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Editors’ Introduction

The term “Black Arts Movement” (BAM) was coined by the poet, playwright, critic, and
political activist Larry Neal for the outpouring of politically engaged African American
art from the mid-1960s to the late 19705, which Neal described as the “sister of the Black
Power concept” BAM encompassed a wide range of ideological and aesthetic stances,
Nonetheless, like the Black Power Movement, all strains of BAM were generally united by
a belief in the need for personal and social transformation of African Americans to deter-
mine their own political and cultural destiny and by a sense that the movement was part
of an international struggle against colonialism, neocolonialism, and racism.

One of the ironies in tracing the origins of the Black Arts Movement of the late 19605 is
that two of its most important catalysts, Malcolm X and John Coltrane, died before it came
to fruition. Reflected in their significant presence in the literary and visual works that were
to follow, it would be difficult to overestimate the two men’s role in setting both the politi-
cal and the cultural agendas that made BAM such a potent force in the Black Power and
Black Liberation Movements.

Rising to prominence during the years between the Brown v. Board of Education de-
cision and the onset of the urban rebellions, Malcolm and Coltrane came to be seen as
the twin pillars of the new outlook and attitude that gained full expression in the Black
Arts Movement. Coltrane’s dismantling the foundations of western music while simuita-
neously producing beautiful and moving works outside of its constraints demonstrated
that a new world was possible. Malcolm’s words made explicit the critique implicit in Col-
trane’s music: Do you want to integrate in a burning house? Do you want human rights or
civil rights? He constantly reminded his listeners that Europeans and people of European
descent were a small minority of the global population.

The broader context in which Malcolm and Coltrane evolved was the reality of the Cold
War and the rapid development of the anticolonial movements stimulated by the impact
of World War I on the European colonial powers. In the 1940s and early 1950s, the rise
of dynamic independence movements that ultimately led to the emergence of indepen-
dent states in Africa in the late 1950s and early 1960s stimulated a new engagement with
traditional African arts and cultures. A number of influential Black musicians, includ-
ing Art Blakey, Randy Weston, Dizzy Gillespie, Yusef Lateef, Dakota Staton, and Ahmad
Jamal, traveled to Africa or incorporated African elements in their music, especially from
the cultures of Nigeria. Some even converted to Ahmadiyya Islam (one of the smaller
branches of Islam, which, although originating in South Asia, is particularly influential in




West Alrica). At the time, despite the growing turmoil among Black artists and the promi

nence of some Jeading figures in the more radical sectors of the Civil Rights Movement,
there was not a clear or coherent view of exactly what the role of culiure was in the broader
struggle against racial injustice. Most early assessments of the transition from civil rights
to Black liberation do not mention the term “Black Arts Movement.” Many of the artists
involved during the period were viewed according to their politics and not necessarily in
lerms of their cultural work.

Malcolm X had performed the magic that turned “Negroes™ into Black people, but
the exact social, political, and cultural content of this new self designation was not sell
evident. John Coltrane and the other adherents of what was then called “free Jazz™ dem
onstrated that one could transgress the boundaries of “western music” and yet create work
of great power and beauty. However, as popular as some of the younger artists were among
a college educated audience, their art was not so accessible to many Black people whose
cultural tastes were anchored in their traditions of blues, R&B, gospel, and Motown. Askia
Tourd's prescient essay “Keep on Pushin® Rhythm & Blues as a Weapon” is an indication
ol what was necded and the connections that would have to be made 1o generate a cul

lure in tune with a new Black awareness and consciousness. Malcolm’s Organization of

Alro American Unity had as one of its goals a “cultural revolution” Frantz Fanon’s The
Wretched of the Eartli was just being translated, putting into English his harsh critique of
the culture of colonization and the need 1o break both with it and with traditional African
cultural forms that did not function to advance the liberation of the colonized.

What validated Malcolm’s importance to the incipient Black Arts Movement was his
endorsement by older cultural figures such as Ossie Davis, Gwendolyn Brooks, Margaret
Burroughs, and Margaret Walker. 1t was Davis who gave the eulogy at Malcolm’s funeral,
and it was older poets who produced the first and still most influential responses to what
it meant that Malcolm was no longer on this carth  as seen in many of the poems in the
carly Broadside Press anthology For Malcoint, edited by Margaret Burroughs and Dudley
Randall. Ttis at this critical juncture in the immediate aftermath of Malcolm’s assassina-
tion that Amiri Baraka moved trom the East Village to THarlem to begin to lay out a pro
gram for the “Black Arts”

Inits carly days, the Black Arts Movement was relatively gender egalitarian. Given the
deep sexism running through US. society, it was actually much more open in this regard
than the vast majority of cultural and political institutions and formations. Sonia Sanchez,
Nikki Giovanni, Margaret Burroughs, Margaret Danner, Johari Amini (Jewel Lattimore),
Carolyn Rodgers, Jayne Cortez, Sarah Webster Fabio, Aishah Rahman, Barbara Ann Teer,
Val Gray Ward, and Elma Lewis played leading and very visible roles as artists and as ¢re
ators of new Black cultural institutions. In the late 1960s, however, Maulana Karenga pro
posed a clear and influential cultural nationalist model based on neo Africanist principles
that posited women as “complementary, not equal” As Karenga's Kawaida ideology circu
lated throughout the Black Power and Black Arts movements, patriarchal notions of art
and culture gained increasing currency, although these views never characterized BAM as
a whole, Women continued to hold Teadership positions in the movement and remained
among the most popular artists within the Black community. Both men and women also
contested expressions of male chauvinism in BAM. In fact, one result of Kawaidism and
other patriarchal ideologies within the movement was the rise of an explicit Black Power
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and Black Arts feminism, exemplified by Toni Cade Bambaras landmark 1970 anthology
L . .
The Black Wonan and by the actions of women artists who literally fought their way onto

stages with men.

BAM and Its Predecessors

BAM activists sought a usable past not simply in the idea of a general Black artistic tradi-
tion but more specifically in antecedent African American cultural movements. By far
the most important was the lardeny, or New Negro, Renaissance of the 1920, Like BAM,
the Renaissance was a multidisciplinary and multi genre arts movement that gave Black
artists a pational and even international status. Yet, in many respects, BAM artists treated
the Harlem Renaissance as a cautionary tale as much as a beloved parent. They judged the
artists of the Renaissance 1o be insufficiently political, not actively enough engaged with
the concerns of working-class African Americans, too dependent on the support of jaded
white patrons, and (with the exception of a refative few such as Langston Hughes, Sterling
Brown, and Zora Neale THurston) distant from the culture of the Black masses. Neverthe

less, despite the charges they leveled against the Renaissance, BAM critics like Neal and
Addison Gayle Jr. were among the first to take its writers, such as Countee Cullen, Jean
‘Toomer, Zora Neale Hurston, Sterling Brown, and Claude McKay, seriously. In fact, the
rise of Harlem Renaissance studies can be traced 1o the work of Neal and BAM critics and
carly Black studies scholars of the 1960s and 1970s.

Also important to BAM activists as both antecedents to their movement and examples
of what Harold Cruse would make famous as “the crisis of the Negro intellectual™ were the
radical political and cultural circles of the 19305, 19408, and carly t9s0s, especially those as
sociated with the Communist Party, These circles provided audiences and venues for Afri
can American artists, some of whom, like Sterling Brown, Margaret Burroughs, Langsion
Hughes, John O. Killens, Jacob Lawrence, and Margaret Walker, provided critical support
and mentoring for the nascent BAM. Quite a few of the young BAM activists themselves
had participated in study groups, lecture series, educational organizations, and the like
connected to the Old Left. At the same time, many of the young artists and activists criti
cized the Old Left (at least its members of the Communist Party} for an undue attach
ment to the Soviet Union, a romantic fetishizing of white workers and their revolutionary
potential, a lack of understanding of the importance and appeal of Black nationalism, an
underestimation of the Third World as the leading force for social liberation, and a lack of
appreciation of the spiritual dimension of life.

BAM activists and Black Power militants as well were keenly aware of the potitical and
culturat developments in the Third World, especially the debates between the adherents of
Négritude, notably Senegal’s Leopold Senghor, and what might be thought ol as the revotu-
tionary nationalist Africanism of such independence leaders as Guinea’s Sekou Touré and
Ghana’s Kwame Nkrumah. In general, BAM writers and artists, whether they considered
themselves revolutionary nationalists or cultural nationalists, sided with the revolutionary
activism of Touré and Nkrumah against what they saw as the depoliticized culturalism of
Senghor and Negritude. They were also inspired by non-aligned movements that arose
outof the 19ss Bandung Conference of newly independent African and Asian nations and
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from the often violent independe
Of particulur importance was the Cuban Revolution, which
ol Black artists and intellectuals, sponsoring tours for Black radicals, and having Fidel
Castro stay at the Hotel Theresa in Harlem when he came (o speak at the United Nalions
in 1960, for example, Proto Black Power and Black Arts activists
“Bandung World,” in which Black radicals were part of a worldwide revolutionary move
ment encompassing the vast majority of the world’s people, rather than seeing themselves
as a minority within » minority in the United States.

An immediate antecedent 1o BAM was the bohemian counterculture of the 19505 and
carly 1960s. Although such literary groups as the Beats, the New Y
Black Mountain School are ofie

actively sought the support

advanced the ideg ol a

ik School, and the
0 still characterized as “white” they were actually among
the most interracial intellectual circles in the United States at the time, especially in New
York, Chicago, Detroit, Washington, D.C., and the San Prancisco Bay Area. Such African
American writers as Amiri Baraka, Bob Kaufman, Ed Bullins, Ted Joan, A. B, Spellman,
and the seminal Umbra Poets Workshop were intimately tied 10 the literary counter
culture, In fact, Baraka as writer, editor, and publisher was 4 key figure in creating the idea
of 2 “New American Poetry” in the 19505 and 1960s. The mstitwtionalization of the public
reading as a central means ul'disscmimling poetry and the engagement of literature with
music and other forms of popular culture, especially Black popular culture, in BA M owed
much 1o the Beats and other bohemian “schools” In the end, though, many important
African American cultural activists like Baraka publicly broke with the counterculture as
4 way of asserting the independence of Black artists,
Not 1o be overlooked is the continuing presence of older Black
intellectuals, such as Samuel Allen, Romare Bearden, Ge
Margaret Burroughs, Elizabeth Catlett, Alice Childress, Charles Davis, Owen Dodson,
Margaret Danner, Robert Hayden, Langston Hughe

s, John O. Killens, Jacob Lasrence,
Melvin Tolson, Darwin Turner, Margaret Walker, and Theodore Ward, While only a few

of these artists can be said to have truly been a part of BAM  maost notably Gwendolyn
Brooks  many were mentors and critical supporters of younger BAM members, encour

aging their work and reminding them of carlier moments of Black political and cultural
radicalism,

artists, writers, and
ndolyn Brooks, Sterling Brown,

The Black Arts Movement and Black Nationalism

BAM cannot be comprehended outside the contex( of the rise of Black nationalism in the
1960s. Of course, Black nationalism has a long history in the United States reaching back
1o the cighteenth century. However, with the mass circulation of the ideas of Malcolm X,
first within and then outside the Nation of Islam, and he explosion of the uprisings of
the 1960s, especially afier the Watts Rebellion of 1965, nationalism' exerted a new infly

ence on Black artists and on (he African American community in general to an extent
unseen since the heyday of Marcus Garvey’s Unjversal Negro Improvement Association
(UNIA) in the 19204, And even Marcus Garvey never directly allecied most Black artists
during the 1Harlem Renaissance in the way Malcolm X moved those whose who would
start BAM in the 1960s. However, Malcolm Xy analysis of white supremacy in the United
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exsample, on the legacy of the Harlem Renaissance as well of more
like Ralph Ellison and Robert Hayden. OFf course, even within the movement there wag
considerable disagreement over the worth of the work of Ellison and | layden though the
arguments turned more on the degree o which those writers engaged African American
expressive culture rather than on any universalist ideas of apt and acsthetic value,

One aspect of the political mission ot BAM which had
was the emphasis on the performative and on artistic g
performance and potentially reach masses of people,
of the movement were poetry and theater,

contemporary wrilers

a profound impact on aesthetics
nres that lent themselves 1o public
Asaresult, the most populir genres
since it was comparatively casy (o present
poems or plays at a political rally, on a street corner, or in
yard or community room. Poetry, 1oo, was particul
ily circulated in Black-run journals, newspape

a public housing project court
arly important because it could be cas-
rs, broadsides, and small press chapbooks
in 2 way that was not possible with longer fiction, Likewise, the
best-known form of Black visualart during the pe
Respect on Chicago's South Side becoming sie
events. There was also a sire
than as a product or artif

public mural became (he
riod, with such lindmarks as the Wall of
s ol political railies as well as of other artistic
S8 onart as a process of personal
act 1o be sold or appreciated in an

One area of considerable debate within BAM wag (he relation of revolutionary art 4o
Black popular culture, both traditional and conte

mporary. What, for example, was the
value of the blues tradition, both tyrically and formally, to Black art, especially Black

music, drama, and literature? | Jow were R&B, doo-wop, soul, soul Jazz, and so on, 10 be
assessed in terms of the new Black art? Some BAM members, notably among proponeits
of Karenga’s Kawaidaism, essentially rejected the blues tradition and mode
lar culture, positing instead the jazz avang garde, especially John Coltra
Africanist construel of precolonial African culture as the basis of
ture. Others, following an anti-colonial Left position in 1
Fanon, argued for a vangt
can culture, echoing perh

and social liberation rather
abstract way.

m Black popu
ne, and a neo
anew Black countercul
arge measure derived from Eranty
1ard art that rejected both popular culture and traditional Alri

aps Marx’s famous pronouncement in The Eighteenth Brumire
of Louis Bonaparte that the “social revolution of the

poctry from the past, but only from the future,

for a time 10 Karenga, such as Amiri Baraka, argued for a cujtural condinuum stretching
from Africa through the blues, free jwz, and such contemporary R&B musicjans
Brown, Curlis Mayficld, Marvin Gaye, and Stevie Wonder.,

Another characteristic of BAM artistic practice, especially of those BAM membors
who drew on Black popular culture, was (he blurring of the boundaries ofartistic genre
and medium. Black Ars perlormances frequently mixed poctry, drama, music, dance,
and even visual ars, Similarly, mugal painting often entailed multidisciplinary, multj
genre performances at the mural sttes. In addition, murals such as the Wall of Respect
incorporated photographs, literary texts, and works from other
in works that were printed, for example, Sonia $
Madhubutis “Dont Cry, Seream.” writers often tried recreate

formance through lincation, typography, spacing, and so on. Finally, many Black artis(s
worked in muhiple genres: in addition o being jazz musicians Archie
accomplished Playwright, Sun Ra and Cecil i

nineteenth century cannot draw its
“Still others, even some others closely tied

as James

artistic medjums, Even
anchez’s “A Colirane Poem” and 1akj
aspects of non literary per

Shepp was an
aylorwrote poetry. and Marion Brown was g
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Circuits of Transmission
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The watershed moment in the development of a Black Arts infrastructure was the
establishment of Detroit’s Broadside Press by Dudley Randall in 1965. Randalt
member of the “Detroit Group” of Black writers that coalesced around such institutions as
Boone House and Concept East Theater, initiated the press by publishing broadsides writ
ten by him and older Black authors such as Langston Hughes, Robert | layden, Gwendolyn
Brooks, Melvin Tolson, and Sterling Brown. Within a refatively short period of time, how
ever, the press concentrated on chapbooks and broadsides by Sonia Sanchey, Carolyn
Rodgers, Haki Madhubudi, Sterting Plumpp, Johari Amini, and literally dozens of other
young Black writers. Between 1966 and 1975 Broadside published a half million volumes,
a huge number for a small poctry press—and according 1o Melba loyce Boyd more than
twice as many books by African American poets than had been issued by the entire US,
publishing industry in the two decades between 1945 and 1965. Broadside not only made
the new Black poctry and criticism available (o

» N active

a national audience, it also inspired the
creation of other African American literary publishing ventures, such as Third World

Press, the Journal of Black Poetry Press, Lotus Press, and Jihad Productions.

Broadside Press soon became g integral part of &« midwestern network of Black
groups and institutions that included Negro Digest, Concept East, the Organization for
Black American Culure {OBAC) with its writers and visual arts workshops, the Afiro
Arts Theater, Africobra, the Kuumba Theater, and the Association for the Adv
of Creative Music ( AACM), which joined with like minded groups and institutions ACross
the nation, When Gwendolyn Brooks moved from | larper & Row, one of the largest trade
publishers, to Broadside Press in the lute 19608, it was an event of enormous symbolic
and practical significance, which led African American writers to publish with Black run
presses (or at least justify why they did not).

1o understand the ways in which Black Arts built a nation
and found an audience, it is crucial to remember that the Black Liberation Movement did
not simply exert an ideological influence over Black Arts; it also aided the cultural move
ment in material ways, What might be thought of as fundamentally political eve
as the 1970 founding convention of the Congress of African People (CAP) in AUl
also showcases for Black visual

arlists'

ancement

al community among artists

nts, such
anta, were
art, literature, dance, music, and dramatic performance
as well as venues for the discussion of Black acesthetics and the role of culture in political
struggle. Very often important local and national political leaders, Amiri Baraka and [ laki
Madhubuti, for example, were major artists. Frequently, such Black liberation
would promote radical Black art as acentral part of their organizing ¢
reverse was also true: Black artists would he
the African Liberation Support Committee
minces, and other culiural events,

advocates
florts. Of course, the
ip build political organizations like CAP and
on tours of poetry readings, theater perior

Legacies

BAM was arguably the most influential LS. arts movement ever. Certainly no other
radical cubtural movement reached such a large American audience, Black
groups, writers' and artists' workshops, theaters, bookstores, study circle
nies, schools, journals, small presses, reading series, galleries, muse

Arts cullural
s, dance compa
ums, public art spaces

JOHN H BRACETY IR . SONIA SANCHEZ, AND JAMES SMETHURST
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EDITORS INTRODUCTION
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National Endowment for the

Humanities, National Public R
stilutions, are

adio, and public culiural in
significantly rooted in the Black Arts Mov

cment,

The Mission of SOS—Caﬂing All Black People

As happened with Black Power,

@ new scholarship examining the Black Arts Movement
has emerged and gained wide

academic aliention ove
matically increased interest in Black Arts and Black
but not exclusively, among young African Ame
Mg courses on the Black Arts Moveme
primary textbook, Certainly
ture adequately capture the

r the last decade. There is also dra
Power outside (he acitdemy, especially,
ricans. However, a major problem in teach
ntis the fack of an anthology that can be used as the
none of the existing anthologies of African American litera
ideological, acsthetic, and geographical breadth of BAM. Fven
the recently reprinted edition of Amiri Baraka and Larry Neal's seminal BAM anthology
Bluck Fire comprises onl y the early days of the movement. Further, so many of the essential
documents are inaccessible that anyone without access 1o a major research library would
find it very difficult (o getareal sense of BAM. And, of course, access does not of itsell
identify the documents or provide contextualization,

This collection is intended 1o renie
ple of five BAM genre,
fiction/ narrative.

dy those proble

ms, It presents a representative sam
s: theory / eriticism, staleme

nts of purpose, poctry, drama, and shopt
This sample demonstrates the ideological, geographical, and acsthetic
scope of the movement, We include works that were considered essential at the
well as others thit seem (o us signiftcant in retrospect,

Inaddition (o the editors’ introduction, the
cluding essays discussing the significance
ture a short introduction as well
to give a tangible sense of the
includes a selected bibliography

time as
volume inclwdes a foreword and three con
and legacy of the movement., Most sections fea
as a reminiscence by a major practitioner of (he genre
moment and the lived feeling of BAM, The volume also
“ol primary and secondary texts,

FANCHEZ AND JAMES SMETHURST

AMIRI BARAKA

The Black Arts Movement

-hed a new height of intensity with
s the U.S. Civil Rights movement had reached a new hl.lléh e 1’(}1rm'1
- the late sos the U, smervence of Dr. King and d
By the late 5 f the Montgomery Bus Boycott, the emergence of | : ]1: ::]im'l‘i with yet
» viclory ¢ . » 2o’ 10 a roari Hb
the Vi $.C.L.C. The Cuban Revolution brought the 50’ 1o a roar bll o formed out
. i » &L, B Aent had
tion of the lar democratic victory. By 1960 the Black Student Mmr.m [ the stage of
; T popular de : = . NG step onto the st
dn(“hu} I l;oru black student “sit-ins” and soon S.N.C.C. wnu]tl }n T S
“the Greens HEE S . Cthe 60's we welcomed
of the Ore fes” struggle. And now at the beginning of the 60’ we wele
I: 1y T .
Black peoples st .
: leadership of Malcolm X. T ies want [ndependence,
the I"Mklr Ilh}i was the era when, as Mao ‘Tse Tung said, “Countries w lm(}]uolc him
s f 5 Wl & £/ R » 45 W USed
Clearly t Liberation and The People want Revolution!™ And as we
Nations want Libers e > World Today!”
often, “Revolution 1s The Main ‘Irend In the V\lmld Ilf (r‘ K,[ Y
’ i mits, from the earlier Me au s o
= S y Movements, from ) 2 Agikiwe. Toure
+ African Liberatio o s names Kenyatta, Azikiwe, ,
IhIL.] it;a: saining worldwide recognition. And the names I\;;}). i ‘11(,[1 e il
rere hikewlse g - st met Askia Toure, ¢
“utrL '\Lquf’r were becoming tamiliar, In 1961, 115t met Askia Tou tr v!:lhcrcd with
- : I WE Were
[\.}L]ﬂn, -u‘mrulcs in front of the US. Mission to the UN. whcrlt "V i mdb("\l\'in Hicks
ife lo e ¢ ! : Ay s ae HOry ¢ -+ v
fiic long ~ - people, including Aishah Rahman and Mae Mallory ‘ v
hundreds of other people, i [ ¢ ba by the U.S., Belgium and the traitorous scum
il the ler of Patrice Lumumba -y
Lo profest the mure i Vi
i are * Mobutlu. N
e sseat of power of Zaire, Joe . T .
who still sits mlth seal t‘i l in the “village” in New York, the political dunumnn.s o‘l the
For many of us who lived in the ag is anarchy of the largely white soi disant
" rere always muted by the petty bourgeois anare 1y' th struggle and rebellion
JULILS WUTL I e o o e e L :
. . T I rsociety heated ug
A ity we lived in. But as the whole s¢ i v Tomihe
arts community we lived i v e  began to vull away fr
llI W »Iuliuny] suppose the most politically sensitive of us b.<.g‘m }s iy
and revo BN A 1d politics were separate and exclusive entities. -
bourguois rubric that art and ] o tonly had | already gone to Cuba to witness the
i . " . M ;i < .
: the beginning of the 60 1« SN i into the
§0 l]'] N %r | ti‘?m Fidel Castro and the people of Cuba had brought ol
beginnings of the revolu ickly involved in helping put together politica
world, but when 1 returned [ became quu.; yi litical newspaper, hi/Formation, and
R (T § feafd W Young Men, a politic S g ) itl
sanizations like Organization of & . L Al e it
Drganizat ) g[ et organization On Guard, headed by Calvin Hicks, along
became a member of the left org:
Hie She , “the Eair Play for Cuba
Arehic Sthupp- Iso become the New York chairman of the Fair Play "_" O
In a few months 1 had also bec h Harold Cruse, Sarab Wright, Julian Mayficld, [:d
(— : , “uba with Elareld se, Sar ! o
wganization. [ had gone to Culx e enroe. North
(,l""ml ! . 't" and there had met the great Robert Williams, of J§r1 o, |
ok, among others, an ymmunicated (rom the NAACP for not only
- it recently been exce E
Carolina, who had most recently been




—

stating openly that Black people had the right 1o self defense against the attacks of the
Klan, Williams even led bis unique branch of the NAACP 1o ambush the Klan and remove
their hoods and guns.

I'm saying all this to set the stage for the coming together of the young Black people
who would put forth the concept and the organization called The Black Arts Repertory
Theater/School.

Not only was the struggle for demacracy raging al higher and higher levels, but when
Malcolm X stepped into center stage, there came also a wave of Black nationalist agitation
and propaganda unlike nany of us had ever heard before, Many of us were not familiar
with the Nation of Islam, especially il we were living outside Black communitics. Elijah
Mubammad was unknown, but Malcolm X put words to the volcanic torrent of anger and
frustration many of us felt with the Civil Rights Movement,

The “turn the other cheek.” “non-violent” approach to the struggle for democracy we
rejected. We did not understand why we must continue 1o let erazed ignorant hooligans
attack us to show we were noble or that we deserved to be citizens. The endless television
horror shows of Black people being water hosed, beaten, dogged by two and four legged
dogs, lynched, jailed, got our jaws tight not only at the sum who did this but (he negroes
who accepted it.

That's why the Cuban revolution was so heavy in our sensibility. ‘That’s why Robert
Williams was our hero. Thats why we demonstrated for Lumumba and wrestled in those
streets with the police despite Ralph Bunche telling us he was embarrassed that we were
in public acting like niggaz.

So when Malcolm stepped forward and began 1o teach Self Determination, Self Respect
and Self Defense, it struck a chord deep within the soul of a wide spectrum of Black peo
ple, particularly Black youth. And for those of us living outside the community, his impact
was deeply profound and life changing,

In some respects it was like Fanon says about the native intelleetuals in colonial so
cieties who have become so integrated into the petty bourgeois superstructure and even
marginal social life of the oppressor nation that when we first receive that degree of self
consciousness that makes us aware of how deeply we have joined with our own oppressors
even to taking up the philosophies of our own inferiorization we are deeply mortified.

Fanon says such intellectuals next become blacker than Black or Super African (o cover
and dismiss their double consciousness, as Du Bois callsit. 1 think there is very obviously
some of this over compensation in some of the interior and public manifestations of the
Black Arts Movement. Fanon also said that if such an mtelleciual continues to struggle in
the day to day practical revolutionary movement then there is a chance that they might
become authentic revolutionaries rather than compensating poseurs,

We were a group of Black intellectuals living mostly downtown New York, Greenwich
Village, or the Lower Fast Side. Our day to day social lite was, for the most patrt, joined
directly, or marginally, with the petty bourgeois arts and intellectual community or al least
that was their and our presumption. Except that whatever else the most sensitive of us was
doing, what remained is what was (he deepest hunger in our souls, the urge to democracy
to self” determination, the understanding that no matter how much we might be “recog
nized” or “accepted” or even lionized as artists, we were still somehow burdened with (he
disorienting realization of alicnation.

AMIRI BARAKA

ace, as we grew more conscious we knew that as we dcm;‘mdccl an arl of
On i slll“dth"- Jated to the reality of our history and the real life of the world,
. ll'h'l\ll'::v LAmcricun people, it became clearer and clearer that the standard
Ii:!.lfl: of separation of arts and politics was stupid and becoming more and

struggles
p;lmculurly o
pourgeois aest
more openly lmnkrulpl‘, N
i ""“-“‘3] ll']-L'ln:tL:‘r-s:l\J'cq we could become truly self conscious inside it. And as
aovedones s ”clnr of Black artists downtown became more and more

azz, blues, new music, these were sustaining elements of

our ]i\: forevi e oy
! e a significant se ‘
s moved on, a sig . Lto fully express our soul
the 60 1 Ned “mainstream” by the growing need to fully express
‘ o called “mainstream” by g g
- aed Trom that so calle
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¢ 5 i ] i rstrect. Whe et Askia, |
ind connection with Black struggle in our art and in the street. When I n SHR
gl [ANELILANS e

< Stanf swere in the struggle
o 1 know he was a poet, Ditto Lasry Neal, Max Stanford. We were in the gy
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make a revolution.
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The name Black Arts had come in one of our meetings downtown where we gave cach
other military rank and made a commitment to any means, even armed revolution. We
said what should we call this, then, secret Black organization of artists and intellectuals. 1
remember Larry Neal, Max Stanford, Cornclius Suares, Clarence Franklin, Askia Toure,
William White, Charles and William Patlerson (the fast two {rom Umlwa, our in-house
trouble makers). And it came to me out of the black hole, 1 said, the Black Arts!

Part 2

But whatever our vision and theory, it could be nothing but speculation and argument
unless we could make them real with the objective “proof ™ of practice. At best, we were a
loose united front, joined most securely around the “new” idea of “Blackness” But what
was that? was the relentiess question that defined our confusion,

We had put outa manifesto of sorts, as we prepared to go uptown, which said we wanted
to draw the most serious and committed Black artists and intellectuals from everywhere
in the world to help us create the Black Arts Repertory Theater School | BARTS|, We linked
the common Eurocentric distortion of Black Arts as an evil magic, as a mystic pursuit.
A power used Lo transtorm reality. We had long before understood the twisted racism of
Europe and America when refereing to Black. That everything Black was bad. But we was
Bad, in fact we was trying to get Badder dan Nat. We was trying to get outright “terrible”
Understanding, in various degrees, that “to turn their Evil backward, is to Live!”

We set up classes on history, politics, drama. Sun Ra even taught “Myth Science” as
partof “the Blacker Arls” We began (o put on plays in the small downstairs space. We had
forums, some of which became near violent ideological shootouts. But one thing was clear,
we were not merely subjective in our registration of the tenor of the times, or the motion of
history. People came, not only from the larger community of Harlem, but young Black artists
began 1o make the trek to the brownstone on W, 130th St with the Black & Gold flag hung
outside, 1o find out what was going on  to support this new movement and to participate,

Not only that, but as we began to function, to do our programs, the plays, poctry read
ings, new music concerts and stalk through the community preaching “Blackness (which
differed depending on who you were talking to) the world spread in all directions. And,
indeed, talk began to come back to us ot a Black Arts Movement!

One escalating program with this united front of Black artists and intellectuals was that
among a small group of us, on the inside, we began to struggle cach day with more and
more intensity. About what? About Blackness. Who was, and who wasw't. What was and
whal wasn't.

We had made a line of demarcation (we feht) between the artists wed left downtown
and ourselves, We could put them down too easily as “whited out” or as unserious negroes
committed only to hedonism and individualism. With serving white people. But certainly
that could not be factual in many cases.

We were arrogant and often the Super Black neophytes that Fanon spoke of. But at the
same lime there was real resistance from many of our erstwhile friends and fellow Afro
American artists doswntown. There was a common dismissal of our efforts that were crazy
and even violent.

AMIRY BARAKA

»

Gome said we weren'treally artists. “How could you be an artist whcn‘ all you wun.lcc! l_()
falk about is Black and Ilaliljg White people . . . specially since some of yall just left their
company a few minutes ago. ‘ o

put there was, no malter how crazy and wild and even violent and non-artistic we
might have seemed to our one time friends (many of whon‘1 now opcp]y dcnouncc‘d us)
or 1o various white folks and negroes, there was a developing line of truth to our ideas
and our practice, that part of them not wholly distorted by our continuing ideological
confusion. For one thing, in that broad but small united front, there were mainly the petty
bourgeois. Certainly most of the leadership was. Which meant that we were given to ex-
(remes and occasional fanaticism. ftmeant we would vacillate from this to that, which was
exacerbated by the disciplineless environments many of us had come out of. Yet in spite of
these impediments to ideological clarity, plus constant internal conflicts, some manifest as
disruptive undermining, others as straight out physical violence, we did accomplish some
things of value, both in theory (as we fater summed it up) and in actual practice.

For instance, that summer of 1965, we did bring an advanced Black Art to Harlem!
But the effort became, even at our most successiul and expansive, wrought and torn with
ongoing problems. First of all the BARTS was a small group of artist-intellectual-activists
who formed the formal organization. All of whom had paramilitary rank and responsibil-
ity in the organization. Many of our strongest supporters refused to join the actual orga-
ni"mliun because they lelt some of us were just too crazy and hard to get along with. And
there is no disputing that —a couple of those dudes T couldn't even get along with. Troni-
cally, two brothers, who had split from the Unibra organization who | did not know well at
the outset of our attempt to build an independent institution ol Alro American artists and
inteflectuals, were the sickest, most disruptive negroes in militant clothing i have ever met.

There were brand new Elijah Muslims (at least that was the rthetorie and even the
dress and style. Fdont know it any of these were ever actually in The Nation, Then there
were brand new Sunni Muslims and even a few brand new Hanafi Mussulmen, at least
one of whom was related 1o Brother Khalis whose D.C. HQ was left full of dead broth
ers and sisters by some crazed hitmen. Some later went to jail when Khalis occupied a
building owned by or somehow associated with Jews for making a film about the prophet
Muhammad.

Most of us maintained an alienation from the NOI because of Malcolm, but we knew
itwas the Devil that bad him murdered. Baba Oserjeman’s Yoruba temple also influenced
us. [t was, for some of us, the essence of Blackness, The authentic historical presence of
our African history and culture. 1tis not unimportant that all of these groups had distinet
and ultimately oppressive roles for women. Particularly their adherents. Whether the veils
and segregation of the various Muslims or the polygamy of their tradition and the com-
mon practice of the Yoruba. And we were also influenced by these ideas and practices as
legitimate forms of Blackuess,

Ihere were cultural nationalists of all persuasions. Lefl Right & Centrist, Some as
radicals some as progressives some as revolutionaries, some as political Black, some as
mystical spiritual Black. Some as Pick Up-The Gun Blacks, most as Hate Whitey Blacks.
We bad the most unity on that, that being Black meant despising as openly as possible All
White Peopie, Groucho or Karl. So that since methodology and ideology are connected,
doing anything involved sharp struggle and even violence.
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But that one glorious summer of 1965, we did, even with all that internal warfare, bring
advanced Black Art to [arlem. We organized, as part of HARYOU ACT, the nation’s 15t
anti povertly program, a summer arts program called Operation Boot Strap {under the
overall direction of Adam Clayton Powell’s point cadre, Judge Livingston Wingate). For
cight weeks, we brought Drania, Poetry, Painting, Music, Dance, night after night all
across Hlarlem. We had a tleet of hve trucks and stages created with banquet tables. And
cach night our five units would go out in playgrounds, street corners, vacam lots, play
streets, parks, bringing Black Art directly to the people,

Young Steve Young was the most trustworthy coordinator. He and my sister, Kimako
(who was constantly attacked by certain negroes because she was an independent creative
woman}. She dealtwith drama and dance. Andrew Hill was music coordinator, Joe Gregory
coordinated the painters, assisted by Joe Overstreet and William White who came 1o help
us but refused to leave the Village.

One of my closest poet [riends, in fact, pulled a pistol on me to emphasize his deter
mination to stay downtown! It was that wild! But Sun Ra and Archie Shepp and Pharoah
Sanders and Milford Graves and Don Pullen and Albert Ayler and at our benefits down-
town, John Coltrane, Grachan Moncur, Bobby Hutcherson, and more. And uptown Larry
Neal, Askia Toure, Bobb Hamilton, Sonia Sanchez, Ted Wilson, so many poets and black
actors, directors, [im Campbell, Rob Jackson, Kimako (who directed and did the lead role
in Dutchiman), Frank Adu, Barbara Montgomery, Yusef hman {our stalwart classic Black
Arts warrior artist) and his whole family.

That was an important, ideologically impacting and exciting time. Black artists came
by constantly 1o talk, Lo argue, 10 join, to support, to learn, to teach. Harold Cruse taught
politics, with two agents in his class. One night even Sammy Davis Jr. came uptown and
did a benefit onazsth St And from inside Harlem, artist like poets Clarence Reed and
Clarence Franklin, Ojijiko, the Weusi Sanaa artists, Ademola, Rahman, Babatunde added
strength to strength, Valerie Maynard, and so many others.

We had evolved through our practice a growing rationale for what we (elt and did.
We wanted Black Art. We fch it could move our people, the Afro American people, 1o
revolutionary positions {sce essay, “The Revolutionary Theater” Liberator, July 1965). We
wanted Black Art that was 1 kdentifiably Afro American. As Black as Bessie Smith or Billie
Holiday or Duke Ellington or John Coltrane, That is, we wanted it to express our lives
and history, our needs and desires. Our will and our passion. Our sell determination, self
respectand sell defense. 2. We wanted it to be a Mass Art. We wanted it to Boogaloo (like
them Deacons for Sell Defense down in Boogaloosa, La., when they rowed the Klan). Yeh,
Boogaloo out the cJass rooms and elitist dens of iniquitous obliquity and speak and sing
and scream abroad among Black people! We wanted a mass popular art, distinet from the
tedious abstractions our oppressors and their negroes bamboozled the “few” as Art. We
thought it was Ain't! White Ain't. And we wanted Black Art,

Fhat's why Rap delighted me so and still does {even though now its been widely co
opted by Uncle Bubba and the Mind Bandits) because 1 could see that some ol what came
out of us had taken rool. An open popular mass based poetry. It arrived, that's why the
corporations moved so swiltly top “cover” and co opt. Why they disappeared Grand Mas
ter Flash and Africa Bambataa, accused Prof Grift of the big A $ and brought in flesh rap
like Two Live Crew; middle class negro rap such as Jazzy Jefl and Fresh Prince and finally
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ht out Americans like Vanilla kee and “Young Black "Teen Agers” (white). (}fmgslu
afso brought in to exchange political agitation with ignorant braggadocio and
ol imbecility, justifying the state nigger youth annihilation program.
lhl}gg"? Jast part ol our eventual summation of the Black Arts Movement was that 3. We
lh.L } ln 15’1 that was revolutionary. We wanted a Malcolm art, a by any means necessary
wmmf d\ ihllnl or Bullel verse. We wanted ultimately, to create a poetry, a literature, a
P(wl-r).-flhcfllcr a painting, that would help bring revolution! '

(I‘"-} u ) w 15‘ Wh,.!l it all w;s about. ‘That’s what the whole movement and essence of The
B|.,Icllthl\r1.‘: .was raised and forwarded by, the desire by Blnc‘k youth to 1}1;1]«: rcvu?u‘li‘fm in
. U.S. To resist and finally destroy the slave .syslcm.ul racism and national oppression.
th’ |'» Black Arts Repertory Theater School fasted formally a little more than a year, but
by llh::tcmll of 1965, there were similar efforts rising all over the wfmlllry.‘ '1"hcrﬁ ‘w;.u; ;ﬁ’»lug"lc
Arts Midwest (Woodie King and Ron Milner), a Black Arts \A.c,«.l (l-.d) Bu'I'nT:a,l . l;ll'\l.'ull
X, Furaha Broadus) in San Iirunciscu/()ul\:‘landlBcrkclcy. Bn‘lh I-.nu.tr?/l-l(?u!, as 1'1...“1:):.1;
panther revolutionary artist and .Dill\l'l}’ (:luv'cr came oul ol th BI:'T\ ‘ ,’nl'n]llilll.]ll':ll:.; lhm‘l
Project that we put together during lh.al period at b.l'n |-ranc.|:~-.lci.\ lt_m'rf ;m\; n the thet

Black Fillmore community. Black Arts South emerged in New Orleans with Val Ferdine

the straig
Rap was

Kalamu ya Salaam). - o
( Al one point Black Arts theaters and poetry organizalions sprung up ubiquitously

in the larger cities where there were Afro American plurali

across the country, usually sre there: 5 n plarali
‘ ar there was a torrent of inspiration that lifted the Black artists

ties or majorities. It was cle atios
communities across the country, and the evidence is coming in. N .

What scemed most important about the BARTS was that it wals Qa l]vuyg paradigm cff
what many people had come Lo feel was the dircetion Afro American artists and lhc.;;:l’
with which they expressed the particular cullur.c they reflected had to go. I-~u|ulnmc|‘1‘l.1| y‘
we must pursue what Du Bois called True Self (Innsciousmrss and dcl.ca‘l is rcvcrs..g. .lu.
Double Consciousness, The Black Arts Movement raised this anlu.gmnsllc co.nlr;ulmlmn
once again, as part of the cultural revolution still necessary Lo raise and unite the con
sciousness of the oppressed Afro American people, so that they better understand them
selves as well as better resist their enemies.

we felt tand 1 stild do feel) that the Afro American people were and are still Euvnlvcd
in @ war. A war lor Self Determination, Self Respect and Self Defense. Itis a war for equal
rights and democracy. But how can we press this struggle to victory il we sufler [or A ])(TLI‘
ble consciousness, i.c., if we see ourselves, like Spike Lee and the other new wave Fechits,
through the cyes of people that hate us? (Even in Living (Iulur!)l If we look al nursc]vcs.in
that grim mixture of amusement and contempt? As artists we felt that that was our chief
function, to reshape the minds of the people. ‘To move them to revolulionary positions.

The dicta we arsived at 1. To create a true Afro American Art 2. To create a mass art.
3. 'To create a revolutionary art, were simply three of the most important nfulr !u'»silivc
aspects of our methodology, our ideological practice. such as we understood it I‘]us was
the broad spearhead of Blackness that emerged and that T feel has lasted yet still to be
further summed up.

But this broad credo came under attack fundamentally because we had initially cloaked
our call to battke in the starkest terms of culiural nationalism and Hate Whitey language.
Yet the essence of our call and our work was o try to unite the Afro American people, by
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raising their consciousness by attempting to raise our own consciousness and that of the
Afro American artists and intellectuals,

We were new nationalists, older nationalists and others and that was the center of our
loose front. But by the middle 70's, many of us still held the general credo of The Black
Arts but no longer upheld nationalism. Even so, the three points remain strong and essen
tially correct. But we received oppasition because we called for Black Art to define jtself
and speak for itself from the security of its own institutions. We were apposed because
we wilthdrew from white people and for many of our downtown contempaoraries this was
unthinkable or impossible. But at the root of our most prolound feeling was that it was the
social context and practice of petty bourgeois Liberalism that we wanted (o flee.

The Afro American people are an oppressed nation, objectively, with the right of Self
Determination. This remains the valid issue of our struggle. But even broadening the take
on our oppasition, for many of our contemporaries the idea that somehow Black peaple
coukl express themselves through institutions of their own creation and with ideas whose
validity was confirmed by their own interests and measure was absurd.

Certainly in the hot 60’ when “Revolution was the main trend in the world . . ™ and
many people fell they had to give lip service to “Blackness” much opposilion was more
covert, sub rosa or unable to find broad circulation in the Black community. Opposition
was quickly identified as from the “whited out” the bourgeois negroes, the backward
though that was not necessarily always true. There were some people on the Left who
occasionally tried to point out the excess and errors of our cultural nationalism. But since
that time until the fullest unfolding of the Black Arts concept in the 70’ until the eventual
reaction that parulleled the shape and direction and dynamic of the overall political move
ment itself, with its Sisyphus like bistoric pattern, evidence of the validity and continued
existence of the Black Arts stance remains. Even though today, and for several years now,
itis also obvious that the rock we rolled to the top of the mountain in the 60’ and carly
70% has been rolled back down on our heads. And now the essence of the oppaosition 1o
what the Black Arts stood for and symbolizes has come “full out” it is even empowered.

Ihe Black Liberation Movement and even the Civil Rights Movement are held up each
day to either public ridicule as backward and passé or the most valid ideas of our struggle
are replaced with the ideas of the sickest and the most backward of our contemporaries, by
Ianging Judges from the Caucasian Chalk Cirele. And because of the continuous stream
of distorted anti democratic and anti Black and counter revolutionary images in all media
have been used to try 10 “reverse correct verdicts” reached through struggle, (o character
assassinate the Black Liberation Movement and its chief combatants.

Spike Lee trashed Malcolm X and Martin Luther King, The Nation of Islam and Elijal
Muhammad in the same movie. We hear from Bruce Perry that Malcolm was white and
psychosexual. From various ex revolutionaries we are told of the bankruptey of the Pan
thers and every day people tell me that the BARTS movement tried to 1ell people what to
write. No, il tried to unite the best of us to fight our oppressors!

And now in the midst of the starkest period of reaction we have ever seen, a new genera
tion of the backward, the Buppies, the little neo negro greed balls bloated with the arrogant
ignorance of abject submission to imperialism. The various Fly Boys in "I he Butter Milk
and Affirmative Action Babics, Colored People whose mission like the Spikes and Skips,
just like the Tom Ass Clarences and Colon Powells is to attack and give lie to the idea and
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ment Tor Black Sell Determination, To make it seem lh;.u. ey! GHELE u]l‘ i\}'{'u.‘[’icﬂj‘ls

- ali that ain't skipping the light fantastic of celebration by lhc.nnpcrr.llt:»l .‘»l.lpl.]‘
i g e simply cursed by the Gods for trying to push that Black Shit - when we know
_c.lruu;: l:::[::: ‘ A n]wricu the Beautitul, that gives our salaries, our prizes, our nole, hey, even
jtis At o

our ideas.

yet the deepest proble ) '
gles being reversed being claimed by our enemi ponsciogs or uh, i thit Bt
ot built organizations and institutions to struggle [nr‘ Selt l)LiLI.‘I.'I'IIIM l’nn.!~ L.“I .
Defense. I we had buift those institutions, those )m’ufnuls (like ]ommi— (.’j_ araf ,

ey Black Nation, Fhe Cricket, BARTS, The Spirit House, The Bluck i;luusc.. Il f_\tu
Loty “Afro Anierican Thought), we would not have to worry about the distortions of the
M’m“,ltt{ll'll:flcl'wnrd Black u} White, We would define ourselves and speak for ourselves
tenine ) u‘v ::ur cn‘cmius with the graceful case of our high art. Duke and Trane and
ll’:I(III: 11Ir11‘.'t11 ltb death! But our enemies have created iy spnkcspc‘rsnmt ;.md lluy :-;lplculli"lur
ws every day, covering and distorting reality tmd this I8 the s(alc' in \?rh‘n-_h w-.‘?li,'l OL,{\,YL:“

The very people who even denied the existence of Blnc‘k Art were ‘nmm..c l.l.L"y.kl, "
aim it Even in this festival the Neals, Dumases, Sanchezes, Toures, M.u 1..1.)?1115
readings while opposition forces (remember the name of the festival

nmove

m, aside from our history being covered, and gains won by our
es, conscious or un, is that we still
strug)
have ’
spect, Self

grants o <l
: ked into single
e packed into sing ' o : ‘ wllly
fl“ lll') are given [ull range now to claim what we painfully struggled to bring into exis
s ¢

tence! The Lesson, where are our instilutions and nrgan.i'/.al ions nfllui BluAclc f\!'l.;?. \\:’ |]1Ll'll.
are our theaters and newspapers and journals and truly |ml‘cpcndc.>nl I_lhl'nia (l:_ol ;\ \m')i.}:l:
but speaking front the essence of the most ;ulvan?ccd <".'nnscmusnce,:; (tl t 1<.‘ A‘x :'[u ):::Lir(:m
peoplel? That no one has the right 1o rule our lives for a second, the true selt conscious
ness, who we are, who we were and who we would become! ‘ ‘ .

That is the continuing task we face, as revolutionary Black artists and _|'nlcll‘cuu‘.\ .s,.lo
make Cultural Revolution. To fight in the super steucture, in the realm of ulcz!.s‘, P.hl-]():»{)‘
phics, the arts, academia, the class struggle between oppressed and OppIesSOr. lo ICLI’LdlLl
and maintain our voice as a truly sell conscious, sell determining entity, to 1.utcrprcl lm‘:]
focus our whole lives and history, And create those organizations and institutions that wi
finally educate, employ, entertain and liberate us!
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And an artist may have any freedom to do what he wishes as long as it does not take the
freedom from the people to be protected from those images, words and sounds that are
negative to their life and development. The people give us the freedom from isolation and
alienation and random scarching for subject matter and artists, in view of this, must not
ask for freedem to deny this, but on the contrary must praise the people for this, In con-
clusion, the concept of collective art can best be expressed in the African proverb showing
the interdependence of all by saying, “One hand washes the other”

‘The final thing that is characteristic of Black artis that it must be committing. 1t must
commit us to revolution and change. It must commit us Lo a future that is ours. Ina word,
it must commit us to all that is US yesterday, today and the sunrise of tomorrow. It must
tell us like Halisis poem, “Maulana and Word Magic,” that we must give up the past or be
found out and exposed, “as the notes of a new day come tripping through searching cach
onc’s heart for any traces of Peylton Place It must commit us 1o the fact that the carth is
ours and the fullness thereof. As LeRoi Jones says, “You can’t steal nothing from the white
man. Hes already stole it he owes you anything you want, even his life” So, “Black People
take the shit you want, take their lives il need, but get what you want, what you need.
Dance up and down the street, turn all the music ap.” This is commitment Lo the struggle,
a commitment that includes the artist and the observer. We cannot et each other rest;
there is so much to do, and we all know we have done so little. Art will revive us, inspire
us, give us enough courage Lo face another disappointing day. It must not teach us resigna-
tion. For all our art must contribulte to revolutionary change and if it does not, itis invalid.

Therefore, we say the blues are invalid; for they teach resignation, in a word acceptance
of reality  and we have come to change reality. We will not submit to the resignation of
our fathers who lost their money, their women, and their lives and sat around wondering
“what did they do 10 be so black and blue” We will say again with Brother LeRoi, “We are
lovers and the sons of lovers, and warriors and the sons of warriors” Therefore, we will
tove and unwillingly though necessarily, make war, revolutionary war. We will not cry
for those things that are gone, bot find meaning in those things that remain with us, Per
haps people will object violently to the idea that the blues are invalid, but one should un-
derstand that they are not invalid historically. They will always represent a very beawtiful,
musical and psychological achievement of our people; but today they are not functional
because they do not commit us o the struggle of today and tomorrow, but keep us in the
past. And whatever we do, we cannot remain in the past, for we have too much at stake in
the present. And we find our future much toe much rewarding to be rejected.

[et our art remind us of our distaste lor the enemy, our love for each other, and our
commitment Lo the revolutionary struggle that will be fought with the rhythmic reality of
a permanent revolution.

RON {MAUILANA)] KARENGA
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The Black Arts Movement

l.

The Black Arts Movement is radically opposed to any concept uf.lhc artist that alienates
him from his community. Black Artis the aesthetic and spiritual sister of the I%Iflck.l’mvcrA
concept. As such, it envisions an art that speaks directly to the needs and uspn'allum:f ol
Black America. In order to perform this task, the Black Arts Movement proposes a radical
reordering of the western cultural aesthetic. It proposes a separate symbolism, mythology,
critique, and iconology. The Black Arts and the Black Power concept both relate broadly
to the Afro- Americans desire for self determination and nationhood. Both concepls are
pationalistic. One is concerned with the relationship belween art and politics; the other
with the art of politics.

Recently, these two movements have begun to merge: the political values inberent in
the Black Power concept are now finding concrele expression in the acsthetics of Afro
American dramatisls, poets, choreographers, musicians, and novelists. A main tenet of
Black Power is the necessity for Black people to define the world in their own terms. The
Black artist has made the same point in the context of aesthetics. The two movements
postulate that there are in fact and in spirit two Americas — one black, one white. The
Black artist takes this to mean that his primary duty is to speak to the spiritual and cul
e aceas of Black people. Therefore, the main thrust of this new breed ol contemporary
writers is lo confront the contradictions arising out of the Black man’s experience in the
racist West, Currently, these writers are re evaluating western aesthetics, the traditional
role of the writer, and the social function of art. Implicit in this re evaluation is the need
to develop a “black acsthetic)” It is the opinion of many Black wrilers, I among them, that
the Western aesthetic has run its course: it is impossible 10 construct anything meaning
ful within its decaying structure. We advocate a cultural revolution in art and ideas. The
cultural values inherent in western history must either be radicalized or destroyed, and we
will probably find that even radicatization is impossible. In fact, what is needed is a whole
new system of jdeas. Poet Don L. Lee expresses it:

-« We must destroy Faulkner, dick, jane, and other perpetuators of evil. [Us time for
Du Bois, Nat Turner, and Kwame Nkrumah. As Frantz Fanon points out: destroy the

From 11y Pl Prie Bevien vz, Black Theatre Issue (Sumnier 1968).
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culture and you destroy the people. This must not happen. Black artists are culture

stabilizers; bringing back old values, and introducing new ones, Black Art will talk

to the people and with the will of the people stop impending “protective custody”
The Black Arts Movement eschews “protest” literature. I speaks directly to Black people,
Implicit in the concept of “protest” literature, as Brother Knight has made clear, is ap
appeal to white morality:

Now any Black man who masters the lechnique of his particular art form, who ad-
heres 1o the white aesthetic, and who directs his work toward a white audience is, in
one sense, protesting. And implicit in the act of protest is the belief that a change wil)
be forthcoming once the masters are aware of the protestor’s “grievance” (the very
word connutes begging, supplications to the gods). Only when that belief has faded
and protestings end, will Black art begin,

Brother Knight also has some interesting statements aboult the development of a “Black
aesthetic™

Unless the Black artist establishes a “Black aesthetic” he will have no future at all. To
accept the white aesthetie is to acceptand validate a society that will not allow him
to live. The Black artist must create new forms and new values, sing new songs (or
purify old ones); and along with other Black authorities, he must create a new his-
tory, new symbols, myths and legends (and purify old ones by fire). And the Black
artist, in creating his own acsthetic, must be accountable for it only to the Black
people. Further, he must hasten his own dissolwtion as an individual (in the Western
sense} - painful though the process may be, having been breast-fed the poison of
“individual experience”

When we speak of a “Black aesthetic” several things are meant. First, we assume that
there is already in existence the basis for such an aesthetic. Essentially, it consists of an
Alrican American cultural tradition. But this aesthetic is finally, by implication, broader
than that tradition, I encompasses most of the useable clements of Third World culture,
The motive behind the Black acsthetic is the destruction of the white thing, the destruc

tion of white ideas, and white ways of looking at the world. The new aesthetic i maostly
predicated on an Fthics which asks the question: whose vision of the world is finally more
meaningtul, ours or the white oppressors’? What is truth? Or more precisely, whose truth
shall we express, that of the oppressed or of the oppressors? These are basic questions.
Black intellectaals of previous decades failed to ask them. Further, national and interna

tional atlairs demand that we appraise the world in terms of our own interests, [ is clear
that the question of human survival is at the core of contemporary experience, The Black
artist must address himself to this reality in the strongest terms possible. In a context
of world upheaval, ethics and aesthetics must interact positively and be consistent with
the demands for a more spiritual world. Consequently, the Black Arts Movement is an
ethical movement. Ethical, that is, from the viewpoint of the oppressed. And much of the
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The tersm
Leloi Jones:

. . ‘*by
" i i i il was first used in a positive sense
“Black Arts” is of ancient onigin, but il was fir I

We are unfair

And unfair

we are black magicians
Black arts we make

in black labs of the heart

"I'he fair are lair
and deathly white

T'he day will not save them
And we own the night

ihilismus”™ that carries the same motit.
There is also a section of the poem “Black Dada Nihilismus™ that carries llht. e
were is also a s . ethotice anears in the poem “Black
But a fuller amplification of the nature of the new aesthetics appears in the
ut ¢ i 4

Art™:

Poems are bullshit unless they are

tecth or trees or lemons piled

on a step. Or black ladies dying

of men leaving nickel hearts

beating them down. Fuck poems

and they are useful, would they shoot
come at you, love what you are,
breathe like wrestlers, or shudder
strangely after pecing, We want live
words of the hip world, live flesh &
coursing blood. Hearts and Brains
Souls splintering fire. We want poems
like fists beating niggers owt of Jocks
or dagger poems in the slimy bellies
of the owner jews . ..
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Poetry is a concrete function, an action. No more abstractions. Poems are physical en.
tities: fists, daggers, airplane poems, and poems that shool guns. Poems are transformeq
from physical objects into personal forces:

... Put it on him poem. Strip him naked

to the world. Another bad poem cracking

steel knuckles in a jewlady’s mouth

Pocm scream poison gas on breasts in green berets ...

hen the poem atlirms the integral relationship between Black Art and Black people:

... Let Black people understand
that they are the Jovers and the sons
of lovers and warriors and sons

of warriors Arc poems & pocets &
all the loveliness here in the world

It ends with the following lines, a central assertion in both the Black Arts Movement and
the philosophy of Black Power:

We want a black poem. And a

Black World.

Let the world be a Black Poem

And let All Black People Speak This Poem
Silently

Or LOUD

T'he poem comes Lo stand for the collective conscious and unconscious ol Black America
the real tmpulse in back of the Black Power movement, which is the will toward sell-
determination and sationhood, a radical reordering of the nature and fuaction of both
art and the artist.

2.

I the spring of 1964, LeRoi Jones, Charles Patterson, William Patterson, Clarence Reed,
Johnny Moore, and a number of other Black artists opened the Black Arts Repertoire
Theatre School. They produced a number of plays including Jones’ Experimental Death
Unit # One, Black Mass, fello, and Dutclinan. They also initiated a series of poetry readings
and concerts, These activities represented the most advanced tendencies in the movement
and were of excellent artistic quality. The Black Arts School came under immediate attack
by the New York power steucture. The Establishiment, fearing Black creativity, did exactly
what it was expected 1o do it attacked the theatre and all of its values, In the meantime,
the school was granted funds by Q1O through HARYOU ACL Lacking a cultural pro-
granm itsell, HARYOU turned to the only organization which addressed itself 1o the needs
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¢ community. In keeping with its “revolutionary” cultural ideas, the Black Arts The

ils programs into the streets of Harlem. For three months, the theatre presented
ris, and poetry readings to the people of the community. Plays that shattered
{ the American body politic, and awakened Black people to the meaning of

of th
atre took
NIJ}'S' conce
the illusions ©
lhc"’l ll.:,trllw hawks from the OEO moved in and chopped ofl the funds. Again, this should
! 1l:cn.'n expected. The Black Arts Theatre stood in radical opposition to the l.cchlc at
about culture of the “War on Poverty” burcaucrats. And later, because of internal
roblems, the theatre was loreed to close. Bul the Black Arts group proved that the com
munity could be served by. a \'a}]id and dynamic art. Fl also proved that there was a definite
peed for a cultural rcvqlulmn in the Black community. .
with the closing of the Black Arts Theatre, the implications of what Brother Jones
and his colleagues were trying to do took on even more signiﬁcu.ncc. Bld‘ck Art groups
sprang up on the West Coast and the idea spread o Detroit, Philadelphia, Jersey (,ny,_
New Orleans, and Washington, 1.C. Black Arts movements began on the campuses of
San Francisco State College, Fisk University, Lincoln University, Hunter College in the
pronx, Columbia University, and Oberlin College. In Watts, after the rebellion, Maulana
Karenga welded the Blacks Arts Movement into a cohesive cultural ideology, which owed
much to the work of LeRoi Jones. Karenga sees culture as the most important element in

have
titudes

the struggle for self-determination:

Culture is the basis of all ideas, images and actions. To move is to move culturally,
.., by a set of values given Lo you by your culture.
Without a culture Negroes are only a set of reactions to while peaple.
The seven criteria for cullure are:
1. Mythology
History
3. Social Organization
4. Political Organization
5. Economic Organization
6. Creative Motil
7. Ethos

[ &}

In drama, LeRoi Jones represents the most advanced aspects of the movement. He is its
Prime mover and chiel designer. In a poetic essay entitled “The Revolutionary Theatre,”
he outlines the iconology of the movement:

The Revolutionary Theatre should force change: it should be change. (Al their
faces turned into the lights and you work on them black nigger magic, and cleanse
them at having seen the ugliness. And if the beautiful see themselves, they will love
themselves.) We are preaching virtue again, bud by that to mean NOW, toward what
seems the most constructive use of the word,

The theatre (hay Jones proposes is inextricably linked 10 the Afro- American political
¥hamic. And such a link is perfectly consistent with Black Americas contemporary
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demands. For theatre is potentially the most social of all of the arts. It is an integral parg
of the socializing process. It exists in direct retationship 1o the audience it claims 1o serve,
I'he decadence and inanity of the contemporary American theatre is an accurate reflec.
tion of the state of American society. Albee's Whok Afraid of \ frginia Woolf?is very Amer.
ican: sick white lives in a homosexual hell hole. The theatre of white America is escapisy,
refusing to confront concrete reality. Into this cultural emptiness come the musicals, an
up-tempo version of the same stale lives. And the use of Negroes in such plays as Helf
Dolly and Hallelujah Baby does not alert their nature; it compounds the problem. These
plays are simply hipper versions of the minst rel show. They present Negroes acting out the
hang-ups of middle class white America. Consequently, the American theatre is a pallia-
tive prescribed to bourgeois patients who refuse Lo see the world as it s, Or. more crucially,
as the world sees them. 1t is no accident, therefore, that the most “important” plays come
from Europe -Brecht, Weiss, and Ghelderode. And even these have begun 1o run dry.
The Black Arts theatre, the theatre of LeRoi Jones, is a radical allernative 1o the sterility
of the American theatre, It s primarily a theatre of the Spirit, confronting the Black man
in his interaction with his brothers and with the white thing,

Our theatre will show victims so that their brothers in the audience will be better
able to understand that they are the brothers of vietims, and that they themselves are
blood brothers. And what we show must cause the blood 1o rush, so that prerevo-
lutionary temperaments will be bathed in this blood, and it will cause their deepest
souls to move, and they will find themselves tensed and clenched, even ready to die,
at what the soul has been taught. We will scream and cry, murder, run through the
streets in agony, il it means some soul will be moved, moved to actual life under-
standing of what the world is, and what it Ought to be. We are preaching virtue and
feeling, and a natural sense of the self in the world. Al men live in the world, and the
world ought 1o be a place for them to live,

The victims in the world of Jones’ carly plays are Clay, murdered by the white bitch

goddess in Dutclnan, and Walker Vessels, the revolutionary in The Stave. Both of these
plays present Black men in (ransition, Clay, the middle class Negro trying to get himself
a little action from Lula, digs himself and his own trath only to get murdered afier telling
her like it really is:

Justlet me bleed you, you loud whore, and one poem vanished. A whole people
neurotics, struggling to keep from being sane, And the only thing that would cure
the neurosis would be your murder. Simple as that. | mean if I murdered you, then
other white people would understand e You understand? No, | guess nol. If Bessic
Smith had killed some white people she wouldn't needed that music. She could have
talked very straight and plain about the world. Just straight 4wo and two are four.
Money. Power. Luxury. Like that. All of then. Crazy niggers turning their back on
sanity. When all it needs is that simple act. Just murder. Would malke us all sane.

But Lula understands, and she kills Clay first. In a perverse way it is Clay’s nascent knowl
edge of himsell that threatens the existence of Lula's idea of the world. Symhulic;nlly. and in
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stionship between Clay (Black America) and [.L{];\ ( \\'hi.lc.f\l‘llc.l‘i'..ll)' |- r\u,:l;-til,_”:
‘11 castration ol black manhood. And in the twisted .p:,yah\r. o[ .w.ulu ! e ‘|-.
an is both an object of love and hate. Analogous attitudes exist in mr(.).]l. i Ll;
o llml.lur decidedly ditferent reasons. Clay is du?mcd when l?c ullnus. m.n.s‘.
Amerl +in Lulas “lantasy™ in the first place. It is the fantasy to which ]-fanl/'[ anon
Ly P"“iu}}.“.u,la-’ .’u‘h‘cd Of The Earth and Black Shins, White Mask: the native’s beliet lh-:n
alludes 17 !nfii:c ll::‘ npprcs.;;m".s' power by acquiring his symbols, one of which is the white
e can & i : igs himsell it is 100 late,
:,.;muall- Wh’cl-‘~(T]l;l)ri:[1lll';")!1]3 le;}:th lll:]“(dlfl}“ :cim.'.lrnu(cul as the revolutionary confrunlin-g
Wulkcr'\L“""%l}:'d from his contact with white culture, He returns o the home of his
problem® m-:ui-lrcl ;(1111;111, and her busband, a literary critic, ‘T'he play is c-;su!niully about
,_.-.;-\wic..:l “\11 o 1o destroy his white past. For itis the past, with all ofits p;lln.lul-l‘ncmtf‘
wplers -}llt 5 :I s the enemy of the revolutionary. 1L is impossible to move until history is
i W:‘ l} - comprehended. Unlike Todd, in Ralph Ellison’s fuvisible Man, Wa"ccr
either rL‘.CI’C-““.“;'. ‘I- lt' . Instead, Walker demands a confrontation with history, a iinal
ginnot G S '“:’llt I')'.r 1‘;‘ Il‘is ;mly salvation lies in confronting the physical and psy
-“hi‘"cri“i"i (I)'I huljhl'::'llll I':Jl:l ln-l.;ldc\ him n‘nd his people powerless. Therefore, he comes 1o
% o ' ‘ . . . . N
tllll:llli‘)illtl‘:l(|(:ll::.l the world must be restructured along spiritual imperatives. But in the

interim it is basically a question of who has power:

fact, the 7el
{he histories
(he Black m

rie

Fasley: You're so wrong about everything. So terribly, sifkcning])I umngh\.’:'; hrll’-;:'n
vou change? What do you hope to change? Do you think Ncgrm...s dl:”(. :HI. o
iwlc than whites . . . that they can govern a socicl.y better fhan uiltll.f.’:»: ) ]‘l-q.:r-i.g?
be more judicious or more tolerant? Do you think they'll t?mlu. iu.x'u\rl ]111‘1‘[1;“\“\1 :
1 mean really, if the Western white man has proved one 1h|ng . .‘ll.‘»‘ e I llnyl
ol modern society. So the have not peoples bc%'omc the haves. l:vu? m,l \\;l ) 'i.n
change the essential functions of the world? ‘.NVIH there be more love or beauty
the world .. . more knowledge . . . because of i? B N

Walker: Probably. Probably there will be more .. L if more pcupluf have a ¢ '|I.¢TI1‘t..‘L
to understand what it is. But thats not even the point. It comes clnwn. -l(_) nscr
human endeavor than any social political thinking. What does it mattet it lhu}:a
more love or beauty? Who the fuck cares? s that what the Western oiay. lllt)L}{,l)l
while he was ruling . .. that his rule somehow brought more Invc' nm! hc-auly lnr'u
the world? Oh, he might have thought that concomitantly, .wlnlc .Slppl‘l'lg a ﬁm.
rickey and scratching his ass . . . but that was not ever l.hc pmnl.. N(‘i.l ‘cwln'(.n; }”1:
Crusades. The point is that you had your chance, darling, now these other {olk:
have theirs, Quictly. Now they have theirs,

Lasley: God, what an ugly idea.

This confrontation between the black radical and the white liberal .is synﬂuﬂnc ul_lm'gcr
conlrontations occurring between the Third World and Western society. Itis a L()]'I]I:t.)'l'll:l

tion between the colonizer and the colonized, the slavemasier and lhf‘ .s].wc. ][11|Tll.Lll n
Fasley's remarks is the beliel that the white man is culturally and p(ﬂlllu&lll}f .s.lIFTCi;f‘f. to
the Black Man. Even though Western society has been lmdiliomlll)_r vmlcqi in its relation
with the Third World, it s‘-.lnclimnnimlsl)' deplores violence or self assertion on the part
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of the enslaved. And the Western mind, with clever rationalizations, equates the violeng,
ot the oppressed with the violence of the oppressor. So thal when the native preaches se|p
determination, the Western white man cleverly misconstrues it to mean hate of aif white

men. When the Black political radical warns his people not 1o trust white politiciang g

the left and the right, but instead (o organize separately on the basis of power, the whige
man cries: “racism in reverse” Or he will say, as nxny of them do today: “We deplore by,
white and black racism” As if the two could be cquated.
There is 2 minor clement in The Save which assumes great importance in a later pla
entitled Jeflo. Here 1 refer to the emblem of Walker's army: a red mouthed grinning fie}g
slave. The revolutionary army has taken one of the most hited symbols of the Afrg.
American past and radically altered its meaning.” This is the supreme act of freedon,,
available only o those who have liberated themselves psychically. Jones amplifics this ip.
version of emblem and symbol in Jeflo by making Rochester (Ratlester) of the old Jack
Benny (Penny) program into o revolutionary nationalist. Ratfester, ordinarily the supreme
embodiment of the Uncle Tom Clown, surprises Jack Penny by tuening on the other side
of the nature of the Black man, [le skillfully, and with an evasive black humor, robs Penny
of all of his money. But Ratfester’s actions are “moral” That is (o say, Ratfester is gelting
his back pay; payment of a long over-due debl to the Black man. Ratfester’s sensibilities are
different from Waiker's. e is blires people smiling and shuilling while trying to hgure out
how to destroy the white thing. And like the blues man, he is the master of the understate-
ment. Or in the Afro-American folk tradition, he is the Signitying Monkey, Shine, and
Stagolee all rolled into one. There are no stereotypes any more, History has killed Uncle
Tom. Because even Unele Tom has o breaking point beyond which he will not be pushed,
Cut deeply enough into the most docile Negro, and you will find a conscious murderer.
Behind the tyries of the blues and the shuMling porter loom visions of white throats being
cut and cities burning,
Jones particular power as a playwright does not rest solely on his revolutionary vision,
but is instead derived from his deep lyricism and spiritual outlook. In many ways, he is
fundamentally more a poct than a playwright. And it is his Iyricism that gives body 10
his plays. Two importan plays in this regard are Black Mass and Stave Ship. Black Mass
is based on the Muslim myth of Yacub. According (o this myth, Yacub, a Black scientist,
developed the means of gralting different colors of (he Original Black Nation until a White
Devil was created, In Black Mass, Yacub's experiments produce a raving White Beast who
is condemned to the coldest regions of the North. The other magicians implore Yacub to
cease his experiments. But he insists on claiming the primacy of scientific knowledge over
spiritual knowledge. The sensibility of the White Devil s alien, informed by lust and sen
suality. The Beast is the consummate embodiment of evil, the beginning of the historical
subjugation of the spiritual world.

B Jones study of Afro American music. Blues People, we find the tollowing observation: ™, | Fven the
adjective funkr. which once imeant to many Negroes merely a stink (wsually

associted with sex), was used
teqqualify the music as meaningful {ihe word became fashionable ad is

neww alimost wscless), | he sodial
implication, then, was that even the old steresty e of a distingve Negro smell that white
1o could be weened against white America For this smell nov, real or not, was made v
o "Negra ness” And “Negro ness by the dilties, for many Nuegroes (amnd whites) was the
American cuiture™

Anierica subseribed
alualle Charagteristic
only strength left to
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istorical time ac s concept ol time, we
takes place in some pre-historical time. In fact, the e | pt e o ;|1
3t J . . p e s " roichted .
plack M tion of analien sensibility, that of the Beast, This is a deeply weig 1[ 5 I i,'
. s red ) A N T e T
o i nature of man, and the relationship between legitimate spiritual kn wl
ey i i i i ay nuai cause il is
” tific knowledge. Itis LeRoi Jones” most important play mainly hLT]‘L]I~ ¢
and setertd b j *ali g rican sensibility.
edge and by a mythology that is wholly the creation of the Alro Americs ! o .yil .
inl'urmcd 33"\,‘ ubs creation is not merely a scientific exercise. More lung Ilmu; : ),l‘ L
. e T is create rrely for the sake of creation,
Iurtht.l’. ‘_n1|u||‘i'-‘ gone astray. The Beast is created merely for the sake o
sthell® . » of artl. They : > that art need no
the aesthel wssert a similar claim about the nature of art. They argue that : rI [ l
pylists 23 ‘ i ard amifie thout mos
some M“hl[' . 1t is against this decadent attitude toward art— ramified lhm:uc, ou |
P Lol v i i N g . 5 T . N roduc
- jety—that the play militates. Yacubs real crime, therefore, is the int .
“eslern society = X verse. The evil ol the Beast is pervasive
of Westet wingless evil into a harmonious universe. The evil of the Bea l]. t : | I.
- ame N i at was beautiful is twisted into an ug
tion of 3 ‘vcrylhing and everyone it touches. What was beautiful is lw:a:ul\ » il ‘gjy
ing v i ‘the s place of the Black Magicians,
o i-’lhin 1. The play ends with destruction of the holy place of the Blac ‘| ;Jf ; |
> ' iy HES 34" - . - »
SO L L|ul his descendants roam the earth. An off*stage voice chants a ca |{-W the
e B the ;i gitimate history, and we, the audience,
NU“I 1o begin. [Uis then that myth merges into legitimate hlsmr}_. dml : s the @
Mad to L . . o e el tholouy.
Jiha understand that all history is merely someonc’s version of myth 8 e
e sents a more immediate confromtation with history. In a series of expre:
S ke s of the Middle Passage. It then
nisti tableaux it depicts the horrors and the madness of the Mid s [ e
S he period of slavery, carly attempts at revolt, tendencies toware L
morgglhrovet 1’I]’L [ i b:tr wal, and the finat act of liberation. There is no definite
dike reconcilialion and betrayal, 4 ! fon. There 18 e -
Tom A i calls it a pageant), just a continuous rush of sound, groans, screams, and souls
plos (e e ll}d!ih li IYIJ' . 1suflering. This work has special affinities with the New
iling for freedom and relief from sulle - I'his ] ‘
wailing (thud" ] Coltrane, Albert Ayler, and Ornette Coleman. Events are blurred,
Music ol Sun Ra, Jon Gortrs S . atically, the images licker and fade
alling in a stream of sound. Almost cinematically, the image:
rising and falling in a streq : . e ity el
i iy back-drop of chythm. The language is spare, strippec 5
B e o imi the need for a text. It functions on the basis of
: H N . AL - e » ¥ H 3 .
is a play which almost totally climinates the

lc;‘u’l]v
3 collogu¥

have

movement and energy  the dramatic equivalent of the New Music.

3.

LeRoi Jones is the best known and the most advanced playwright .nl ll‘w 1‘1u’)v'cllm1’1:{l;t:3:1)lf
he is not alone, There are other excellent playwrights \V}]() express the g:l}c.lr.} ‘[T (limm
the Black Arts ideology. Among them are Ron Milner, .l-.d Bullins, Bc‘n (,il Ic; m J ! 'mzi'
Sewart, Joe White, Charles Patterson, Charles Fuller, Aisha 1ughes, Carol Freeman, ¢
]Imlltlt?il(ltl‘i::::';s Whos Got His Chwar is of particular importance. It slrips. Imn..- the cl'u:shl.ng:
Atlitudes of a contemporary Afro American family. Milnm"'ﬁ ‘cunccrfl is ‘\s‘m.h- l:.gll[lil[‘:l:.
manhood and morality. The family in Whos Got His Own fs in scuri.h f.’i 1"51%‘( 111::.'ld hi‘;
or more precisely its own definition of life, ()n.lhc da'y ol his la}lllcrh (:lt.l-l‘l-'l‘.‘ .“_1 ]‘| qcm;‘
lamily ar¢ torced o examine the inner fabric of their lives: the ]:n‘:s,‘ SCII.L.LLLIL‘?.‘JI ¢ l“ : .in
of powerlessness in a white world. The basic conllict, however, is m.lcm.ll. It is rc‘m‘u t'
the historical search for black manhood. Tim's mother is representative .uf a gcncr.lf?nn 0
Christian Black women who have implicitly understood the brooding violence lurking in
their men. And with this understanding, they have interposed themselves between their
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men and the object of that violence  the white man. Thus unable to direct his violenge
against the oppressor, the Black man becomes more frustrated and the sense of powerless.
ness deepens. Lacking the strength 10 be a man in the white world, he wrns against hig
family. So the oppressed, as Fanon explains, constantly dreams violence against his op-
pressor, while killing his brother on fast weekends.

Fim'’s sister represents the Negro woman's atlempt o acquire what Eldridge Cleaver
calls “ultrafemininity” That is, the attributes of her white upper- class counterpart. Involveg
here is a rejection of the body oriented life of the working class Black man, symbolized by
the mother’s traditional religion. The sister has an aflair with a white upper-class liberal,
ending in abortion. There are hints of lesbianism, Le., a further rejection of the body. The
sister’s life is a pivotal factor in the play. Much of the stripping away of lalsehood initiated
by Tim is directed at her life, which they have carefully kept hidden from the mother.

Tim is the product of the new Afro American sensibility, informed by the psycho.

logical revolution now operative within Black America, FHe is a combination ghetto soul
brother and militant intellectual, very hip and slightly flawed himself. Fle would change
the world, but without comprehending the particular history that produced his “tyran-
nical” father. And he cannot be the man his father was-nol until he truly understands
his father. He must understand why his father allowed himself to be insulied daily by the
“honky™ types on the job; why he took a demeaning job in the “shit house™ and why he
spent on his lamily the violence that he should have directed against the white man. In
short, Tim must confront the history of his family. And that is exactly what happens. Fach
character tells his story, exposing his falschood 1o the other until a balance is reached.

Whos Got His Own is not the work of an alicnated mind. Milner's main thrust is
directed toward unifying the family around basic moral principles, oward bridging the
“generation gap.” Other Black playwrights, limmy Garrett for example, see the gap as un-
bridgeable,

Garrell’s We Own the Night (see this issue of TDR, Pp- 62 69) takes place during an
armed insurrection. As the play opens we see the central characters defending a section
of the city against attacks by white police. Johnny, the protagonist, is wounded, Some of
his Brothers intermittently fire at attacking forces, while others look for medical help. A
doctor arrives, forced at gun point. The wounded boy’s mother also comes. She is a female
Uncle Tom who berates the Brothers and their cause. She tries wo get Johnny to leave. She
is hysterical. The whole idea of Black people fighting white people is totally outside of her
orientation. johnny begins a vicious attack on his mother, accusing her of emasculating
his father a recurring theme in the sociology of the Black community. In Afro American
literature of previous decades the strong Black mother was the object of awe and respect.
But in the new literature, her status is ambivatent and laced with tension, Historically,
Afro American woman have had 1o be the economic mainstays of the family. The oppres
sor allowed them (o have jobs while at the same time limiting the economic mobility of
the Black man. Very ofien, therefore, the woman's aspirations and values are closely tied 10
those of the white power stracture and not to those of her man, Since he cannaot provide
for his lamily the way white men do, she despises his weakness, tearing into him at every
opportunity until, very ofien, there is nothing left but  shell.

Ihe only way out of this dilemma is through revolution. It ¢ither must be an actual
blood revolution, or one that psychically redirects the energy of the oppressed. Milner is
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ally concerned with the latter and Gasrett wil-h the !()I‘l]'lu‘l'. Fl\)l';‘l\lhlillﬁli';.lllli()‘::

linny and his mother breaks down, The rcvnlulmnar)f imperative demands the '
peseet 1O “yl' the legal framework. [Uis a guestion of erecting another murulu'y. I'he
men st mfhﬁult not hold up, because adhering to them means consigning oneself o the
old ,_-Un_«.;lruuih 1?1(—' Johnny's mother is involved in the old constructs. Manfiness is equated
l,pprcs.ﬁl'\ el )In L And ;‘vcn though she claims to love her family (her men), the overall
with b l“f"_'t; l{ .m: against black manhood. In Garrett’s play the mother’s morality
dcsiglr’ (1‘I ::::."“l::l l :lcclv seated hatred of Black men; while in Milner’s work the mother
manifests 18 ‘ b |
understines }“" lt::(:lld(:llll':'tll:]::: ;Ili\]ncr see represent the Old Spirituality - the l-uil!\ ol
e l"()‘lh; ::lmic]l [);I Bois spoke. Johnny and Tim represent the New Spirituality. They
b “;l type produced by the upheavals of the C(.)](bl‘lizll waorld n[\"wl?i.ch Black. Anln.ll: |
assertion that he is a criminal is remarkably similar to the rebels

fuml;mwnl

the Fathe
appear to be ‘
o is a part. Johnay's ’ y o o e
—— bsairds play, Les Armes Miraculeuses (The Miracidous Weapons). In
in Aimé Césaires ¢es Armes Miraculeases
spts in Aimé Césaires play, L
comment

wy the rebel, speaking to his mother, proclaims: “My name m ()"L‘I.L:QL‘; ;u}( (.hlll'lsir
S . —humiliation; my status— a rebel; my age- the stone age. o wlm!lﬁ'u mo n“
u;m.udll:‘-' : race- the buman race. My religion— brotherhood” The Old bplrllunh_ly is
rcpllt‘ﬁf‘ Mly Irl.uf'l's' to recognize Universal Hlumanity. The New Spirituality is specific. It
ganerabve 1I'I::|;L world from the concise point-of-view of the colonialized. Where the

that pl

:))Lli;'jl";:»:')il:;lily would live with oppression u.'lﬁlc‘a?.fr'ihing. to lllu.u[:;,n;';::)z:}l.:::“:}i:l:l:l
iness, the New Spirituality demands a radical shift in point o w..x.‘ lonialize
B S50 it, of necessity, subscribe to a separate morality. One that will
native, the oppressed must, ol necessity, su
iberate him and his people. ‘ §
lll’tlr]‘:til::.l::l;: Jgaih:l lhlc Old Spirituality can .f;on.wlimcs be hlumoful.[l‘:i. |I:I [:1:1[: L:::::::E rs
play, The Mditant Preacher, a burglar is seen .‘illppll‘l.g mh:,l].":. 1};1?1:' (rrl‘:cwrr.cm::cr M
The preacher comes in and the burglar duc‘ks behind a large CLiils o [}' . ﬁ)r.undcr
out the role of the supplicant minister begins to moan, praying 1o De Liwd
" . ' . . .
s.l.‘ll',:“ll;f:_: context of today’s politics, the minister is an L'.nclc Tom, mouthing pl;lllint!()lﬁs
against sell defense. The preacher drones in a agll pitying munullu%v_u.c ..lbnll.l’ l:lt. '(rh);
of provecting onesell against brutal holiccmun.. Then lhe.: bur?z,la‘ir n'g!:n;«.lm tﬁ(. 1:.”““
preacher is startled, taking the burglar’s voice for the voice of .(md. .l he iaf.u'%, ]]lr- ::s,l m}
to play on the preacher’s old time religion. He .bcc'mm's the voice o[ (.m,f :l:lhl..l‘ 11&,".1 i,
goading the preacher on until the preacher’s attitudes about pn.alc-.l'ntm‘ nt) L’l'l:.L lL(“l ?,L
The next day the preacher emerges militant, gun in lmml.. sounding like Rc..vujuu‘ c”g,
in Detroit. He now preaches a new gospel lhc_gospc] of the gun, an eye lor .}n“.y(l..) l]t
gospel is preached in the rhythmic cadences of the old BIucIf church. But l]}c ‘uln*: Gn ll
radical. Just as Jones inverted the symbols in Jelfo, Caldwell twists the rhythms of the Uncle
Tom preacher into the language of the new militancy. - IR
These plays are directed at problems within Black America. ‘They begin with the pren

ise that there is a well defined Alro American audience. An audience that must see itseld

and the world in terms of its own interests, These plays, along with m;u‘my others, u:‘n-
stitute the basis for a viable movement in the theatre a0 movement wlnt:h takes as 1l:»:
task a profound re evaluation of the Black man’s presence in America. The Black Arl;
Movement represents the flowering of a cubtural nationalism that has been suppresse
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since the 1920'%. I mean the “Harlem Renaissance”

not address itself 1o the mythology and the life style
take roots, to link itself concretely (o the struggle
and spirit. Implicit in the Black Arts Moveme
dispersed, constitute a nation within the be
Garvey said it and the Hlonorable Elijah Mul
the concept of Black Power is predicated.

which was essentially a failure. It dig
s of the Black community. It faileg to
s of that community, 1o become its Viice
s the idea that Black people, however,
Ny of white America. This is nol a new ideg.
ammad says it now. And it is on this idea thay

Afro-American life and history is full of creative possibilitic
just beginning 1o perceive them. fust beginning Lo underst
ful statements about the nature of Western sociely
which Black America is a part. The thematic mate

s, and the movemeny jg
and that the most meaning.
must come trom the Third World o
rial is broad, ranging from folk heroes
like Shine and Stagolee 1o historical fgures like Marcus Garvey and Malcolm X. And then
there is the struggle for Black survival, the coming confrostation between white Ame
and Black America. I art is the harbinge
Black America portend?

ricg
r of future possibilities, what does the future of
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DUDLEY RANDALL

proadside Press: A Personal Chronicle

fside Press did nol grow rom a blueprint. I did not, |i!{t.‘ Joe Goncealves whcn..th

pross Hllt 1Lhc Journal of Black Poctry, save money in advance o hna.ncc the press. Bmaul.«.llf ¢
pm.l?l-“[.l» san without capital, from the twelve dollars 1 took (Tul of my paycheck to pay for
I’ru»‘j o adstde, and has grown by hunches, intuitions, trial and error.
the et I‘grfmyilbliu’:mion was the Broadside “Ballad of Birmingham.” Folk singer Jerry

Oll'r ':'r:cl'.v York had it set 10 music, and T wanted to protect the rights l~0 the .pnc.m
Heo y 1 it copyrighted. Learning that leaflet could be copyrighted, 1 published it #s 2
o L"L:“"Il: in u)lﬁ-;. Jerry Moaore also set the ballad “Dressed Al in Pink” to music, and in
::::;:: :I:-.‘uh)’riglll it | printed this poenyalso as a Broadside. Bcing l lll‘)[‘ll[l}‘ll:!;L:;:Sl::l:':fti
to organizing and classifying material, 1 grouped the lwo p‘(.)m‘nh 11‘11.0 I1 1'.(\‘ ( la:ln; [im,‘_"
and cLuIch them Broadsides nuntber one and number two, %mu.:‘ ]5?0.1!. sides, al the ,
were the company’s sole product, 1 gave it l|’]L‘ name !h‘nadsu‘l.c [ rcss.. e b

In May 1966 | attended the first Writers” Conference at Fisk Ul'l’l\-'(.tl.‘v‘ll},.ldl'l(.'(‘)”l.h ©
permission from Robert Hayden, Melvin B, Tolson, ;m‘d Margaret ‘v‘\ruil\-c.r. W |m|“.L~u ‘ ]L| '.T
1o use their poems in the Broadside Series. Fwrote to '.iufvcndn]yn. Brooks it (: 11;1111\:.1[ lllt ;
permission Lo use “We Real Cool” This first group n‘l $ix I’»madsndr.:s. cullud- 1 (;tl;l.h:;). 'u.
Negro Revoll,” is, | think, one of the most dislfngutshal groups in the Broadside Serics,
containing outstanding poems by some ol our inest pocts. . .

Authat time my intention was to publish famous familiar poems in . aur;u.uv-..' Iurn'@l
so that people could buy their favorite poems in a form worth treasuring. A chu.:m:’r lm.
Stuall Press Review, however, suggested that | could serve contemporary poetry Inlur‘ 1)‘
publishing previously unpublished poems. Beginning with Broadside l.wcnl‘y five, 1 hd‘VL
attempled 1o do this. | try o make the format of the l%mudsidc.h;lrnuTmzc with the pn‘ur
in paper, color, and typography, and often employ artists to design or |[Iu$l:"u‘lc the I?r‘utu
sides. Some Broadsides outstanding for their appearance are number lour ( i‘hc b-ca 1I urtle
and the Shark” by Mebvin B, ‘Tolson), designed in blue by sculptor- painter Cledic la‘lylo'r;
number siy (“We Real Cool” by Gwendolyn Brooks), lettered white on black by (,It.:dw
Taylor 10 simulate serawls on a blackboard; and number eighteen (“Black Madonna,” by
Harold Lawrence), gold on white with an illustration by painter Leroy !-uslcr.. ‘

The first bool planned {but not the first published) by Broadside ]’rcss.was For .'\:lulw.l’.u.a:
Poems on the Life amd the Death of Malcoln X. This book had its genesis at the first Fisk
——

From Fhe Black Scventies, ed. | layd B Barbour (Boston: Porter Sargent, 19ro),

L)



