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Artistic Aims

The Spring Semester mainstage productiowbét to Send Up When It Goes Ddwyn
AlesheaHarris is my new senior project. This production is being directed by Elizabeth Van
Dyke, a professional New York director, and the performances will take place in Theatre E at the
CMFT building. I first heard abowhat to Send Um my fall semester, ahl was intrigued by
the play because it is written by a black woman, required dnealk cast, necessitated hiring a
black director for the project on campus and was made in response to racialized violence against
black people. Before | auditioned fdret show, | read the script and fell in love with the piece.
Al eshea Harrisdéds play not only addresses raci
addresses the effect of stereotypes, micro aggressions and generational trauma in the black
community.She makes it clear th¥that to Send Ujs a ritual for healing and an opportunity for

black people to experience a catharsis in a space safe for them.

When | found out | was cast in the production, | was elated because this show not only
represented mieut other black people like me and various facets of the black experience. | knew
in my heart that this play can help other black folks like me to feel seen and heard. As a transfer
student from a theater program at a predominantly white private acaidetitidion, | came
from a space that accommodated primarily white middl@ipperclass students. | realized that |
had very limited space to grow as an artist of color in that environment. There were few
opportunities for POC students to have a voiak assert themselves. As one of two black
people in my acting class, | felt that | was being tokenized and felt highly uncomfortable as an

actor at Marymount. | came to Purchase for its supposed commitment to diversity. Hence the



famous phr aoseenitohiTrhlo uwihdd here are many peopl
is still a lack of diversity and inclusivity that goes on within the Purchase community as a whole

and within the THP program specifically. The faculty within the program is primarily \&hie

still find myself in classes with a majority white students. There are very few spaces on campus
where black students can come together and openly talk about their experiences without the
interjection of another group of students to refute or sugpem.What to Send Up When it

GoesDown is the first show iblackctastlablackashisa®n cast
director and black director. |l 6m excited for

forward to the process.

In theplay, | was cast as the characters Man, Driver and Number Five. Man is a classic
vaudeville performer who transforms into Driver, a minstrel caricature that speaks with an
exaggerated ANegro dialect. o0 Numberowdnhse i s a
friends about the dangers of interactions with white people. | know my process in What to Send
Up When it Goes Down will require historical research, physical/vocal character workaself
and connecting to my personal experiences as a blankmmAmerica. A goal of mine is to
utilize historical research to examine the development of minstrelsy/vaudeville in American
theatre. | want to search for anecdotes from minstrel performers about their justifications and
rationalizations as to why thégok part in minstrel shows. If | understand the historical context
of these forms of theatre, it will inform my
goal of mine is to use do physical and vocal character work in order to differentiate each
character | play. For Man and Driver, | want to view old performances from minstrel performers
such as Bert William, George Walker, et al. This will give me insight into how to approach the

embodiment of these characters. It will also give me a referentlecfoverly exaggerated



mi nstr el ANegro dialect. o For Five, |l know |
white people that have to do with microaggressions and racism. For these characters specifically,
| want to utilize techniques from my paducational theatrical experiences with techniques from

my time at Purchase and apply them to my character process as well.

For example, | want apply work from Marymount, which involved Suzuki method, using
numerous exercises in order to bring the badye brink of exhaustion, to build strength,
discipline and focus. This will prepare me to perform eight shows, and it will be great exercise to
build up my onstage stamina. I plan to utiliz
at Purchase tbelp build character movements and mannerisms for Driver. Specifically, | want
to draw from the Arlecchino stoatharacter, theannior comedic servant, who is a faithful
servant, absent minded and perpetually hungry. A black mask is used in Commegdragent
him and, historically, heds often considered
plan to use vocal techniques from my musical theatre training, which involves engaging the
diaphragm to give me a fully supported breath. Thisalitiw me to keep a good pace when |
talk, help me project, and keep me from dropping the ends of my sentences. | can apply this to all

of the characters.

|l al so want to use work from Peter Sprague
my diction andarticulation especially in the Five scenes. Five is highly articulate and makes very
strong points about the dangers of interacting with white people while black. The text is too
important and | want to make sure that my words are heard. Sometimes vengrhpl
muddle my words and I think this training will be useful to me. -Eaté is another goal of mine
in this production. This play deals with bl ac

detrimental to my mental health. As someone Was lost a loved one to racialized violence, |



need to know my limitations and give myself breaks to heal through the process. These are all
goals which | want to achieve and will allow me the freedom to explore as an actor in the
production. With this biger understanding of what is effective for me as a performer, it will

inform the work I will do in a positive way.

This project is an important step towards my gésichase goals, because, as an actor, |
want to use my platform to create and collabovéthk all artists to produce more inclusive work.
| 6ve had exposure to the i mportance of inclus
still active in a norprofit called Broadway For All, which trains young artist from all income
levels and all #hnic backgrounds in a conservatory led by professionals from Broadway,
television, and film to make art that reflect
understand how vital representation is and | seek to pay that forward in worllthit iny
future as an actor. What to Send Up needs to happen on this campus because in my time at
Purchase, there havendét been diverse shows pr
predominantly white cast members, directors, and production té&msw that it can be
discouraging to audition for productions when you know that there may not be anyone that looks
like you in the room. It can feel alienating when stories told under the guise of inclusivity or

di ver si ty ar en o0 freated liy primarigyovhite stonyiellers.and ar e

Color-blind casting is often encouraged at Purchase and many actors of color star in plays
that are traditionally produced by white playwrights for white actors. This is considered
progressive casting, butconstgntt pr oduci ng ol d wor ks and placin
progressive. It may provide nuance to a narrative. For example, as actors of color were cast in
The Terrifying this forced the director to alter some of the political messages because of the

integration of POC actors into this narrative. Though the show was now nuanced, it was



primarily created by someone white, that belongs to the dominant cultural group and is

untouched by systemic oppression and racism. A shovshket Eyess centered pmarily on

people of color and it requires that actors of color perform in these roles for authenticity. It was a
production made by a playwright of color for specifically actors and people of color to absorb.
Though there are white characters, the narkae moves away from the fAwh
devoid of the POC experience. This is wihat to Send Up When it Goes Dowatters

because like Short Eyes it is a narrative made with a specific group in mind and adheres to that
specific groups experiencéhere is such a rich history of white playwrights or directors utilizing

POC and black narratives for their work. I t 6s
di senfranchi sed. | 6m extr e meWhgttosSend Uptiéndt f or t h
Goes Downbecause it is a piece that speaks to me and makes me feel represented. | want other
black people who watch this show to feel empowered to advocate for them, find healing in the

words and a release. The best part of this production ithih@iece gives black people a safe

space to be unapologetic in a world where our expression of emotions can get us killed or
imprisoned. It provides us with a space freeofpetf | i ci ng and affirms our

honored to have been cast imsthroduction.



Technical Essay

What to Send Up When It Goes Ddwas transformed my life and | will never forget the
work | did on this show. Every day we all came into the space, took care of one another and gave
the production our all. This was an enlightening experience for me as an actor and a black
person. | realt worked hard to utilize all my techniques as an actor to enhance the work on the
show. This taught me the importance of versatility in the craft, which led me to so many
discoveries about myself. There is a place for black people to tell stories i tFdasrshow
has empowered me to stand proud in my blackne
heard. | am inspired to create and collaborate on inclusive work. | am forever grateful for our
amazing director, Elizabeth Van Dyke, Gerard Myles, thestsdidirector, the stage
management team, the cast and crew. Elizabeth as a director propelled me to work through the
facets of my own bl ack experience to bring Al
me lessons about the work and myself. hed work, dedication, love and support from
everyone involved truly paid off. We were able to do this show even in the midst of the

coronavirus.

Having the opportunity to work with Elizabeth Van Dyke was an experience that | will
cherish for the rest ohy life. She pushed me to go deep into the work, encouraged me to take
risks, and never neglected or doubted my ability to create. She took care of me as an actor. She
woul d al ways say to the cast, AHaverdutssite but d
the lines, the playwright created the environment as a release, all feelings, whatever they are,
need to be experienced at a maximum. o0 This pi
actor, the text can become secondary in an attemping ibto life. Elizabeth would constantly

remind the cast of how we serve the text as actors and it serves us. During our tablework at the



beginning of the product i o#Weeksworking edach Eli zab
individual and ensembleene work. During this time, she would encourage the cast to pay close
attention to specificity in the text. She stressed that the text will always reveal, inform and guide

the actor in their performance. Elizabeth wanted to make sure that we knew tsemgosere

saying and the importance behind them. It was through the knowledge of the text that we could

Aspeak with intentiond This made the table wo

When staging rehearsals began, Elizabeth would initiate-asnomge melitation before
we began to rehearse. The purpose of this was to give our cast an opportunity to collect our
thoughts, leave our troubles at the door, and prepare to dive into the craft. She stressed the
importance of being present and in the room. Thevshas a ritual honoring those lost to racist
violence and the work was fAsacred ground, 0 as
would tell us to close our eyes and sit forward at the edge of the chair with our backs straight.
She would ask us teflect upon our days, check in with ourselves, and think about the goals we
want to achieve for our rehearsal. She woul d
begin our minute of silence. As we meditated, she would tell us to breathe in amdl dotus
our breath. When the timer would go off, she would tell us to bring our attention to the room and
we would begin. This not only prepared me to begin, but it allowed me to clear my mind and
encouraged me to give my all to the work. My work witiz&theth gave me room to explore my
skills as an actor because she would tell the cast there was no right or wrong, there was work that
was effective and work that wasnot. Il was in
own head, and Elizabeh r emi nd me all the time that we we

beat myself up.



Working with the cast ofvhat toSend Up When It Goes Dowas transformed me in
many ways. This was my first experience with arbdck cast and it was one oktlafest work
environments that | 6ve been in. Every single
would push themselves even harder to achieve their goals as performers and gave their all to
their individual work. Seeing my cast come in every daywerked, prepared and fueled me. In
this cast of nine, Anael a, NaodoShay and | were
Amya were juniors, Isaiah was a sophomore, and Eryn and Spencer were two freshmen. As one
of the more experienced actonsthe cast, it was easy to doubt how seriously the younger actors
would approach the work. However, going into this process, | knew that | needed to let go of any
ego | had because this would hinder me from learning about myself and the craft. | was blown
away by the I essons | | earned as | watched my
their work reminded me to be bold, unapologetic and to just go for it. Every time they were given
notes and directions, they would take them and immediately imptetvem into the work. Even
if they were doubtful, they would do and see if this new direction was effective for their work
process. I f it worked, that was great, and if
of our talkbacks after our thiggerformance, Eryn talked about how her boldness propelled her
deeper. She said she found her voice. Il was
Isaiah reminded me that there are never too many questions to ask. As actors, we can at times be
discouraged to ask questions. Questions are essential to the process and can always lead to new
discoveries about the work. Questions provided clarity at times in rehearsal when we would be
stumped and as we worked to find solutions, it would inspire ligditeand she would add

something new.



| worked closely with Na6Shay and Abel on
our Fivel/ Si x scenes. From working with Nabdsha
myself in work. Performing as Man/Drivegquires a complete shift in my posture, using a
higher pitch for my speaking voice and carrying Abel on my back. Elizabeth would run the
scenes multiple times and when given the opportunity to stop, we would press on. At times, we
all had discussed the rie®o prepare for an eight show run. We were motivated to do each show
at 100%. The AFixing MissoO scenes required re
new movement, the dialogue, and preseémg ati on
Mi ss0 scenes, the Fivel/ Six scenes also requir
new movement there would be changes. Yet for those scenes, Abel taught me the importance of
trusting your scene partner and learning to communicate aydhat works for you both. At
times during rehearsal and actual the performances, when a line would drop, we would continue

on and get back on track.

During one of our rehearsals, Elizabeth made us do the first movement without our
scripts. When we did the first movement, at f
fully off book but we helped each other navigate through the performancesbegau
communicated and never stopped. This is one of the greatest ensemble experiences because of
the lessons | learned from the cast. . They taught me so much about working in an ensemble. We
were so good at working together to solve any issue that wd &@any moment between
rehearsal and our performances. We were given time to go over any ensemble sections before
Elizabeth would direct us. Primarily we would go over the transitions between the three
movements and would run the ribbons section, whergvauld pay tribute to those who have

lost their lives. In these times, we each would give a suggestion, deduce what would be effective



and do some trial and error runs. We recognized that we all had ideas and wanted to be heard,
but we realized thatevesyn e t hr owi ng suggestions at each ot
times, it was tedious and we didnot al ways ag

communication and mutual respect that we reac

Self-care was a major component to the rehearsal process, and the relationship |

devel oped with my cast was one | didnét know
to relive our communityés trauma, owWehadvn tr a
each othero6s backs and we checked in on one a

spend our free time together, sit next to each other in classes and we confided in each other.

These were my brothers and sisters. We truly becameily.faims was important because at

the start of each movement, Two (Spencer) del
coming. o He speaks specific dates that refer
their lives to racialized violece. The dates refer to the deaths of Emmet Till, Alton Sterling, and

many more. After each movement, the dates transitions from the early 1900s to the present day. |
remember early in the rehearsal procepss, Nads$S
what incident each date represented. This process took about three hours. We took our time to go
through each of these dates and do the research on them. There were several times when we
needed to take breaks because we were diving deep into blaclatasd it brought up a lot of

things that were personal for some of us. | remember reading about George Stinney, who was the
youngest to receive the electric chair death sentence, and | had to step away because | was
overwhelmed, heartbroken and shockeg.dldssmates comforted me, held me and built me up.

After having a conversation about this dramaturgical session, we realized that this show required

that we not only took care of ourselves but eaitier. .



After finishingWhat to Send Up When It Goesvidg | definitely accomplished my goals
as an actor on this project. Early on in the tablework, when we started the process, | had looked
at Bert Williams and George Walker for references on minstrel performers. Elizabeth also
i ntroduced mei ttoo afinSdt etpoilnd Feet ctho | ook back at C
the tablework would be crucial for the historical research on minstrelsy in reference to my roles
as the vaudevillian ((Man) and the minstrel (Driver). | lookedlre Black New Yorkers: the
Schomburg lllustrated Chronologwhich was a fantastic source to do my historical research. |
looked at specific events to give me a scope of when minstrelsy became prominent. | jumped to
1832 with the creation of #AJi meiCNewwWakCilyy Th o ma
where he performed the blackface character at the Bowery Theatre, Jim Crow in 1834. | jumped
into the 1840s, and learned about Master Juba and creation of tap in 1845. | moved into 1850s,
when blacks were attacked by whites atpertoormc e s based on Handei et Bee
Tomés Cabin in 1853. | also | ooked into the 1
Ernest Hogan, Bill Bojangles became prominent within a minstrel troupe, and Bob Cole created
a black production company fér Trip to CoontownMy research ended in the 1930s, when
vaudeville and minstrelsy began to decline. | found an excerpt in a document from my Black

American Drama class, noting that the George Walleat Williams Company had strict

guidelined Moff dosbage niceties. I n their scri
of | ove because black people werendt seen as
White man wondét | et us be serious!o This rese

understand the involvement of black performers within minstrelsy and vaudeville.

When | began to physicalize Man and Driver, | already had a basic idea for how | would

approach the differentiation between the two characters. In each movement, ManvaadrDdi s



posture, speech and mannerisms shift drastically, bringing them to contemporary versions of

their characters by Movement 3. During the audition process, when | first read the script, | had
explored the Man as a ringleader and Driver as a minstiehtare, based upon ideas that came

to me from satirical skits on minstrelsy or movies like Minstrel Man. After my research, | largely
based a | ot of Driverds mannerism for Movemen
went by the ishaget alaimeo i&nepwas extremely pop
as Athe |l aziest man in the worl do due to his
and was in service of his masters. | utilized the way he slouched in my posture and combined

that with the wayannimoved i n Commedia dell 6Arte. This me
slouched. | kept my knees slightly bent, kept my head down, and moved quickly when

summoned by Miss in the play. | had to become extremely obsequious and accept my lower
status. My speech was a highly exaggerated AN

inflections, but | used a completely different tonality.

My costume truly assisted in helping me physicalize the character. | was given a bowler
hat and white glves. | also tucked in one part of my shirt and left one side of it out. In the
second movement, | still utilized an exaggerated voice, but | grounded it closer to the way black
el ders in my family from the Soutdandbutopedmye . | s
shirt completely, to present myself as more of a butler than a minstrel character. In both the first
and second movement, | based his mannerisms and posture on Sammy Davis, Jr. As Man, | was
upright, proud, overly articulate and addedhis of Bob Fosseds 1isolatio
moved. By the third movement, as Man/Driver, | dropped the exaggerated accent, spoke in my
regular voice, and carried myself the way | would in everyday life. For the Five and Six scenes, |

had to draw on geriences from my past. | recalled specific incidents in which | witnessed black



friends of mine addressed in a disrespectful manner or experiencing microaggressions. The
specificity in how | navigated Man, Driver and Five helped me deal with the repatitithe

dialogue and I was so proud of the end result of my work.

On March 10, the coronavirus outbreak began, and therefore the show would not open on
March 20th and we -showrldndHowever, veawoeld have an ineitedgdhress
rehearsalAfter Jack Tamburri spoke to us, Elizabeth ran through the movements and altered any
blocking that involved touching of hands or getting close within proximity of the audience. | was
devastated by this news but | completely understood the severitg aittmtion. After days of
no rehearsal, the cast received an email detailing the updated performances. It said that we would
have four invited dress rehearsals in place of the eight show run. After each run, we would have
a talkback. When it came to tperformances, | am so glad that | utilized Suzuki technique as

warmup because it kept me active and limber. | was so proud of the work | did on all four shows.

The first show, we came into the space and did a photo call as we did a run of the show.
An hour and half before the show started, the cast did a fight call and a group warm up, and then
we did the first show. It was strange because
us to adapt quickly with the addition of the new blocking. Téwed show was significantly
better than the first show. | felt a lot more engaged because | readjusted to the space. The third
show was fantastic and it was a night that stuck with me. A majority of the audience was black
and this talkback was beautifdl.lot of the black audience spoke about how moved they were

by the performance and the ways it helped them confront their own trauma.

For the final show, we got permission from Aleshea Hatrris to livestream the

performance, which was great because my fagol to see itt was the last show, the cast was



unified and we had fun. | served the work and did was truthful in the moment but with the

process in mind. It was sad to close Wfitat to Send Up When It Goes Dowuat | am beyond

grateful forthisexer i ence. Through this experience, | 0v
capable than | think. | pushed myself harder
| 6ve done in my educational / professskilsandl car e

it paid off. | hope that Purchase will give more shows like What to Send Up a space to be

performed, because Iitds changed many peopl eds



Research Essay

With racial discrimination still prominent in the 19th and 20th ceesublack actors and
actresses were givdawer opportunitieso perform incinema and theatefhough black
performers had feweapportunities, they found res$ in black genres of entertaiam. This essay
will discuss different genres of black entertainmenthich blackactorsfound opportunity
includingminstrelsy,Blaxploitationand hood films. These will be explored througé careers
of Stepin Fetchit in minstrelsy and film ithe 1930s, Pam Grier in Blaxploitation filmgcusing

on her film Coffyin 1973 and John Singletoas the director dBoyz N the Hoodeleased in

1991.

In order to understand the importance of these different gahresrucial to
acknowledge their sharedntexs. The minstrel show lwaplarAmer i c a:
form of entertainment. Begi nni ngDaidndRitehe | at e

began to imitate the singing and shuffling of a Negro, by 1832, the character Jim Crow was born

in New York City asRice performed the dancinglackfacecharacter at the Boweiheatre

(Dodson et ab3). The popularization of Jim Crow it834led to thecreation ofworks such as

Harriet Beecher StovieUn ¢ | e Cabimmdtte 1850sDodsonet al75). Stanley J. Lemons

writes inBlack Stereotype#s Reflected in Popular Culture, 18802Q filn the 1880s and

1890s whenrace relations were attheir worst, most violent level, the conbitack man became

most common figure i n Ame vaudevilebasd the emusicghramgpu | ar e
(Lemons104). As Lemons continues to talk about how the black man becaiticipal

comedi ¢ c¢ harRulareultyré tieatmentao/backs réflected the society's

humiliation of thend ( L el64d Byshe early 1900s, minstrelsy was still prominent and black

people were subjected to negatstereotypes



By the1930s blackface began to die out due to the connotations of bigotry and racism.
However with blackface gone the representation of black people in films was still detrimental to
the community. The roles in films given to black people were akin to old steregtyjobsashe
Zip Coon,described by Lemons disa pr e p o s t @andy la the minstreltshows he was
easily recognized in bright, loud, exaggedatel ot h e s € H e-stepmng strattertwithgah
mismatched vocabulaby{Lemons102). The Jim Crowe caricatui@epresented the slow
thinking, slow-movingcountryand plantation darkey, He wore tatters and rags and adshtter
hat He spentis time sleepi@ fishing hunti®  p o s @ shof#in®d (Lemons102). Not only
were men subjected sbereotypes, women were as wétereotypes of women includéuke
fitragic mulattad who passed for being whjtand theMammy, a maternal figure who helped
raise the young and assisted white families. All these stereotypes were part of the mainstream
culture of America at the turn of the 20th century, so familiar to dople that few had any
notion that these characters degraded black Americans. Most thoughthbeseersvere
simply funny and did not understand the repercussions of this representation af Atextker
facet of this issue was the fact that blackKqeners had to perforithese stereotypesrhough
these roles were demeanjidpck actors and actresses yearned to change how they were
representethrough film.

Lincoln Perry also known asStepin Fetchjtwas a highly controversial black film actor
and he is consider ed Hbdwaythedesdkoosin and mostt bl ack
successful black actor workimg Hollywood through his popularization of the dimwitted,
tonguetied lazy marpersonaPerry was born in Key West, Florida aJamaicarfather and
Bahamian mother. His father, Joseph Perry, performed song and dance in minstrel shows and as

a young teerger, Perry sang and talanced as a teshow performe He travelled around the



U.S. in carnival shows (Raga). As young man in his twenties, Perry was a paduafexillian

duo calledi St e fretcht a@ndafter he arrived in Los Angles in ti820s, he was recruited

by a talenscout from FoxStudios (Bird139-41). Perrygot his big break in Hollywood in 1927

in his first motion picturgln Old Kentucky alongside actressarolynSnowdenTheywereboth
cast in parts that were never thought to be attained by black performers in a white production
(Regesteb06).

In the 1920s and 1930s, the African American press often provided coverage of the
successes and failuresAifrican Americans in the motion picture industifhoughmanyblack
people found themselves invisible, excluded, alienated, and ignored by the whitéher&ack
press helped articulate the views and concerns of the black community in regards to their
representatioonthe motion picture screen. They wanted to denounce demeaning characters in
motion pictura. This led to $epin Fetchilsimmense coveragét is also important tmotethat
Stepin Fetchiwas an entertainment reporter at @l@cagoDefenderin the mid192Gs,
providingnewson vaudevillian performarmesincluding his own performang®&egesteb04).

This led tothe success d¥etchit anl he no longer had to compose his column foiGheago
Defender Howeverwith this newfound success his persona as an actor would begin to change
and he wuldgoonto popularize his persona6ft e pi t Fet chit, #Atthe | azie
However,P e r r ysgreerbehiavioreceived scrutiny from the African American press. He
became the subject of condemnation when the newspaper reported that he was being sued for
$100,000 fobreach oppromisebecause he had allegedly promised to marry-gebrold girl
(Regesteb07).
By the mid1930s Perry was at his peakd black leaders were putting pressure on

Hollywood to iid the screen of the stereotypes he was responsible for creating. They believed



that Stepin Fetchitds c¢har ssingldacks asdbesng&e®pi ng w
join the mainstrear(Hurst). By theend of the 193Q%erry stardom had begun to diminiSime
NAACP was gaining traction in Hollywoodnd Perry was in a constant battle with Fox Studios
to get equal pay and billing as hawhite costars. By the 1940s he walked away from
Hollywood and within a few years he was left broke (Hurst). The emergértlae civil rights
movement aimed to make the symbolism of Perry
toforgetFet chbbods memt of t haeadhéradtdtheistandards ef #igk ma n
Coon and the urban coon characters which were characterized by an inability to speak properly
or pronounce syllables (Pilgrim

Donald Boglesin hisinterpretivehistory of blacks in Americafims,s ay s, fAHi s
appearance too, added to the caricatdeswas tall and skinny and had his head shaved
completely baldHe invariably vore clothes that were too large for hemd that looked as if they
hadbeen passed down from his white master. His grin was always very wide, his teeth very
white, his eyes very widened, his feet very |
(Bogle41). Fetchits caricaturesvere abused both physically and veiphy white characters
(Pilgrim). InJudgePriest, a film from 1934F e t ¢ h i t Ofacedcabhuaerfrant WileRogers,
his speech was unrecognizgldad he followedRogers around like a péRilgrim). Fetchitis
often criticized for his portrayal of black peoplanmieWalker, a black comediasaid that he
d o e s n 6 tFetdhitevhas badvakall. According to Walkd®erry created a character that was
actually an observés subversive trickster. In theens,Per r y6s character woul
Aout smart white characters by pretending to b
impatient and end up doing the work themsefv&his was referred to as the technique of

Aputting on for old Masaodo (Raga).



The legacy of Perry is very controversial. Tigb there ardisagreements about his
advancementsnanycan agree that he did open doors for black actas®llywood. As we
move forward into the 1970the sulgenreof exploitation films known aBlaxploitationfilms
became prominent until 1979. These films featured a predominantly blacklmastngblack
characters within their communitiasthe heroes of themwn narratives. Prior to the 1970s, the
representatioof black performers was very limited.t 6 s | mportant to note t
were only six blacksvho had been nominated fam AcademyAward and only two had won:
Hattie McDanielin 1940 for her supporting role as MammyGione with the Windnd Sidney
Poitierin 1964 for his lead role as a carpenter, who helps a group of nuiiesnof theField
(Anderson).

The first film to kick off the era oBlaxploitationwas Melvin Van PeebleSweet
Sweetback's Baadassss Son971. This was film wasa about a black male sex worker on
the run from the police after savin@ack Panther from the police aridll ing racist cops. This
film setthetrendoff Th e mai n t diteeBlxploitatiomiine which was about
AFi ghti ngi TMThheo Weampr esented all oppreslilsi ve whit
because it not only gave Black wrigirectors inspiration to create their own forms of
cinematic expression, but were good representatives of the new Black Empowerment mhovemen
happening in the USA at the timdiB(axploitatiord). The film was even considered by Huey P.
Newton,cef ounder of the Bl ack Panther Party, as
madeo (Ander s on) ofilnMmvedtherwayWan fiims BuereSaderdlys
CleopatraJones The MackandCoffyto be made. Though audiences were used to the
performances of the dignified SidnBwitier, Blaxploitationprovided another facet of the black

experience unseen by white audiences.



These films also provided an opportunity for black women to be at the forefront of these
films. Mostnotabl, Pam Grielis known for playing the titleole in thefilm Coffy in 1973.
Grier was born in North Carolina in 1949 to a mirade fatheand aCheyenne mother. Her
mother was a nurse, who raised Grier and her two siblings while her father was a mechanic in the
Air Force. Her family constantly moved due to her father's stationing but would settle in Denver
(Shaitly). Grieis path to stardom gan when she moved to L.A. in 1967 at the age of 18,
attempted to attend the UCLA film school and worked five different jobs. She was discovered by
Jack Hill, a director who cast her in lBsmoviesThe Big Doll[House(1971) andlrhe Big Bird
Cagein1972Gh ai t | y) . By 1973, Grier became the firs
Coffy.

The story was centeraxh a woman who sought revenge after her younger sister died of a
heroin addictionCoffy blames that pimpandpushersvowing to get those who did her wrong
(A Bl ax plooTheimportantiag i ne of t he f rohechickvat squad thite b a dd
ever hit t .dtwas'théougtiiGriers comlbinatjon of sass, assertive style and martial
arts skills had her taking lead roles in action fimstadiona |l | y ($heaittY) by Gmiear 6 s
role asCoffyt hen | ed her to become Foxy Brown and ga
Blaxploitationo In a review from Roger Ebert ddoffy, hediscusses howhe role of woman in
Blaxploitationfilms usually involvesa sex scene in theeginningof the film,andshe does
nothing throughout the fild durationuntil the end, when she sleeps with the hero. He says,
AThe ni c e Cdfffisithatgt nemtbreverdeshis formula and gives us Pam Grier as the
heroo (Ebert). Thi s s Blaxplatatienfillosrprowedtol®®e womandés r
momentous because it was representation beyond jusiskeypeization. Grier was actually a

multi-dimensional chaat er t hat di dndt just serve the neec



Stephanie Dunn, the director of Cinema, Television and Emerging Media Studies at
Morehouse College, argued that dismissing the woBla{ploitationfilms was a mistake. She
sai d, nABIl ack weingPam Grierdfroxy Brownbeingrrapd, srgroveling on
the floor inCoffyWe di dndét enj oy that, but what we | ove
hero or heroine wins at the end. Theyodre the
theway. There was both psychiAndesa) ldrplyibslieveand f ul
that this quote speaks to the importance of these films and its impact on black people. Though
there are elements Blaxploitationt hat can be coincsd der gthesétpd aotbd ke r
films broke boundaries and made strides for the times.

The era oBlaxploitation pavedhe way for the creation of the hood film getinat
kicked off in the 1990s, whicteatured aspects of urban AfricAmericanor Hispanic
American culture such as hRipp, gang, racial discrimination, organized crime, gangster rap
anddrug usage. It depicted the problems of the young people coming of age in relation to
poverty and violent gang activity within urban neighborhoods. Witlethgra of these films that
range between drama and comedy, hood fil ms of
Blaxploitationfilms. It was because alirector John Singleton that this genre bedzoyz n the
Hood released in 1991, written and directed by John Singleton as his feature directorial debut,
marked the beginning of the hood fisulgenre |t 6s a coming of age sto
boy named TréCuba GoodingJr.), who is sent by his single mathto live with his father in the
neighborhoof Crenshaw in South Central L,Avhich the film depicts as a plafibed with
violence,with a heavypresence of police arghng activity.Here Tre grows up alongside his
childhood friends, RickyMorris Chestnut)who dreams of pursuing professional footjetid

Doughboy(lce Cube)who would be destined fgang life(Smith). The film is a presentation of



Los Angeles that Singleton grew up in. By drawing on his own teenage year§idglabn
presenteh f acet of the |lives of African Americans
seen.
The release of thBoyz N the Hooth 1991 was pivotal to its historical impact and
notoriety.Boyzwas released months after videos emerged of #aeRolice Department beating
Rodney King and the shooting of Latasha Harlarydar old black girl, who was shot in the
head by a Korean store owner in South Central (TjoAteend of the film Doughboy watches
the news and notices a fascination wiiblence in foreign wars oversease points out that
there isblind eye towards the violence taking place in his neighborbodtie saysieither they
dondt know dondt show or dondt caThesaladedbtat wha
the fact that thetruggles oblackpeoplewerebeing ignoredSi ngl et ondés fi Il m al s
popular due to its relatici rap and higop culture
As gangsta rap becammainstreamthis paved the way for the film's acceptaritee
movement ofrebellious hiphop musicthatcamefrom SouthCentral andvas an expression of
the rage black peopfelt across the countrgemented the filids impact.The casting of former
NWA member, Ice Cuhen his acting debut contributed to the credibility and authenticity of the
film amongst young audience members (Obensatthe time it seemed th&buth Central was
the center of American culture over the racial tension, gang wars and the polidendepalohn
Singletonapproachedthis film with care. Hainderstood thenportance angilower ofthe
imageryheused in order thelpchange up the way that black people had been seen. The
creation ofBoyz N the Hoogrovided a deeper complexity and humanity to black people, who

were often demeaned, dehumanijzatlvilified during these times.



At 23, John Singleton received an Oscar nomination for best director and best original
screenplay; he was the youngest bldickctor and the first black director to be nominated
(Obenson). This movie also put many prominent black actors such as Cuba Gooding Junior,
Regina King, Lawrence Fishburne, Morris Chestnut, Angela Bassett and Nia Ldmgradar,
which helpedropel heir careersBoyz n theHoodalso had a huge impact on fashion. The
clothes andcccessories worlny Ice Cube, Cuba Gooding &nd MorrisChestnut suchs the
body color patterns, African pendant, snapbacks and two tones denim were popularized by this
film (Smith. Si n g | e t was &cslturhlipHemomenon that addreskedhanyfacets of the
ur ban bl ack e x @amdspoke to the peopliketBlavgloitatidrofisns it shed a
new light on the lives of black peoplgot only did it contain a political message that was ahead
of its time but it inspired many other black directors to create works by black people for black
people.

In conclusion theopportunities of black peopkrnd their involvement in theatand film
throughout the 19th and 20th cemtgihavedrastically changed as we move through history.

The earlyl830s moving intahe 1900swasplagued bystereotypes such as tNeammy, Zip

Coon, and otheraricatures thademeaned black peoplelhis is what was available to black

peoplethat wishedo perform.Black actors had to take the opportunities that were presented to

them because it was the only way that they could beasethey only had so few opportunities

to perform. This speaks to the complicated legacy of the Lincoln Réwa.StepinFetcht, who

was highly controversial f or h,Dwhiclclaumchedlm ur e a
into stardom. Thoug h criticismlkfackad fiomn thabblaskadnwenityn i m o f
because of the negative connotations and stereotypes that his work rejrgomedrgued the

work he was doing was progressive



Moving into thel970sandtheera ofBlaxploitation works created by black people for
black peoplespoke to the timeglthoughtodaythere are elements of Blaxploitation filrtheat
maybe considered distasteful or still perpetubtenful stereotypegt provideda framework for
blacks to create art thaasempowering and spoke to the people duringBlaek Power
movementWhile there were narratives where black people were the heroes of their stories in the
past, these films presented blacknessfthaghtagainsthe man and white oppression.eEe
films alsoempoweedboth black men and womeWe see this ithe work of Pam Griemwho
became the first female action star and had subverted the role of ywehtewere considered
objects. Herolesshowedthe strength of black women in a way that truly rippled for the
representation of black women to white audesac

Like Blaxploitation films the conception 01990s h@d films worked in a similar way.

Si n g | Boy NHo@demonstrated a new perspectofehe way black people had been seen
in the1990s whenthey wereoverlooked by maistream media. This ishy BoyzN the Hood

had an impadbecause of its culturaindhistorical significance. Each of these genres of black
entertainmentepresents different faceor time in black representatiowhetherpositive or
negative these genres and the blackisis involved in them had moments uniquethem These
genr es s dismissed giver the status of black peopl@nmerica andace relations
throughout history in our country. That being s#ittsegenres always need to be revisited and
analyzed becaugbey will continue to influence the way black people repregemselvesand

create in the ast
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