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Constructing a Shared History: Black Pageantry for
Children During the Harlem Renaissance
Katharine Capshaw Smith

In 1926 W. E. B. Du Bois called for a new kind of theater for Afri-
can Americans, composed of dramas that were "about us, by us, for
us, and near us" ("Krigwa" 134). Alongside the Krigwa and little
theater movements,1 which answered Du Bois's call, one must place
pageantry for children, since African American pageants during the
1920s and 1930s responded to the young population's desire for a
drama that represented black lives and black history with dignity and
virtue. Staged in schools, community halls, and churches, pageants
for Africait American children touched audiences of various' ages,
classes, and educations. These productions often addressed a specific
community's needs, celebrating local anniversaries and confronting
regional economic or racial tensions. The child was, of course, a topic
of dramatic interest during the "New Negro," or Harlem, Renais-
sance. The plays for adults by Georgia Douglas Johnson and Angelina
Weld GrimkÃ©, for example, depict despairing mothers unable to pro-
tect their children from the violent threat of a racist society. Pageants
of the period directed at children, however, offer a contrasting de-
piction of the possibilities of black childhood. By revealing to chil-
dren their race's past accomplishments, and by constructing the child
as intelligent and capable in the face of racist social structures, the
period's pageants are infused with the new life and sense of poten-
tial commonly associated with the black literary renaissance. African
American pageant writers believed that the "New Negro" would ulti-
mately arise from the young Negro and that building black nation-
hood and a new cultural identity depended on the education of the
younger generation.

Du Bois imagined that the innovative black drama would address
racial conflict and represent heroic black figures and their contribu-
tions to mainstream American society.2 With these ideals in mind, Du
Bois was able to proclaim famously in "Criteria of Negro Art" (1926),
"I do not care a damn for any art that is not used for propaganda"
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(296). Most of the children's pageants of the period adhere to Du
Bois's didactic paradigm, since many of the pageant writers, often
schoolteachers who were disenchanted with racist constructions of
history, found that Du Bois shared their overtly educative perspec-
tive. In "The Drama Among Black Folk" (1916), Du Bois articulated
the goals of his own pageant, "The Star of Ethiopia," in didactic
terms: "to teach on the one hand the colored people themselves the
meaning of their history and their rich, emotional life through a new
theatre, and on the other to reveal the Negro to the white world as a
human, feeling thing" (171). Pedagogic and propagandistic, and often
directed at a dual audience of both blacks and whites, most African
American pageants written for children in the 1920s and 1930s fol-
lowed Du Bois's model.

The Harlem Renaissance arose during the great age of American
pageantry (1905-25), a movement linked to the Progressive Era's
sense of democratic optimism (Prevots 1). During a period marked
by massive immigration and urban migration, pageantry unified com-
munities around shared stories of their city or town, presenting in
dance, song, pantomime, and verse images that would invest the audi-
ence in the life of their community and enable them to share dreams
of a city's progress and reform. Performances required extensive local
participation; for example, Boston's 1910 Cave Life to City Life brought
together more than 1,200 local organizations in a pageant that re-
flected the community's cultural diversity and also inspired a shared
vision of urban improvement (Prevots 29). But however inclusive and
democratic the pageant effort purported to be, in the early part of the
century virtually every citywide pageant excluded black participation.
For example, of the 7,500 participants in the 1913 St. Louis pageant,
only one African American appeared (Prevots 17). Certainly many
of the pageant movement's ideals appealed to Harlem Renaissance
thinkers. Urban black populations in the 1920s were far from homo-
geneous; migration from the country to the city and West Indian im-
migration created local populations with disparate educations, social
customs, and economic backgrounds. Pageantry offered communi-
ties a means of shaping a common history, of affirming a rural heri-
tage, and of forging common cultural and economic goals. Although
black writers drew on mainstream white pageant conventions, black
pageantry has its roots in a satirical African American tradition. In
northern cities in antebellum America, blacks often staged pageants
that parodied white power and social structures. In Connecticut, for
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example, Hartford's black community celebrated Election Day, which
saw the selection of a black governor and judges who spoofed white
legal power (Lott 47).

One of the first Harlem Renaissance figures to embrace pageantry
was Du Bois, as the ideals of mainstream pageantry attracted him in
fundamental ways. The founders of the American Pageantry Associa-
tion (APA) envisioned the genre as "art of the people, by the people,
for the people" (Prevots 1), a sentiment perhaps echoed in Du Bois's
"Krigwa" plea for drama "about us, by us, for us, and near us" (134).
Percy MacKaye, one of the APA's founders and leaders, wrote that
pageantry "satisfies an elemental instinct for art, a popular demand
for poetry. This instinct and this demand . . . are capable of being
educated, refined, developed into a mighty agency for civilization"
(quoted in Prevots 70). Du Bois also believed in a popular desire for
art, writing that "the Pageant is the thing. This is what the people want
and long for. This is the gown and paraphernalia in which the mes-
sage of education and reasonable race pride can deck itself" ("Star"
91). Du Bois's belief in the popular desire for art stems from his rec-
ognition that black Americans in the late teens and 1920s yearned not
simply for art but for a political art that made manifest the ties that
joined black American to black American and the African American
community to a national identity that had previously been coded as
exclusively white. The political, the didactic, the reformative all co-
alesced for Du Bois in the pageant format, and he found, as did other
pageant writers, an eager and responsive audience for his vision.

Du Bois staged his own all-black pageant, "The Star of Ethiopia,"
with much success. Performed in New York (1913), Washington, D.C.
(1915), Philadelphia (1916), and Los Angeles (1924), the work used
as many as 1,200 participants in one production. Noting the racist
undercurrent in mainstream pageantry, Du Bois asserted that "the
American Pageant Association has been silent, if not actually con-
temptuous" with respect to "The Star of Ethiopia" ("Drama Among"
173). Regardless of the APA's response, "The Star" was so popular
among African Americans, and Du Bois's enthusiasm so strong, that
afterwards he sought to form a nonprofit association that would pro-
mote black pageantry. Although such an organization failed to ma-
terialize, Du Bois never lost faith in the power of the black pag-
eant; he published one for the bicentenary of George Washington in
1932, and he left in his papers several pageants in manuscript (Scott
266-67).
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Large-scale pageantry declined along with the Progressive move-
ment in the late 1910s and with a shift from the original grandeur
of APA presentations to pageants produced in schools (Prevots 102).
Once the APA lost power over such art, and schoolteachers and com-
munity members became creative artists, pageantry lost the prestige
it had once enjoyed. Since APA leaders decried school productions
and actively excluded African American adults and children from
APA efforts, black pageantry, which was often produced in schools,
defied the racist and antichild dictates of the white pageantry move-
ment. No wonder its spokesmen were "silent" and "contemptuous"
before Du Bois's efforts.

In addition, although pageant leaders might have looked askance
at pageants produced in schools, pageantry had always been a "cross-
written" genre, addressing an audience of both children and adults.
In the hands of Harlem Renaissance figures, the child became an even
more pronounced and important part of the audience. Mary Church
Terrell, the civil rights activist and potent supporter of black pag-
eantry, explains in an introduction to her 1932 "Historical Pageant-
Play Based on the Life of Phyllis Wheatley" that her main goal had
been to influence black children: "I wanted to increase the colored
youth's respect for his African ancestors. . . . [The pageant] would in-
crease their pride in their racial group and thus strengthen their self
respect" (1-2). If pageants required the audience to look toward the
future, for Renaissance figures the child became increasingly impor-
tant to accomplishing the goals articulated in the pageant. The child
was the hope for the future, and reaching the child audience became
a priority for black pageant writers.

In fact, the pageant format appealed specifically to children, chil-
dren of this historical moment, in ways of which an adult audi-
ence may not have been aware. The child growing up during the
Harlem Renaissance was increasingly sensitive to the power of the
printed word; as education became increasingly available and cultur-
ally significant,3 the black child entered a space where written records
superseded the oral, where stories and histories reproduced by a
white publishing establishment displaced accounts of her or his own
people. A current of dissatisfaction with conventional schoolbooks
runs through letters from children to Du Bois at The Brownies' Book
(1920-1921), the first periodical for African American children. In
1920 Pocahontas Foster from Orange, New Jersey, wrote, "I have
never liked history because I always felt that it wasn't much good. Just
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a lot of dates and things that some men did, men whom I didn't know
and nobody else whom I knew, knew anything about" (54),4 A New
York City mother complained in 1920 that after telling her daughter
accounts of black achievement, the daughter responded, "Well, that's
just stories. Didn't they ever do anything in a book?" (340). The chil-
dren of the period learned the power of textual representation and
its ability to legitimate versions of history.

As schoolteachers and community playwrights shared the chil-
dren's dissatisfaction with conventional historical representations,
they modeled their plays on classroom conventions in order to fulfill
the children's desire for "textbook" black history. The pageant genre
offered an instant analog to the textbook, since it enabled historical
figures who addressed the need for new racial and gender identities
to take the stage. The structure of Dorothy Guinn's popular "Out of
the Dark" (1924)5 is typical of the period's black pageantry for chil-
dren. Guinn's pageant represents itself as the lost pages of a textbook,
for the Chronicler, a frame character who reads from a scroll, regrets
the gap in blacks' written history: "My page is often blurred, for the
hate of race has caused many to blot out the achievements of these
people. (Pause.) But I am here to bring to light out of the dark the
record of the progress of these folk here in America" (311). As the
Chronicler, like so many others in black pageantry, reads from her
scroll of the "gleams of light shining out of the dark" (313), children
become crucial to a written history of the present and the future.
Guinn's Chronicler asks the "Children of Genius" to "complete the
tale . . . concerning my people" (319), and after Science, Art, Lit-
erature, and Music speak of contemporary black achievements, the
Chronicler asserts, "Now is my scroll complete" (323). And yet, the
epilogue impresses on the child audience a need for a continual writ-
ten history by asserting, "My tale is done, kind friends (or shall I say
begun?), for though my record gives no more, yet this is but a begin-
ning" (323). The written scroll of African American history can never
really conclude as long as there are children to continue writing it by
joining its parade of heroes.

The authors adapted pageant conventions, such as the central
speaker and voiceless tableaux, in order to imitate textbook and class-
room conventions. In "Out of the Dark," as in other pageants for
Harlem Renaissance children, a central female figure describes the
history of each character as he or she appears onstage, a pattern
that parallels classroom discourse. The central female consciousness
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is both reassuring and familiar to a child audience since she also
authorizes the material: it is the teacher figure who makes the tell-
ing of black history "official" and part of the educational canon. In
Guinn's pageant, the stage directions indicate that "the best possible
person should be chosen for the Chronicler, since everything de-
pends upon her interpretation" (329). For Guinn, the most mature,
expressive child actress should take the role of the teacher, since the
documentation of black history depends on an appearance of con-
fidence and authority. Female messengers, chroniclers, and speakers
populate black pageants for children, offering a familiar, authorita-
tive, and powerful analog to the teacher at work.

A third way in which the authors adapt pageant conventions to
replicate the classroom setting is in their use of tableaux. While the
teacher figure describes the life of a famous African American, often
a light or a drawn curtain reveals a child costumed as that char-
acter. These scenes recall illustration conventions of storybooks and
textbooks, for often, after reading descriptions of people or events
out loud, teachers direct children's attention to representative pic-
tures. For example, in "Out of the Dark," the Chronicler's descrip-
tion of Booker T. Washington is followed by these stage directions:
"Curtain opens on tableau of Booker Washington lifting the veil of
ignorance from Negro Youth. Reproduction of statue at Tuskegee.
Curtain drawn" (318). The statue, a popular image (we recall Ellison's
use of it in Invisible Man [1952]), is an icon that becomes legitimized
within mainstream education by virtue of its inclusion in Guinn's text-
book pageant. In fact, while repeatedly raising the stage curtain to
reveal tableaux of famous black Americans, the pageant itself brings
the icon to life: the curtain lifts the veil of ignorance away from the
child viewers, revealing luminous examples of black achievement.

Finally, the tableau's function as equivalent to a picture in a school-
book becomes explicit in Guinn's depiction of Benjamin Banneker;
her costuming directions connect the tableau to printed texts for chil-
dren: "[Banneker is] dressed in colonial suit, carrying large hat. See
picture in Brownies' Book, June, 1920, page 173; published by Dubois
[sic] and Dill" (328). Without a black history textbook on which to
model her pictures, Guinn turns to Du Bois's groundbreaking maga-
zineÂ—the first publication that printed black history for children Â—
and to black cultural icons such as the "well-known picture [s]" of
Phyllis Wheatley and Sojourner Truth and the "Booker Washington
and Negro Youth . . . statue at Tuskegee" (328). In fact, black pag-
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eantry for children reenacts the interaction of teacher, text, and audi-
ence found in the classroom; in this way, the New Negro pageants
legitimate for children the black history that they seek in specific tex-
tual forms codified by the conventions of classroom education.

What appears on this classroom figure's scroll and on the scrolls of
dozens of other pageants for children? How did Harlem Renaissance
pageant writers construct a common history for a child audience?
Most important, pageant writers were empowered by their realiza-
tion that history is a construct. They believed that a black history
could be built and authorized by drawing on a scattered heritage
of texts. The pageant writers (as did many artists and critics writing
for adults) underscored their belief in the importance of a written
history by forging their works from legal documents, speeches, news-
paper reports, poems, historical accounts, and other texts. Whether
an excerpt from a Wheatley poem in Guinn's "Out of the Dark," a
passage from Frederick Douglass's "What to the Slave Is the Fourth
of July?" in Dunbar-Nelson's "Douglass Pageant," or a quotation from
Benjamin Banneker's letter to Thomas Jefferson in Du Bois's "Pag-
eant for the Bicentenary," most pageants take pains to assemble the
actual language of historical African Americans. At the conclusion of
T. S. Eliot's "The Waste Land," a speaker asserts, "These fragments
I have shored against my ruins." Black pageant writers used textual
fragments to shore up against their own ruin, one of race prejudice,
historical anonymity, and exclusion from an American identity.6

Overwhelmingly, pageants are concerned with the black's histori-
cal place in America. According to Christine R. Gray, many adult
plays produced outside New York City for black audiences had a self-
contained sense of audience and local subject matter (18). Most chil-
dren's pageants of the period, however, do not appear to be exclu-
sively addressed to black listeners. Of course, black children are the
primary audience, and stories of African American achievement work
to inspire racial pride, but these plays concurrently appear to address
white child audiences, for as alternative textbooks they teach the ma-
jority culture us well as the black audience about African American
history. Nowhere is that double audience more apparent than in texts
that explicitly address the issue of American identity. Inez M. Burke,
a teacher at the primarily African American Charles Young School
in Washington, D.C., wrote "Two Races" (1930) to celebrate Negro
History Week in the 1920s (Peterson 44) ? In it, as in other pageants,
both white and black children appear, a gesture that intimates white
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investment in the work. The piece explicitly reacts against traditional
history books as Gilbert, a white boy, flaunts the record of his an-
cestors' achievements before his black companion, Sam: "Just see all
in music, invention, art, and business that my people, my forefathers,
have done" (297). Black accomplishments do not appear in the his-
tory books, Gilbert informs Sam. Sam's response typifies the experi-
ence of many black youths, for it reveals a rival mode of historical
record that has been discredited: "BuÂ—buÂ—butÂ—aÂ—aÂ—my grand-
mother saidÂ—W-e-11, maybe you are right" (298).

The Spirit of Negro Progress, a "Kind lady" (298), appears and
revives Sam from his dejection by telling stories of black adven-
turers, soldiers, speakers, poets, and artists. The breadth and depth of
Burke's descriptions are impressive, for she includes such famous fig-
ures as Frederick Douglass and Booker T. Washington alongside more
obscure ones such as Elijah McCoy, inventor of "an appliance for
lubricating ... engines on steamboats and railway locomotives" (299),
and orators Mary Church Terrell and Mary McLeod.The spirit also in-
sists that white culture has publicly acknowledged black achievement.
Of Colonel Young and his black soldiers in the Spanish-American
war, "Roosevelt . . . made a splendid speech in praise of their hero-
ism. . . . The Negro has proved his bravery" (300). Whites listened
to and praised Booker T. Washington, whose speeches "set the whole
world thinking about the Negro" (300). Burke's strategy mirrors Du
Bois's theory of black pageantry, for while she affirms black feats and
oral tradition in order to create ethnocentric pride, she also illus-
trates white America's attention to and endorsement of black accom-
plishments, even if its memory may seem short.

Presenting itself as a counter Schoolbook, "Two Races" assembles
and interprets evidence of the black's historical role, and in doing so,
positions blacks side by side with the whites of conventional Ameri-
can history. The Spirit of Adventure begins the history of famous
blacks by describing an African presence at the nation's inception:
"In 1492 some Negroes came with Columbus on his great adventure"
(298). Similarly, the Spirit of Bravery moves from describing Cris-
pus Attucks, the first casualty of the Revolution, to depicting blacks
fighting alongside Jackson in 1815 at New Orleans, to picturing Afri-
can American soldiers in the Civil War, the Spanish-American War,
and World War I. By naming the state in which each inventor lived,
the Spirit of Invention identifies them as palpably American. A final
proof of blacks' intrinsic place in American culture is music, for black
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music defines the nation; it "is regarded by fair-minded thinkers as
the greatest contribution of America to civilization" (301). The last
voice we hear in Burke's pageant is that of Uncle Sam, who asserts
that America will become an "outstanding country" and "the land
of the free" (302) only when white and black unite, and, Burke im-
plies, when black people's contributions to America are universally
acknowledged. Carter G. Woodson asserts in his Mis-Education of the
Negro (1933) that black teachers should "revolutionize the social order
for the good of the community" (145). Burke's play does just that; it
dismisses biased history books' construction of blacks as "slaves on
the plantations" ("Two Races" 297) and reconstitutes a wide-ranging
black identity as brave, intelligent, creative, outspoken, and central
to a definition of America. After attending a performance of "Two
Races" by Burke's fifth-grade class in the early 1930s, Woodson ex-
plained the effect of the play's ending on its dual audience: "The
Negro boy, thus enlightened, became inspired to do something great;
and the white boy, rid of his prejudice, believed that the colored boy
had possibilities and joined hands with the lad to help him do his
part. Thus we see dramatized a new America" ("Introduction" iv). For
Woodson, education about black achievement and American identity
should not be confined to the black community, since racism could be
extinguished only by cooperation among America's diverse peoples
to shape a New Negro in a new America.

If, on one level, pageants dramatize versions of textbook history,
on another, the female chroniclers also validate and institutionalize a
matriarchal oral tradition. Thus, whereas early in "Two Races" Gilbert
would have Sam believe that written histories are more authoritative
than oral ones, the remainder of the play legitimizes black oral tra-
dition by offering an oral account of the black American identity.
Pageant writers use their genre to address and affirm both forms of
African American historicity. Addressed to an adult audience, both
literate and illiterate, the plays affirm the importance of an educa-
tion for their children without excluding parents lacking a formal
education. Addressed to a school-aged audience, the pageants satisfy
the yearning for textbook representations of black history without
undermining the authority of oral histories. Ultimately, of course, the
Spirit of Negro Progress in "Two Races" replicates the stories Sam's
grandmother told him. A sophisticated and multivocal genre, black
pageantry emphasizes textual history without estranging members of
its diverse audience.
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Whereas "Two Races" and other pageants define a black American
identity across many different fields, such as business, exploration,
and the arts, some pageants focus on specific contributions by Afri-
can Americans to the nation. The most popular arena for establish-
ing black participation in American history is the military, perhaps
in recognition of African American efforts in World War I. Pageants
such as Mary Church Terrell's "Pageant-Play Depicting Heroism of
Colored Soldiers in Revolutionary War" (n.d.) and P.S. 24's "Negro
Achievement" (1937)8 use black military accomplishment to define
African Americans as essential contributors to the building of the
nation. Crispus Attucks often takes center stage in such pageants.

A more complex issue arises in pageants about the founding of
America that focus on the paired figures of George Washington and
Phillis Wheatley. As Mary Church Terrell notes in her autobiography,
A Colored Woman in a White World (1940), African Americans had tradi-
tionally felt some disappointment in George Washington because he
owned slaves.9 Terrell writes about her Phillis Wheatley pageant:

I wanted to show colored children that George Washington
had done something commendable for a representative of their
group, so that they would feel they had at least one reason to re-
vere his memory as the children of other groups did. . . . This was
clearly and strongly brought out in my pageant, so that colored
children might see that although the Father of His Country was
a slaveholder, in accordance with the deplorable custom of his
time, nevertheless, he was broad-minded, generous-hearted, and
just enough to give credit where credit is due, to make written
acknowledgement of the talent of an African girl and to pay
homage to her while she was still being held as a slave. (411-12)

When the nation celebrated the bicentenary of Washington's birth in
1932, African Americans such as Terrell and W. E. B. Du Bois took the
opportunity to use pageantry to identify Washington positively with
black America. Both Terrell's "Historical Pageant-Play Based on the
Life of Phyllis Wheatley" and Du Bois's "A Pageant for the Bicente-
nary, 1732-1932" take as their central passage the story of Washing-
ton's kind response to a poem Phillis Wheatley wrote in his honor. Al-
though both pageants attempt, in the words of Terrell, to "teach our
children that we are citizens of this country" ("Why I Wrote" 2) by
revealing the historical connection between Wheatley and Washing-
ton, the pageants' most significant accomplishments diverge a bit
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from this goal in order to emphasize specific dimensions of the black
American identity. Du Bois's pageant moves away from Washington
into dynamic depictions of black military leadership, while Terrell's
play contains sensitive depictions of African American slave life, de-
pictions often absent from other pageants for children.

Du Bois chose to offer images of active, aggressive responses to
oppression instead of exploring slavery's devastating nature. In fact,
conventionally pageants celebrate the accomplishments of individual
African-Americans; very few contend in depth with the history of
slavery. Like Burke's "Two Races," most plays move away from depic-
tions of blacks as "slaves on the plantations" (297) to depict black
achievements. If they do depict slavery, they might pantomime the
capture of slaves in Africa, as does Guinn's "Out of the Dark," but
refuse to treat two centuries of slave life by assuming that the audi-
ence is familiar with their painful shared history: "You well know the
horrors of slavery. But have you ever seen the gleams of light shining
out of the dark?" ("Out of the Dark" 313). Moreover, most pageants
do not stage slavery, but nearly all include the folk songs and spiri-
tuals emerging from slavery as a way of remembering their traumatic
past and revering the music, a cultural triumph that emerged from
suffering. Terrell's pageant is distinct in that it focuses on the daily
life of a slave girl, albeit the outstanding, atypical example of Phillis
Wheatley, in language that calls attention to the constructedness of
racial identity.

Staged in Washington, D. C, as the only black pageant in a city-
wide celebration of George Washington,10 Terrell's piece begins with
a dramatization of slave capture in Africa. But unlike other pageants,
which might skip to descriptions of Frederick Douglass or Harriet
Tubman, Terrell begins act II in a slave market; the dialogue empha-
sizes the agonizing middle passage: "The ocean voyage was terrible,
they say. There was an awful storm. The waves were so high they al-
most touched the sky. The people were packed in that ship like those
little fishes you buy in a can" (1). Various characters repeat such de-
scriptions: "They were packed in that ship. . . . They could hardly
move. . . . Many of them died on the way over and were thrown over-
board. . . . Hundreds of them died on the way over, you know" (2).
Naked, shivering, hungry, and sick, young Phillis does not appear the
one-dimensional heroine of other history pageants, for Terrell must
depict the trauma of slavery; her actors wear the signs of oppression
and repeat horrific stories of the middle passage.
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Once Phillis enters the Wheatley home, however, Terrell necessarily
backs away from depictions of American slavery, since the young girl
led a somewhat privileged life as a servant to young white twins and
was educated and encouraged to write. Instead, Terrell explores the
construction of racial identity through dialogue between the twins,
Nathaniel and Mary. When Nathaniel calls Native Americans "blood-
thirsty savages" who "steal up upon poor, unsuspecting, white people,
murder them and scalp them," Mary responds, "White people have
committed some awful crimes against them, you know. White people
came here and stole their land. This country is theirs, not ours"
(4). Although not wholly acknowledging that the depiction of Native
Americans as "blood-thirsty savages" is reductive, Mary suggests that
Indians have the right to retaliate against exploitation, endorsing an
active, aggressive response to white oppression.

In the same scene Nathaniel educates Mary about African Ameri-
can intelligence, employing language that recalls and corrects racist
rhetoric. When Mary asks, "Did you ever see anything quite so funny
in all your life?" as Phillis attempts to read, Nathaniel responds, "You
can teach animals some things. Even they have a certain amount of
intelligence" (4), evoking a bigoted justification that is echoed when
Mary exclaims, "Many people say that Africans have no brains and
there are ever so many who believe they have no souls. That's why it
is all right to make them slaves" (4). Terrell, however, summons these
racist explanations only to deflate them. Nathaniel asserts, "Africans
are human beings, you know. There is no reason in the world why
they could not be taught some things anyhow" (4). Although offering
tentative qualifications, Nathaniel here collapses the racial stereo-
types; Terrell then draws a parallel between constructions of blacks
and of white women that compellingly underscores the fallacy of such
ideals. Nathaniel says, "Father says women are a pain in Mathematics
on general principles, no matter how hard they try to master it. The
trouble is that there is something radically wrong in a woman's brain
Â—in a white woman's brain, I mean" (5). Terrell's pageant amasses cli-
chÃ©s about race and gender to reveal that, like a house of cards, they
are built on nothing concrete and could easily topple and collapse.

Although she stresses their insubstantiality, Terrell acknowledges
that social constructions are powerful tools of oppression. In the
figure of Dorcas, the elderly black cook with whom Phillis trains, Ter-
rell reveals the effects of the images articulated by the Wheatley chil-
dren. Concerned that Phillis will become ill from studying and writ-
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ing, Dorcas asserts, "That's what comes of learnin black folks to read
and write. The Lord never intended black folks to learn to read and

write. No good aint a goin to come of it neither. I certainly am glad I
don't know how to read and write. I aint never goin to learn neither.
If you don't come to bed right away, I'm going to tell Mrs. Wheatley
on you. You see if I dont" (5). Dorcas has internalized the tools of her
own oppression, for she models her own self-concept, her views on
black intellectual potential, and her image of God on biased beliefs.
In turn, Dorcas employs this philosophy to subjugate Phillis, replicat-
ing racist rhetoric more forcefully than do Mary and Nathaniel.

Terrell's astute pageant does not univocally celebrate the positive
dimensions of a black American identity; instead, it realistically de-
picts dimensions of the psychological and physical experience of slave
life in America. Although the pageant reveals the emptiness of racist
discourse, it also emphasizes its profound power. In doing so, Terrell
demonstrates Wheatley's triumph over oppressive conditions rather
than simply describing it. Wheatley's meeting with General Washing-
ton, her sojourn in England with the Countess of Huntington, and
the publication of her book become even more arresting and signifi-
cant by virtue of the graphic, detailed backdrop Terrell provides.

Whereas Terrell's pageant allows its audience to reclaim a history
that included slavery, W. E. B. Du Bois's "A Pageant for the Bicente-
nary, 1732-1932" attempts to invest children in America's military
history by juxtaposing images of an impotent General Washington
against examples of black activist leadership. Although Du Bois does
not demonize Washington the slaveholder, the Crisis editor depicts
the general and president as a straightjacketed leader; always listen-
ing to contradictory advisors, Washington is caught between power-
ful slaveholding factions and his own economic limitations. Unable to
eliminate slavery at the Constitutional Convention, Washington lacks
the personal strength to extinguish slavery in his own house: "I ear-
nestly wish to liberate my slaves but I must keep them until I can find
some other way of defraying my necessary expenses" (123). Only in
death does Washington free his slaves; in the pageant's final scene,
Du Bois has Alexander Hamilton read Washington's will to the audi-
ence. Du Bois also softens his portrait of Washington by dramatizing
his gracious response to Wheatley's poetic tribute.

In counterpoint to Washington's ineffectual response to slavery,
Du Bois offers numerous examples of black agency on behalf of the
nation. Beginning with Crispus Attucks, Du Bois emphasizes the cen-
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trality of black revolutionary effort. Du Bois reminds the audience
that Attucks's death "was publicly commemorated in Boston by an
oration and other exercises every year until 1784, when the Fourth
of July was substituted for the Fifth of March as our National Holi-
day" (121). Du Bois also suggests that Attucks, by his sacrifice, was the
original father of the country: "The Fourth of July displaces the Fifth
of March. Washington succeeds Crispus Attucks" (123). Establishing a
contrast between Washington and black military leaders becomes the
thrust of the pageant; in scene 3, "First at War," which takes place at
Valley Forge, the dialogues place black military contributions next to
those of whites: "We [white soldiers] seized Boston and Montreal. . ..
And Negroes helped you. . . . We saved Rhode Island. . . . And
Prince captured General Preston while black troops defended Gen-
eral Greene" (122). While the debate is resolved with the recitation of
a poem by Paul Laurence Dunbar on black success in war, the scene
concludes with an emphasis on Haiti's place in American history: "As
the American army began to retreat, the British attacked the rear, de-
termined to annihilate the Americans. It was then that the black and
mulatto freedmen from Haiti.. . made the charge on the English and
saved the retreating Americans" (122).

Haiti becomes especially important as a model for black leader-
ship in the pageant's final scene. Shortly before Hamilton announces
Washington's death, Du Bois underscores the significance of Tous-
saint L'Ouverture for black Americans as the greatest leader: "I would
call him Washington, but the great Virginian held slaves. This man
risked his entire empire rather than permit the slave trade in the
humblest village of his dominions" (124). In the light of Washington's
economically based hesitation to free his own slaves, L'Ouverture 's
revolutionary action appears much more decisive, bold, and heroic.
Clearly Du Bois envisions the Haitian hero as the more appropriate
example of military authority, ironically using Washington's bicente-
nary as an occasion to demonstrate black military strength in the
face of weak white moral leadership. Du Bois does not dispel black
Americans' disenchantment with the nation's first president; instead
the pageant uncovers Washington's flawed, hesitant leadership and
offers in its place the dynamic contributions of Crispus Attucks, black
revolutionary soldiers, and Toussaint L'Ouverture.

One of the most interesting facets of Du Bois's pageant is its use
of the frame character. Like other "textbook" pageants, Du Bois em-
ploys a female figure who reads from a "Book of Fate" (121). But Du
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Bois's character differs from others in its biblical allusion; Du Bois
names his frame figure "The Witch of Endor" after a passage in which
Saul asks a fortune teller to conjure a vision of Samuel (1 Sam. 28).
The story was quite popular; Benjamin West had painted a famous
version, Saul and the Witch of Endor, in 1777. The passage is especially
appropriate to black children's search for examples of leadership in
a racist society, since Saul looks to the fortune teller for help fight-
ing a losing battle against the Philistines. Also important is the role
of children in Du Bois's pageant. Before each scene, a group of chil-
dren rouse the sleeping Witch of Endor by dancing and offering gold
and a vase of blood, signifying the agents that move historical events.
That the children prompt the witch's visions suggests the black child's
desire for representations of black contributions to America; the chil-
dren's eagerness to listen to the witch's stories, which she reads from
the Book of Fate, implies again the concurrent importance of oral
and written histories. In addition, Du Bois's inclusion of this frame
dynamic signifies, as in other pageants, a consciousness of history's
constructed nature. In recognizing the gap in white histories Â— the
omission of African American experienceÂ—children, in Du Bois's
pageant and in others, initiate a reconstruction of American history
that reinterprets white historical figures such as Washington and au-
thorizes and inscribes black achievement.

In constructing this new history of America, pageant writers sought
ways to validate the African American experience, a difficult task
since documentation of black life and achievements was scarce. How,
then, did pageant writers invest their version of history with au-
thority recognized by mainstream America and by black children
who were taught to value written texts? One strategy was the use of
passages from legal history. In fact, a governing metaphor for some
pageants was that of the legal system in action; enacting a legal deci-
sion represents the definitive conclusion of debate about the degree
of blacks' contribution to American civilization. Edward J. McCoo's
pageant "Ethiopia at the Bar of Justice" (1930), first produced in
1924,11 depicts a courtroom scene where Ethiopia must defend herself
against the figure of Opposition, who charges that Ethiopia is "draw-
ing heavily upon the Bank of Civilization" while having "nothing
on deposit there" (353). Justice evaluates witnesses such as History,
First Slave, Civil War Veteran, World War Veteran, Labor, Business,
and The Church, among others, who attest to Ethiopia's abundant
accomplishments. Toward the pageant's end, the Declaration of Inde-
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pendence, the Anti-Lynch Law, and the Thirteenth, Fourteenth, and
Fifteenth Amendments each appear and quote from their documents
to prove that blacks are citizens of America with the same rights and
privileges as whites.

Similarly, Alice Dunbar-Nelson's unpublished "A Pageant: The
Negro in History" (n.d.) uses legal metaphor to imagine the contem-
porary position of African Americans: "Today, W. E. B. DuBois [sic],
James Weldon Johnson, Kelly Miller are a few of those who plead our
case before the world" (n.p.). Dunbar-Nelson differs from McCoo and
others who simply piece together legal documents, however, for she
directly connects literary arts to the legal metaphor, granting a politi-
cal function to creative work. This belief that literary texts will be
the works on the basis of which the world will judge African Ameri-
cans reflects once again the period's overall confidence in the written
word. Texts have the capacity to transform: they can reconstitute his-
tory and they can effect political change on the national stage. Yet
later in Dunbar-Nelson's pageant, in the section titled "The Negro in
the Arts," she includes a poem by her former husband, Paul Laurence
Dunbar, that speaks to a parallel strand in Harlem Renaissance aes-
thetic thought. In "The Poet and His Song," Dunbar writes:

There are no ears to hear my lays,
No lips to lift a word of praise,
But still, with faith unfaltering
I live and laugh and work and sing.
What matters yon unheeding throng?
They cannot hear my spirit's spell,
Sibee life is sweet and love is long,
I sing my song and all is well.                             (n.p.)

The poem, which concludes by asserting that "life is more than fruit
or grain, / And so I sing," proclaims the joy in a purely aesthetic
dimension of black literature, an attitude shared by many success-
ful apolitical writers of the period, such as Alain Locke and his fol-
lowers or Countee Cullen. Dunbar-Nelson's pageant is typical of those
that reflect the intricate tensions characterizing the period's aesthetic
theories. Inclusive and suggestive, such pageants amass disparate lit-
erary texts to make their case about black artistic accomplishment,12
embracing spirituals and dialect poems as well as the works of con-
temporary writers such as Cullen, Langston Hughes, and James Wel-
don Johnson. Rarely simplistic or reductive, Harlem Renaissance chil-
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dren's pageants bring together multiple textual strands to form their
arguments about the nature of black American identity.

As much as these pageants demand a textual representation of
black achievements, they also highlight the artifice of history and ac-
knowledge such history's constructedness. The pageant format itself
enables a liberation from the temporal constraints of timeline his-
tory, for a pageant is a moment out of time where historical figures
can meet. A stage at a pageant's conclusion might reveal Crispus
Attucks standing next to Frederick Douglass, Phillis Wheatley next to
Booker T. Washington. Pageantry enables writers to unsettle historical
and evaluative hierarchies, for Harriet Tubman might be given equal
time and space with Paul Laurence Dunbar or Benjamin Banneker.

Because of what might be called pageantry's "equalizing effect,"
feminist subtexts frequently emerge. In Guinn's "Out of the Dark,"
for example, students read poems by Phillis Wheatley and Georgia
Douglas Johnson before selections from Paul Laurence Dunbar and
Claude McKay. Although boys, the P.S. 24 writers privilege female
achievement as well; Booker T. Washington asks Dunbar, "Do you
know anything of one of our greatest Negroes?" Dunbar responds:
"Do you mean Frederick Douglass?" Washington asserts: "Douglass
is a great man but I am referring to Phyllis Wheatley" (23). Writers
of black pageants for children during the Harlem Renaissance were,
more often than not, female schoolteachers, women who used the
pageant's timeline structure, enactment of an oral tradition, and
female frame characters in order to construct a vision of black history
that celebrates women's contributions and achievements.

Black pageantry's equalizing effect also contributes to its allegori-
cal nature, for individual figures often become identified with each
other to produce an abstract ideal of black identity. In Frances Gun-
ner's "The Light of the Women" (1930),13 Ethiopia, a queen, tells the
Spirits of Service, Truth, and Beauty of black women's accomplish-
ments in terms that even begin as an abstraction: "I bring good news,
news of light among the women. Light amid darkness; light amid care
and sorrow; light amid prejudice and ignorance; light amid oppres-
sion and cruelty . . . the light of the souls of good women; light from
the Light of the World!" (336). The repetition of light underscores
the governing movement of the pageant, for the play works to iden-
tify heroic black women with each other. Beginning with the "Slave
Mother," Ethiopia describes the feats of black women in American
history. As she speaks, Sojourner Truth, Harriet Tubman, Amanda
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Smith, Phillis Wheatley, Frances Coppin, Katie Ferguson, and Frances
Harper14 progress across the stage, as well as the more generalized
figures of "The Mother," "The Teacher," and "The Nurse in uni-
form" (340), among others. The pageant becomes a palimpsest of
female heroism, for each figure evokes the previous ones, and all work
together to demonstrate what the Spirit of Service calls "the light in
the souls of good women, of women brave and true" (341), producing
an abstracted female African American identity.

In fact, some pageants overtly acknowledge the process of telescop-
ing time. In Du Bois's "Pageant for the Bicentenary," the Witch of En-
dor explains: "I am the black Witch of Endor. To me there is neither
Time nor Space. I see all and know all, everywhere; both things that
were and shall be. When gold and blood cross my palm, I speak, I
recall, I prophesy. I read the Book of Fate" (121). In this work mili-
tary figures become analogues of each other; at the play's conclusion,
children lead "all the colored characters and soldiers" (124) in song.
Such a staging makes it easy for any audience to identify the bravery
and vitality of Crispus Attucks with that of revolutionary fighters and
of Toussaint L'Ouverture. Of course, the presence of the past per-
sists as a theme in contemporary African American literature. The
middle passage section of Toni Morrison's Beloved makes that point
clear when the ghostly child says, "All of it is now it is always now"
(210), suggesting, as does children's pageantry, that African Ameri-
can history remains vitally present in the current moment.

Not only do pageant figures reinforce each other in order to shape
an ideal of African American identity, but writers often use the pag-
eants' analogizing strategy to define the character of a specific com-
munity. It is a commonplace in black theater scholarship that the
early plays emphasize community and collective values.15 Black pag-
eantry, however, moves beyond description to force the audience's in-
volvement in and commitment to a definition of their specific people.

Louise Lovett's "Forward" (1935) employs analogized characters in
order to forge an identification between the audience and the sub-
jects onstage.16 Written during her tenure as a teacher of speech at
Cardozo High School, "Forward" traces in five episodes the history
of black business education in the District of Columbia from antebel-
lum times to the present. Lovett depicts in intricate, sometimes over-
whelming detail the struggles of nineteenth-century leaders, both
black and white, to establish elementary and secondary schools for
African American youth. Many of the scenes are taken from tex-
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tual passages, speeches, and Board of Education documents, but all
suggest a similar value: the passionate desire for education. Clearly
Lovett hoped to identify historical blacks who worked for education
with each other, for toward the pageant's conclusion, two "Pages,"
who represent actual textual leaves, summarize the progress of the
pageant in a rapid-fire exchange of numbers and names. The dialogue
begins:

1st Page: 1870: The Preparatory High School, housed in the 15th
Street Presbyterian Church Â—One teacher, Miss Emma Hutchins
Â— 40 pupils.
2nd Page: 1871: The Preparatory High School. Place Â—Stevens
School. One teacher, Miss M. J. Patterson, first Negro woman
graduate of Oberlin College Â—46 pupils.
1st Page: 1872: The Preparatory High School. Place Â—Summer
School. One teacher, Mr. Richard Greener, First Negro graduate
of Harvard University. 103 pupils. (19)

The exchange continues to describe events through 1935. By reduc-
ing each character, each setting, each moment to its statistical frame,
Lovett at once succinctly demonstrates the progress of black educa-
tion and, by blurring any sense of individuation, makes each passage
a mirror of the previous and the next. All descriptions point to the
same meaning: black youth's love for education. Lovett encourages
her audience to share in this self-definition by including current stu-
dents in the pages' list: "Today, the enrollment of Cardozo High
School is 985 students. There are 30 teachers" (19). By juxtaposing
historical figures and drawing a continuity between the past and the
present, Lovett implicates her audience in a specific self-definition,
one that demands a continued commitment to education.

Alice Dunbar-Nelson's "Douglass Pageant" (1917)17 asks its audi-
ence to embrace an identity built on the increasingly allegorical ex-
ample of Frederick Douglass. Instead of analogizing various histori-
cal figures to create an abstracted ideal, this work recounts episodes
in Douglass's life that point toward the orator's bravery. Most inter-
esting, however, is the strategy of an "engaging narrator"18 through
which Dunbar-Nelson encourages her audience to identify with Doug-
lass. The "Messenger" begins each episode by asking the assembled
to listen; she then employs physical imagery, beginning with the sen-
timental and commonplace: "Listen all of you whose hearts beat in
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sympathy to the sorrows of our beloved Frederick Douglass"; "Listen,
all of you who call yourself kin to our beloved Frederick Douglass"
(n.p.). By the beginning of scene 7, mention of common blood be-
comes graphic: "Listen, all of you, in whose veins flows the blood
which flowed in the veins of our beloved Frederick Douglass"; scene 8
forces the child listener to equate his whole body with that of his par-
ents, who may have been slaves, and those under slavery: "Listen, all
of you whose fathers and mothers toiled in the rice swamp and cot-
ton field, whose bodies are your own because of the Emancipation
Proclamation." An early pageant, Dunbar-Nelson's text speaks to a
specifically black audience that may have considered itself somewhat
distanced from slavery. She requires them to identify themselves with
Douglass's bravery and the slaves' triumph over their situation. The
corporeal language mounts in each of the nine scenes, forcing the
audience to see in its own flesh the heir of Frederick Douglass.

A final level of allegory in pageantry emerges in the figure of the
child. Although the performance may require a community to define
itself in the pageant's terms, the child actor also assumes a dual role
as both a historical figure and a readily identifiable member of the
community. The child actor makes present the identity of the past,
offering hope for continuance of the pageant's ideals. At the conclu-
sion of "The Light of the Women," for example, a member of the
Girl Reserves, a YWCA youth organization, exclaims, "How glad am
I that I followed the light! I speak for the Girls of Today. We shall
not be unworthy of our goodly heritage but shall strive to carry on
the work which has been begun" (341). This looking to the child to
perpetuate the ideals allegorized onstage exists in most pageants. In
fact, Laura Knight Turner wrote in 1939 of children's identification
with their historical roles: "I have seen children of the sixth grade
become so engrossed in such an undertaking that they ceased using
given names and unconsciously began addressing each other by the
names of characters they were representingÂ—such as Harriet Tub-
man, Crispus Attucks, Booker T. Washington or Frederick Douglass"
(36). Through allegory, pageantry provided a common identity, an
abstracted ideal of the past that became a communal definition for
the present, and, in the figure of the child, a projection of black his-
tory and identity into the future.

Of all twentieth-century dramatic forms, the pageant for children
is among the most ephemeral. Although some African American pag-
eants of the 1920s and 1930s were preserved in schools and a few were
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published, many texts do not survive. What does remain, however, is
a sense of black pageantry's critical impact on its audience, a com-
munity of both young and old, both unlearned and educated. In Du
Bois's passion for the genre and in Woodson's patronage and publi-
cation of children's pageants a glimpse of black pageantry's cultural
significance emerges. More pointedly, the texts themselves reveal a
passionate commitment to revising the African American identity
through an insistence on black achievement, female equality, and his-
torical equity. A vital source for cultural production and sustenance,
the black pageant for children enables us to recognize that the cre-
ation of a "New Negro" during the Harlem Renaissance began with
the development of a New Negro child.

Notes

1.  Du Bois began the Krigwa Players, an alliance of black community theater groups,
in 1926 through the NAACP. The little theater movement, a term used by black play-
wright Randolph Edmonds (Keyssar 7), describes the escalating popularity of plays
produced in community halls, schools, libraries, and churches in the 1930s.

2.  Although Du Bois is usually identified with propagandistic drama, at times, ac-
cording to DarwinT.Turner, Du Bois's Crisiswritings "reveal the ambivalent sentiments
or the inherent contradictions" (17) in this propagandistic stance.

3.  Not only did Harlem Renaissance thinkers such as Du Bois, Locke, and Wood-
son emphasize the importance of education to the race's "progress," but with the rise
of both industrial schools and college preparatory programs, education became popu-
lar as a means to escape poverty and illiteracy among families of most backgrounds.

4.  Foster eventually became a contributor to The Brownies' Book.
5.   Little is known about Guinn; she may have been associated with the YWCA,

since they first published the pageant before it was collected in Richardson's Plays and
Pageants from the Life of the Negro (1930). Richardson's introduction asserts that "the
pageant was presented with great success in Bridgeport, Connecticut, and made an
equally favorable impression in Atlanta, Georgia, where it was staged soon after. This
pageant. . . has enjoyed wider production in popular circles than most of those which
have been used" (xlvi).

6.   Contemporary writers such as Virginia Woolf, whose Between the Acts (1941) takes
a town pageant as its topic, recognized the modernistic qualities of a mosaic structure
and points of narrative rupture in pageantry.

7.  Very little information exists about Inez M. Burke. According to the District of
Columbia School System, her records from the 1920s were destroyed in a fire. (The
school system never responded to my inquiries about records from the 1930s and
1940s.) Burke did contribute to the Negro History Bulletin and may have been an as-
sociate of Carter G. Woodson. The Bulletin identifies her school as the Charles Young
School and in March 1946 pictures Burke twice at a Negro History Week celebration
for Woodson. She composed the lyrics to "Our Thanks" for Woodson.

8.  This pageant is included in "Our Negro Achievement Book" (1937), written by
the sixth-grade students of New York City's P.S. 24; it contains descriptions of fa-
mous African Americans as well as the short history play. The school, once located on
128th and Madison, has been demolished; because of redistricting, the present district
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office has no idea where its records and yearbooks are housed. This school seems to
have been an important point of intersection for children and the leaders and aspira-
tions of the Harlem Renaissance, for the children describe with pride their principal,
Gertrude Ayer, the first African American female to head a New York school, a trip to
the Schomburg Center, and an upcoming visit from LÃ¤ngsten Hughes.

9.  Terrell also asserts, "As a rule, colored people have no great love for George
Washington because from their youth up they are taught that he was a slave-holder"
("Colored Woman" 412). Terrell writes that her pageant was performed "by the pupils
of the public schools of Washington for colored children, assisted by a few citizens . . .
[and] by the Booker T. Washington Junior High School of Baltimore" (412).

10.  At Howard University, several letters and documents attest to Terrell's determi-
nation to include black children in the celebrations. Terrell was on the Pageantry Com-
mittee of the George Washington Bicentennial Commission; a letter dated April 30,
1933, from Marie Moore Forrest, head of the "Section of Pageantry and the Drama in
the Community Center Department, D. C. Public Schools," endorses the pageant, ex-
plaining that "the story of this wonderful negro girl should be known to every colored
child as an incentive to the child to perfect its own life. . . . We hope that many cities
will produce this beautiful pageant."

11.   Gray's introduction to the 1993 reissue of Willis Richardson's Plays and Pag-
eants From the Life of the Negro (1930) explains that McCoo was a minister at the A.M.E.
Church in Newport, Kentucky, and suggests that the pageant was produced by church
members (xxxiv). Richardson's 1930 introduction asserts, "With the assistance of Prof.
John R. Hawkins [McCoo] presented this pageant as one of the features of the Qua-
drennial Conference of the A.M.E. Church in Louisville, Kentucky, in 1924. Since then
the pageant has been used extensively in connection with Negro History Week" (xlvi).
Although interesting in its use of legal metaphor, McCoo's text is not one of the more
suggestive and complex pageants of the period.

12.  Most children's pageants of the period, such as those of Guinn, McCoo, and Du
Bois, include an aesthetic component, such as poetry readings or song.

13.  Gunner, general secretary of the Brooklyn YWCA, originally published "The
Light of the Women" through the YWCA's "Woman's Press," though the YWCA's ar-
chives have kept no record of the play or its publication date. Collected in Richardson,
Gunner's pageant reflects the author's interest in offering role models for junior high
and high school girls. Richardson writes, "She considered it especially unfortunate
that Negro women knew nothing of those of their sex who have achieved so much as
heroines of the critical period through which the race had to pass" (xlvi).

14.  Amanda Smith (1837-1915) was a popular evangelical orator, Frances Coppin
(1835-1912) an educator, and Catherine (Katie) Ferguson (1749P-1854) spearheaded
the Sunday school movement in New York.

15.   See, e.g., Helene Keyssar and Elizabeth Brown-Guillory.
16.   Louise Johnson Lovett was born in Baltimore on July 30, 1906, graduating from

Dunbar High School in 1922 and from Howard University in 1926. She earned an M.A.
in speech from Northwestern University in 1938, for which her play "Jungle Lore"
served as a thesis. She taught at Bennet College for Women in Greensboro, North
Carolina (1926-27), Dillard High School in Goldsboro, North Carolina (1927-29), and
Cardozo High School in Washington, D. C. (1929-?). Lovett worked for a time at Camp
Pleasant in Dunfries, Virginia, which served underprivileged children.

17.  Dunbar-Nelson's text is subtitled "A Pageant in Honor of His Centenary. Howard
High School, April 5, 1917." Brief but effective, the pageant includes a unique section
titled "The Childhood of Frederick Douglass" that depicts slaves working in a field, an
overseer beating a slave woman, and the dramatic separating of young Fred from his
grandmother. Like other pageants, the text includes many spirituals.
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18. Robyn R. Warhol defines engaging narrator as that which "strives to close the
gaps between the narratee, the addressee, and the receiver" (811).
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