the Panthers, Pan-Afig@anand dubious nature of African roots later
celebrated on television. These issues came upriplays, however, as symbols by indirection, in a
highly idiosyncratic expressionistic style—somethifike a fusion of Tennessee Williams [his

sensuous helplessness] and Lorca [his theatreyp&etr

Still, her symbols reaffirm Kennedy’s political asdcial consciousness, even if she were
not aligned with any political or art movement.

Kennedy’'sFunnyhouse of a Negmmakes a call from the personal and inner struggle
represented in it to African Americans to acceptrtBlackness. Sarah wants to have lighter
skin and be surrounded by White friends who migtggkher away from thinking that she is
Black:

NEGRO [Sarah]

... I long to become even a more pallid Negro thaml now; pallid like Negroes on the covers of
American Negro magazines; soulless, educated aeliyious. | want to possess no moral value,
particularly value as to my being. | want not to bask nothing except anonymity... It is my dream
to live in rooms with European antiqgues and my Q@uéietoria, . . . and to eat my meals on a white

3 Claudia TateBlack Women Writers at Waqrtp. cit, xxv.
" Blau, op. cit, 531.
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glass table. I will visit my friends’ apartments s will contain books, photographs of Roman
ruins, pianos and oriental carpets. My friends bdlwhite.

| need them as an embankment to keep me fronttiefietoo much upon the fact that | am a
Negro. For like all educated Negroes—out of lifel aieath essential—I find it necessary to maintain
a stark fortress against recognition of myself. Miite friends, like myself, will be shrewd,
intellectual and anxious for death. Anyone’s ddatfil mistrust them, as | do myself, waver in thei
opinion of me, as | waver in the opinion of mysé@funnyhousg6).

In contrast, Lumumba, one of Sarah’s selves, idsbéanistrusting, affirms:

LUMUMBA
| will despise [my White friends] as | do myselfor if | did not despise myself, then my hair would
not have fallenfunnyhousgl3).

However, it is not only Sarah’s and herselves’ Hais also “the race’s hair. . [which] fell
out because [Sarah’s father] left Africd?unnyhousg18). And Sarah rejects to embrace
her father who needed Sarah’s embrace as fundanehia existence.

Sarah also possesses a strong feeling of guilt:

SARAH

[My father] wanted the black man to make a puréestent, he wanted the black man to rise from
colonialism. . .[And Sarah, instead of helping him in that taskhdrew and] sat in the room with
my mother,. . . and helped her comb her straight black hair andeniong dreams of her beauty
(Funnyhousglb).

In her purpose to incite wo/mankind into actionnhiedy uses a technique that differs from
that of the playwrights examined earlier. She doasfollow Hansberry's straight talk but
relies on metaphors and images, and, most of el her own self as an example. She is an
African American aware of her people’s need to cdmma struggle that extends beyond
North American boundaries and that needs to embhfriea and the Third World in their
fight against colonialism. Nevertheless, in ordetake that action, African Americans must
first embrace their own heritage and not escapekBkss. Sarah’s defeat is Kennedy’'s own
acknowledgement and awareness as the first stepssey to obtain rebirth and self-
affirmation.

Kennedy herself has explained the honesty andageunbserved in her plays:

| would say almost every image Funnyhousdook form while | was in West Africa where | becam
aware of masks. . Ghana had just won its freedom. It was wondeddee that liberation . It gave
me a sense of power and strengthl think the main thing was that | discovered sgténin being a
black person and a connection to Afrita.

Her statement ratifies the symbolism of Sarah’sidaithat retains an enclosed doubleness.
Her suicide represents the character’s defeat b@mg able to solve the tragic confusion
established between two cultures; but it is alsdictory: the death of a confused girl who
has discovered strength in being Black. Kennedyiezes her self-affirmation through
Sarah’s madness and eventual suicide. Baraka Vedl iin Dante’s Hell and had killed his
whitened self, Clay, irbutchman Both Baraka and Hansberry had suffered in heihor

"SBetsko and Koeningyp. cit, 248-249.
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nightmares until they touched the bottom of theitves and could emerge from it as
renewed selves.

Baraka had participated, had led, had been a spw®and had written in and for the
Movement—he stood in the public space. Kennedytherother hand, remained away from
any group, either the Black Theatre Movement or\Wemen’'s Movement, because she
hates groups and because she had been “throutifosdl struggles. . alone. She'd been
through that decade from age twenty to thirty, 1853965, trying to write with babies,
trying to be a wife, and then experiencing divaré&ennedy’s struggle on her own offered
her the possibility to reexamine herself, not oafy an African American but also as a
woman, away from categories. She was just beingstoabout her own feelings exposing
her lonely struggle that might help introduce ottwvemen to a different experience and to a
different language that was probably familiar terth

Kennedy's personal experience, as in many othesopel experiences presented by
women artists—especially by African American wrsteroriginates a subsequent political
awareness, as Bomahee River Collective asserts:

Black feminists and many more Black women who do daefine themselves as feminists have all
experienced sexual oppression as a constant factor day-to-day existence. Black feminists often
talk about their feelings of craziness before bdogntonscious of the concepts of sexual politics,
patriarchal rule, and most importantly, feminisnieTpolitical analysis and practice that we women
use is to struggle against our oppression.

Kennedy asserts that she has always struggled,vasman, to have some identity apart
from her children, apart from her husbah&urthermore, she recognizes the existence of a
woman'’s aesthetics: “Women writers do affect mdedéntly than male writers. That is
probably the female aesthetic at its height.” lmligdn, she believes that every woman
needs to bring her personal experience withoutazérss or inhibiting it. In this respect,
Alice Childress has been a great inspiration to"h€hat personal experience that women
should present in their works, without trying topptess it, is regarded by Margaret
Wilkerson as political. As previously observed, Kéilson states that in the plays by African
American women playwrights the characters “embodycald in which the personal is
political, in which something as intimate as orfegér may indeed declare one’s politiés.”
In the same line, Herbert Blau affirms that Kenriedgearch for authenticity was more
private than that of the more militant and existnblacks.” He also asserts that
Funnyhouse of a Negshows the confusion not only of race but alsoesfdpr’” Kennedy,
then, is giving birth to a new self-awareness ambracement as an African American and
as a woman—symbolized in Sarah’s suicide thateskilfing of her confusion.

Even when wrapped by fears, Kennedy is not stogpethem. On the contrary, she
faces her own fears and explores them within hierslett only race, but also womanhood

"8 1bid., 225.

" Combahee River Collective, “A Black Feminist Stagery” in This Bridge Called My Baglop. cit, 211.
8 Interview with Adrienne Kennedy, Stanford.

"®Betsko and Koeningp. cit, 257.

80 See Margaret Wilkerson's statement, Note 68, Chdpte

81Blau, op. cit, 531.
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forms part of her exploration and is clearly estidgld in another of her playsLesson in
Dead Languagein which menstrual blood becomes the main chara¢h showing her
fears towards menstruation, Kennedy confronts $hee and makes it public by presenting
it to an audience. Thus, Kennedy confronts and makeblic something scary and private
as a means to overcome the fear caused by it.

Blood is a recurrent image throughout the playhtsy works. Menstrual blood,
however, connotes a distinctive quality for it i$ exclusive attribute of women, the clear
“indictment to the discovery of [women’s] key anamp . . [But also] a sign of violence,
linked to [women] through the menstrual bloddds well as a means of purification.
Menstrual blood, though, is part of women’s subyétst which brings “into play aspects of
female sexuality . . absent or even repressed in male Arécording to Rosemary Curb,
menstrual blood is “the sign—almost the anti-saematm-of the inherited guilt of
womanhood. . [It is also the fear of the adolescent that somgjthas torn loose inside of
her and she is dyind”"Then, blood means life but also death. Moreovieeding must be
kept hidden from men for fear that they reject aigicule a woman simply for being
female’ By writing a play such as Aesson in Dead Languagkennedy demonstrates not
only a new feminine aesthetics, but Kennedy useslanique that differs from that of the
playwrights examined earlier also her courage ¢e fafear she always had, something very
intimate and personal. Besides, by requiring thatdeven girl characters actually wear red
patches on their white dresses, Kennedy makesddemvisible; this becomes a symbol of
self-affirmation of womanhood reversing and overoanthe shame of being a woman. The
blood that comes out is the blood that has beetinguwomen inside—because of their
silence—and Kennedy makes it emerging with powelr strength in defiance of past fears.
Consequently, the playwright is speaking out, ndhwords, but with her forceful and
vivid images, like any of Kahlo’s paintings.

The image of blood, of course, is presenEimnyhouse of a Negras well. This time
blood covers Lumumba’s headA ‘black man. His head appears to be split in twthwi
blood and tissue in eyefFunnyhousg7). In this case, blood is the visible statenwdrihe
murdering of a race, as well as it is a symbol ohee’s internal bleeding that is being
removed. Rage and violence against patriarchal ianebrialist rule must be extracted
instead of letting those feelings hurt oneself.r@AiVorld and African American people,
women and men, need to speak out and let their d®open, not hidden anymore. This
image becomes another symbol for recognition tosvéitd goal of self-affirmation.

Together with the violence implied in the symbélbtood emerging from Lumumba’s
split head, is the issue of rape. Every woman, ftbm moment of her birth, faces the
danger and fear of being raped. Therefore, most emomriters, and especially African
American women, raise this issue in her works:

MOTHER

82Rico, op. cit, 78.
83 Gisela Ecker, ed=eminist Aestheticoston: Beacon Press, 1985) 17-18.

84 Rosemary K. Curb, “Lesson | Bleed,” Women in American Theat@ew York: Crown Publishers Inc.,
1981) 50.

85 Ibid.
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Black man, black man, | never should have let @lblaan put his hands on me. The wild black
beast raped me and now my skull is shining...

NEGRO [Sarah]

... She [her mother] would not let him [her fatheslith her in their wedding bed and called him
black. . . Then in Africa he started to drink and came homakl one night and raped my mother.
The child from the union is m&gnnyhousg4, 14).

Rosemary Curb refers to Sarah’'s experiencing “hether’s rape obsession in all her
multiple personalities. . [And] taking out anger against the male oppresapigt on
oneself and blaming oneself for being a victim iseaponse familiar to women under

patriarchy.’é’36 In this manner, Sarah’s rejection to embrace h#ref encloses a double

meaning. She does not want to embrace her own Béssk but she is also frightened by the
sight of a man who is the symbol of that patriarehg, consequently, by the possibility of
being raped like her mother.

Yet, in the midst of all violence, cruelty and fedhat torment Sarah, her soul oozes,
screaming and shouting her alienation, lonelinessreed for love. She realizes her life is a
lie. She lies to herself in order to survive, beeg in the bottom of her heart, she knows she
is alone and needs love:

SARAH

. | clung loyally to the lie of relationships agaimd again seeking to establish a connection
between my characters. Jesus is Victoria's sonhbtoloved my father before her hair fell out. A
loving relationship exists between myself and Quégroria, a love between myself and Jesus but
they are lies.Kunnyhousg7)

Sarah, however, is brave enough to drop the magkexognize the bare and painful truth:
She is alone and there is no place for her.

Parallel to Sarah’'s confused identity, her painl d®r social experience, runs the
structure of the play: non-linear and plotless.r€here different levels that parallel Sarah’s
selves and that serve as the main device to uadtaimous action: the Queens chamber,
the student’s room in New York Westside and thegfenThe simultaneous action that
occurs in the play recalls Martha Graham's stagwbjch Kennedy recalls to have
remained in her mind after having seen Graham'gestaork: “There were always many
things happening simultaneously. And everythingreskto come out of darkness. People
played many parts, [Graham] used a lot of black wahile—there was a fluidity and added
emphasis on the narrativ€.Certainly, Kennedy deemphasizes the narrative esrork
Not only her poetic language and the use a charaa#ferent selves and masks, but also
the use of lighting and color run in harmony astjpady, vividly and powerfully as her
lyrical words.

It is significant to notice that all the differecharacters in the play are Sarah’s selves,
except the Landlady and Raymond (the Funnyman).s&hlast two characters are
characterized by their continuous laughter (thedlady possesses a mad laughter that
bursts out every time she speaks). Sarah’s selpes the play but the Landlady and

8Curb,op. cit, 55-56.
87Betsko and Koeningyp. cit, 257.
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Raymond are the ones who close it, retelling adbffit version of Sarah’s story. As a result,
the audience does not know who is really telling ttuth. There is an implication, though,
that the two White characters are twisting Sarfssory, her African American history—
paralleling African Americans’ place in North Ameain history and the need for African
Americans to recuperate their own past and tragtio

The use of white masks for Sarah’s selves funstias a reversal of the old minstrel
shows. In addition, the play is not a comedy btragedy, in the fashion of classical Greek
tragedies. In this line, William Couch observestth@nnedy's plays are “like shapes
beneath a surface [that] transform the black mastsial and moral tragedies into
iconography of the universal quest for selfhood mtmhtity. Satiric with crackles like live
current through Mr Ward’s [Douglas Turner Ward]ysdabut in the plays of Miss Kennedy
there is an evocative and mystical sense of béindgennedy’s special lyrical and poetic
language creates a new form of theatrical expressibich makes her style unique.
Wilkerson claims that Kennedy poet of the theatreuses an imagistic, rhythmic and
condensed language, therefore, symbol, image atdpha become the most significant
components of her wofk.Hatch affirms that in the 1960s not everyone usibed what
Kennedy was saying, but “all knew it was wondednd respected he’’Kennedy has
acknowledged different influences that have conted to the creation of her unique
theatrical language, among them: African masks,capmDuke Ellington’s music, and
Martin Luther King’'s and Malcolm X’'s speeches.

About Duke Ellington she recalls to have learmnirhis music that “there was an
immense poetry inside [her] life as an Americarafi] if [she] could find it.* She also
remembers that Martin L. King's sermons always mlaeecry, but, she especially recalls
how much Malcolm X’s speeches struck her. The wajchlm X used language made her
reevaluate everything. When Malcolm was assassindte the first time Kennedy was
“aware of someone who had been murdered for whatdieght.** His speeches made her
think and they threw new light on things around. iartin L. King used the language of
the Bible, whereas Malcolm X’s language juxtapoiizhs and had imagery that she had
never thought of. He used animal imagery in sayimggresented as examples. Kennedy
thought that Malcolm X was a tremendous Heéro.

Apart from the influence of Ellington’s music, Keady evokes listening to all kinds of
music because she loves music: spirituals, Billi@iddy, Miles Davis, among others.
Kennedy's ear for music has been transferred toMoek, as is expressed in the musicality
of her poetic language and acknowledged by marigrin this line, Paul C. Harrison, for
instance insists on Kennedy's poetic languageithplicitly conveys song, “the heightened
expression of the word, which dredges the invisibteld for symbols that nurture our

8 William Couch, Jr., edNew Black Playwrights: An Antholog§Baton Rouge: Louisiana State University,
1968) xxi.

8 Margaret Wilkerson, “Adrienne Kennedy,” Dictionary of Literary BiographyVolume II, Davis and Harris,
eds. (Detroit, Michigan: Gale Research Co., Boowdrp 1985) 29.

9 |Interview with James V. Hatch, New York, OctobeB29
91 Kennedy,People Who Led to My Plays06.

92 Interview with Adrienne Kennedy, Stanford.
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mythic and corporeal reality . Song penetrates this invisible world of non-ragioforces

to resurrect our totemic relationship to ancestdrddarrison’s perception of the song
quality in poetic language is accentuated in Kegise&unnyhouse of a Negrby the
repeated speeches that not only Sarah’s selvesldmuthe Landlady, continually repeat.
There is a choir chant quality throughout the entiay, explicitly indicated by the
playwright in the last scene: “[the last speeishiepeated several times, finally reaching a
loud pitch and then AL[LJesus, Duchess, Queen and Lumuntbahing about the grass.
They stop and stand perfectly still. ALL speakiegsely at various times in a chant

(Funnyhousg21).
In addition, Mance Williams observes a jazz qualitKennedy’s play: “Variations on a
single theme . ., characteristic of the play's language calls to dniqualities of

improvisational jazz® The same repetition and multiple meanings origigafrom the
symbols and images used, as well as the variousssef one’s self, are characteristic of the
ritual and signifying based on the African Amerigauitural tradition. Kennedy’s complex,
vivid and rich language emerges to disrupt the Batip female characters portrayed by
men. Like Hansberry, she offers a new, fresh anttleed vision, in this case, of Sarah’s
own self. Thereby, she implies there are many pesseadings and perspectives in the
journey to find one’s self and one’s historical andtural truth. And, all these different
meanings and perspectives are required and neeel bhoought to light so that they can be
confronted to offer a sense of totality.

Celebration of the Emotional Self: Ntozake Shanfm'solored girls who have considered
suicide/when the rainbow is enuf

my work
attempts to ferret out
what i know and touch...

i discuss the simple reality

of going home at nite,

of washing one’s body,

looking out the window

with a woman'’s eyes.

we must learn our common symbols,
preen them

and share them with the worfd.

i am on the other side of the rainbow / pickingthe pieces
of days spent waitin for the poem to be heard /leviou
listen / i have other work to do.

9 Paul C. HarrisonTotem Voices: Plays from the Black World Reper{digw York: Grove Press, 1989) xviii,
XX.

% Mance Williams,Black Theatre in the 1960s and 1970s: A HistoriCatical Analysis of the Movement
(Westport (Connecticut) and London: Greenwood RIESR5) 143.

9% Ntozake Shangdor colored girls who have considered suicide witee rainbow is enufNew York: Bantam
Books, 1981) i.
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Ntozake Shange

The title of Ntozake Shange’s play is quite reiwenllt says for colored girls who have
consideredsuicide and notommittedsuicide—like Sarah actually doeskonnyhouse of a
Negra Shange, inspired by Adrienne Kennedy’s work, dmd, however, from death to
restore the African American woman'’s life. Margavéilkerson points out the parallelism
between the rise of the Civil Rights Movement thegpared the North American audience
for a realistic portrayal of a 1950s Black famigs(presented by Lorraine Hansberry), and
the rise of the Women’s Movement in the 1970s wliielped prepare an audience ready
for self-affirmation in Shange'dor colored girls (about African American women).
Shange’s play not only presents the woman’s expegién a poetic style with an intimacy
and frankness previously unrecorded, but it aldcoduces a new theatrical form: the
choreopoemHer honesty (like Kennedy's before her) in thetgayal of African American
women’s need for self-affirmation and love provokddbate and discussion in Black
communities, especially because of the impliedatsih of Black men. Nevertheless, critics
overall have agreed her plays is provocative andmggs’

Shange’s blunt exposure of the African Americaimmaa’s problems with men in their
own community, using her personal experience, veatiqolarly not well received by men.
However, her courage to go deep into the probldms were affecting Black women’s
relationships with men and other women was a pivstap for both male and female
consciousness. Through the play, seven African Araerwomen display their intimate
experiences and ask to be heard through their mices while telling their men how they
feel and the ill-treatment the are receiving frdrarmh. By showing African American men
the woman'’s plea, anger and self-determinationn§éas actually addressing both groups
(males and females) so that the problem is cordbiaind new alternatives and solutions
can be discussed.

Shange insists on her need to work in alternapaees asserting her plays are usually in
space not in place. She attempts to create metaphsing space a lot to create an area
where [one] could believe those things happeniagg, sallowed.” She is also working
towards the “development a&spect for a real feminist aesthetipart of which is the
personal experience]. [She] thinks the dangerossake that women make is to assume the
personal is not political. When [she] makes a peaibstatement, it is to [her] a political
statement® Adrienne Kennedy’s plays can be viewed in the shnee Actually, Shange
has found a parallelism between Kennedy's struttlays and hers, considering
Kennedy’s work as private as héfdNevertheless, the way Shange presents womenkssissu
reminds Amiri Baraka’s direct and aggressive stgeboth playwrights place their hurt and

97 Ntozake Shangefor colored girls who have considered suicide/wtbr rainbow is enufNew York:
Macmillan Publishing Co., 1977) xvi. Subsequenerefices to this text will be indicated Hyajnbow page
number).

%8 Wwilkerson,Nine Plays by Black Womgmp. cit, xvii-xviii.

% “Interview with Ntozake Shange,” by Andrezej CeymowAugust 17, 1982. New York: Hatch-Billops
Collection.

100Betsko and Koenindnterviews with Contemporary Women Playwriglais. cit, 370. Emphasis added.
101Ntozake Shange interviewed by Ceynowa.
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rage outside themselves. She actually acknowletigesspiration received from Baraka,
as Shange’s adopted African name equally confirrBeange’s name means in Zugdhe
who comes with her own thin¢itozake) anavho walks like a lior{Shange}”* She shows

a special admiration for both Kennedy and Barakih&atre. Her poetry and imagery is
similar to that of Kennedy. Equally inspirationashbeen June Jordan’s political poetry as
Shange’s own political writing and awareness abbhitd World countries and African
Americans testifies.

Shange’s persistence in finding a new languagmisic and body movement/dance
evokes also Antonin Artaud’s conception of theafithough she does not mention Sonia
Sanchez’s work, it is fundamental to mention her, $he was aligned with the Black
Theatre Movement and her work has been a greatilootion for numerous reasons,
among which are Sanchez’s political commitment titicAn American issues and her
theatre work, in her emphasis on music and movena@utin her presentation of the issues

and problems that relate to the African Americamnan.l03 Nevertheless, in Hatche's
opinion, it was Shange who in the 1970s “finishied whole view of women,” since the
1960s was an extremely male-chauvinist period kscar the Islamic influencé’ When
Shange appeared, many women were ready to hearshhahad to say, including both
Black and White women. Even though she receivey g&ong criticism from men, it
finally evolved to a better consideration of herrkvdShe has been a major contributor and
inspiration for other women writers when explorthg woman'’s point of view?

Definitely, Shange’s advocating feminism, asstmsexistence of a woman'’s aesthetics
established in the differences that exist betweatenand female writing: “l think that
women’s novels for me are more like breathing as’sinovels are more like runnintj®”
Breathing is a key word in Shange’s work. Breathfg term that she borrows from Frantz
Fanon’scombat breathShe asserts that although Fanon refers to frédmewpcolonies, he
draws a sadly familiar pattern,” and she quotesfhimn A Dying Colonialism“There is no
occupation of territory, on the one hand, and imthglence of persons on the other. It is the
country as a whole, its history, its daily pulsatibat are contested disfigured, in the hope
of final destruction. Under this condition, the iwidual's breathing is an observed, an
occupied breathing. It is a combat breathitig.”

Sandra Richards claims that “implicit in Shange&ference to Fanon is the
understanding that the struggle for liberation imes the entire community, that liberation
for women necessitates a concomitant liberationedfimition of the position of men.” In
addition, Shange’s combat breath “resides in hefepence for raising issues, suggesting

192gjizabeth Brown, “Ntozake Shange,” Dictionary of Literary Biographyop. cit, 241.

103 Among the important women’s issues dealt with En@wez's poetry and theatre are: pregnant women
abandoned by men, women’s sexual fear of pregnéhey to lack of sexual education and family plagnin
means), search of identity, and the need for Afri@anerican women to unite.

1%4nterview with James V. Hatch, 1989.
105 pid.
106 «|nterview with Ntozake Shange,” by Brenda Lyons The Massachusetts Review, 691.

197Ntozake Shangdhree Pieces: Spell #7, A Photograph: Lovers inidgtBoogie Woogie Landscap@gew
York: Penguin Books, 1982) xii.
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directions and daring audiences to write their amdings.*”® The open endings of her

plays involve the audience’s active participatinrguestioning the issues presented on the
stage and trying to find alternative solutionshte tharacter’s/their problems and dilemmas.
Shange seems to have in mind Brecht’s politicadtilee a playwright that she admires up to
the point she wrote an adaptation of his pMgther Courage Nevertheless, Richards
argues that Shange’s protagonists are African pepised within the Western perspective
.. .[and they] tend to feel that they must opt for omede of knowledge over the other.
[Thus] their Western heritage teaches them to sgerience as fragmented rather than
holistic and to value rational over emotional sgse. . [It is in this conflict that the]
dialectic of combat breath vs. will to divinity §6].”* Richards obviously sees there is a
dialectics between these two cultural backgrounds.

Shange, on the other hand, sees herself creatiognpletely new theatre and suggests
the notion of traditional Western theatre be desh@d temporarily, disallowing
playwrights to work unless they use dancers andaians. She borrows this notion from
her African American tradition, wherein most Blageople have “some music and
movement in [their] lives. [They] do sing and dantdes is a cultural reality. This is why
[she finds] the most inspiring theatre among [thdém]be in the realms of music and
dance.*’ Consequently, in some of Shange’s plays, B@ell #7 music functions as
another character. Besides, she insists in caliegself a poet or writer instead of a
playwright because she is only concerned aboupdatry of the moment and the aesthetic
or emotional impact a character or line may havehenspectator. Concerning a statement
she had made about her writing as “verbal gymndikBounto a reverse minstrel show, [in]
the acrobatic distortions of english,” Shange aféirthis is absolutely true. “i cant count the
number of times i have viscerally wanted to attdekorm n maim the language that i waz
taught to hate myself in / the language that pegiets the notions that cause pain to every
black child as he/she learns to speak of the warlihe ‘self,” she has asserted.Her
attack on the English language compels her to aséntagination and attempt to find her
own, giving new shapes to that language that shkesn&er own, as an asset of self-
affirmation.

Parallel to her redefinition and creation of a Heamguage of her own is her idea of the
creation of a new theatre, away from gefect play She associates tperfect playwith a
European framework for European psychology thahotfunction “for [those] from [that]
hemisphere,” highlighting that African American #iiee has been “duped by the same
artificial aesthetics that plague [their] white oterparts.*” In her fiction, for instance,
Shange attempts the plot to undulate instead afggfurward. She wants the plot to relate
to the “flow of rivers and streams and tides arkk$d’ because she relates to life more

1% gandra L. Richards, “Conflicting Impulses in theyl of Ntozake Shange,” Black American Literature
Forum17, 2 (Summer 1983) 74.

109hig.
105hangeThree Piecewp. cit, .
1 bid., ix, xii.

112 Ntozake Shange, Seéo Evil, Prefaces, Essays and Accounts, 1976-18é® Francisco: Momo's Press,
1984) 18.
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truthfully and by writing in this manner, she has feeling it is more reat’ Linked to her
idea ofreal, is the importance of creating an emotional ligkveen the characters and the
audience, for which she affirms to sacrifice S€tés already established, poetry, song,
music and dance become Shange’s main means ofssiqueto establish that emotional
link. This new theatre has been denominatiedreopoetryand, under this category, Mance
Williams locates Kennedy’s plagun: A Poem for Malcolm X Inspired by His Deatid
Shange’dor colored girls—denominated¢horeopoenby Shange herseff.

for colored girls who have considered suicide/whie rainbow is enyfis a
choreopoem of women’s self affirmation, in whiche tivomen characters break their
silence. As Mary K. DeShazer remarks: “The womearatters cross the boundary from
silence to speech naming their exploitation att#eds of Black and White men and staking
out a new country beyond this war, defined by mariti female community:*® These
women, however, express not only their exploitatjoout they also demand their voices
back, as stated bWgdy in greenrwhen she address her lover:

lady in green

i want my stuff back

my rhythms and my voice

open my mouth

& let me talk ya outta

throwin my shit in the sewer

this is some delicate leg and whimsical kiss

i gotta have to give to my choice

without you running off wit alla my shiRainbow 50).

In addition,lady in blueasserts her new attitude in her decision of spgakp from then
on:

lady in blue

i will not call

i'm not going to be nice

i will raise my voice
scream hollerRainbow 54).

Shange’s characters are her pronouncement to rehtalesociety, affirming that women will
not be victims any more and they will do what thegnt to do in and with their lives.
Moreover, the image of God used by Shange’s crergds affirmed by Janet Brown, is “a
process within each individual, not a guild-indugifather in heaven nor a suffering
scapegoat expiating the sins of all.Actually, these women find a she-God in themselves

13 |nterview with Ntozake Shange, Lyons, 691.
14Ntozake Shange interviewed by Ceynowa.
williams, op. cit, 148.

116 Mary K. DeShazer, “Rejecting Necrophilia: NtozakbaBge and the Warrior Re-Visioned,” Making
Spectacleop. ci, 92.

117 Janet BrownFeminist Drama: Definition and Critical Analysietuchen (New Jersey) and London: The
Scarecrow Press, Inc., 1979) 130.
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lady in red

i found god in myself

& i loved her

i loved her fiercelyRainbow 63).

The play ends with those lines repeated by allféieale characters celebrating women’s
love for themselves.

Shange’s vision of women’s process towards sélfradtion establishes the need for
women’s togetherness. Women'’s liberation strugglenot be achieved by each woman's
individual struggle. Her play itself was written @ncollaborative effort, which at the time
was an endeavor followed by many feminist theatreugs. Subsequently, Shange
incorporated her poems, her creative process, ptistuand performance. The play itself is
an example of women'’s collective work in art ashiuld be in their struggle for self-
determination and freedom. This goal will be ach@vby first recognizing their
exploitation and oppression in their society.

The same way African Americans need to stay tageaththeir liberation process, so do
African American women for they are doubly opprelssehange does not forget this two-
fold oppression suffered by Black women. Referiacgher own dancing, she affirms: I
moved what waz my unconscious knowledge of being oolored woman’s body to my
known everydaynessRainbow xi). lady in yellowis aware of the dilemma that this factor
creates:

lady in yellow

bein alive & bein a woman & bein colored is a métagical dilemma

i havent conquered yet

do you see the point my spirit is too ancient tdemtand the separation of soul & gendRaifibow
45).

From beginning to end, the women in the play shbes process from acknowledging
distress in their lives and the meaning of beingmen and colored to shape their new whole
selves. The doubleness reflected in the fact aigo@i woman and colored, like in prior
analyzed plays by African American, characterizhar§e’s work as well. Doubleness is
concealed in the symbols, structure of the play iaades discussed which suggest two or
multiple meanings and/or are presented as opposites

Janet Brown observes that “technological hieraralijch maintains women’s ‘non-
being,” also [maintains] its opposite, associatéith wiusic, nature, and the physical beauty
of black women.”® The opposites of life and death are equally sicaitt here. Most of the
women characters have considered suicide at lewst im their lives—as the title of the
play suggests, or have actually been killed by .p@ms is the picture introduced at the
beginning of the play. By the end, however, womewnehachieved courage, a courage
conveying a desire to live and celebrate one’sde®ut of the death suffered by these
women portrayed in the play, emerges their celadratf life, so that life is born out of
death. Here, Karen Malpede agrees that the newr¢hé@ women needs to overcome
women’s “own destructive force. . [with their] insistent wish to live, to love.” Tachieve

118Brown, op. cit, 131.
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this goal, women need to dance the dance of lifé, oy looking into each other’s eyes,
women can express their joy, “courage in the fdaeath,” and wish to livé?

Shange’dor colored girlsseems to be both an illustration of Kennedy's aihflhange’s
own attitudes. It appears as if at the beginninthefplay we were watching the characters
that illustrated the Kennedys and, by the endctisacters that epitomized the Shanges. In
the play the audience is confronted with women wtaw and develop from wising to die
to wishing to live; from acknowledgement to actself-affirmation and celebration of one’s
self as women and as African American; and, fromrisoned selves in enclosed places to
free bodies in the open air. If Douglas T. Wardsusemor that emanates from satire as a
means of liberation, and if Mondingo (the wise hgjenutcries a terrible laughter rather
than tears for the bitter joke played on him (alected by Hansberry ies Blancy
Shange’s women use and become dance and/or mugjbttdefeat:

lady in yellow
we gotta dance to keep from crying.

lady in brown
we gotta dance to keep from dyR&inbow 15)

Dance and music, in Shange’s work, serves as aoWayrvival, sharing the same function
humor has played in African American folk tradition

Furthermore, through dance, Shange frees womentdie® from the restrictive
movement imposed on them by patriarchy; and, byeasty that freedom of movement,
women can simultaneously free their inner selvég playwright's goal is to bring women
back to their harmony with nature. Isadora Duncas,previously mentioned, was very
aware of the body restrictions imposed on womenthed need to recover that harmony
with nature: “It is only when you put free animaisder false restrictions that they lose the
power of moving in harmony with nature, and adopmavement expressive of the
restriction placed on then¥® Implicitly, then, is the fact that free movemenbyides
power. In addition and in the line of Duncan, Adarealized that Western culture was
completely detached from nature and wished to re@ip that balance by creating a
sensual spectacle that could bring the individualsotional side back and keep it in
harmony with the rational one. This is exactly Sj&is objective.

Concerning the difference between Western/NortheAran and African/African
American dance, Rhett S. Jones quotes Diane Meityunderscore that Western dancers
focus especially on the technical elements of dnisnot as part of communication but “to
show that a movement can be done.” In contrasticétir American dancing becomes a
method to communicate something important to thibesnee that deals more with ideas and
feelings:™ This is what Shange means to transmit to her audiethe power of freedom
and wish to live. Additionally, Brown points outathdancing becomes the expression of

119Malpede, edWomen in Theatre: Compassion and Hage cit, 13.
120|sadora Duncan, ilWomen in Theatre: Compassion and Hage cit, 102.

121 Rhett S. Jones, “Community and Commentators: BlHo&atre and Its Critics,” ilictionary of Literary
Biography 307.
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African American women'’s struggle for autonomy, andsic and dance become also “a
defiance of the white hierarchical systeffi.”

Shange’s portrayal of seven different women, dm@ss the colors of the rainbow, each
of whom comes from a different State, symbolizes ardy the togetherness that women
need to maintain in order to achieve their libemtbut also becomes a statement to break
stereotypes about African American women. Shangsegmts severeal bone and flesh
women, who are very different from each other fbeyt bear unique and personal
experiences within themselves. She disrupts estwali categories under which African
American women have been placed, as Layla voiceShange's playBoogie Woogie
Landscapes

layla
i'm soft graphite, i'm clumsy and reckless
i'm a hazard to definitions. .[I like] to be unpredictable like the weatH&r.

Reality is like a river that fluctuates and changes does a person who is a real one.
Women, like life, cannot be petrified or made stuips of and still be real women. Like
the different colors of the rainbow, there areriité different women that can be depicted,
and many selves than are sheltered within onefsHaik is Shange'’s statement in her play.
Each woman is a whole world and still, like therstaall women belong to the same
firmament. As such, they need to remain togeth#rey really want to shine and illuminate
their nights.

Shange’s women function as a mirror for other Blaed non-Black women to tell them
that they need to become their own mirror rathantthe mirror of men; women need to
look at other women to better understand and semdblves. The playwright presents
issues that are uniquely women’s intimate and phis€ars, like the scars of Africa’s
mountains observed by Matoseh in Hansberites Blancs and like colonialist rape
performed on Africa, African American women havesbesuffering from the same action
on their own bodies. The nature of rape, thoughins® have changed:

lady in red

it turns out that the nature of rape has changed
[men] are suffering [now] from latent rapist bravad
& we are left wit the scars. . (Rainbow 20)

lady in blue

bein betrayed by men who know us.
we cd even have em over for dinner
& get raped in our own houses

by invitiation

a friend Rainbow 19, 21)

Shange raises the issue of rape under a new $igberting that women are not protected by
the law, as stated bBgdy in blue

122 Brown, op. cit, 126.
12Ntozake Shang&oogie Woogie Landscapes Three Piecesop. cit, 115, 121.
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lady in blue

pressing charges will be as hard

as keepin yr legs closed

while five fools try to turn a train on yolRéinbow 18)

Sexual abuse perpetrated through the violent acapé presents a double connotation. It
refers to the actual rape that men exercise on wpaned to the rape exerted on African
American culture and community. It is not necesgargo to Third World countries to see

the scars, for rape may be occurring in their owmés/country. Furthermore, it is too

difficult to put charges against rape, which ilhasés the paradox of a civil rights act that
supposedly defends everybody's rights without mfee to race or sex and still there is
racism and sexism.

Shange chooses slavery as the best example opeapetrated within the United States.
She does not ignore her past, as well as she datedisregard the African American
struggle for freedom throughout their history. Thilie Haitian leader Toussaint I'Overture
is presented as her illustration to establish thk between Blacks and women fighting
against the same oppressive and patriarchal slaystgm. African American women have
continued to be enslaved within their own communiégd Shange presents this
contradiction, asking African American men to sexgrcising on them, what was exercised
on the Black community in times of slavery. Theyplaght draws her attention to the need
for African American males and females to remaigetber fighting on the same side
against oppression carrying the same emblem ofliggu&€onsequently, as a woman
Shange reveals women’s issues and personal expergmd launches them as political
statements. She proclaims the need for men and weéonight the same struggle in North
America and in Third World countries. Colonialisrerpetrated upon other cultures and/or
countries parallels colonialism perpetrated orvtbenan’s body.

Althoughfor colored womenis definitely a play about and for women, it atsnprises
another level that is addressed to men. Shangevteten speak out in order that men can
hear their voices, for men have kept them sileramadl they need to hear how women feel
about issues that concern them as women and tbwatried to tell men. Shange equally
makes a plea to men to stop hurting their womeniffthey do not, women will not cope
with more suffering and abuse and will abandon th8imange reveals the new African
American woman, self-determined and aware of heason; a woman that is determined
to fight for her rights and only remain with someaomho respects hefior colored girls who
have considered suicide/when the rainbow is éntife statement of the new-born woman,
the woman who has ended victimization and has begurelebrate and love herself in
communion with music and dance:

i live in music

is this where you live
i live here in music

i live on c# street

do you live here in music

sound

falls round me like rain on other folks
saxophones wet my face
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cold as winter in st. louis

hot like peppers i rub on my lips

thinkin they waz lilies

i got 15 trumpets where other women got hips
& a upright bass for both sides of my heart
i walk round in a piano like somebody

else / be walkin on the earth

i live in music

live in it

wash in it

i cd even smell it

wear sound on my fingers

sound falls so fulla music

ya cd make a river where yr arm is &

hold yrself

hold yrself in music?*

124 Ntozake Shange, “i live in music,” iNappy EdgesNtozake Shange (London: Methuen London Ltd., }978
126.
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CHAPTER V

The Black Theatre Movement in South Africa.
Black Consciousness Aesthetics:
Matsemala Manaka, Maishe Maponya,
Percy Mtwa, Mbongeni Ngema, and Barney Simon

You surround me with water.

I shall not drown myself.

I will drink the thirsty ocean

And sweat till my skin is leprous with salt in then

Whose breaks of rising and setting and noon eamgujuts, eat all of my being,
Whose cold eye cuts the wounds of the rocks on ady;lthe stones

| grind blind me.

You have stripped me completely.
I shall not hang myself. | cannot.
I shall not fall down the stairs of the air you bawilt here and have stripped bare
Until cold wet cement clamours to claim the stefisny feet.
I will stand forth naked in mirrors of lime pits éustand
Unashamed in my anger. Till all is accounted.
Cosmo Pieterse

The rigour of our life against the high stakes pérgheid, as we seek the right to self-
determination is a clarion call to humanity, a etdl process to engage it in and to
remind it of its duty to pursue happiness which isrmal condition of life.

Mongane Wally Serote
Black Consciousness Aesthetics

Simultaneously with the Civil Rights Movement imet 1950s in the United States a
theatre of Black consciousness emerged. This thehtwever, was not delineated in a
manifesto as the Black Theatre Movement until thel Rights Act was signed in 1965.
The Movement, then, became an outburst of playatedeunder the parameters of what

1Cosmo Pieterse, untitled poem Galture in Another South AfricNew York: Olive Branch Press, 1989) 191.
2Mongane Wally Serote, “Now We Enter History,”@ulture in Another South Africd 3.
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African American artists denominated Black AesttetSimilarly, Black theatre emerged in
South Africa parallel to the Black Consciousnessv&foent, which reached its peak in the
1970s and had Stephen Biko as its main spokespeyainBlack theatre suffered from
continuous banning and theatre artists were impeidanost of the timesTherefore, Black
South African artists were prevented from formulgtin a written manifesto the principles
that were already establishing the birth and sulesetgdevelopment of Black Theatre. After
the Soweto students’ uprising in June 1976 and 'Billeath in 1977, Black theatre took the
torch kindled by Biko's spirit. Black artists ragse¢heir torch with a tremendous sense of
power, as if the blood shed by the Soweto childret Biko had infuriated and given them
an invincible strength to fight back. Neverthelesgery attempt pursued by Black South
African artists in theatre was hindered. As exahimeChapter |, groups such as TECON,
PET, MDALI or Workshop ‘71 were dissolved due tontinuous censorship and/or
imprisonment of their members.

Black theatre of the 1970s and 1980s is compiiisélis study under the denomination
of Black Theatre Movement because the playwrightkie time sought the same principles
and goals although they were not written in a nestdf. Black theatre developed out of the
Black consciousness concept and its artists wemenitted towards the same objective: to
raise Black people’s consciousness about their neddke an action in their liberation
struggle and that of their country through the very of Black history and self-affirmation.
Black theatre in South Africa, then, can be cordfingithin the Aesthetics of Self-
Affirmation that equally defines the African Ameaiit theatre of the 1960s and 1970s.When
studying the plays of the Movement, it is indispdsie to examine the specific socio-
political and historical situation faced by Blatleatre artists in South Africa. In spite of the
aforementioned restraints, theatre continued tetemnd demonstrated to be a powerful
weapon for action and social change, as Boal magyfistated regarding the situation in
Latin America: The fact that theatre and poetry performances warecessively
discontinued by police force, confirms that theawas a dangerous threat to the
government’s policy of apartheid because it consdetlee power to move masses into
action.

The role that the Black writer must play in a coyrlike South Africa, in Mothobi
Mutloatse’s opinion, was quite demanding, but alsmth it: “It seems to me that he is
expected to be a jack of all trades—and a mastailloHe has to be tradesman, docker,
psychologist, nurse, minermnatshigilane tshotsa teacher, athlete, toddler, mother,

3 As a result of banning and censorship, it was diffifor many years téind written scripts. The well known
actor John Kani noticed that in the late 1970seheas no possibility to publish their plays, anéreif they did,
it would be an invitation to the Security in ondiges. Theatre artists used the workshops handbd¢asi
asserted that most of the improvisation and worgstione in theatre “[came] from the fear of presemti
evidence against [them].” Some of their plays, tifgwcrossed the frontiers and were published indsgor the
United States (Interview with John Kani, Cape Towv@ttober 1989). After apartheid, the situation degh
noticeably but there is still a strong need tomgete black plays published as well as more theotestvrite on
Black South African theatre. Although African Anmean artists equally suffered from censorship, theason
was much lighter than their Black South African etauparts, for the Civil Rights Act was finally apped while
the Black Arts Movement was taken place.

4 See Augusto Boal’s view regarding his theatre efdhpressed, Chapter I, p. 56.
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musician, father, visionarymbongiand—above all—oral historiar?.lvlazisi Kunene looks
back to traditional Africa and asserts that amdregZulu people, the poet was traditionally
a social critic. Poet and singer “defined socidluga, celebrating what was historically
significant and acting as democratic agents tofireathe approval or disapproval of the
whole nation.® The African writer has always played a pivotalerat his society and has
been totally committed to his community. The antistst engage in the building of a nation,
when there is a demand for nation building, an@terevhat Kunene callsrational ethos

“I think this national ethos must in its essenceress the general experience of mankind,
and that general experience | think in turn, muspleasize the oneness and unity of man.’
Like Fanon, Kunene underlines the need of a cultnational consciousness and self-
affirmation that would actually contribute to theity of wo/mankind.

Connected to the idea of a national consciousné@ssene refers to the essential part
that symbol plays in African writing. He claims theymbol is “the representation of the
attitude of the community, and in fact, it is thesiest access to communal expression, for it
contains communal meaningSymbol, metaphor and/or allegory are fundamenéahents
in African American and African contemporary wrginincluding the genre of theatre.
Furthermore, poetry and theatre have been usuatbrtivined in traditional African
societies. Among the Zulus, for instance, Kunemaarés that the performance of poetry
often took place in an open space where a largeaer] sometimes numbering 100,000,
could participaté Art, artist and community are inextricably united.

Like Kunene, Matsemela Manaka has observed tiramitment and responsibility lie
on the African artist in creating functional arigliighting that the African artist “is not just
making art but is also part of that art; for [hkirf}, art is an extension of self.Reflecting
on the Black Consciousness Movement and its rejectif Western models, Manaka
asserted that the Movement challenged the Eurogeagance of referring to African art as
“township art” for this time was characterized ki€’ portrayal of the black experience as
an art of defiance against the superiority complEx white people.” The Black
Consciousness Movement played a major role in ¢tineeptual development of African art,
in which the socio-political situation was revealtxd the African artist and he gained
consciousness. Manaka believed that political margmor events generally shape art
movements, and the Black Consciousness Movementhendrt that originated from it are
good proof of that:

In Manaka’s opinion, art had become a tool foetddtion, the liberation of Africans,
whom he denominatethe dispossessedor African artists had lacked the freedom of

5 Mothobi Mutloatse, edForced Landing: Africa South: Contemporary Writinglhannesburg: Raven Press,
1988) 1.

6 Mazisi KuneneEmperor Shaka the Greéitondon: Heinemann, 1979) xxvi.

"“Interview with Mazisi Kunene,” inAfrican Writers Talking: A Collection of Radio Im#ews Duerden &
Pieterse, eds. (New York: Africana Publishing Cp19.72) 89.

8
Ibid.
®Mazisi KuneneAnthem of the Decades: A Zulu Efiondon: Heinemann, 1981) xxxi.

10 Matsemela Manaka, edEchoes of African Art: A Century of Art in Southidd (Johannesburg: Skotaville
Publishers, 1987) 9-10.

1 Ibid., 16.

146



expression that causes them to be disarmed, distdyed and disabled—Ilike an African
farmer who has no right over his/her Idhdh the same manner, he referred to the Black
theatre created during the Black Consciousness Memein South Africa atheatre of the
dispossessedas examined in Chapter ). In an attempt to @efBlack theatre, lan
Steadman adds that Black drama “is that drama wpiomotes in positive and forceful
terms the dignity and potential of black peopled aifbes so with assertion of the
independence of black people.” He asserts thatkBlaonsciousness “determined the
manifestation of social and political consciousniesthe theatre:® It is natural, then, that
being the most public of all literary genres andempon for social change, theatre would
become the appropriate platform used to raise p&opbnsciousness.

Piniel V. Shava considers that South African #itare a literature of protest and
observes that the poetry of affirmation that emérdgeom the Black Consciousness
Movement could be related to the works that emergeter the Black Power Movement in
North America. This connection with the Black Powdovements in the U.S., in Shava’s
words, “inculcated a sense of racial pride in thed®s of black people. . Poets wrote for
black people and they wrote about their blacknassl, out of their blackness, rejecting
anyone and anything that stood in the way of setfiledge and self-celebratioti.’He
claims that at that historical moment, drama anetnyovere sometimes inseparable (like in
traditional African societies) asstruments of politizatignbecoming the main vehicle for
cultural assertion. Poetry, combined with dramé#itra and drumming, was extremely
effective during the 1970s in South Africa.

It is significant to observe that during the 1960wl 1970s, there was a significant
exposure to South African and African plays brougghthe United States, as there were
African American and African plays brought to Soudtfiica. Wole Soyinka’'s plays were
produced in both countries. Similarly, Athol Fugariihe Blood KnqtSizwe Bansi Is Dead
and The Islandwere performed in the United States. In Southc&friplays by Ed Bullins
and Douglas T. Ward were equally well known ancktato the stag€South African writer
Mshengu noticed that “people in the States [red]itieat the theatre of Africa [was] related
to the theatre of Black South America and the Qemém.”’ He also observes similarities
between African American and Black South Africaeatie. Besides, Meshengu insists
theatre in South Africa has been quite differeatrfrany other theatre in Africa, and it has
been African American theatre that has had “a faaigr impact than the rest of Africa” on
South African theatre. Both theatrical expressioAdrean American and Black South
African—are political in subject matter and exclesy urban in idiont’

12bid., 17.

13 |an Steadman, “Alternative Theatre: Fifty YearsPefformance in Johannesburg, Literature and Society in
South Africa White and Couzens, eds. (Johannesburg: MaskelerNMdngman, 1984) 143.

14 piniel A. ShavaA People’s Voice: Black South African Writing ire thwentieth Centurgt.ondon: Zed Books,
1989) 99.

15 bid., 124, 119.

16\Western plays were also produced in both couniniehe Black community, among them, plays by Camus,
Beckett, lonesco, Artaud, Genet, Adamov and Brecht.

"Mshengu, “New York: Afro-American Theatre,” Biketsh(Winter 1975): 28.
8Mshengu, “Tradition and Innovation in the Theatf&\rkshop ‘71,” inTheatre Quarterly28 (1977): 64.
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David Coplan equally comments on the influence thisican Americans, especially
their music performances, have exercised upon Blaakh African culture for more than a
century in an urban context:

The blending of American influence into black Sowfrican culture represents neither slavish
imitation of a glamorous but foreign popular cutturor the unthinking rejection of a subjugated but
precious African heritage. It is rather the resdilh creative syncretism in which innovative pariers
combine materials from cultures in contact into Igatvely new forms in response to changing
conditions, needs, self-images, and aspirationSolmth Africa, stylistic elements from many sources
have been recomposed into new frameworks of meargfigcting changing moral relations, systems
of identity and value, and realities of power. It is in this deeper process of syncretism that we
observe the complex blending of traditions in adtiph to urban lifé?

Coplan’s observation underscores how African Anariculture has enriched Black South
Africans’ artistic perspective, without preventitiiem from creating their own art forms
and styles, adapted to urban life.

White South African playwright Athol Fugard andshplays have been another
significant contribution in the development of Btatheatre in South Africa. Fugard’'s
theatre is not necessarily political although ialdewith social conditions. He declares that
his theatre is #heatre of defiancéor he is protesting “against the conspiracy térsie.”
Among his works, TheBlood Knot Sizwe Bansi Is Deadnd The Islandshave been
probably the plays that have exerted the greatgsaét on the Black community—both in
South Africa and in the United States. The last plays were actually devised by Fugard,
and the Black South African actors John Kani anchdtdin Ntshona. In opinion of Lewis
Nkosi, Fugard’'sThe Blood Knot{on the relationship between two brothers one 1Bt
the other, White) “is the first play which provides eloquent metaphor for the South
African problem while remaining primarily a work aft, an unrelenting piece of theatre,
and an occasion for some insistently joyous actihécting actually became one of the
highest theatrical expressions during the timeBlatk Theatre Movement in South Africa.

Michael Etherton establishes some differencesrdigg the notion of the actors in
Fugard’s conception of theatre, and the actoré®Black South African group Workshop
‘71. He believes “[Fugard conceives] an actor’stfiesponsibility neither to a company nor
to violent protest and change, but to psychologinggrity,” and, although there is a
commitment to a particular group of actors andadical change these are not the first
responsibility for the actor. In contrast, Worksh@l perceived their responsibility as
actors who are essentially concerned with a palitiather than psychological context—in
spite of their methodological and theatrical forews similar to Fugard’s Port Elizabeth
Group?

19 David B. Coplan)n Township Tonight! South Africa’s Black City Musind TheatrgJohannesburg: Ravan
Press, 1985) 237.

20 Athol Fugard comments on the political impact o§ hilays inAthol Fugard Gray, ed. (Johannesburg:
McGraw-Hill Book Company, 1982) 51.

2 Lewis Nkosi, The Transplanted Heart: Essays on South AfiiBanin City, Nigeria: Ethiope Publishing
Corporation, 1975) 121.

22 Michael EthertonThe Development of African Dranislew York: Africana Publishing Co., 1982) 304-305.
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Regarding Black South African acting, Coplan ufides the qualities he observed in
actors, who showed
the vigorous, broadly gestural and rhetorically owanding style of presentation handed down from
traditional oral and choreographic narratian. Emotional and dramatic conflict are more often
expressed through vocal quality and physical mowertigan in dialogue or psychologically intense
posing or naturalistic actiori®”"

Coplan actually establishes a line of differencevieen Black theatre in South African and
that of North America, which needs to be examined.

North America has a long tradition of Method agtitraining, with strong basis on
Stanislavsky's acting principles, which focus or timternal and psychological. On the
contrary, Grotowski's theory (focusing more on pbgk action, gesture and movement)
was more closely followed in South Africa. On theechand, a psychological and internal
quality is combined with gesture, movement and masia rhythmic and poetic language in
African American theatre. Black South African plaights and actors, on the other hand,
have emphasized more the physical qualities ofcdpabrough gesture and movement; and
their written dialogues lack the psychological iatttes found in most African American
plays—like those of Baraka, Hansberry or Bullins,cite a few. The different direction
taken by the theatre artists in one or other cqupérallels the different conditions and
situation faced by the Black community in the Uditgtates and in South Africa. Thus, the
North American government finally passed an act tle@ognized legal equality to all
citizens in 1964. However, even though the physagartheidexisting in the South of the
United States was disrupted, racism continued i&t @xthe mind of North Americans. This
internalized racism is exposed in the plays by dsfini Americans for is the socio-political
situation African Americans were living in.

On the other hand, in South Africa apartheid naaid a physical separation between
people from different races who were forced to liveletermined group areas. Besides, the
Black community experiences another reality thatlied physical discrimination, including
imprisonment, torture and the use of other methoflsviolence. This reality is the
expression of purely physical acts perpetrated uBlatk South African people. Black
South African playwrights, then, examined the déeedirections racism took at that time
regarding their specific socio-political conditiorend that of their country and African
culture.

As stated above, Black South African actor clodeliowed Grotowski'spoor theatre
acting and staging principles. The question nowoigind out whether this method was
followed because they were not provided with finahaid, or because it was closely
related to an African tradition that highly valuggsture and movement. It may be
concluded that both assumptions are linked and owdbas part of the artists’ theatrical
experience and expression. Acting skills were giisoemphasized by Manaka’s conception
of theatre. He believed that “masking or non magkan actor’s life on stage should draw
the audience within the writer’'s page of thoughtother words, it is the actor’s business to
let the audience realise that acting is a languddjée: that theatre of drama is drawn from
life.” He quoted Brecht and Grotowski to assertt teere can be theatre without written
text, but not without the actor. Moreover, he cdasid that “bad writing does make bad

Z Coplan,op. cit, 214.
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theatre but it stands the chance of being maderbe#icause of good acting. Therefore,
Black South African theatre artists had placedngtes emphasis on acting skills than his
contemporary African Americans.

In spite of Etherton’s assertion about Fugard isgek psychological integrityin his
concept of acting, Athol Fugard has followed Gratkie principles of space and silence
with his actors: “Space for [the actor’s] body, lgissture, movement; and silence to be
filled by the words that the play has given him,byr silence itself® In a conversation
maintained in 1989 with John Kani (who had beenkimgy with Fugard since the 1960s) he
affirmed that many Black South African actors hampraached Fugard, Ntshona and
himself to receive some help on acting training.ofig the people who approached, were
Percy Mtwa and Mbongeni Ngema, whom they helpediewelop their own skills and
ideas>’ Nevertheless, Grotowskijsoor theatrehas been clearly connected to the theatre by
Workshop ‘71 by James Mthoba and Themba Ntinga @dwared that this theatre group
“depended on its productions for survival. This fme that their] help [was] largely on
technical matters and training.”Mthoba and Themba’s comment runs parallel to
Grotowski’'s emphasis on the actor’'s own skillsitbtifie void that results from the lack of
appropriate means. Physical action, then, beconkey dactor in the theatre of the Black
South African Theatre Movement. As a result, if ¥ées theatre places a strong emphasis
on dialogue to explain the action, in Black Soutfican theatre it is action itself that
explains the meaning. The character must symbadligegbserved by Mazisi Kunene, who
has insisted on the importance of external/physaaion to supply the individual's
dilemma noticed in Western theatre. Furthermorendfe remarks the important role the
audience plays in the performance of African theafthe audience represents the critics,
being the spectator who actually controls the perémce’”

As previously examined, symbol and repetition, boved with acting skills, are
essential components of African American theattackvare also important components of
Zulu poetry. Kunene believes repetition stresseasning’’ In addition, Manaka considered
that the traditional African artist “[derived] sjtiral satisfaction in repetition, especially
when his art [servesd] a social purpo8eSymbolism, which in Zulu draws mostly from
water, plant and animal worldsjs an essential element in Black South Africanting;
needless to say that symbols could find an easagrtavevade censorship during the South
African times of apartheid. Consequently, as Mana&s claimed, art became a liberation
tool and the language used by the artiskanguage of resistanoghich transcended “the

24 Matsemela Manaka, “Fate of Theatre DeterminedTHe StarAugust 12, 1982): 16A.

25 pthol Fugard comments on Grotowski's Towards a Pidwatre, in “Keeping an Appointment with the Fetur
The Theatre of Athol Fugard,” by Mary Benson{Timeatre Quarterly28 (1977): 81.

28 Interview with John Kani, 1989.

27 James Mthoba and Themba Ntinga, “Seventy One irr@g\Three: Two Members of Workshop ‘71 Speak
Out,” in S’ketsh(Summer 1973): 46. See also Note 130, Chapter I.

28 Conversation with Mazisi Kunene, University of Gafiia at Los Angeles, July 1988.
2Kunene Anthem of the Decadesp. cit, Xxxii.

30 Manaka Echoes of African Arbp. cit, 12.

31 Kunene,op. cit, Xxxiv.
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barriers depending on the profound nature of tkista Concerning language and theatre,
Manaka noticed that theatre art possesses a uailargjuage of communication that lies
upon the actor’s ability to transform, which doet mean English or culture are universal.
Manaka considered language an element of cultdeaitity that should not hinder the work
of art from communicating beyond cultural barri&rs.

The theatrical language employed in Black SouthcAh plays comprises dance and/or
movement, music and poetry, elements that are dointeraditional South African oral
literature; i.e., storytelling and poetry. In th®8Ds, Es’kia Mphahlele considered that
poetry was “the art of establishing relationshipaeen things, people, events, and moments
of feeling and thinking.” He claimed that traditainoral poetry captured “life in flux}”
which parallels Kunene’s affirmation about changett®e essence of creatiBrivMiphahlele
asserted that symbol and metaphor are used inydoadraw attention to what is being said,
for the artist wants the audience to register Wvahd take seriously what s/he is sayihg.
Mothobi Mutloatse considered that poetry had becam@opular medium since the
turbulent days of the 1960s, especially among Afridmericans and Black South Africans.
He comments on how poetry readings turned intottbesn the writer's attempt “to restore
poetry to its originalsocial setting—that of rituanacted in public?* Thus, the
performer/audience connection was reestablished.

Like poetry, music has always been a communalifctn traditional African societies.
Music is a way of communication through which ccliee experiences, whether past or
present, can be shared. Music and dance have be#rined, as well as speech and music.
The call-and-response performance that is refleicté@ditional African poetic form is also
reflected in musical form. Poet and musician wesaally the same perséhlf African
music became integrated in Black South African titeeahe influence of African American
music (which was equally influenced by African nm)sieft an indelible mark in Black
South Africans, for they relate to the same expegeAfrican Americans have lived in their
country. Mphahlele comments on how he felt wheristiened to jazz and the blues while
he was in exile in North America:

Jazz: that was once a favourite pastime of minthénUnited States. Even today my scrapbooks of
those years still contain a wealth of oddments, spaper clippings, photographs and obituaries of
outstanding black musicians. The music, the bldésni, had so much to say that was close to the
bone, the pulse of my own experience and that opeople. Small wonder that | have spent countless
hours in exile: me and my music.

32Manaka,op. cit, 18.
33 Manaka, “Fate of Theatre Determinedp. cit

34 Es’kia Mphahlele,Poetry and Humanism: Oral Beginningdohannesburg: Witwatersrand University Press,
1986) 22.

35 Kuneneop. cit, 7.
3Mphahleleop. cit, 22.
$"Mutloatse,op cit,13.

% Eileen SouthernThe Music of Black Americans: A Histofflew York and London: W.W. Norton and Co.,
1983) 14-22.

3¢ Es’kia Mphahlele comments on his experience inUhited States itExiles and Homecomings: a Biography
of Es’kia Mphahlele, Manganyi (Johannesburg: RaResss, 1983) 284.
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Taking Duke Ellington’s music and gospel, spirituand jazz as examples, Mutloatse
proclaims that music is a healing force among Bl&okith Africans. Improvisation plays a

very important part in the process: “Improvisingsiauis like being a samurai warrior, one
of whom said: ‘Under the sword lifted high therehisll. But go through with it gearlessly

and you will find bliss.” It's just like improvisain, despite all their music knowledge.”

Mutloatse maintains that taking risks in front af audience is just a means of self-
discovery, and music is a healing force becaussithes the heart of human beiffgs.

If African American music is the expression of tAdrican American experience,
possessing the same social function as art playécditional African societies, the songs
and music integrated in the plays of the Black Tigellovement in South Africa reinforced
this function as well. Referring to the performamfeSurvival by Workshop ‘71—group
who had devised this play in workshop, Michael Bttve comments on the songs they used:
“The songs [made] a comment on the actions of Hegacters and they [summed] up the
mood at a particular moment. They [had] the effefctlistancing the audience from the
action while drawing them into the mood of emotiofishe play.*" Etherton’s observation
reflects on the African function of song that hamained in contemporary Black South
African theatre; but Western theatre as well heeyased its influence—as it did on the
Black Theatre Movement in the United States. Brediic theatre and itdistancing effect
was an integral part of most plays by Black SoufticAns. This combination of African
and Western elements, applied to the Black Soutticaf experience, emphasizes the
uniqueness of the theatre of that time.

Nevertheless, the combination of African and Westdements raises the controversial
and essential issue of language in Africa, and nspecifically in South Africa. In the
United States, African Americans have developed then language: Black English; and,
although Mphabhlele affirms the existence of an @fri English language in South Afrita,
the problem of language extends far beyond this fHee question is whether to use an
African or a European language. Workshop ‘71 wasbably the first theatre group that,
using English as the unifying language, venturedntegrate African languages such as
Zulu, Xhosa and Sotho with Afrikaans in their warkshe issue of language is another
aspect that differentiates Black South Africangenence from that of African Americans.
In this line, Nkosi proclaims that the relationsligtween “language and national cultures
cannot be too strongly emphasised. Like other meppdlack Africans possess a rich and
living heritage in philosophy, ethics, religion aadtistic creation, the deepest roots of
which are embedded in the rich soil of African laages.” He adds that this effort to
repossess tradition would mean “not only the opgwoihthe syntax rigid frame, disclosing
metaphysics from proverb and poetry,. [but also] extracting social philosophy and habits
of moral thought from the rhythms, imagery, repetisness, sometimes from the very

“OMmutloatse,op. cit, 63.
“IEtherton op. cit, 312.

42 Es’kia Mphahlele comments on the issue of languagewards African Literary Independence: A Dialogue
with Contemporary African Writer&juru (Westport (Connecticut) and London: GreeoavBress, 1980) 46.
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circumlocution of native African speect.Teshome Gabriel also observes the richness of
rhythm, imagery, philosophical thought that is coisgd in African language.

Gabriel considers the imposition of an Africandaage to be a political act. He declares
the necessity of maintaining African languagesfifida is to achieve a real independence.
Gabriel does not agree with the argument whichrraffi that Africans would isolate
themselves if they were to use African languagdschvhe considers a myopic political
argument. Concerned with the present situationfiic&n academics, he has claimed that
“when Africa is studied in the African universitigg\fricans] study much more of the past
than [they] do the present. That also convincesi¢Ahs] of the richness of [African]
languages.” There is a need for Africans to fingirtiphilosophy and genius which permeate
African language¥.

In contrast, Mphahlele believes the use of fordignguages that are international offers
a wider publicity to African culture and the writaddresses a wider audience. He argues
why, considering the specific situation in Southriéd, he considers the English language
should be continued to use:

I would continue to use the English language bez#lsre are two things which | consider: firstttha
if you are writing about your people’s experien@sl you are writing primarily and initially in
response to oppression, you are going to be talbwyt ideas that operate in English which do not
necessarily interpret the same abstraction in aitaf language. What | mean is that when you first
come in contact with the wordsberty or Freedomor Oppression these are abstract things that we
would never have spoken about in an African Langualgey come to us in English, so they have
English connotations and they come heavily loaditd a/culture and thought that come together with

that languagé.

Mphahlele underscores that when Africans use thether tongue they infuse a feeling that
goes with that language; and, when they write igligh, they fall in the trap “of infusing a
feeling that will not be typical of the languag@dg&en by Africans] but rather a feeling that
comes with the English languagé.Black South Africans have integrated African and
European languages into a new expression, maybe\fiiman Englishthat Mphahlele
refers to. Mphahlele, though, established the neldsing both African and English
languages in the situation given in South Africaspite of the integration of English with
African languages, the songs appearing in Blaclattkewere performed in African
languages, rarely in English.

Black South African theatre might have solved ¢batroversial problem of whether to
use a European or an African language through heatiical expressions that move and
accentuate gesture, movement, music and song.igthe language that Manaka believed
to cross all barriers and become internationallg amiversally understood. This new
language has been the expression and liberatingpfddlack South African theatre in its
attempt to achieve self-affirmation and bring céomssness to the people.

43Lewis Nkosi,Tasks and Masks: Themes and Styles of Africanatitex (Harlow, Essex: Longman, 1981) 3.

44 Teshome GabrielThird Cinema in the Third World: The Aestheticd iferation (Ann Arbor, Michigan: UMI
Research Press, 1982) 114.

“SEs’kia Mphahlele comments on the use of Europeaguages in Africa, ilBlack Writers, White Audiences: A
Critical Approach to African LiteratureEgejuru (Hicksville, New York: Exposition Pred§78) 93.

8 Ibid., 94.
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The Theatre of the Dispossessed: Matsemela Mar%E@’eli, the City of Gold

From five in the morning,
My lean body is crushed against the jostling crowd,
For pittance, | make my way among the passengers,
Swaying coaches make my heart to jerk in fear,
That | may not my little ones see any more
Yet for food and rent | must work.
“A Worker's Lament”

| am alienated from a country
| built for three hundred years
Roads, bridges, mines, factories
These calloused hands built
I'm now estranged in an undeveloped area
‘Be explicit!
“Estranged”

Now an artificial line
Demands a passport
Each time | stretch
Across the line
When visiting my neighbour.
“Demarcation Line”

I look forward for a day
When | shall move freely
Seeing the beauty of Mother Africa
Then | will bid farewell.
“Lament”

Modikwe Dikobé®

If Amiri Baraka referred to his theatre as a theatf victims, Mtsemela Manaka
denominated his, theatre of the dispossessed. Mantdeatre shows an evolution from his
first play, Egoli, to his last ones, such &oree Like Maishe Maponya, Manaka enlarged
his vision, moving from Black Consciousness to dincAn and Third World consciousness.
Furthermore, irGoreg instead of two male actors, the play is compaseadusively by two
female characters—a violinist and a dancer. Thefemmle characters break a long run of
plays where only male actors had been filling tlage, enacting female roles when required
by the script. In his theatrical evolution, Manaltaays kept faithful to the principle that an
artist must be committed to his art and his peogdehe himself had established: “Our art
should therefore serve the social, educationagioeis, political and economic needs of our

4"Matsemela Manaka, 1956-1998. Manaka died in aazdent at the age of 42. This essay is my litdmhge
to him for his short but committed life to his artd community, which has been of great inspiratioother
artists and critics like me. Thanks.

“Modikwe Dikobe Dispossessefllohannesburg: Ravan Press, 1983) 40, 63, 65, I16.
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people. An artist has a social responsibilifyAnd, as an artist, Manaka’s goal was to
reconstruct his people’s history by disrupting éalmyths, and to promote brotherhood
among Black South Africans, as well as among Blaeéple in the African continent and
other parts of the world. In Manaka’'s opinion, &f&h Americans aralispossessed
Africans Consequently, irGoree he shows his awareness about slavery not onlyen t
United States but also in Africa, stating that slsmvas never abolished. He presents some
of the consequences brought by slavery, such asa@m of families, orphan children and
wo/men losing their wo/manhood because of theltieriape perpetrated upon the African
continent. InGoree the drum becomes the symbol that unites Africem& spiritual
celebration of their culture and history, a callthe oneness of Africans and Third World
people to join efforts in the same liberation stjleg’

As one of the writers of the Black Consciousnessegation, Manaka cultivated his art
upon the ground of Black experience. Kelwyn Solsertes that Manaka and Maponya had
“continually stressed the need to perform at venaesessible to ordinary township
residents and have even performed and improvise@g@dings and funerals.[They have
attempted] to alleviate language problems by usingixture of English, Afrikaans, Zulu
and Sotho.™ This combination of languages is present in MaisakEgoli. Both Manaka
and Maponya’'s work attempted to be a manifestatibisocial commitment and art, as
inseparable elements.

Manaka was unyielding in his demand for an absobariousness and commitment by
both artists and critics. In an article publishaddrum, Manaka expresses his indignation
against German critics who raved about bad prodostifrom South Africa, without
hesitating “to label a mediocre play as a mastegieHe asserted that this type of attitude
is patronizing, superficial and unhelpful to Sodtflican artists. Manaka had proclaimed
the need of more critical approaches and attitadereative work’ He demanded an
absolute seriousness and commitment by both awdists critics. His assertiveness and
rejection of patronizing attitudes towards art dasimtes his plays do not attempt to be
simply protest statements against the oppressitiered by Black South Africans. Art and
social commitment need to walk hand in hand under guidance of the artist. He
repudiated art that used Black South Africans’ d¢timal to obtain success and become
commercial Egoli is Manaka’s most evident manifestation of his @mt@n art and artist's
responsibility.

During my stay in Johannesburg in 1989, | leahdt Egoli was banned. The play was
actually banned the same year it had been publishet980. This fact did never stop
Manaka from continuing to be committed to his &disnission in theatre. Most of the
artists | interviewed at that time asserted theagmportance theatre had played in their
lives. They did not only expose the Black expergetaan audience to make them aware of
their situations, but their work as actors, writargl directors had equally raised awareness

“*Matsemela Manak&choes of African Arop. cit, 18.

0 Matsemela ManakaGoree unpublished script, 1989. In 1998preewas published as part of an anthology of
plays by Manaka, published by Harwood Academicf(fPeiing Arts), London.

51 Kelwyn Sole, “Oral Performance and Social StruggleContemporary Black South African Literature,” in
TriQuarterly 69 (Spring/Summer 1987): 26l.

52 Manaka’s statement is quoted by Sole, cit, 270.
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in themselves. Sipiwe Khumalo, initially a membérvdorkshop ‘71 and subsequently a
member of Junction Avenue Theatre, recalled tharemess came suddenly: “I became
aware of myself . . . and could stand face to facenybody, regardless of color and race.”
Khumalo realized how theatre breaks the ice anke$away the feafIn the same line,

actor John Kani claimed that theatre helps audiamcetheatre artists to “find themselves,

their voices [by] talking about [their] feeling?Similarly, John Ledwaba, who intially
worked with Manaka, helped devise and acted&Egoli, and who has continued writing
plays on his own, affirmed that theatre had helpiedexpress his anger and frustration.

Manaka’'sEgoli is one of the plays that most intensely convep®waerful mastery of
theatrical language to illustrate the condition$fesad by Black South Africans. In his
attempt to reach a Black audience, as observed iBuWlins’ work, Manaka depicts how
Black South Africans were enslaving and destroyimgmselves and their own community
by exercising irresponsible deeds; i.e., excesdiking, rape of their own women and
lack of consciousness about their history, tradgiand present situation in South Africa.
He was aware that the deficiency in education undeich apartheid kept the Black
community induced to preserve consciousness leth&gnsequently, his theatre became
an attempt to bring some light to Black South Adris, compelling them to question and
change their destiny.

It is interesting to notice Manaka's deep concand awareness about Black South
African women'’s issues, almost totally absent ia Works by the African American men
playwrights of the Movement—Iightly touched by Bod. In his plays, Manak handles
issues raised by African American women playwrighish as Sonia Sanchez and Ntozake
Shange and almost with the same feverish anger. Gfwbese issues are rape and men’s
irresponsibility and unfaithfulness to their wivasus, inEgoli (interpreted solely by two
Black actors) John accuses Hamilton: “You raped kilidd a poor woman. One of our
black mothers® Here, rape can be equally interpreted as the maffieted on mother
Africa by her own children, symbolized by Africanfgirgetting about her traditions and
history and adopting Western culture instead. Hamjl though, unfolds John’'s
contradictions. John accuses Hamilton of his criwiggereas he spends his money on other
women while his wife can barely manage to raiser thhildren. In contrast, we see
Hamilton’s growing consciousness. He feels différesw, whenever he is with a woman:

HAMILTON
... | think of the woman | raped. Of the monewttfiyou] should send home. Your wife. Your
children. But most of all | think of the women I"kdled. (Egoli, 7)

Hamilton is also aware of John’s excessive drinking incriminates him:

HAMILTON

3Interview with Sipiwe Khumalo, Johannesburg, Octdbag.
54Interview with John Kani, Cape Town, 1989.
SInterview with John Ledwaba, Johannesburg, 1989.

%6 Matsemela ManakeEgoli, the City of GoldJohannesburg: A Soyikwa-Ravan Publication, rtdThis play
was acted and deveopled by John Moalusi LedwabaHamdilton Mahonga Silwane. Subsequent references to
this text will be indicated byEgoli, page number).
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I would not escape from prison to imprison mysalfanother poison like liquor. | pity the poor
woman who gave birth to Oupa. Nobody must blameoliqEgoli, 25)

In his effort to establish communication with hismamunity, Manaka was stating that if
they wanted to build a new nation, they must stapiig each other and their women,
without forgetting their responsibility in the armoliquor. They needed to unite: “There is
no brotherly love, that is what is wrong with [Soufrica],” says JohnEgoli, 9); and this
can only be achieved by helping each other andaking anger out where it belongs
instead of turning it against their community, theomen and themselves.

Freedom—an essential issue throughout the plapslzed by the chain that ties John
and Hamilton and that is broken by helping eaclemsthwill not come if people do not fight
for it. After he manages to break the chain aralwtth’s neck, Hamilton tells John:

HAMILTON

... Now that you are free, do not wait for lieeltappen to you but make it happen your wiga(i,
20)

Manaka was not simply making a statement but cplitack people to take an action
needed in order to bring change to their lives thedt future. Egoli, which is Johannesburg
(or Jo’burg as most people call it there) becomaymbol of thevalley of deathwhere
“life [was] floating like a champagne cork in thatb of blood,” as stated by Hamilton; and
John exclaims:

JOHN
... Jo’burg is the place where our people have Iastrese of respect for their own culture. They
all forget about their traditionsggoli, 19)

Egoli is also a symbol for the imprisonment, nigates and a hungry earth that is
swallowing everybody—not only Blacks: “Infants tedhinto gold and diamonds in the
presence of their parentsEdoli, 28) are not the only victims. Whites are alsdiris of
their own trap, as Hamilton implies in his statemen

HAMILTON
But there is something very good about this edrttioes not discriminate. It swallows every colour
that lives. It swallows every race. There is nasiacabout it. Egoli, 27)

Like in the medieval theme of the Dance of Dea#fgtt/the earth takes everybody without
favoritism, without establishing any differencd:ae equal to its call.

Egoli, in lan Steadman’s words, “is a unigue metaphoManaka'’s vision of the social
and economic ‘dispossession’ of the Black migrawrker.” He claims that Manaka's
particular focus in the play “was to present inrmdatic terms the image of two black
workers bound in common oppression, and to dengy#tié relations between gold and
migrant labour.” The playwright was aware of the need that workeis to get united and
defend their rights in order to stop the abuse fatal accidents that kept occurring in the
mines (i.e., men get crippleddgoli, 12); explosions for which they do not have any ea

57 Jan Steadman, “Drama and Social Consciousness: &émBlack Theatre on the Witwatersrand until (984
Ph. D. Thesis, University of the Witwatersrand,alutesburg, 1985, 369-370, 362-363.
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protection occur continuoushEg@oli, 22); or young people, such as John’s son, diegbei
still a teenagerEgoli, 26-27).

Manaka was inflexible in his conviction that evergrson needs to be involved in the
political struggle. He presents John as the exarmple worker who is not aware of his
exploitation and does not like the people of Ibarlskkcause they “don’'t even drink. What
they know, it's mine politics,” to what Hamiltongigonds: “That's my taste.’EQoli, 25).
Manaka was aware of the impact theatre might haveenple, as Kani himself asserts
referring to the 1970s: “Theatre was the best vetmget to the poeple . . to teach,
concientize them . . Theatre could substitute the meeting they couldhotd [they would
be immediately arrested if they triedf.Manaka’s writing, though presenting the issue of
oppression, is symbolic and subtle rather than strig®ive and direct protest. The few
critics who have commented on this play have agtieatits main emphasis lies on symbol
and action. Shava adds absurdity and satire astwe elements which ensure the power of
Manaka’s artistic skill§:

Like Adrienne Kennedy and Ntozake Shange’s pl&lanaka’sEgoli is a plotless piece
which disregards realistic dialogue. Its episodid amprovisational style reminds Coplan
of Workshop ‘71 work, in which dream sequencesshtemck and “other non-naturalistic
techniques . . [were used] to break the physical barriers betwasors and audienc&.”
Similarly, Grotowski's concept of theatre is useg Manaka to bring up elements that
belong to the African traditional theatre. John Wwaba, one of the two actors who
performedEgoli, pointed out two great influences that contributedhe development of
the play. On the one hand, they were inspired lgaFdis style and helped by John Kani (in
Egoli, like in Fugard’s, Kani's and Ntshonal$e Island the actors’ real names were kept
for their characters). On the other hand, they sstbfsrotowski’'s emphasis on opening up
the theatre. According to Ledwaba, Grotowski hasdgreat influence in all South African
theatre, mainly because of the specific circumstari®lack South Africans lived in—they
were not supported by the government financiallgl, amonsequently, everything that was
done depended much on improvisation and workshag.%o

In Manaka’s personal case, Grotowski's concepheétre helped him develop his own
technique that emphasized the traditional elemeffit#frican theatre.Egoli is to be
performed on an almost bare and open stage, arsirch not more than two hundred
people should be seatelgoli, 2). The set creates an intimate and close reksttip
between audience and actors. Furthermore, theafléfee circle symbolizes togetherness,
something that is underscored throughout the pmdace. AdditionallyEgoli could not be
done without a great mastery of acting skills. @estsounds made by the actors and the
miming of different situations are fundamentalhie performance of the piece. An example
of the tremendous physical effort required fromdlators is John’s and Hamilton’s miming
their work in the mine:

%8 Interview with John Kani, Cape Town, 1989.

%% Piniel A. ShavaA People’s Voicgop. cit, 157.

%0 David B. Coplan)n Township Tonightlop. cit, 221.
%1 Interview with John Ledwaba.

158



... The mine sequence is mimed with sound effects mathe men. They make the drilling, noises
and work in harmony. Each pulls the drill out. Ksckis spade into his hand using the back of the
spade as a lever, clears the hole for the dynastittk. The placing of the stick by the blaster is
assumed, as the miners would do tfizgoli, 22).

Another example where a tremendous mastery is nedjfiiom the actor occurs almost by
the end of the play. Referring to John, who isiggttirunk, the stage direction specifies:

He turns on the music he really likes on his grithaQanga. He dances to it drinking all the time.
He sings and burps. He spills some beer down hie bhest and scoops it off his chest into his
mouth. He then becomes quite ill. Staggers forvaard finally vomits on the stage floor. He then
collapses into his vom(Egoli, 25).

In these examples, rhythm emerges from the conibmaf the actors’ performing sounds,
movement and singing, while the shovels keep bgdltie bare stage when they work in the
mine.

It is the accumulation of stage images, soundhtifig, a few props transforming into
different objects, dancing, singing and symbolisamweyed by all these elements that
creates a new language to transmit Manaka’s palliiod social purpose. A clear example
is the chain, which becomes a focal and pivotallsy}mThere is no chain shown at the
beginning of the play, for we see John and Hamiltora hostel compound room. The
suggestion is that even though they have escapsohpthey are still prisoners of another
reality. Egoli is the prison and they can stilllféee chain. In a flashback, we see Hamilton
and John united by a long chain that is around tiexks while they are sleeping. This flash
back seems to stress that they are not free yahéyr still dream about the chain already
broken after they escaped from prison. Moreovegy tivake up with the chain image in
their minds. The breaking of the chain by helpiagteother is the most forceful and intense
moment of the performance. This physical action momicates the need of brotherhood to
gain their liberation and create their Black natias is stated in one of the songs interpreted
by the actorsKgoli, 21).

Manaka manages to intertwine multiple meaningsaich object or prop utilized by the
actors to match their dialogues, songs and referéoctheir African past; i.e., African
resistance to settlers and oral tradition. All thelements are enclosed within a circle upon
the bare space occupied by the actors and thermedi@he audience remains at the same
ground level with the actors, something emphasibgdManaka in one of the stage
directions: f1t is best to avoid raising the stage and to wdrkight off the floot (Egoli,

2). To act and watch at the same level impliesombf togetherness and closeness but also
the equal role played by the actors and the audjere, stage performance and liberation
struggle. The songs integrated in the play uswaipment on Black South African’s living
conditions and/or transform into a cry for freeddvtusic, song and dance are part of their
own lives. Music helps them in their struggle fangval as a healer and the necessary
support to continue towards their liberation gdddus, during the scene in which John and
Hamilton help each other break their chain, Johepkesinging and hesticceeds in freeing
Hammy’s end of the chain while the song is in pes§r(Egoli, 21). Songs help alleviate
the hardships of work while providing support atrérsgth to accomplish their goals..

Lawrence W. Levine has examined the work songd tigeAfrican Americans which
conveyed their feelings toward their White emplayefhey created these songs out of
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improvisation and, thus, becoming a personal espyasof a shared experience. Levine
adds that the songs created by workers—from the tfrslavery until well advanced the
twentieth century—were accompanied by the rhythenwlorkers would create while using
hammers, hoes, spades, and so forth. In his opirien songs would not change the
workers’ conditions, but they did help survive “fgo conditions both physically and
psychically.® Levine’s observation truly relates to Black SouAfrican workers, as
presented in most of the plays in which song ugustcompanies the workers’ hard task,
where work tools rhythmically accompany their sitgi and out of the combination of
music and rhythm comes their dance.

Other times, music may express a different qualligus, in Manaka’sChildren of
Asazj a saxophone is heard throughout the play, presetite human quality of a cry (in
the manner Charlie Parker's saxophone is useddéttican American playwright Aishah
Rhaman inUnfinished Womernuxtaposed with a baby’s cry). I@hildren of Asazithe
saxophone is in the hands of a street musician plags the blues, township style; and

through his music the battle cries can be hearthén backgroungﬁ In Egoli, Manaka
manages to highlight the importance of Africarcestral songgEgoli, 3), which needed to
be transmitted as part of their African history.isTjuxtaposition of past and present was
Manaka's statement to assert they would be abler¢ate a new future once they have
learnt about their African history and traditiodsknowledge of their past can help disrupt
their present blindness. Moreover, Black South odfnis must abandon their present
dispossession and enrich their spirits by recapguttie wealth that comprises their African
history —in their languages, social values and wealition.

In conclusionEgoli is a compound of different elements that funcsgmbolically in
the conveyance of multiple meanings geared towtHrdssame goal: The need for Black
people to create a strong bond in their effortdhieve freedomEgoli is the ground that
contains references to an African past and pregpon which the audience needs to
activate mechanisms and alternatives to consthadt future destiny. In the play, Manaka
presented all the means Africans possessed witlmdelves to bring change into their
present condition of misery, oppression and disggxen. It was the audience/community
who was the protagonist and, as such, had theviioed and action.

The Redemption of Tragedy: Maishe Maponyaangsters

in the sun
they are going to execute a man
with his hands tied behind his back

in the sun
a man jumped out of the window in heaven
with his hands tied behind his back

in the sun

52 | awrence W. LevineBlack Culture and Black Consciousness: Afro-AmeriEalk Thought From Slavery to
Freedom(Oxford, London and New York: Oxford Universityd3s, 1978) 205, 207-208, 213.

%n the manner explosions and a baby'’s cry are simebusly heard at the end of Barakéte Slave
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a naked man hanged himself in paradise
with his hands tied behind his back

in the sun
they have killed a man
with his hands tied behind his back
Essop Paté

O! Carry me on the wings of the times
to the site of a modern day burial

| want to sing

| want to dance

| want to celebrate
Heroes of the day

Let me say it humbly
For there is sadness in all this
There’s hope in this dying
Sipho Sepamfa

The assassination of Malcolm X and Martin Luthénd<and the various riot uprisings
in 1968 in the U.S.—like the one occurred in Wattes Angeles—exerted an indelible
impact on African Americans. The blood shed by ¢heleaths infuriated the African
American community, and their artists took thateramd the spirit of their dead into their
artistic work. Similarly, the 1976 Soweto uprisings South Africa—in which so many
students were killed by the police forces—and StepBiko’s death in 1977, were pivotal
events, as already examined. Theatre became thesmeaonvey the message of Black
consciousness to the Black South African commuriibe new plays were infused with the
rage and frustration originated by the innocenttlte®f so many young people. Maishe
Maponya belongs to this generation. His pagnstersis the testimony of his anger and
condemnation of Biko’s murder while he was in cdgt¢those who killed Biko were not
brought to triaf).

Although Maponya and Manaka belong to the samergéion and share the same goals
as committed artists, Leo Seligsohn asserts tiseaedistance between Manaka’s “Soyikwa
Institute and Maponya’s more extremist BahumutsarBa group—the political theatre
groups from which they spring.” He also observespMwga is more interested in facts,

whereas Manaka, who equally deals with facts, issmeetaphorical and Iyricg.Referring
to Gansters Maponya states that his playtigatre on the fistlike the poetry written by
Rasechaba (the poet charactergangstersabout which Major Whitebeard observes:

WHITEBEARD

84Essop Patel, “Fragment 7,” Fragments in the Su@ohannesburg: Afrika Cultural Centre, 1985) I0.

% Sipho Sepamla, “Heroes of the Day,”Rrom Gore’ to Sowet@Johannesburg: Skotaville, 1988) 21.

%Dpuma Ndlovu, ed Woza Afrika!: An Anthology of South African Plgiew York: George Braziller, 1986) 57.
7Leo Seligsohn, “Enriching Combination of ProtestyB|” inNewsday(September 1986) 15.
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We feel your poetry is inflammatory. . you stand in front of a hall full of people anduje just
recited one of your poems and the people starastrg and waving their fists in the &ir.

Maponya’s theatre shows step by step how crueipds\and stupid the oppressor was, for
he did not leave much to the imagination. Althoumith Manaka and Maponya always
documented their audiences, Maponya's plays emphatd a greater degree the
informative function—in a Brechtian styie.

Maponya’s plays such &&rty Work andGangstersnclude White characters and, in the
latter one, he confronts both to show the absurdityhe apartheid system. Maponya’s
anger expressed in his confronting the forces ef dippressor and the oppressed is
reminiscent of Amiri Baraka’'s presentation of ratighe opposing forces of Blacks and
Whites. Manaka, however, more on the line of EdliBsil moves directly into the Black
South African community and speaks from it, assgrthe existence of another culture
which needs to be maintained and whose history bmistéconstructed through togetherness
and brotherhood in order to overcome the evils pdrtheid. In Manaka’s plays, like in
Bullins, Whites are outsiders; whereas in those Mgponya, there is a more direct
presentation of White oppression upon Blacks, deiheeded that straightforwardness to
bring out his angeiGangsterss direct and aggressive, whereas Manakajsli rather lies
upon symbols, metaphors, and stage imagery.

As previously stated, there was no Theatre Moveérassuch and Maponya understood
the need for playwrights, actors, critics and pamfa “to reorganise themselves as a
group,” and stop pointing fingefs.In most of his plays, political consciousness and
education become fundamental issues. He believadftheople could not read they could
not grow a political consciousness about theirasitun either. His writings, then, were an
attempt to be not dogmatic but didacticMaponya’s plays were an attempt to fill the
political vacuum that existed in township theatre wished to show that theatre could
depict the South African situation—the conflictvadrid supremacy and repossession of the
land, of the ruler and the ruled—by using tradiéibforms and styles. Consequently, he
managed to create a political theatre than couldilme and bring awareness to the
people”

Like Manaka, Maponya considers the artist’'s resjimlity and commitment to his
community are fundamental, and believes the amBsids to seek self-definition in her/his
art rather than just looking for publicity and rgodion. Although his work focused on the
specific issue of transmitting the principle of 8aconsciousness to his community, he
later enlarged his vision in striving to attain Afican identity that should include all the
African countries. Consequently, the key word ia kitter works would be Africanisf.
Maponya had realized the Africans’ exposure to \&estultures and forms and noticed

% Maishe MaponyaGangstersn Woza Africal op. cit, 63. Subsequent references to this text willraticated
by (Gangsterspage number).

&9 pid.

" Matsemela Manaka in “Theatre Workshops at YMCA, Hijot Makhaya, inSowetar(February 1, 1988) 10.
nterview with Maishe Maponya, Johannesburg, OatdB&9.

2 pid.

3 1pid.

162



that both were combined in South Africa. The artigeded to use these forms in
establishing her/his new identity as Maponya hifnéld done by acknowledging the
impact Brecht's work had operated on his develograsnan artist. One of his playshe
Valley of the Blindwritten in collaboration with Amami Derrick Blaakod, takes place in
a valley of the Andes, in Latin America. Like iné&ht's plays of epic theatre, Maponya
examines the politics of colonialism existing inrid& by transposing the situation to Latin
America and the Spanish colonization. He juxtapddesan and American Indian music
from the Incas to convey the message of union awthérhood that must be created
between Africans and Indians, among peoples offthied World in their struggle against
colonialism and imperialism.

On the other hand and as Manaka had done, Mapuayaqually aware of the need to
recuperate African people’s traditions. Therefdnes plays are a combination of oral
tradition and poetry while addressing the issue nadintaining African languages.
Maponya’s Busang Meropa(Bring back the Drums(1986) is his assessment on the
important role music has played in the African iiad. He has been one of the few
playwrights who has not used much music in his warkl the end of the 19808usang
Meropa though, is the statement of his new awarenessremhis poetry, music and dance
are combined with political issues—without thestielabeinga waving flag Maponya
came to find in music and dance another venue gfrathich he could express anger, in the
manner of African tradition$

Gangsters written beforeBusang Meropadoes not express Maponya'’s discovery and
awareness about music yet. The play is focusedsoown experience as a poet, writer and
as an activist who had been in detention. He ubatl éxperience to dramatize Biko’s
imprisonment and subsequent torture and murdeevstill in prison.” Maponya focuses on
the brutality and, simultaneously, the absurditythe apartheid system in South Afriéa.
The play is a presentation not only of the Whitégeoprocedures, but also a confrontation
of “the problem of Blacks’ commitment to change tine face of uncompromising
government policy that [sought]to maintain the wstauo.” Although the play was not
banned, a restriction order served on Maponya iguati1984 prevented him from showing
this play in the township cinemas and halls—onlyaimble spaces for theatre
performance$. The censors considered the playdesirable Steadman points out, for
obvious reasons.

Gangsterdss to be performed in two different acting are@se of the areas is used for
the Security cell and the other one representowarsettings. In addition, a blue light is
used in different moments when the poet recitepbétry, while the other actors freeze in a

" bid.
5 bid.

8 Absurdity reflected as well in his playkain which one of the character is arrested for hga poltical dream:
he dreamt they were already in Lybia in a trairiaghp. Maishe Maponya, Jika. Unpublished scriptdpoed in
1986).

" peter LarlhamBlack Theatre, Dance and Ritual in South Afr{@an Arbor, Michigan: UMI Research Press,
1982) 90.

8 1bid., 91.
" lan Steadman, “Drama and Social Consciousnegs’cit, 497.
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blackout. A red crucifix is on a platform locatedthe cell, and it is of a person’s size. In
the very first scene, we see a man—the poet Rasaclizad on the cross—dressed in
black, with a black hood. The biblical image of ttmss and Christ's blood is used by
Maponya also inThe Hungry Earthin which one of the characters states: “But olacB
blood will flow to water the tree of freedorff. Thus, as Christ's blood redeemed men, the
heroes’ blood, like that of Biko, will be the Blacouth African banner used for their
liberation. As previously observed in African Anwm plays, blood conveys always a
double meaning: death and life. The blood shed rfmodent people, such as Soweto
children and Biko, enraged the masses and pokem th@ a spear giving them the
necessary energy to continue the struggle alreadyrenced by the ones who died in the
same effort. Their blood, then, had not been she@in. Their blood had been like water to
the fields housed in their souls and spirits.

Steadman deems Maponya’s work in line with thecBtian aesthetic in that he “does
not concern himself with the moral or psychologicaimplexities of individual characters,
but concerns himself rather with themes which affee black working class in gener&l.”
Furthermore, Coplan recalls that Maponya’s use m@cBtian technique of destroying the
“illusionary frame of drama and jolt the audieno®icritical appraisal of the action,” had
been pioneered by Workshop ‘71 in South Afffci.the playwright applies the Brechtian
use of elements such as songs, and actors enalitiagent characters or talking to the
audience in some of his works, two main technigaees used inGangstersto obtain a
distancing effect on the audience: flashback anetrge-the poet’s recitation of his own
poems under a blue light. The use of flashback cm@p a double function as well. On the
one hand, the flashback brings the audience badkath from present to past and vice
versa, interrupting a linear action which does leatve room for the audience’s empathy
with the characters. On the other hand, the flaghb@onveys another goal: that of
displaying a present that is the result of a st needs to be understood and reconstructed
in order to create a new future. Thus, Maponyanaticontent and form to express the need
for Black South Africans to be acquainted with axdmine their history.

In addition, the use of flashback provides thenptight the opportunity to create a play
of circular structure beginning and ending with puaet dressed in black clothes and hood
hanging from a red cross. Like in the case of A&fnicAmerican playwrights, the circular
structure suggests a ritualistic effect that setuedisplay a repetitious quality within which
the need for change is implied. Change is in thidiegnge’s hands to be carried out through
their actions. Yet, change is also suggested irdthéble connotation of the red cross that
appears at the beginning and the red cross thaaappt the end. The man who is hanging
from the red cross at the beginning suggests t& @d the blood that has been shed by so
many victims, dead under a coercive and oppressistem; whereas the red cross and the
man hanging from it at the end also might conveg itiflamatory meaning which
Rasechaba’s poems exercise on people. At the kadet color symbolizes the blood of
the tree of life, the blood shed by martyrs of #épeid who had engendered consciousness

8Maishe MaponyaThe Hungry Earthin South African Theatre: Four Plays and an IntrodanfiHauptfleisch
and Steadman, eds. (Pretoria: HAUM Educational iBlubis, 1987) 155.

8lSteadmangp. cit, 497.
82Coplan,op. cit, 222.
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in new generations. Maponya’s distancing elements presented to provoke this
consciousness in the audience and ask them tateithanges in their lives.

The recitation of the poet's poems under a blghktlis another powerful element that
disrupts the continuous action of the play. Radealsapoetry, observes Police Officer
Major Whitebear, has caused many people to feey aegry and violent, to which
Rasechaba responds:

RASECHABA
But you talk about violence! | think it's your fraof mind. It is guilt Gangsters65).

The poems are used to address the audience dirddyponya’s didactic method to raise
consciousness through images, metaphors and symiblmdse poetic pieces reminds the
audience of their situation in the ghettoes:

RASECHABA

Look deep into the ghetto

And see into the ghetto

And see the modernized graves

Manacled with chains

So as not to resist . Look the ghetto over

You will see smog hover

And dust choking the lifeless living dea@dgngsters72).

The poems also comment on the lack of educatiosh e need to break the
government’s strategy dfivide and rule

RASECHABA

... Others are under greed

Unread, underpaid

And deprived of the rights to quench
Their education thirst.

Pity they too are caught in the web.
The motto reads thus!

Divide and rule

A new dispensation

Is the name of the gam&d#ngsters73).

Or they express the poet’s feelings about thewtiéch is within the ones who love and are
proud of their Blackness:

RASECHABA

Death is when your mouth can utter no cry.

.. .Death is when you stop to be you!

And above all,

... Death, is when you start to hate to be blaGdr{gsters69).

Lastly, the poems become a way to defend onsell, away of expression and self-
assertion under a system that is eroding peoplgtitgd and humanity. When Whitebeard
asks Rasechaba why he does not write about otheystivhich do not make people feel
angry and violent, Rasechaba answers:
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RASECHABA

... The manner in which | write my poetry is abd by the situation and inspiration at a giveretim
.. . If the spirit of the nation moves within [the phéte will write about the nation. . If | don't feel
anything, | don’t write anythingdangsters64).

Moreover, like humor, poetry becomes the liberatiogce through which the poet
denounces his oppression.

Condemnation, however, is not only expressed tiiradhe poems. The playwright uses
direct confrontations between the characters. Tiamgle formed by Major Whitebeard
(White Police Officer), Jonathan (Black SecuritjiB@aman) and Rasechaba (Black poet) is
symbolic of the situation created by apartheids Ihot only the oppression suffered under
White rule—Major Whitebeard; it is also the problevithin the Black community, Black
South Africans defending the same system who oppsethem (like Jonathan) and who are
called sell-outs. Rasechaba, the poet, becomesiitidie point who acts as a mediator to
present the whole picture of the situation in SoAfrica and becomes the victim of
oppression.

Maponya’s attempt to raise consciousness amon@ldnek community does not only
contemplate a Black/White dialectics, but a Blad&dR dialectics too. Thus, Jonathan is
portrayed as a traitor to his own people, symbadjizMaponya’s warning of what Black
South Africans may continue to do to their own camity without realizing the damage
they are causing themselves. The playwright isngathat everyone needs to be involved
and committed to the same struggle for freedomthate are no excuses such as the one
given by Jonathan to Rasechaba:

JONATHAN
Remember Rasechaba that I'm doing a job like ahgrgberson who wakes up in the morning to go
to town for a white man. On Friday when that pergets his salary, | also get my salary

RASECHABA
. .. the difference is that your salary is diityis enveloped with the blood of your own brothers
You're a sell-oout. . .,, a blood-sucker. . who has no conscience,. . who is dead inside

(Gangsters68-69).

Jonathan’s character, like John Hgoli, conveys the contradiction the apartheid system
conveys:

JONATHAN
I'm also convinced that we must stand aloof froritjps. We are servants of God, and God does not
wish for us to enter the political areraangsters69)

On the one hand, Jonathan represents the selfidestr perpetrated by a regime which
brutalizes him, so that he can be manipulated diided for its own benefit. Moreover,

Jonathan represents the Black South Africans wive been brainwashed by the regime
and who blindly obey its rules because they havehad access to any type of education
and political consciousness. And, on the other h#dtebeard embodies the contradiction
of a system that believes in a Christian God wheedds own son—Christ—to redeem men
but kills innocent people in the name of the samml-Glike Pilates did with Christ.
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Jonathan, with a Christian rather than an Africame, is a Judas who sells his own people
to another Pilates—Whitebeard. Jonathan conves), th triple contradiction for he is
performing Whitebeard’s contradiction not againstiids, but against his own people; i.e.,
against himself.

By using biblical mythology, Maponya discloses tfiaudulence of the system of
apartheid. Thus, people can understand the needntove the veil (symbolized by the
black clothes and hood that covers the wounds patpd on Rasechaba’s body through
torture) which has concealed the complete imageonbt of religion but also of African
history. The playwright is revealing those wounds that people can really see the
blood/inflamatory poems that will make them waveithfists in an infuriated cry for
freedom. Maponya exposes the hidden truth and opfesudience’s eyes through his
direct didactic techniques as well as through sylislm imagery, reversal of myths, and
Brechtian distancing devices.

In most of Maponya’s plays, although there is ngsim, songs are always present. In
Gangstershowever, there are neither songs, nor music.pbleens have replaced these two
elements to become song and music themselves:

RASECHABA

They broke one window first

then on all windows played sounds

Made by the drums of wars.

Both doors joined the chorus

The front emitting quick soprano notes

The back a slow dub-dub-dub.

It all happened in minutes

The vocalists shouted

The notes one after the other

Like they'd never rehearsed before. This is the music
That has become notorious

It plays at the first hour of the day

To be registered in the books

Of those messengers of darknessWhile you open the front
within seconds

the musicians spit their songs into every room

while others guard the doors for escapers.

Torches flashing all over!

And the poet is TAKENGangsters81-82).

Although the songs and music of freedom are puindebars, they still continue to breath,
because their spirit is transmitted from one totlaeg like the blood of life, like the blood
of the martyrs who left their works—struggle, poersengs, music—impressed in their
people’s hearts. People’s minds, feelings, and theiermination to be free can neither be
extinguished nor imprisoned, for they escapes angareal form that can be apprehended.
Gangstersis permeated by this conviction of a never-enditryiggle maintained until
freedom was achieved for Black South African. Foeedvas in the hands of people who
needed to solidify their solidarity bonds. The deaaktyrs, the singers, and the poets had
actually been lethy the peopléGangsters75), not vice versa.
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Percy Mtwa, Mbongeni Ngema and Barney Sinidioza Albert!
and the Resurrection of Hope

Listen to the beat out there
It is music

Charles Parker’s was like that some day

Wailing like a jester in a way

But this chanting that rises high

Refuses to die in sorrow

It strangles stubborn power

Renders immorality impotent

It chokes the dust

Flays the air with clenched fists

Celebrating the triumph of

Life over death

It is the freedom sound

In the cities

In the ghettoes

In the countryside

Of a beleaguered people

For the top of the mountain is in sight
Sipho Sepamfa

In Maponya’sGangstersthe figure of Christ is the main symbol, as reprgsd by the
poet who is hanging from a red cross. He uses Chtismgic death and martyrdom to
parallel the death of Black South African leadensre specifically that of Stephen Biko.
Percy Mtwa, Mbongeni Ngema and Barney Simon alsptedl the same biblical image in
Woza Albert!(Raise Up, Alber)l Nevertheless, instead of contemplating Maponyragic
perspective, they play with the possibility of @&@ed coming of Christ and make a comic
satire of it, creating an analogy of Christ’s resation with the symbolic resurrection of
Black South African leaders already dead—e.g. Albathuli. Christ’s resurrection stands
up as a symbol for hope.

Woza Albert! employs the same method used by Douglas T. Wardhttw the
absurdities of racism as well, and in the same mahomor becomes a means of relieve.
John Kani has insisted on the importance of entergnt through humor and laughter as a
significant ingredient in theatre for it makes pkeopave a good timé' In addition, Biodun
Jeyifo asserts that in many of the extant folktaethe oral tradition of West Africa, “there
is a tacit understanding that only a thin line sefes the comic from the tragic, an
understanding that. . only the possession of a worldly-wise self-irorgtetmines whether
the negations and contradictions of life will finithe hero off (tragedy) or humanise him
and reconcile him to his fellow human beings andddety (comedy):” Jeyifo notices that
comedy, though, generally presents the relationshipharacter to circumstance, of the

83Sipho Sepamla, “Freedom Way,” fitom Goree’ to Sowet@p. cit, 27.
84 Interview with John Kani, Cape Town, 1989.

8 Bjodun Jeyifo,The Truthful Lie: Essays in a Sociology of Afridarama (London: New Beacon Books Ltd.,
1985) 65.
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individual “to the real process of hémcial existence,” more penetratingly and extensively
than tragedy’

It has been previously mentioned the importard tbat humor and laughter have played
in the African American tradition. As Lawrence Wewine points out, there is a common
need to laugh at our situation, our enemies, ouesebut it commonly exists in the people
who exercise the least power in their present enwient and feel hopeless. Laughter
produces a liberating effect that brings a feeloigelief, for jokes embody a rebellion
against authority and, consequently, liberate fiitsnpressure. Levine adds that humor
helped African Americans to minimize their sufferiand to assert themselves against an
oppressive environmefftWoza Albert!accomplishes the same function of diminishing
suffering and its comic elements serve as an exmus&pose the problems created by the
absurd apartheid system.

In contrast to Manaka and Maponya, Mtwa and Ngketang to Gibson Kente's school
and Fugard has also influenced their work. Mbongeaalls Fugard, Kani and Ntshona’s
Sizwe Bansis Deadand how he was interested in someone like Fugaabtain Western
training as well as he was interested in meetingt&éor his plays had some magic. Ngema
addressed Kente and became one of Kente's actdviaima and the LoadDuring the
production of Kente’s play, he met Mtwa—Ileading damof the play—and both begun to
talk about the possibility of an alternative theatNgema has insisted about how Peter
Brook’s The Empty Spacand Grotowski’s acting techniques had inspiredt therk. Mtwa
and Ngema practiced Grotowski's exercises. Furtbegmin the United States Ngema met
Luis Valdez—who told him about his Teatro Campesiamd Amiri Baraka. Out of this
experience, he created his next plaginamali!Ngema'’s theatre attempted to educate both
Blacks and White¥.

If Mtwa is a singer and a dancer, Ngema is a Wwadwn musician, who used to play in
a band in Zululand, and his father was a greatystdier” Mtwa's and Ngema's
backgrounds are reflected in their play, where saagce and music are an integral part.
Like Egoli, Woza Albertlis firmly based on Mtwa and Ngema'’s mastery ofnacskills, as
noticed by Manaka: “Because of good acting in Pélbtya and Mbongeni NgemaWoza
Albert! the audience are convinced when the two actortrgyotwo white policemen
looking for Morena [Christ], who was apparently lWay on the sea.” In addition, their
masking, combined with good acting, makes people\® the characters portrayed are
White ™ It is significant to highlight the fact that Ngeraad Mtwa devised their play out of
improvisation and Barney Simon worked with them &x weeks to help them in the
directing of the play: Moreover, like in Manaka’&€goli, the characters’s names were the
actors’ real names, Percy and Mbongeni. Mtwa andniNghave followed the trajectory
already established by different groups in SoutticAfof combining acting, playwriting and
directing in the creation of their plays, which wagt as strongly followed by African

% 1bid., 66.

87Lawrence W. LevineBlack Culture and Black Consciousngsg. cit, 300, 321, 344.
% |nterview with Mbongeni Ngema, Johannesburg, Oatoh@89.

S1bid.

% Manaka, “Fate of Theatre Determinedp. cit,

1 1pid.
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Americans (although workshop was used by some @fridmerican groups such as The
New Lafayette Players or Ntozake Shange when agatr plays).

While touring Kente’sMama and the Logdout of reading the Bible Mtwa and Ngema
discussed the idea of what would happen if Jesitedi South Africa at its present political
confusion during the apartheid years. They worlk@dséven months on the idea. Both had
been put in jail as political suspects for thittyete days and when they came out of prison,
they did not have any money and they went frorrhthese of one friends to anotliemhey
rehearsed in kitchens, bedrooms, buses, cars, &askywherever they could. Finally they
approached the Market Theatre in Johannesburg anel kelped by Simon, giving them
financial support to preseitfoza Albert!'The play obtained an Obie Award in the United
States (they performed in Harlem and off-Broadwapeéw York):

Piniel V. Shava deem#&/oza Albertlas politically charged aggoli so that it fits “into
the category of contemporary drama [referring ® 1880s] in which symbolism, allegory
and satire play a greater role in the criticisntha system than plain political statements,”
more characteristic of the plays that emerged énBlack Consciousness perid&hava’s
assertion coincides with Credo Mutwa'’s idea of ssagige realism (to differentiate it from
photographic realism) in which an actor with a reaton or a police cap may suffice to
communicate the audience the idea or characterathers are portraying. Mtwa and
Ngema note that ilWoza Albertlthe actors are bare-chested, wear grey tracksstibms
and running shoes; and around their necks thée figece of elastic, tied to which is half a
squash ball painted pink—a clown’s nose, to be gdagver[their] own nose whefthey]
play a white mari® Similarly, to the symbolic use of the nose, a diawsed to portray a
woman; or two boxes placed on a bare stage arsforamed into a train, a bus or a
barbershop.

All the musical sounds, as well as other soundsadtfis, sirens or helicopters are created
by the two actors themselves. Lighting equally géesi an essential function in that it
transforms the stage into different places, timehaf day and mood. In the twenty-one
scenes that the play is composed of, the two asteitsh roles continuously, enacting all
sorts of different characters—men, women, young @lddpeople or White characters—
and, at times, they create invisible charactershiom they speak. This structure creates a
fast pace, moving from one scene or place to anatitbout interruption—from a street
with vendors, to a brickyard, a cell in Robbenrslaa barbershop, or a train. An example
of these fast pace observed through the actortskdransformation is indicated in the stage
directions, at the very beginning of the play:

On the first note of their music, overhead lightane on, sculptingthe actors].They become an
instrumental jazz band, using only their bodies ahdir mouths—double basss, saxophone, flute,
drums, bongos, trumpet, etc. At the climax of th@#rformance, they transform into audience,
applauding wildly.

%2 |bid.

% Ndlovu, Woza Afrikal op. cit, xxiii-xxiv.

%Ppiniel A. ShavaA People’s Voicgop. cit, 159.

%Mshengu, “Tradition and innovation in the Theatf&\rkshop '71,"op. cit, 64.

% percy Mtwa, Mbongeni Ngema and Barney Simdfgza Albert! in Woza Afrika! op. cit, 3. Subsequent
references to this text will be indicated hMyd@za page number).
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Percy stands, disappears behind the clothes ralboijeni goes on applauding. Percy reappears
wearing his pink nose and a policeman’s cap. Hapglauding patronisingly. Mbongeni stares at him,
stops applaudingWoza 3-4).

These fast transformations create the rhythm optag

Gesture is equally important throughout the penfmice. The actors mime different
situations, holding musical instruments or throwistpnes, while, simultaneously, they
make the sounds of sirens and dogs barkingzg 44). Following the African theatre
tradition, they combine their social and politicaimment with gesture, music, storytelling,
songs and dance. Among the dances included arevaal@anceWoza 6) and a Zulu war
dance, which ends with Mbongeni'shfusting his knobkerrie again and again at the
audience in an attack,while both actors sing a song in Zulu announcthgt Black
warriors will come to chase Whites awdydqza 41). The songs performed by the actors are
generally traditional Zulu songs sung in ZwMdza 17), and they usually comment on their
situation under apartheid, as well as they becdraarteans to criticize and insult Whites
and call for Blacks to unite against White oppressiWoza kanye-kanye! [Come together]
/ Abelungu oswayini! [Whites are swines!] / Bas#éingo-damn! [They call us damns!]’
(Woza 31). This work song reminds of Levine’s commemt e African American
tradition in which African Americans used songshaéincoded messages addressed to their
White bosses.

The theatrical language of mime, songs, musititihg and bare stage are a symbolic
expression of survival for Black South Africans enépartheid. Their survival depended
on their own personal means, for they were deprivefinancial resources and adequate
living conditions, as reflected in thepoor theatre—to use Grotowski's terms. The
emphasis and foundation of the theatrical commtioicais on the actor's skills to
transform the stage into a rich combination of eleta that create a large variety of places,
characters and situations. Furthermore, the cortibinaf traditional and Western elements
parallels the issues raised in the dialogues niagdaby the different characters throughout
the run of the play. Past and present come togsthéhat the audience can analyze their
present situation. In his second coming, Morena—Sheior—brings with him a biblical
history that had been distorted for apartheid’s effienand he reconstructs it. This
reconstruction of history and disruption of falsgtins, revealing the cruel reality Blacks
were living in South Africa under apartheid, follewhe social and artistic commitment
adopted by Manaka and Maponya in their theatre work

Like Egoli, Woza Albertlis a plotless piece but there is a device thaheots all the
scenes: Morena, the Savior. Morena becomes thiigagon to unveil and communicate
the problems and conditions under which Black Sdéititans live in what was considered
a Christian country. Like MaponyaGangsters Woza Albert!reveals the contradictions
existing during South African apartheid. In thispect, Mbongeni describes how Morena
has arrived and everybody is going to the airporsde him, and they are crying, singing,
laughing, dancing and sweating while everybody stamiting:

MBONGENI

. . . Morena, give me bread for my baby. The otheman was shouting: Morena, my son is in
detention. The other man: Morena, give me a speeiahit to work in Johannesburg city. The little
girl, standing next to me: Morena, give me a lafip. . Woza 28)
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Morena is, thus, the excuse to speak out the @filapartheid. Even Morena himself
becomes a victim of apartheid and is imprisoneRatben Island and consequently killed
because the government considers him a rebel. Meless, as written in the Scripture and
after three days, he resurrects and helps resultbett Luthuli, Robert Sobukwe, Lilian
Ngoyi and Stephen Biko, all heroes in the strudgtdiberation.

The resurrection of Morena, of Black South Africaeroes, symbolizes the rising of
African traditions and history as weWoza Albertiwas a call of attention to rise from their
daily deaths taking an active role which impliedtyagainst apartheid. The Soweto riots,
the Black Power period, the bulldozers destroyimg homes of Black South Africans are

recalled; and simultaneously the audience partiegpaf Zulu traditions as symbolized by
97
the singing of traditional songs, dances and sttimy.

The end of the play moves to a cemetery whereBlaek South African heroes are
buried. When Morena (enacted by Percy) arrives, Mbdngeni (who is working there)
recognizes him,leads Percy in a dance around the cemetery, singengd together they
go from tomb to tomb resurrecting all of theiVqza 52-53). They talk to all the heroes
that have been raised and raise their arms triuntghal'he end is a celebration of the
liberation day that was coming, and towards whicgtoge needed to work together:
“Songoba simunye” [together we will conquevygza 53).

97 Storytelling is also present through another attaraan old man who remembers what happened tdRBtéef,
leader of the Afrikaners of the White men in thetpaho visited Dingane, the great king of the Zulu
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CHAPTER VI

The Black Theatre Movement in South Africa.
Black South African Women'’s Voices:
Fatima Dike, Gcina Mhlophe and Other Voices

As a result of male criticism, African women assuansilence is golden” stance
because they lack the confidence or educationabwith male dominance.

Christine Obbb

Living in [South Africa] has made massive cultueald historical demands on
[women], so that the mere act of writing, of findithe time, let alone space to do
S0, is in itself an act of monumental significance.

Seriti sa Sechaba Publishers

Black South African Women'’s Voiceés

! Christine Obbo,African Women: Their Struggle for Economic Indepsrm (Johannesburg: Ravan Press,
1981) 16.

2Seriti sa Sechaba Publishers, “Foreword \Wipmen in South Africa: From the Heart—An Antholofj$tories
Written by a New Generation of WriterBsikang and Lefakane, eds. (Johannesburg andhisldcsvn: Seriti sa
Sechaba Publishers, 1988) 8.

3 Although not included in this study for enteringdidferent category oBlack South Africanindian theatre,
Muthal Naidoo deserves special mention. Naidoo,ttsdfrican of Indian ancestry, has been an impdrtan
playwright, director and actor who obtained Becotrate in Theatre in the United States and wapiied by
African American women theatre and literary artiShe became very active in theatre since herrrétam the
States at the end of the 1970s, but her plays bese published much later. One of those pl&yght from the
Mahabarath) is included in the anthology of Kathy PerkiBdack South African Women: An Anthology of Plays
(1998). She was politically involved in the protestvements against apartheid in the area of Duflwasre she
has spent most of her life teaching), and has coatl to be an active feminist concerned aboutithat®n of
Black women in South Africa. As it is well know, Ehan contains a majority of Black population of ik
ancestry. Parallel to the Black Theatre Movemeat focused orBlack African ancestrythere was another
venue forBlack Theatre of Indian ancestrhat specially focused on the Indian culture &raditions maintained
in South Africa. At the time of apartheid, the ladipopulation was not categorized as Black, thezdfeere were
two different and separate literary and theatréogdressions. However, in Perkins’ anthology (1988 includes
both groups under the same umbrella of Black thedtpart from theatre, Naidoo has also written sktories
collected inJailbirds and Others(2004). Among her plays ar@f No Account(on the issue of racism and
sexism), produced in Johannesburg Market TheatE982; We Three Kingsabout the South African Indian
Council Elections (published in 1992khayalethy meaning “our home”™Nobody’s HeroandMasks—the latter
being considered one of her most interesting plays.
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The absence of Black South African women writespecially in the genre of theatre, is
remarkably striking. Only the playwright Fatima Bik work was well known by the mid
1970s, at the peak of the Black Consciousness MerenBlack South African women
have only recently begun to appear on stage assa&tack South African actors had been
impersonating women characters whenever it wasinedjby the script or improvisational
creations. The 1980s slowly commenced to witnessethergence of more women artists,
actresses and playwrights among them, and theydmuaued to appear but still slowly in
the first decade of the twenty-first cent(irfhe absence of Black South African women’s
voices in literature hinders the development of@nan’s aesthetics that has been slowly
germinating in South Africa. Christine Obbo and ittexa Sechaba have explained the
primary and essential obstacles that African wowrngists have had to face. A strong male
dominance has preserved them from speaking outubectney would receive negative
criticism every time they tried to do so. Beside®st of them had not been supplied with
the elementary tool of education necessary to tiem develop any artistic choice they
might like to pursue.

Awa Thiam, referring to the African woman, consglethat “in order to win
independence, one must first be conscious of aependence. .[and break] the curse of
silence.” She adds that, in the Black African wommatruggle for liberation, there are two
aspects closely linked: “[The] struggle for effgetieconomic and political independence
and the struggle for recognition of and respectlieir rights and duties of men and women
of all races. . . Ideally both struggles should be waged togethEhiam believes that the
solution to women’s problems needs to be internatioand collective; she defends
international feminisn.

In Christine Qunta’s opinion, African women aret ‘the bottom of the scale of
humanity,” claiming the need to examine the colation and enslavement of Black people
in order to be able to study any aspect of Africacieties. As already mentioned in
Chapter I, Qunta has described the four-fold opioesof Black Southern African women,
especially during the years of apartheid: colosmaliand imperialism, White racism, class
oppression and sexual oppressioAlthough the same number of factors should be
considered when analyzing African American womemsk, these factors were specially
sharpened in South Africa, where Black women weo¢ protected by an Act that
recognized their rights during apartheid. Concegrfrica, Qunta blames the imposition of
religions such as Christianity and Islam and Westalues, institutions and morality that
were brought to Africa and deprived the African veomof her position of respect, equality
and prominencé.

It has already been examined how Black South Afrisvomen always remained at the
front of the struggle for liberation in their comnt During the years of apartheid, these

41n 1979 a group of women (from Crossroads) who evanid performedimfudusowas one of the first theatre
attempts carried out collectively by women. Setestant, Note 153, Chapter .

5Awa Thiam,Speak Out, Black Sisters: Feminism and Oppressididck Africa(London: Pluto Press, 1986) 3,
115.

SChristine N. Qunta, edWomen in Southern Afriqgdohannesburg: Skotaville Publishers, 1987) 12.
" Ibid, 15. See Qunta’s statement, Note 146, Chapter I.
8 bid, 24.
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women continued to be underground organizers andiers, trade unionists, trained
guerrillas and supportive mothers, whose names meéNer appear in the newspaper
headlines or history books; but they have been “tioenerstones of the national
independence strugglé.Black South African women’s active struggle fddiation has
paralleled that of African American women’s struggihroughout their history. Yet, Black
South African women were not given an equal stantheir homes. Momfundo Luswazi
believed that future Azanian women, aside from gpe#volutionaries and patriots, would
need to create Black women’s organizatiSnghese organizations that existed in the
United States since the "L@entury, would help develop women'’s consciousmess self-
affirmation. Fortunately, a good number of womeassociations have been organized since

the last years of apartheli%zl.

In “Women Writers Speak,” Boitumelo defended tivatnen'’s liberation “[was] beyond
the relationship between man and woman. It [was] first phase of [their] struggle to
reaffirm [their] role in the struggle for total Bpation.” In addition, she believed that a
woman writer must not consider herself out of hasiety but as a writer who originates
from it.”” The Black South African woman writer, then, neetiede totally committed to
her community. Nevertheless, in order to pay aebetervice within her community, she
should first achieve self-determination to liberage own self and gain self-affirmation.

In this line, Lloyd W. Brown, who recognizes thealsoriented field in African
literature and the absence left in it by the untiemices of African women, observes that in
most of the works by African women writers privageowth is a prerequisite for social
change:

All the major [African women] writers are preoccagiwith the woman’s personal strength—or lack
of it—when they analyze sexual roles and sexuajuaéty. In these works, the victims of inequality
and male insensitivity are not only victimized byeir external circumstances, they are also at a
disadvantage because they lack strength, resolmesfy and a vital sense of their own integrity as
women. Their inner weaknesses often stem from ¢igee# to which they have internalized male codes
of perception—until they accept male notions alfentale inadequacy and about masculine privilege
. . [These women’s works] clearly imply that profouadd pervasive changes can only take place
when external reforms go hand in hand with fundaeaiepersonal growtf.

By the 1980s, Brown noted that African women wsetdrad seen the need of self-
introspection as a fundamental step to particijathe African struggle for liberation. He
has claimed that art and personal growth are imteetd, and already in the 1980s “the
African woman writer had become her own best symibblfemale achievement and
growth.™ Gcina Mhlophe emphasizes that her plays are nottapolitics, but about

°lbid., 86.
10 bid., 105.

11 For a complete list of women’s associations intBd\frica, visit the website:
http://mww.distel.ca/womlist/countries/southafricml

12Boitumelo, “Women Writers Speak,” Btaffrider2, 4 (November/December 1979): 21.

13 Lloyd W. Brown, Women Writers in Black Afric&Westport (Connecticut) and London: Greenwood $res
1981) 180-181.

Ibid., 184.
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feelings. She recognizes the great influence handgnother and mother have exerted on
her. Her plays, which reflect her personal expegsn become universal to other women
who watch her work. However, although Mhlophe’s writings are not olemolitical
dealing with governmental politics, through the gueral experiences she narrates she
encourages and transmits hope to the Black comwumihich actually becomes a
committed stand.

Molara Ogundipe-Leslie believes that “the Afridamale writer should be committed in
three ways: as a writer, as a woman and as a Mindd person; and her biological
womanhood is implicated in all three.” She furthegues the African woman writer needs
to be politically consciou$. Ogundipe-Leslie formulates the need to break with
stereotypes about African women and reveal thethair full complexity. This complexity
of characters is reflected in the African traditionwhich women played a very important
role within their societies. More concretely refegrto South African women and culture,
Seriti sa Sechaba Publishers stated: “Our cultndeaar folklore were handed down from
generation to generation by word of mouth aroure dhening fires, in the fields as they
worked, in the veldt as they herded the cattle. #nall this it was the women, the mothers
and the grandmothers who did the communicating, t#aehing.” Sechaba Publishers
confronted the dilemma South African women writbeed to face regarding language,
literature and aesthetics during the years of apatt Their situation was totally different
from what had been generally accepted in Westestottyi and traditions. Black South
African women needed to ask themselves if they @did develop an impeccable style in
their works or if they deemed it more importanstare in their own message. This did not
imply that the issue of aesthetics should not besiciered, since “the manner in which the
message is put will greatly influence the mannewiich what is said is received.Gcina
Mhlophe’s work is a good example to be taken irdasideration since she has integrated
traditional African elements to shape their plagengs, dance and storytelling. And,
tradition, according to Adetokunbo Pearce, “isithet of a people’s culture, but it becomes
retrogressive if treated as an end in its€lfBlack South African women writers, as
proposed by the Black Consciousness Movement, mexsmine and use their African
tradition in order to understand their present simabe their destiny.

Black South African women had lived under the pues of a varied gamut of political
and social problems (not as sharply aggravatingAfacan American women) which need
to be explores in order to achieve a better undedatg of their actual conditions and the
absence of their voices in literary genres, esfigératheatre. These issues, some of which
were equally common to the African American womasxkperience, were incorporated in
the plays written by Black South African women. Amothe more urgent needs that
preoccupied the Black South African woman writespexially at the time of apartheid,

15 Interview with Geina Mhlophe, Johannesburg, Octothes9.

16 Molara Ogundipe-Leslie, “The Female Writer and @emmitment,” inWomen in African Literature Today
Jones, ed. (Trenton (New Jersey): Africa World £r&9887) 10.

17 Seriti sa Sechabap. cit, 6.
18 pid., 6-8.

19 Adetokunbo Pearce, “The Didactic Essence of Efuthéland’'s Plays,” in Women in African Literature
Today, 78.
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were: forced pregnancy (“from their white employevghere some of them [ended]up
killing infants from that intercourse to avoid atefor breaking the [then] repeated
‘Immorality Act”?); lack or total absence of accommodation; husbawtie were
indifferent or unsympathetic to the health statéhefr wives; washer women who were paid
low wages; and women deserted by their husbandgethmed home as corpgés.

It is significant to notice thaBo Where to?play written by Smal Ndaba with some help
from workshop improvisation, deals precisely witle issues of birth control and abortion,
issues which are not acceptable within his cultivdaba felt he should write about this
problem and “make a mirror to show how frustratedepts [got]. . . [and maybe] find a
solution to this problem.” From his own personabexence, Ndaba tried to reach a Black
South African audience who was aware of many yogms facing an unwanted
motherhood—for which they were not ready yet—beeahbsy were not provided with the
necessary hirth control means and information. Mdstlongly believed that the youth were
missing sexual education to prevent the high rateenagers’ pregnancy that existed at the
time he wrote his play in the 1988dn his play, Ndaba shows a man’s and a parent's
sensitivity towards women'’s issues and main corxerisouth African society that is quite
uncommon. He had committed himself to the samerdiimn struggle taking women’s
issues to make them his own, in the line alreadstest by Matsemela Manaka by defending
women’s rights.

If Ndaba shows theatre can be a platform to reaite audiences and bring
consciousness and education to them, also doeseDdvazibuko, one of the actors in
Ndaba'’s production. At the time of the performarsle&e was a very young actress who saw
herself totally committed to the struggle for tlilgetation of her people and her country.
Mazibuko was also a member of the Junction Avenliealre, starring isophiatownand
in Tooth and Nail She confessed to have even written several uisihedl plays and
directed some of them, and showed her satisfaétiobeing part of the cast iBo Where
To? because the play addresses a very important vgsich concerned women in a special
manner. As a woman, though, she complained to Isa¥ered from sexism in plays
directed by men, in which women were underminedth&ttime | interviewed her (1989)
she thought that the Junction Avenue Theatre gtaugroup launched from the University
of Witwatersrand), for instance, was giving morgaomunities to hear women’s voicgs.
Mazibuko felt very much inspired by Phyllis KlotzsoductionWathint’ Abafazi, Wathint’
Imbokotho(You Strike the Woman, You Strike the RRditk she realizes the need to have
more female directors and actors. Furthermore,bgtieved theatre must educate people
and help raise their consciousness so that theg stand up for their rights.

At the beginning of the 1990s, coinciding with thmnsition from apartheid to
democracy, South Africa had began to offer somerays of hope for Azanian women to
abandon darkness and create an aesthetic of Setfafon. Yet, this aesthetics was not
completely shaped because it remained in a devgqmiocess. In this process, the writing

2geriti sa Sechabap. cit, 3.

2 pid.

2 |nterview with Smal Ndaba, Johannesburg, Octob&919

2 |nterview with Doreen Mazibuko, Johannesburg, ®etp1989.
24 pid.
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of African American feminists was of great inspioat to Black South African women.
Mhlope, for instance, acknowledged to have readz&kke Shange’s work, which could
offer essential guidance in delineating Azanian woi® unique style. And, although much
has been achieved by Black South African womenevgitin the performing arts, this
section on Black South African Women's aesthetiitsremains open for new voices to be

. . 25
heard. Some have already commenced to emerge awtarpstrength and determination.

What is a South African? Scratching the Skin anih@eto the Heart in Fatima DikeBhe
First South African

| have tried to depict the strength, courage, dstetion, fortitude and
dignity of the women of the black community. Thegvh defied hardships
and barriers where there was no hope for any sscces

Ellen Kuzwayd’

Who were her people? Did race mean anything? Was her mother? | am
Indian but | am her people. | protested. I'm nahilgar with legal terms or
with the laws as such . All | could make out from what he was saying is
that | was not going to have the child. Seeing that | was fighting a losing
battle, | just stood up and went out of the offike | was in a trance.

Mercy Lebakeng, “Who Are Yod”

25 Among these young and new voices are Magi Norwitliams and Malika Ndlovu (Lueen Conning), who are
included in an anthology of plays edited by Katleykihs,Black South African Women: An Anthology of Plays
(1998). This anthology includes also plays by Gdifrdophe and Fatima Dike. In addition, the anthgladso
includes several male playwrights who have chodeatte to address their community and raise their
consciousness on the violence and abuse Black warmersuffering. This combination of male an female
playwrights writing on women’s issues, especially male violence and abuse against women, doeseatly r
parallel the situation in the United States. Altglouhe rate of violence is very high in South Adrithe statistics

in the United States are equally alarming. In are(2000) by Director of Amnesty International & Section

in a Conference held at the University of Salamar8gain (“Reality and Representation of Violenckd
informed thatin the United States, every 15 seconds a womarmrsuffom some kind of violent aggression at
home and 700,000 women are yearly raped. And, dicgpto another report of Amnesty InternationalQ2))
147 women were raped every day in South Africagpsrted by the South African Race Relations in308in
1997, for instance, there were 52,159 rapes repoBexual violence against women in South Afric2007 is
still one of the greatest concerns in the courifry:a country long sickened by the frighteninglyghilevel of
sexual violence, one of the greatest challengeimdaBouth Africa is closing the gap between theatie of
gender equality and the reality on the ground.” p:Hvww.dev-
zone.org/knowledge/Gender/Violence_against_Womede¥imphp. The following quotation about present
situation in South Africa on male sexual violengaiast women is quite illustrative:

Men'’s violence against women remains unacceptablygsive. Government has been unable to
adequately address men’s violence against wometeeth reported rates of domestic and sexual
violence have increased steadily since 1994. Tassléd to charges that the government has not made
sufficient efforts to address violence against wom@ritics contend that when 90 percent of rapists
and nearly two thirds of men who kill their intinegbartner go unpunished, government inadvertently
sends a message to perpetrators that, in allHiéetl, they can commit violence against women with
relative impunity (point 6 — Sonke Gender Justi@work, 2007, http://www.genderjustice.org.za/sa-
country-report-2007.html).

%6 Ellen Kuzwayo, “Foreword,” in Womeim South Africa: From the Hearop. cit, 3.
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Fatima Dike’'sThe First South Africarmpenly deals with the problem of race and the
absurd apartheid laws that separated people aogprdi their skin color—including
children separated from their own mothers, as oetafd by the Groups and Immorality
Acts. Dike raises the issue of a heterogeneouscantplex society that exists in South
Africa. It is important to mention the differentayps living in South Africa: the Cape
Colored group, the Griqua Group, the Malay grotme, €hinese group, the Indian group,
and other Asiatic and Colored groups. This classiion was presented by Gillian Booth,
who has argue d that “the race of an individuad&# [her/lhis life chances and dictates
where [s/lhe may work and live, whom [s/lhe may mawhat the state is willing to spend
on [her/]his education and what universities [s/fhay enter® She maintains that the
issues of race and color are synonymous and inkedi with each othét.

Dike's The First South Africaposes the question of what a true South Africaf e
playwright has noticed that the story of her papased on a real story of a man with blond
hair and blue eyes, who grew up in Langa (in thpel@nd whose mother was Black and
his father, White. He spoke Xhosa and when he Wwhgmough was classified as Colored.
Dike says she gave the story some thought and dienmer question the situation under
apartheid in South African society and the clasaifon of people as Blacks, Coloreds and
Whites. She realized that this specific man, whakéal like a White man and felt like a
Black man, was considered a Colored person. Sh&tiqoed who he was: “That man is not
white; he’s the shadow of a black man. And he’saaddured. What is he? Under the laws
of the system. And that was my questidhDike presents the absurd logic of apartheid,
which is based on an absolute confusion, equalpsad inWoza Albert!

In her analysis, Dike does not stop at the ra¢efqoroblem; she goes beyond. The
playwright examines the township life and preselifferent characters. We see a shoplifter,
who is considered a kind of Robin Hood in their comity (out of it he is considered a
thief) for he robs the rich to help the poor; ther@lso a mother figure, a very courageous
and bright woman who fights for her son; and adgtla more passive figure, who accepts
the system with no critical say. Dike’s intentioy fortraying this township picture was “to
bridge. . .the cultural gap for those who [went] to see ttay i She points out she does
not write uniquely for White people and admits thare things she does not like about her
own community. Dike raises the issue of violenaw, ihstance, which she does not like
among her own people and which will always be bhbugp in her play& Her plays
attempt to analyze situations and characters igltiigal situation given in South Africa.

The First South Africanpublished in 1979, is not Dike’s first play. 1876 she wrote
The Sacrifie of Krelia play that narrates the story and fate of thalékes after the Ninth

2"Mercy Lebakeng, “Who Are You,” ilVomen in South Africa: From the Heaop. cit, 114-115.

% Gillian Booth, “The Social Consciousness of Fatifike,” Thesis, University of the Witwatersrand,
Johannesburg, 1980, 6.

2 pid., 7.

30 stephen Gray, “An Interview with Fatima Dike,"iBlack South African Women Writers in English: A
Preliminary Cheklig House (Evanston, lllinois: Northwestern UniversProgram on Women, 1980) 29.

3 Ibid.
32 pid.
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Frontier War (known in South Africa as the Ninthffif@war). Sixty-six thousand people
formed this community, and the war broke out betwt® Gcalekas and the British over
cattle. The British claimed that the Gcalekas haten the cattle from them and demanded
it back. The play takes place seven years afteettteof the war and shows the African
warriors split into two groups. Dike wrote this pléhinking there were eigteen million
Black people in South Africa without a written paftr the past they had as a nation was
oral history. She realized Blacks in South Africadtbeen wiped out of their past by the
history written by Whites against what Africans htdsay. When she understood she
possessed that past, “from then onwards [sheltHalt if [she] had a past and a present,
[she] could also have a futur&.The play, which takes place in 1885, provided isedy a
past which Black South Africans could relate tothwir situation under apartheid. As
commented by David Coplan, the story of Krely araes as a commentary on the
challenge and nature of African leadership relevamtcontemporary [referring to the
1980s] struggles for national regeneratidnCoplan insists on the play as a model for a
forceful presentation of historical and traditiomakources within a modern political and
cultural context’

The Sacrifice of Krelnot only includes African traditional elements.t ituwas also
originally written inpoetic versen Xhosa and, then, translated into English—soffnth®
passages were translated literally so that thehnmytf the Xhosa language could be
maintaine—for non-Xhosa audiences. Dike’s original writinftbe play in Xhosa is an
important factor to be considered, for most BlackutB African playwrights write in
English combined with other African languages arfdk&ans. By writing in Xhosa and
reconstructing a historical war that actually ocedrin the Cape, Dike is not only
reaffirming a historical deed but also displayihg tichness comprised in the language of
her people. In this manner, content and form arenbaiously brought together presenting
alternatives for a future. This future is symbdlic@xpressed in the sacrifice shown in the
play that, according to the playwright, means “¢hex a way out” (message brought from
their ancestors}.

Dike’s consciousness about the present situatiddouth Africa and about her need to
write to communicate to her people emerged in 19#&n she learned about the rape to
death of a seven-year-old child in Guguletu, Capevrl, whose body was found in the
garbage bins behind some shops: “From that momieittt Very frustrated. | wanted to push
the walls of those shops away, and burst out, lsechhad something to say to my people
for that. So | left the family business, and | wémtwork at the Space theatre [in Cape
Town] as a stage manager in 1975.” She begun te wril976. Dike asserts to be a person
who is very much inspired tipe visual® Whatever strikes her visually she writes it down
and works on it until she gives it a final shape.

33\bid., 24-25.

34 David Coplan In Township Tonight: South Africa’s Black City $itu and TheatrgJohannesburg: Ravan
Press, 1985), 217.

35 |bid.

36 Gray,op. cit, 28.
%7 |bid., 24.
®|bid., 22.

180



Dike’s social and political consciousness rising of a child’s rape and brutal murder
must be noticed, especially as a woman. She dighnasient any relevant women characters
in her first play, though. It is ifhe First South Africamvhere Dike presents a courageous
mother, Freda who fights tooth and nail for her,Sorspite of the problems caused by her
son’s skin color even within the township itsetf.this regard, Freda’'s husband, comments
about her:

AUSTIN
... [She] always says she will fight for thesfieof her flesi’

On the contrary, Rooi’s stepfather, and Rooi hifsek presented as weaker personalities.
The father, Austin is a passive figure, who accéymdife condition without questioning it
or trying to rebel against it:

AUSTIN
. I hope they don't take Zwelinzima [Rooi] fincus. For if they do, we will have to accept what
they say. FSA 4)

And Rooi, who rebels and tries to find a way oufitan the South African society as a
human being—"Am | not a man?F§A), regardless of the color of his skin; but Roakia
commitment.

In a presentational style, the play introduces fifithe characters through a monologue
addressed to the audience. Whith this short inttioln, each of them reveals the main
traits of his/her character. Consequently, Zwetive{Rooi), considers Genesis in the Bible,
the Christian idea of creation and questions higiroras a human being); Freda (Rooi's
mother) explains that she does not want to givechiégd away, when requested that her son
should live in the Colored area, therefore awaynfrbom; Austin (Rooi's stepfather)
affirms that he will accept whatever comes intdrthees; and Max (Rooi’s friend) narrates
how he robs the rich to sell the merchandise dtempger price to the poor. The prologue,
then, establishes the main lines that are goinggtt the actions of characters.

Rooi symbolizes thérst South Africanwho has been born out of a multicultural family
and has experienced the oppression and frustratieated by the Group Areas and
Immorality Acts of apartheid policies, like SobhRaona, poet who felt the need to express
this experience in her writings:

broken sunlight
burns my eyes

the tiny steel bars
my only solitude
for civilization

they chain my legs
and rape my body
with my hands tied
behind my back
they trap my mind

39 Fatima Dike,The First South AfricaiJohannesburg: Ravan Press, 1979) 3. Subseqtierenees to this text
will be indicated by ESA page number).
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and echo of chains
in my fragmenting
consciousness.®

Rooi's rage, solitude and confusion, and fragmentedd are impeccably described in
Poona’s poem.

Dike’s characters are devised with a complexityyotiserved in plays such &angsters
or Woza Albert! in which the characters serve mainly as typesaimment on a social
situation under the system of apartheid. On therdthnd, Dike’'s depiction of the township
people is closer to Matsemela Manakagoli, in which Manaka exhibits the contradictions
existing in the characters of John and Hamiltonthsd the audience may question their
actions and deeds. The structure of Dike’s playyewer, approaches Ed BullinGoin’ a
Buffalo, which follows a plot line and examines Black pletgpsocial problems from inside
the Black community. Dike places her charactersthait experiences both in the township
and in the outer world as inseparable and integdirRooi is the embodiment of both
worlds from which he has emerged and now reject Biilke adds the woman’s perspective
that contributes for the first time to illustratendéder and more real picture of the Black
South African community.

Like Lena in Hansberry’A Raisin in the SyrFreda—Rooi's mother—has been the life
force and engine of the family. She has neededgtd fgainst all kinds of adversities to
keep a son whom she willingly decided to give bidhin spite of being aware it would
bring her trouble. She has committed her life ghtfifor what she believes, in spite of
absurd laws that oppress the lives of human beRlge.fell in love with a White man and
she bravely faced all the consequences. Her cowaadestrong spirit contrasts with her
husband’s conformist personality. Austin, howewdd not abandon her when he learned
about Freda’s Colored son.

Similarly to the female depicted in many of theys written by African American
women (Ntozake Shange, Sonia Shanchez or Aisham&gh Dike—and also Mhlophe—
disclose a variety of women who have had to figbma and who were left pregnant by men
who did not take responsibility for their actiofooi leaves his girlfriend Thembi pregnant
but refuses to take any action to help her. Wher tscovers that Rooi is involved with a
White woman, he talks to Rooi:

MAX
. .. What about Thembi?

ROOI
Hey s’bari, | want to forget that part of my lifEgA 27).

Rooi abandons Thembi with the excuse of not beinlg o find a job, abdicating any
commitment or responsibility to the woman he clainte be in love with. Thembi and
Freda face hardship rather than accepting defeatm&i, then, are portrayed as the most
oppressed and abandoned, and yet the most cousm@eaubrave. Men seem to feel
overwhelmed when trouble appears. They feel bediegal turn to alcohol, drugs or
robbery as the easiest way out—problem presenteBubiys in his plays, as the evils that

40 50bhna Poona, “Solitaire,” Women in South Africa: From the Heaop. cit, 101. Emphasis added.
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were destroying the African American community. Whereda dies, we learn that the
house is in a mess and Rooi keeps drinking unti$ fieally put in jail.

Dike, however, does not expose the hardships livethe township as something
isolated or independent from an oppressive systefnch is actually the ultimate
consequence of people’s tribulations. The Groupagract was one of the laws that kept
breaking families apart. Max and Freda commenthenrépercussion that such laws have
even upon the people who dictate them:

MAX
... These people are mixed up.

FREDA
And so are their laws, mntanartSA 14)

Equally absurd results the fact that Austin goedad his son out of prison and he is
arrested instead “for not having [his] pass wittm]i (FSA 39). Or the harassment Thembi
and Rooi receive from the police for expressingrth@ve and emotions unreservedly
against the indictments of the Immorality Act thatbids interracial relationship (even
though Rooi has grown up in Langa all his life, &the son of a Black woman).

In her play, Dike raises the issue of the indieickiidentity in South African. What does
it mean to be South African? What is a South AfifzdRooi, according to Booth, is the
epitome of thdirst South Africarfas he encompasses all three important racialpgreund
identities.”* Austin confronts Max concerning Rooi’s identitydahighlights what really
matters about a person:

AUSTIN
.. .What would you say Rooi is?

MAX

Well . . .I've never really thought of him as anything dise a person. .well . . .in the beginning
.. I saw him as white . . but when | got used to him .really | don’t put any name on him naw.
well . . .1 don’t say he is white, and | don't say he islaoXa. . . he’s just himself . . but | do feel
that he is a Xhosa, especially when other peoplétese he is white.

AUSTIN

You see, that's it! We don't say that he is a Xhmsanything, he’s our sorl mean, to us he can
carry a pass for all we care. Now the law wantsubhim to pieces, to them he’s stupid to remain
here with us. Buthere’s one thing that this government of Cape Téwgets, and that is, home is
home even if it is as small as a toilét3A 15. Emphasis added).

Through Austin, Dike illustrates how the laws ofagtheid were dealing with people as if
they were machines rather than human beings wélinfgs and emotions. Moreover, family
is the nucleus of African society and the laws teasing it apart.

Religion is another issue “presented as an intquaet of racial conflict.” The play
begins with Rooi's long monologue commenting on @istian conception of creation of
man in God’s image, male and female, as explainggeinesiskSA 1). Man, however, has

41 Booth, op. cit, 9.
“1pid., 13.
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twisted religion, as presented WWoza Albertland Gangsters Like the playwrights of the
aforementioned plays, Dike exposes the contradistiand hypocrisy of the Christian
principles exercised by the South African governmearder apartheid, which were actually
breaking God’s commandment of all people born eqUiaé playwright analyzes Austin’s
own attitude of acceptance, not only of apartheids| but also of a Christian God
presented by the same government:

AUSTIN

| have no one to turn to but You my Lord, for Yae ¢he father of the scum of this earth. Watch
over this house. Watch over the child You gaveaulok after. Bless this country and the people
who rule it. FSA 33)

Dike exhibits how religion has been twisted anddusekeep people playing a passive role,
accepting their living conditions as if they wered3 will.

Parallel to the combination of Xhosa and Englisle stroduces in her plays, Dike
blends the present situation in South Africa duriihg years of apartheid with the values
and traditions that belong to the Xhosa and thatilshnot disappear in their lives. She does
not forget about music and song throughout the. fftgr the four monologues introducing
the play, one of the stage directions states théewreda and Austin are at homé;jbal
music [is] in the backgrount (FSA 4). Moreover, respect for the elders is one @f th
traditional values Freda keeps reminding Rooi alihvegplay. Another traditional ceremony
is introduced in the play: Rooi’s circumcision. $hieremony appears described in one of
the stage directions, “[While the musigtows louder and the men come in singing and
doing a bit of stick fighting. A man covered witblanket leads the group. They guide him
to his sitting place. The other men sit around hina semicirclé (FSA 6). Although Dike
reveres tradition she also exposes the sexism wdnedts in some of them, taking this
ceremony as an example. Thus, one of the elddssRebi:

OLD MAN
My son, today you're a man. With this stick protgour father's houseWith this stick, beat you
mother when she forgets that she’s a woman irhihisse (FSA 6. Emphasis added.

Consequently, Dike penetrates into every corngrast and present asserting the need for
the audience to engage in retrospection and regteathe traditions of her community, as
well as Western culture and values.

In conclusion;The First South Africanlisplays the complexity enclosed in the township
characters depicted in it, as well as the aparthgstem that ruled South Africa in the past.
Dike unveils the lies and exhibits the contradiasiothe absurdity of apartheid laws and the
self-inflicting pain observed within the Black comnity. The play remains open for the
audience to decide what to do about their destingesdestiny is in their hands. The
audience is confronted and encouraged to take me#plity in shaping their future rather
than remain passive in the hands of a twistedgesir religion. Dike equally highlights the
importance of knowing one’s history and traditiobsf she equally reminds that traditions
cannot be continued and repeated blindly for tHeg aeed to be reevaluated Therefore,
history, tradition and present conditions must loatioually explored and adapted to
people’s present conditions in order to build ang a healthy future.
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The Legacy of Tradition: Gecina Mhlopheéave You Seen Zandile?

Cry out for joy
For your seed has multiplied
Shout out with great joy
For you have grown strong
Woman
You will bring everything to pass.
Ndlaleni Radeb@

Never knew reality until the day | woke
to find myself in despair, hopeless and confused.

The world that | want has crumbled
The dark sky brings pain and nightmares.

The reality of it all cuts deep and wide.
Yet hope and trust must never die.
Portia Rankoarié

AlthoughHave You Seen Zandile®as originally conceived by Gcina Mhlophe, based
on her childhood, it was devised by the playwrightollaboration with Maralin Vanrenen
and Thembi Mtshali. Mhlophe recalls she had neetd the story of her childhood to
anybody before. In the play, she acknowledges thatdgnfluence her grandmother and her
mother had exerted on her, for they were very gtromaracters. It is dedicated to the
memory of the playwright's grandmother, “who dessrvpraise for the storyteller in
[her].”” The play was first staged in the Market Theatmh&hnesburg) and was not taken
to Durban or to Cape Town. It opened in 1985 andfan three years. It toured through
England, Scotland, Germany and the United State€liicago), where she obtained the
Jefferson Award’

Mhlophe has written poetry, stories and playsthienmore, she has been an actress, a
storyteller, and could even sing and dance. Althaslge did not go to school to learn dance,
she always liked dancing for it helps her to rel@Re has been involved in theatre since
1982. Mhlophe starred iBorn in the R.S.Aby Barney Simon; participated in another play
by Maishe Maponya that attempted to teach peopetabade unions; and have worked in
different workshops with students and professioaators. She has claimed that the
workshop is a very creative venue to develop @tistlinations and admires the discipline

“*Ndlaleni Radebe, “Woman,” iWomen in South Africa: From the Heasp. cit, 99.
“Pportia Rankoane, “Reality,” ivomen In South Africa: From the Heaop. cit, 105.

45 Gcina MhlopheHave You Seen Zandil¢Zohannesburg: Skotaville Publishers, 1988) i.s8ghent references
to this text will be indicated byéndile page number).

%6 Interview with Gcina Mhlophe, Johannesburg, Octpheg9.
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people show in the United States. Mhlophe has aglaumed the works by African
American writers Maya Angelou, Wendolyn Brooks atibzake Shange. In addition, she
has claimed to be a strange character in her coityntor nobody has been able to put her
down. Mhlophe strongly believed that by writing abder own experience she could
encourage other woméh.

Mhlophe is one of the writers who has wished tpasate politics from her writing,
asserting that in her plays she does not deal il big politics of the world and the
country,” the way Manaka or Maponya do. She hasaingd that her writing deals with the
person and the audience might interpret that patsperience “into something bigger and
relate it to the rest of the world” However, she has acknowledged that there is alway
hope in her plays, which is also a political stawidf) but always related to ordinary people,
their lives, their falling in love with each otheather than using rhetoric poetry or being
strictly political. Furthermore, Mhlophe has espdlgi highlighted her concern about
people’s feelings in the portrayal of her character

Apart from English, she speaks Zulu and Xhosa—father is Zulu and her mother,
Xhosa. AfterHave You Seen Zandile®Mhlophe wroteSomdaka(1989), in which she
combines Western and traditional attire. Somdakahé name of the male and main
character of the play. He lives in the countrysadd does not want to go to work either in
the city or in the mines, for he is an outdoor perand he decides to seek other
alternatives. He likes to dress well and he sewsolin clothes with a sewing machine
bought by his brother. Consequently, Somdaka dgstitte myth about women being the
ones who dress well and sew, and he does not higng less of a man for doing €aVith
this play, Mhlophe demonstrates there are otheswégurviving.

Like Dike, in most of her works she presents agsta woman's experience from a
woman’s perspective, which offers a wider and neomplete picture of the Black South
African culture.Have You Seen Zandileid contrast to ManakaBgoli and Mtwa, Ngema
and Simon’siVoza Albert! performed by only two male actors, is performgdvio women
who enact a varied number of characters. Mhloplebwice of this women’'s world is
extremely significant because it presents a petsexgerience that expressly relates to
women’s reality and the audience’s response spfeaks Mhlophe recalls how women of
all ages, teenagers and older women, would wagt #tfie performance to talk to her when
she impersonated Zandile. These women identifiechgielves with the experience they saw
in the play, for “it was universal and not a sttaiprward political play.”

Mhlophe’s insistence in her not writing about gthéforward political issues, confirms
what Margaret Wilkerson, other women writers anchifésts have asserted about the
existence of a woman’s aesthetics, about a wonwifiéent language and expression, and
about the personal becoming political—even when aomre not aware of their political
statements implied in their personal experiences. éxample is Mhlophe’s story

7 Ibid.
“8 |bid.
49 |bid.
0)bid.
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“Nokulunga’s Wedding.* In this story, she refers to an African woman vehosarriage is
arranged without her consent, describing how tliman is kidnapped, harassed and raped.
Mhlophe depicts a woman'’s rebellious attitude agfasnich a treatment, even if by the end
she remains with her husband. Mhlophe parallelscafr women’s situation with that of
slaves either in South Africa or North America, whéhey did continually rebelled against
their condition. African women also rebel agairts bppression and abuse received from
men. This story is clearly a political statemenbatbwomen’s experience under a sexist,
and oppressive reality in which a woman can bedrkbke cattle.

Have You Seen Zandilgtarrates Zandile's story from her childhood to ltthod in
fourteen scenes. The performance is presentedbaneastage using only a big box and two
or three props which transform into different oligedepending on the scene and the place
where the action evolves. The emphasis of the radits on the two actresses’ performing
skills to enact different women characters of vasi@ages that they exert through gesture,
movement and simple costumes. AsWoza Albert! women actors address invisible
characters, or invisible objects. For instance,ddenis heard in the first sceneff-stage
saying goodbye to her school friefidmd continues talking to them while she entees th
stage. Then she begins to sing and pléyp-scotch game with stones .[Suddenly, she
hears]a little girl laughing at her. She turns and focageer attention where the imaginary
child is seated (Zandile 1-2). In Zandile’'s conversation with her imagidriends or
when she sings, or talks to her grandmother shadblgulu and English.

Through parallel monologues, Zandile and Gogoiatreduced and the audience can
quickly perceive the love they feel for each oth@n the one hand, if we see Zandile
imagining the sweets that her grandmother will diee when she arrives home, on the other
hand, we witness how Gogo keeps thinking of hendn@daughter before she arrives home
by talking with care and affection to Zandil'eglétdoll when she runs it on the floor. Gogo
wonders if Zandile is truly happy living with hend address the audience to share with
them why she decided to keep her. When Zandile aviimby, Gogo was worried that
Zandile’s parents would not have financial meansetad her to school:

GOGO
... Tom [Gogo’s son] thinks education is not imtpat for a girl. HaEven if | have to die doing it,
I’'m keeping Zandile at schb{Zandile 9. Emphasis added).

Education is a fundamental issue in this play, rasgs the very first scene of the play that
shows Zandile going home after school. MoreovaQugh Gogo, Mhlophe dismisses the
myth about “education [not being] important for &l]g Gogo not only wants to keep
Zandile at school for her to receive education; Gbgrself is a teacher for Zandile, for she
gives the child “the great gift of stories and thagic to tell them,” as well as the child
“gives the grandmother a purpose”—very much inlthe of the relationship maintained
between students and teachetandile 11). The relationship existing between child and
grandmother is one of great respect and love foh ether, staying happy together away
from the outer world, as stated by Zandile:

51 Gcina Mhlophe, “Nokulunga’s Wedding,” inlP: From Southern African WomerBrown et al., eds.
(Johannesburg: Ravan Press, 1983).
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ZANDILE
Oh, Gogo, I'm going to stay with you forever beaaysu always have surprise&gafdile 15).

Mhlophe, however, depicts the type of educationddla gets at school. It is through
Zandile’s eyes that we learn how teachers givecafrichildren white names at school.
Zandile improvises a class and teaches a lessbertgrandmother’s flowers acting like her
teacher:

ZANDILE

[She addresses the flowers]. The inspector is coming here today. You know ttepéctor does not
understand our languagghg starts gigglingand we don’t want to embarrass hifufs her hand
over her mouth and laughsie cannot say our real names so we must all bée wames in class
today ¢gandile 20).

Like Dike, Mhlophe comments on the outside world toam within Zandile’s community,
asserting—like Bullins does in his plays—the existe of an African culture, values and
tradition. The Western education that Zandile sedmsbe receiving at school is
complemented by Gogo’s African teachings througirystlling. Furthermore, Mlohphe
introduces a reversal of the topic of Westerneughiéng at people’'s African names as if
Westerns names were to be the general norm. dnctse, it is Zandile who laughs at a
White person who cannot pronounce her African nesmieh she is very proud of, a way of
asserting her cultural identity.

The audience plays a fundamental rolédave You Seen ZandilePheir participation
is requested during the performance. Zandile disarspand her grandmother is looking for
her everywhere. With Zandile’s picture in her hafhgo addresses members of the
audience:

GOGO
Have you seen this child? . Her name is Zandile. . She is eight years old, she disappeared on the
14th December 1966. . Have you seen Zandile2gndile 34).

This scene is reminiscent of the Mayo Mothers ofie€Chnd Argentina looking for their

missing children and relatives (although this iglifierent situation). Simultaneously to
Gogo’s search for Zandile, the audience can sediléawriting imaginary letters to Gogo

on the sand because she is not allowed to writgtagdmother. She is now living with her
mother and helping her work in the field, away frechool.

Another issue raised by Mhlophe in her play i¢ tfavomen many times separated, and
at times abandoned by men. In line with Gogo’sheways, Zandile does not follow tradition
without questioning it, as did her mother. She wdathave a say and not to be given away
to a man she does not love. We observe how Zarsdgeowing up as a new woman, who
appreciates and values a rich tradition of stdligtgland culture, while equally rejecting
other issues which might imply women'’s oppressi¢amdile misses her father—who is not
living with her mother—and keeps asking her whyfagier is not with them:

ZANDILE
Ma, | miss my father. You never talk about hidafdile 53)
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Zandile’'s mother—Lulama—tells her how due to hexgmancy she was dismissed from the
jazz band where she used to sing with her fathiee. &d her husband, then, decided she
should stay in Durban until Zandile was born. Luagomplains and wishes that “men
could get pregnant too.Zandile 55). Mhlophe, once more, focuses on the issuesmiyp

of pregnant women who have to raise their childrleme—as Dike, Sanchez or Shange do
in their plays. She also shows the need for educaind family planning. Mhlophe exposes
how pregnant women are rejected under patriarcaiems. When women get pregnant
they usually lose their jobs—Iike ThembiTine First South Africarwho is fired from her
teaching position.

Women's issues appear in the play as part of amyam’s experience. Similarly, the
way girls find out about their first menstruatiangresented in a scene that takes place in a
river between Zandile and her friend Lindiwe. Thybaut this scene, we learn that
sometimes there are snakes in the river that e and they bleed. They also believe that
blood comes out of girls when they sleep with bayd they refer to a girl who had blood in
her dress at school. Kennedy had also shown tarsofethe possibility of blood trespassing
a girl's dress in her plag Lesson in Dead Languagilhlophe, like Kennedy, presents the
lack of sexual education girls suffered from inithlrespective communities. These girls go
through puberty with fears, without being informabout how to take their step into
womanhood.

Zandile, however, has received a great legacy fnemgrandmother: her storytelling.
This legacy is now part of Zandile’s reality, agggnted in the praise poem she recites for
Mr. Hlatshwayo, who is going on pensionZandile completes the first part of Mr
Hlatshwayo’s family praise name, which every Afnidamily has. These names outline
each family’s history. She then starts a sofigandile 63). While she follows the whole
ceremony, the audience sees Zandile’s grandmother watches Zandile’s performance
and leaves before her granddaughter can noticprhsence.

The play ends with Zandile (now eighteen year$ wldo has found out the address to
contact her grandmother after years of separatidhen Zandile arrives at the given
address, she is told by a neighbor that Gogo hagjad and left a suitcase to be given to
her. Zandile opens the suitcase, and shlke's out all the little parcels her grandmothesha
been putting away for her through all the yéafZandilg 77). Thus, Zandile, now a
woman, returns to her grandmother’s place wheresglemt her childhood. The circular
structure of the play presents a ritualistic qyadibserved not only in the return to the same
place, but also in the cycle of life and death,fow the grandmother is dead and Zandile
will continue to carry the torch that Gogo kindiecher heart.

Gogo’s teaching is a flame burning in Zandile'sispvhich will never abandon her. It is
the memory and legacy of women like Gogo that Mhimttempts to bring out of the
darkness for other women to be encouraged to fol@ago symbolizes all those women
whose names will not be included in the history kspdout who are at Africa’s heart and
will continue to beat in women'’s lives and leadnthi] their everyday courageous struggle
of survival.

A Final Note: An Open Section for New Black Soutliriéan Women’s Voices and
Women'’s Issues
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We are all mothers,

and we have that fire within us,
of powerful woman

we can laugh beauty into life
and still make you taste

the salt tears of our knowledge.

We have stripped ourselves raw and naked piecécogp
until our flesh lies flayed

with blood on our own hands.

What terrible thing can you do us

which we have not done to ourselves?

What can you tell us

which we did not deceive ourselves with

a long time ago?

And Yes,
we have conceived
to forge our mutilated hopes
into the substance of visions beyond your imagising
to declare through pain our deliverance:
... you shall not escape
what wewill make
of the broken pieces of our lives.
Abena P.A. Busfa

Two plays on Black South African women need tontentioned. One of the plays is

written by a man, Smal Ndab&d Where Tg?and the other, created by a group of women
in workshop Wathint’” Abafazi, Wathint’ Imbokothgxou Strike the Woman, You Strike the
RocR under the direction of Phyllis Klotz. Like one bfatsemela Manaka'’s last plays,
Goreg performed by only two women, Smal Ndab8s Where Totcludes as characters
three teenagers, a nurse and the father of ofreedéénagers. The play deals with the Black
South African woman'’s issues on sexual educatioagrmmancy and birth control, touching
Black South African women’s condition more diredtian Manaka’s playso Where To%
a word game which can also be read as SO-WE-TOb&lgavery much concerned about
children’s education and about trying to attraatepés’ attention to make them understand
the situation under which their children are lividgs an old member of the theatre group
Workshop '71, he recalls how in their workshops #utors analyzed stereotypes and
attempted to shatter them by offering issues thatewelevant to the people in the
townships. One of the main goals of this theatmagy was precisely to take theatre to the
people in the townships. Ndaba recognized the Bl&cksciousness Movement had
exercised an immense impact on him. In his workaihes to speak from the perspective of
the Black experience and compel Black audienc#sié what that experience is abdut.

Ndaba’s play consists of a seventy per cent oftevriwork and the rest was created in
workshop. The play was co-directed by him and Bhylotz. As already stated, Ndaba's

52 Abena P.A. Busia, “LiberationTestimonies of ExiléTrenton, New Jersey: Africa World Press, Inc82)935-
36.

53 Interview with Smal Ndaba, Johannesburg, 1989.
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main concern was to educate the audience, espedhdliren. He was preoccupied with the
issue of teenage pregnancy that was emerge incéabpéarming manner within the Black
community. Information about birth control had heten widely disseminated and abortion
was not considered an optid®o Where ToWas Ndaba'’s attempt to place a mirror in front
of the audience to show how frustrated parents tmigbl. He worked out of his own
experience as a parent, for he himself had gormugr the experience with a teenage
daughter. The play depicts how parents need to &insblution for this problem that,
obviously, has an equally strong repercussion enagers who are not ready yet to become
mothers”’

So Where To%akes place in the maternity section of a hospitathich three teenagers
are about to give birth to their babies. Throughirtldialogues, we learn about how they
became pregnant by accident and about their feadslack of preparation and financial
means to welcome and raise their children. Ndaba iatroduces racial issues focusing on
the problem of a Black girl who is giving birth ahite child. The other girls reject her for
considering her a traitor to the Black communitync® again, as Dike did imhe First
South African the issue of racial identity is brought up. Thgbuthis example, Ndaba
attempted to alert people about the danger andrdibswf apartheid that was making
people forget about human values, even when camsifbabies. According to apartheid
laws, this White child would not be allowed to livéth her mother for being a different
color. In a review appeared in the South AfricawsmaperSowetan So Where Towas
considered “a metaphor for the broad spectrum éfigal thought in South Africa . .[It
mirrors] the current situation with its many diffet responses to repressive laws which
aggravate the effects of social transition—par#idyl urbanisation.” The review concluded
that Ndaba did not propose solutions but showeglpeengaged in the development of a
democratic future for South Africa.

Although Ndaba'’s play is the manifestation of $gssitivity towards women'’s issues in
the Black community, his play does not deal with tomplexity of characters observed in
Dike’'s and Mhlophe’s depiction of their women claesis. Ndaba departed from a social
problem that affected him directly as a parent, Oigt not deepen into the personal
experience of that girl who is faced with an unwanpregnancy. It needs to be noted,
though, that part of the play was created in wasksand that a woman'’s touch is observed
in the presentation of a woman'’s specific experendevertheless, Ndaba’s concern and
presentation of a woman’s problem deserves specraideration for it shows Black South
African men were beginning to focus on women'’s éssuwhich were doubly problematic
under apartheid and under a patriarchal and ssa@séety. Another actor and playwright |
interviewed in October 1989 was John Ledwaba, wiko @as interested in examining
Black women'’s situation in South Africa. Ldwabaerssd to be working on the issue of
Black women who move to urban areas and are fantegrostitution, something that goes
against the religion and values of their culturbe Tact that men playwrights were being
sensitive to women’s oppression at that time wasemely significant for it meant there
was a growing awareness that still needed to expamahg both women and men.

54 Ibid.
%5 Shafa’ath-Ahmad Khan, “Edinburgh, That's Where, Siawetar(August 10, 1989): 1.
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Wathint' Abafazi, Wathint' Imbokoth@as another interesting play created in workshop
by Phyllis Klotz, Thobeka Maqutyana, Nomvula QosKalani September, Poppy Tsira
and Itumeleng Wa-Lehulere. This piece was a goodrgp@l of Black South African
women’s experience, which dealt with the work thegre forced to perform in their daily
struggle for survival and the conditions under Wwhilcey performed their work. The issues
raised in the play are women'’s active role and cdament in the liberation struggle; the
performance of different jobs and tasks—at the daynfarms, etc.; male violence and
sexual abuse against women, including rape; pregmamen who were forced to work all
day in spite of their advanced state of pregnamclyveho quite often had miscarriages as a
result of physical effort; women at home who comtid to be men’s slaves; women’s
degrading and humiliating experiences with theslands when visiting them in the hostels
(where these men were forced to live while workimeay from the township); and women’s
illiteracy and lack of education. The play conclsidgith an assertive war-like dance and
singing that seems to be a clear statement offfaifration in their decision to shape their
fate and that of their community. They are detegdito maintain an active role from which
they will not be refrained.

Only three actresses who enact many different rgtetuding male and female roles
from different backgrounds, classes and ages) peri@/athint’ Abafazi Most of the
objects needed for the performance are mimed. foanations from scene to scene and
from one character to another move as fast ascirees inWoza Albert! and it is upon the
female actors’ performing skills that the emphadiaction lies. Like Percy and Mbongeni
in Woza Albert! the three women actors create all kinds of saumelgcopters, sirens, birds
singing, etc.Wathint' Abafaziis also a plotless piece whose weight does nobrighe
spoken dialogues as much as it does on song, @amtgesture and movement. The set is
non-realistic, suggesting a wide dusty space aaddttion is played out against a triangular
black sheet suspended from the ceiling with fountl scattered over the set.

Dike, Mhlophe, the women from Crossroads who hattem and performedmfuduso
in 1979, andWathint’ Abafaziare just some scattered examples of the voiceBléagk
South African women writers who had begun to speatkand break the silence of their
oppression. In the 1980s, Black South African worhad already commenced to affirm,
through their personal and social experiencesettistence of a new aesthetics that was
slowly but powerfully emerging—in spite of the salotonditions these women had to face.
The war-like dance oWathint' Abafaziis the most evident statement of Black South
African women’s determination of their commitmewt Africa’'s and African women’s
liberation by the final years of apartheid.
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Conclusion

Revolution is. . .
when a forest rises to sharpen
its branches like pencils
then poetry will inscribe
the song of the river in ink.
Essop Patél

Ngugi [wa Thiong'o] has eaten a little of this éarAnd yes.
We all have to eat a little earth before we diedAme who
come from the earth will finally taste of ourselva@is earth.
Which will seep from the corners of our mouths anake us
whole.

Sonia Sanchéz

We spoke of longings/yearnings/the unknown
we spoke in the tongue of the snake

the hoot of the owl

tongues of our ancestors

dancing with the wind

they've made themselves a home here
blood relatives converging
wherever my soul is lurking
telling me now yes now
go to the center of the sun
Ntozake Shande

Carl G. Jung showed his disinterest for materia@gpess and wisely realized the
sickness of the Occident, criticizing Westernen'saitiability as part of his own patrimony.
This insatiability, in Jung’s words, is unilategid “such a diet for the soul will drive [the
Westerner] to a severe imbalance. This is whictdypees the Occidental man’s sickness,
who on top of it does not rest until he has contated the whole world with his voracity
and restlessnes$.Africans and African Americans have been victinisthe Occidental
sickness pointed out by Jung. Conscious of Wegielitical and intellectual imperialism

1Essop Patel, “Revolution is,” ifragments in the SytPatel (Johannesburg: Afrika Cultural Centre, )985

2 Sonia Sanchez, “Ngugi wa Thiong'o at Temple Uniitgrsin Under a Soprano Skysanchez (Trenton, New
Jersey: Africa World Press, 1989) 87.

3 Ntozake Shange, “Conversation with the Ancestdrs,Ridin’ the Moon in Texas: World PaintingShange
(New York: St. Martin’s Press, 1987) 13.

4 “Carl Gustav Jung: La sabiduria de los suefios,Nireva Conciencia: Plenitud Personal y Equilibrio
Planetario para el Siglo XXIAn extra monographic issue of Integral, 22 (Bkmea: Integral Ediciones, 1991)
60.
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upon their cultures, Black South Africans and AdricAmericans opted for an artistic birth
that would reject the political and artistic patierof the Western world as the only valid
ones.

The Black Theatre Movement operated an enormopadtrboth in the Western world
as well as within the African and African Americamommunities. The Movement
demonstrated the existence of heterogeneity ofimgdtagainst the Western false claim for
an only and homogeneous one. The Black Theatre Mewrtin the United States opened
the door to and encouraged many other communities shared specific and genuine
characteristics to voice their equally genuine galururthermore, the Movement helped the
development and growth of other movements—i.e., amand gay movements.

In the creation of the Black Theatre Movementjmexity with the African continent
was established. The liberation and independenoewfAfrican countries by the end of the
fifties had equally encouraged African Americanghieir own struggle for liberation, and
helped them assert the values that were part af Afiscan American culture. Similarly,
Black South Africans were aware of both African Aroans’ and other African countries’
struggle for liberation. The Black Power Movemetitat originated in the United States
during the sixties were a significant inspiratimr Black South Africans and their Black
Consciousness Movement; and Frantz Fanon's theaoesished both the political and
artistic movements of African Americans and Bladu® Africans.

The artists of the Black Theatre Movement in thatéd States and in South Africa
shared the same social-political goals and aestpetierns. They were committed theatre
artists who believed their community to be at tkeater of their art. Consequently, these
artists continued the African traditional princigléart and life being intertwined as well as
art and the artist performing a social function aedponsibility within their community.
Black theatre comprised a clear social functiomgssting new avenues to be pursued in
Blacks’ struggle for freedom both in the United t8taand in South Africa. As Maponya
had asserted regarding his theatre, Black theasre mot dogmatic but didactic, for it
attempted to reach a Black community and raise exveess among their people of the evils
of oppression and alienation under which they areed to live.

Within the Black Theatre Movement of both courdyia militant theatre and a theatre of
experience have been observed, sharing a commdnhgpe for liberation. The theatre of
Lorraine Hansberry, Amiri Baraka Baraka, Ntozaker@je and Maishe Maponya may be
included in the former. Baraka speakgpo&ms like fistand Maponya atheatre on the fist
These playwrights of the militant theatre deemedessary a liberation of the mind from
oppression in order for them to be able to libeet&ation and/or a group—i.e., women. In
the theatre of experience, on the other hand, EdinBuDouglas T. Ward, Adrienne
Kennedy, Percy Mtwa/Mbongeni Ngema/Barney Simontsei@ela Manaka, Fatima Dike,
and Gcina Mhlophe focused on the Black experieasserting the Black community’s
strengths and weakness as separate body from thiealtt culture.

African American and Black South African womenymlaights have been comprised
within a woman’s aesthetics that shares the mditaand experience observed in the
aforementioned theatre classification, charactdriteugh by a double factor: race and
gender. These women playwrights created a militheatre and/or theatre of experience
that applied to both the Black community and Afnignd African American women. Black
women playwrights have made of their personal egpee—as Black and female—a
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political statement that widens the artistic andig@ultural perspective offered by their
male counterparts. Even Sarah’s suicide in Kenrsdelyhnyhouse of a Negieecomes the
acknowledgement of a defeat necessary in a progksstrospection to achieve self-
affirmation. Sarah’s suicide can also stand for dieath of an insecure and fragmented
person—like Clay’s death iDutchmanrefers to the death of Baraka’'s whitened selther
crucified poet in Maponya'&angstersin which the blood shed by martyrs grows liketre
of life. The plays might equally celebrate womaniosuch as Shangefer colored girls
who have considered suicide/when the rainbow i$.enu

Black women have chosen among their main themenaemoas warriors or militants;
women who have been raped, who are pregnant odabhad by their men; and women and
menstruation, to cite a few examples. Black womdinésnatic choices display a feminine
array specifically and genuinely related to womesxperience, which is practically non-
existent in the plays written by Black males. AditicAmerican and Black South African
women have then annihilated false and humiliatiege®types created around them.

It is significant to observe that Black women plaights used a different language to
present the issues originating from their feminamed societal reality. Hansberry, for
instance, although a militant and revolutionaryd diot use the violent language and
radicalism observed in Baraka’'s militant and retiohary plays. Moreover, when Mhlophe
claimed that she did not write abdiy politicsas men playwrights such as Maponya did,
she wass not fully aware that she was actually glgo. Mhlophe’s plays affirm the
existence of an African legacy and culture that sadiived and existed within a dominant
culture that was denying African values at the tmh¢he apartheid. By presenting her own
experience and deepening inside herself, Mhloppesed a perspective that was denied by
the system of apartheid. From the moment she disdla different reality, confronting the
government’s assumption of a homogeneous cultheewss making a political statement.

Plays by Black women uttered a Black experiena thas taken from their inner
personal experience, whereas plays by Black menlynficused on social issues from a
more outward perspective. Jung has acknowledgediifierence claiming that

the conscious attitude of woman is in general fararexclusively personal than that of man. Her
world is made up of fathers and mothers, brothaers sisters, husbands and children The man’s
world is the nation, the state, business concetiasHis family is simply a means to an end, onthef
foundations of the state, and his wife is not neaely the woman for him (at any rate not as the
woman means in when she says “my man”). The gemeeans more to him than the personal: his
world consists of a multitude of coordinated fastowhereas her world, outside her husbands,
terminates in a sort of cosmic mist.

Jung’s statement is partly true when referring lacB women. Black women speak of their
personal experiences, yet they do not forget nathdg see the world outside their families
in a sort of cosmic misBlack women playwrights speak from their persanaderience and
reach to the outside (Hansberry and Shange arefttiee most evident examples). Baraka
and Hansberry might be the only ones who have asddner journey to reach an outward
perspective, being both perspectives present iir thiays. Black women and men
playwrights have adopted components that belonpaditn Western and African and/or
African American tradition, which make them reprgsg¢ives of a unique and distinctive

5 Carl G. JungThe Basic Writings of C.G. Jun§. de Laszlo, ed. (New York: The Modern Librar959) 180.
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theatre. In this line and referring to African Anoan theatre, Geneviéve Fabre has
observed:

It creates dialectical relationships between wheestroys and what it creates. On one side iS\est,
kingdom of rationality and technology. On the otlerthe spirit, called soul or blackness, which
breaks away from reason in order to save the w@idone side domination and the restrictive law of
the oppressor; on the other side liberation, fregdend an enduring reconciliation among blacks. The
theatre stages repeated confrontations betweea tivesorders.

Fabre's assertion is equally applicable to BlacktBdfrican theatre. Additionally, Black
theatre has brought into balance through a diakctielationship the creation of an
aesthetics/form and social issues/content to detmaieshe existence of a different culture.
This culture possesses different artistic expressiand values, away from Western
parameters, the aesthetics of self-affirmation.

Among the components that are encompassed byesthedics of self-affirmation are:

1) Awareness of and request for audience participaThe audience is placed in an
active position from which it can question the atbn stage while opening the possibility
to them of taking another action beyond the theattks within their community.

2) Related to the first point, ritual is adoptesiaanecessary component. Ritual helps
understand the mysterious and hostile forces ar@augle. It equally creates a sense of
togetherness and unity as a group, the Black nafierin church services (whose tradition
has operated a tremendous influence on Black #jeaituals suggest sequences rather than
a story line, something that has been adoptedhimtplays.

3) Incorporation of essential elements that belonthe oral tradition, such as the art of
storytelling (i.e., Hansberry’s inclusion of Manduis story inLes Blancky Parallel to the
integration of these components is the social fancthey represent, thus, enunciating
strategies for survival (i.e, signifying or playirtge dozens in the African American
tradition; the use humor and satire, part of bdih ®African and African American
traditions, like in Ward'®©ay of Absencer Mtwa/Ngema/Simon’'$Voza Albert).

4) The blend of musical tradition with the writtéaxt, in which the drum occupies a
central place. Drum rhythms are incorporated intoetfy, and poetry is equally
incorporated into the plays. Dance is equally irdégfd, which specially offers the spirit
force and movement that at times is complementedhbyprominent expressiveness of
gestural language. Consequently, a theatrical Eggudevelops away from the limits
imposed by the written text, for written languagdopts the rhythms and gestures of
movement, music and dance. The dramatic strucsusbdaped by the blending of elements
that generate from the folk, religious and mustcaditions. The plays offer multiple levels
of reading and hearing, in the manner music rarsdsiple levels of—aesthetics, emotional,
mental—consciousness. The playwrights of the Bldtieatre Movement quite often
include simultaneous action sequences—Manalkeg®li, Kennedy's Funnyhouseor
Shange’dor colored girls

The combination of the aforementioned elements ahsinates the existence of a
different theatre that reveals a particular antedéitiated reality from that presented by the

6 Geneviéve FabreDrumbeats, Masks, and Metaphor: Contemporary Afnoefican Theatre(Cambridge
(Massachusetts) and London (England): Harvard UsityePress, 1983) 25.
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White dominant culture. Fabre, however, claims tfasican American theatre has become
“isolated from the audience on which it had bagsdekistence and validity.’She further
argues that reconciliation with the dominant sggiefter the dynamism that emphasized
separatism, has distanced African American thdedre the African American community.
In Fabre’s opinion, African American theatre willrgive “only if a dialogue with the
groups is maintained and if the forms that suppimat dialogue are constantly renewéd.”
The same cannot be applied to Black South Afridaeatre for, after apartheid ended,
playwrights are still struggling to reach the Blgg&uth African audience who continues to
be the main protagonist. The significance of thecBITheatre Movement, though, needs to
be strongly acknowledged both in the United Statekin South Africa.

If the Black Theatre Movement in the United Stated in South Africa opened the door
to new artistic possibilities, asserting and enaging heterogeneity of cultures, much is
still needed in the field of criticism. It is trdbke eighties and nineties and the new century
seem to have erupted with force and new scholaré&fo€an and African American
literature have begun to propose new critical pasteand to offer new perspectives.
Nevertheless, in the field of Black theatre, eitlrerthe United States, Africa or Latin
America, there is still an urgent need to develew theories or guidelines that help analyze
and open new perspectives of approaching it. Juatgds that “theory-building is the
outcome of discussion among maryghd | totally agree with him. Consequently, | hope
that this study may generate additional questioming further discussion; and that further
discussion may culminate in the delineation of iegories that help readers and audiences
unveil hidden meanings beyond the written and/ofopmed word.

7 Ibid., 246.
81bid., 247.
9 Jung,op. cit, 182.
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Appendix |

SYNOPSIS OF PLAYS

THE UNITED STATES

Baraka, Amiri.The Slav€1964)

The play is described as “A Fable in a Prologue Bd Acts.” An old field-slave, Walker
Vessels, briefly introduces the play in the Prokgas this character abandons the stage,
while singing some blues, he transforms into thacBlrevolutionary Walker Vessels.
Vessels returns to confront Grace, his former WideWhite woman) and to take their
children with him. Throughout the play, sounds gblesions are continuously heard in the
background. Vessels kills Grace’'s husband (Easéey) one of the explosions reaches
Grace. At the end of the play a child’s cry is ldeand the spectator does not know whether
the children have been killed or not. The play t¢ates with Vessels who again becomes
the old field-slave who appeared in the Prologue.

Bullins, Ed.Goin’ a Buffalo(1968)

A full-length play in three acts “about some Blag®ople,” as the playwright himself asserts
in the script. Only Mamma-Too-Tight is White butngpletely integrated in the African
American community of the ghetto. Mamma serves las ¢omic release like Black
characters did in White comedies. The play is alteeitappearance of Art, an old friend
that Curt met while he was in jail and who helpeoh fin the past. Curt is married to
Pandora, who carries a box in which she keeps umaand, a gun and the savings obtained
through prostitution—which she is obliged to exsecunder Curt’s pressure. Art brings the
destruction of his friends’ dreams, causes Cudtsirn to prison and steals Pandora from
Curt.

Hansberry, Lorraind.es Blancg1964)

Play written as a response to Jean Gendtts Blacks The play was left unfinished due to
Hansberry’s premature death. Robert Nemiroff, Hangts ex-husband, completed the
script with the notes left by the playwright. Ikés place in an unnamed country in Africa
where those in power to justify oppression and @itgtion use racism. The play depicts the
radicalizing of a White North American reporter, a&lie Morris, and that of an African
intellectual, Tshembe Matoseh, educated in Euragere he actually lives with his wife
and son. Matoseh returns to his homeland for tiefs funeral and is obliged to decide
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whether to take part in a rebellion. He is caugitveen his African roots and his loyalty to
his family. Matoseh'’s first reaction is rather tmain uninvolved and detached from their
people’s struggle; but by the end of the play tadizes that talking is not enough and there
is a need to take sides.

Kennedy, Adrienne-unnyhouse of a Negid964)

An expressionistic and surrealistic presentatioBarfah’s psyche, an English-major student
whose various selves—Queen Victoria, hunchbacksds)datrice Lumumba and Duchess
of Hapsburg—run the motif of her Black father’s redafor identity. Her father’s search is
transmitted to his daughter. The play shows an iagmn picture of the inner torture
suffered by Sarah, who cannot bear the pressuiesiiag Black in North America.

Shange, Ntozakdor colored girls who have considered suicide/whies rainbow is enuf
(1975)

In Shange’s words, this play, which took her siangeto give shape, is a documentation of
emotional history. It is a celebration of the dalthe portrayal of seven Black women and
their need for self-affirmation. This theatricalepé is achoreopoemwhere poetry and
movement become the means for women to expresshilitiand anger towards White and
Black men they have been related to. It is alsalband plea to these men to stop hurting
their women, for women will not bear their abusd amistreatment any longer.

Ward, Douglas TurneDay of Absenc€l1965)

This is a satirical farce narrating the disappeegaof the African American population
from a Southern community only for a single day.eifhdisappearance reveals how
dependent Whites are on the presence of Africanrisames. The play is conceived to be
performed by a Black cast, a reverse minstrel sthome in white face.

SOUTH AFRICA

Klotz, Phyllis; Thobeka Maqutyana; Nomvula Qoshajati September; Poppy Tsira, and
ltumeleng Wa-LehulereWathint' Abafazi, Wathint' Imbokoth¢vou Strike the Woman,
You Strike the RoxK1986)

This play presents a rich display of Black Southidsin women'’s experience. Three women
who enact all different kinds of characters perfohm play: old and young White and Black
female and male characters that belong to the wardmciety strata. The women present
women’s issues as well as the different works @&yobliged to perform in their struggle
for survival. The play is a clear presentation dad® South African women’s self-
determination to continue in the struggle for Aéfcand women'’s liberation.

Dike, Fatima.The First South Africaif1979)

This piece tells the story of Zwelinzima, Rooi, ahé problems that his skin color creates
for him and his family. Rooi's father was White aner mother, Freda, is Black. He lives
with his mother and Black stepfather, Austin. Btlle White and the Black community

reject Rooi. The Bantu Administration Office trigstake Rooi away from his mother, for
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he looks White, and still he is not White. Rooi wanfind a job. Thus, the play shows the
victimization of people under the absurd laws ob@r Areas and Immorality Acts, which
attempts to keep people in separate areas accaalitngir skin color as well as to forbid
interracial relationships. Furthermore, the plagsents the township life and examines
Black people’s lives, including contradictory orspive characters such as Rooi's step-
father; or courageous characters, such as FreadasRaother.

Manaka, Matsemel&goli, the City of Gold1978)

This piece is a presentation of the lives of twgnant workers through a series of scenes
which range from realistic everyday experiencesirsam sequences, mimed work scenes
and flash backs. The play contains lucid physi¢ages imagery rather than a realistic
dialogue. The performance heavily relies on therattskills to expose, on the one hand,
the humiliation, suffering, and abuse which Blatkse in South Africa; and, on the other
hand, the character’s fiery passion for survival lperation.

Maponya, MaisheGangsterg1984)

The play is a dramatization of Stephen Biko's déattihe character of the poet Rasechaba.
The play consists of a series of short scenes inhadn Black poet and two security police
officers (one White and one Black) act out the éveihat led to the poet’'s death.
Maponya’s play is an impassionate attack on opjfmessid the oppressor.

Mtwa, Percy; Mbongeni Ngema and Barney Sim@voza Albert!(Raise Up, Alber)!
(1980)

This piece is a plotless comic satire in twenty-@aeenes about the Second Coming of
Christ (Morena, the Savior). The play discussegiSéfrica as a Christian country, fusing
a strong basis of theatrical and acting skills withurgent political message. The coming of
Christ becomes the excuse to voice the South Afrsiimation under the evils of apartheid.

Mhlophe, GcinaHave You Seen Zandil¢?985)

The play consists of fourteen scenes in which twonen enact different female characters
to narrate Zandile’s childhood and her entrance imbmanhood. Zandile's story is told
from a child’s point of view. Her grandmother hat land indelible and valuable mark in
her life—the richness of oral tradition and stollytg. When the grandmother dies, Zandile
is already eighteen years old and the spectattizesaher grandmother’s spirit and legacy
has been transmitted to Zandile.

Ndaba, SmalSo Where To? (Sowet(f)989)

Ndaba'’s piece attempts to present a mirror in fadrthe Black community by exposing the
problems that parents face when their childrenpgegnant due to the lack of birth control
information. The play consists of three teenagemrs,rse and the father—a teacher—of one
of the girls. The three girls are in a maternitprroand their dialogues show their fears and
unreadiness to a motherhood they did not plan.
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