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7
COMMUNITY CULTURAL 
DEVELOPMENT AS A SITE 
OF JOY, STRUGGLE, AND 
TRANSFORMATION

Dudley Cocke

Introduction

T his chapter reports the  search by a rural, professional theater com pany, never 
nu m b erin g  m ore than  a dozen  m em bers, fo r a cu ltu ral developm ent paradigm  
that utilizes the  inheren t intellectual, em otional, spiritual, and  m aterial 
traditions and features o f  a com m u n ity  to encourage individual agency in 
suppo rt o f  com m u n ity  w ell-being. Based on  its theatrical experim ents, 
Roadside T h ea ter eventually  w ould  claim  tha t by sharing  (perform ing) 
and exam ining o n e ’s personal story  in public settings m arked by m anifold  
perspectives, no t on ly  can one learn to  speak for o n ese lf from  the  dep th  o f  
one’s ow n experience b u t one can learn to  act in concert w ith  o thers  to  achieve 
w hat is fair and ju s t  fo r the w hole in w hich  one resides. T h is  assertion  w ou ld  
be decades in gestation as the  theater com pany’s artists and p roducers learned 
from  h u nd reds o f  com m unities in its hom e region o f  A ppalachia and across 
the U n ited  States.

I f  com m unity  cu ltu ral developm ent (C C D ) m eans develop ing  the  
intellectual, em otional, spiritual, and m aterial trad itions and features o f  a 
com m unity, C C D  has been the core o f  R oadside T h e a te r’s efforts since its 
inception forty years ago. B eginning its w ork  in its ow n backyard, R oadside 
eventually— for ideological, aesthetic, and econom ic reasons— tu rn e d  its 
a tten tion  to help ing  com m unities beyond its A ppalachian hom eland  develop 
the ir inheren t artistic assets as a m eans o f  celebrating  local life, o f  w restling  
w ith  com m unity  problem s, and o f  catalyzing potential personal and collective 
transform ation.
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Beginning

Roadside T h eater’s jo u rn ey  o f  discovery began w ith  several questions nagging 
the theater’s founding  m em bers:

• C ou ld  a small g roup  o f  com m unity-trained  m usicians, storytellers, and 
w riters create a professional theater in a place— the coalfields o f  central 
Appalachia— w ith no  history  o f  the same?

• C ou ld  the con ten t and form  o f  such a theater be fabricated from  local 
sources found w ith in  an area o f  approxim ately tw enty counties in parts o f  
five adjoining states— eastern Kentucky, southw estern  Virginia, southern  
West Virginia, w estern  N o rth  C arolina, and upper eastern Tennessee?

• And could the ensu ing  regional dram as appeal to people anywhere?

W ith these questions in m ind , a group  o f  young  Appalachian m usicians and 
storytellers started rehearsing traditional Jack and M utsm eg  (the fem ale version 
o f  Jack) tales and perfo rm ing  them  in schools and local com m un ity  centers in 
central Appalachia. D uring  a three-year (1916-1918) visit to the U n ited  States, 
English cthnom usicologist Cecil Sharp had observed tha t these cen turies-old  
archetypal stories and ballads w ere m ore intact in Appalachian com m unities 
than they w ere in the British Isles, w here they  originated (Yates, 1999).’ In  their 
spirited retellings, the Roadside actors spontaneously traded characters, batting 
the old stories’ lines back and forth , and generally “cu tting  a big sh ine.” U p o n  
ending  a tale like Jack and the Heifer Hide, w ith  its rousing shared finale, “A nd the 
last tim e I w en t dow n to see Jack, he was a-do in’ w ell,” the perform ers w ould

FIGURE 7.1 Roadside Theater artists perform  a traditional Jack tale (photo courtesy 
o f  Roadside Theater)
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break into song accom panied by fiddle, banjo, and som etim es the tw ang o f  a jaw  
harp: “I wish I was a hole in the g round  / 1 w ish I was a hole in the  g round  /  I f  I 
was a hole in the g round  /  I’d be a m ountain  upside dow n /  I w ish I was a hole 
in the g round .”

T he group that undertook  this w ork  took the  nam e Roadside T heater 
and began offering perform ances w herever the ensem ble’s actors h u ng  their 
coats. Area schools usually could afford betw een $50 and $75 for an assem bly 
perform ance, and $3 was the  standard adult adm ission to  an evening Roadside 
show  in a com m unity  center or church  hall. Appalachian people o f  all ages 
loved w hat the com pany was doing— there ju s t  was no t enough local m oney  to 
support it.

Since the arrival o f  large-scale coal m in ing  in the  1890s, central Appalachia 
has been a rich land w ith poor people. S inger-songw riter Jo h n  Prine succinctly 
suggested w hy in a fam ous song, “Paradise”: “M ister Peabody’s coal train done 
hauled it away” (Prine, 1971). From  this perspective, the region has been a 
m ineral colony, at first o f  national and thereafter o f  global, energy corporations 
that have taken its natural w ealth and left little behind. Fortunately for the band 
o f  young  Roadside storytellers and m usicians, a local jo b -tra in in g  program  for 
youths, the Appalachian Film W orkshop, had transitioned in 1972 into  a nonprofit 
corporation, Appalshop, w hich was busy docum enting  Appalachian life th rough  
the voices o f  the region’s people. A ppalshop intentionally  had established itself 
in W hitesburg, Kentucky, the hom etow n o f  lawyer and au tho r H arry  C audill 
and o f  Tom and Pat G ish, publishers o f  The Mountain Eagle newspaper. C audill 
and the G ishes’ w ere outspoken critics o f  poverty and its causes. “It Scream s” 
was on the m asthead o f  The Mountain Eagle, and after the new spaper offices 
w ere torched in 1974 by an arsonist hired by a W hitesburg  policem an, the  next 
edition proclaim ed, “It Still Scream s.” H arry  C audill’s (1963) angry book, Night 
Comes to the Cumherlands: A  Biography o f a Depressed Area, painted a p ic ture o f  an 
isolated region colonized after the Civil War by national corporations rapacious 
in their extraction o f  the m oun tains’ w ealth o f  coal and tim ber and w ithou t 
regard for the area’s people, m any o f  w hom , like C audill’s ancestors, w ere 
o f  Scots-Irish and C herokee descent. C audill’s insider analysis attracted the 
attention  o f  the Jo h n  F. K ennedy A dm inistration staff w ork ing  on  poverty policy 
and, subsequently, the Lyndon B. Jo hn so n  A dm inistration  officials w ho  w ould  
launch the national War on Poverty in 1964 from  the fron t porch o f  the Fletcher 
family hom e in M artin  County, KY.

In 2014, on  the fiftieth anniversary o f  the War on  Poverty, A ppalshop is an 
exam ple o f  a federal jo b  training program  tha t succeeded, bu t there is a tw ist 
concerning why. In 1969, w hen  the Appalachian Film W orkshop began its w ork, 
the airport closest to the training initiative’s location in W hitesburg  was th ree- 
and-a-half hours away, and there was no bus or train service to the com m unity. 
T h is  m eant the W orkshop’s absentee supervisors in W ashington, D C  w ere 
unable to guide the developm ent o f  its program  closely, and this relative lack o f  
oversight resulted in the trainees learning by doing: T hey  took the governm ent-
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issued equ ipm ent and started m aking films. T h e ir  subjects w ere the ir neighbors 
and kin— a hog bu tchering  on a frosty m orn ing , a m idw ife assisting a b irth  
(tw ins as it tu rned  ou t, to everyone’s surprise), and foot w ashing at the  O ld  
Regular Baptist C h u rch . T h e  pow er o f  telling the ir ow n cu ltu re’s stories 
quickly becam e apparent to  the trainees, w ho  believed tha t even the ir am ateur 
results w ere m ore revealing and authentic  than  the W ar on  Poverty renditions 
perm eating  the professional mass media. In  1971, w h en  the governm ent ended 
its support for such job -tra in ing  centers, the  trainees and the ir local supervisors, 
Bill and Josephine Richardson, began the  process o f  incorporating  as a charitable 
organization w ith  the educational m ission to  tell central Appalachia’s story 
th rough  the voices o f  the people living there. W ith a sim ilar purpose and a felt 
need to develop an alternative to w ork ing  in the m ines, young  local m usicians 
and storytellers w ere w elcom ed into  the  Appalshop fold o f  docum entary  
film m akers. In less than two decades, Appalshop w ould  develop in to  the  region’s 
leading producer o f  m usic recordings, plays, and radio and film  docum entaries.

Because A ppalshop’s p roduc tions w ere popular, the  organ ization ’s 
leadership decided to  apply for g o vern m en t suppo rted  grants. In  R oadside’s 
case, the resu lt was tha t for tw o  consecutive years, the  K entucky A rts C ouncil 
rejected the  thea te r’s applications for assistance. Ju dg in g  from  the  d is tribu tion  
o f  its tax generated grants and the  tone o f  its s ta ff m em bers in public  m eetings 
and private conversations, A ppalshop s ta ff concluded  tha t the  C o u n c il’s 
a ttitude, i f  no t its policy, was tha t a professional thea ter cou ld  n o t possibly 
exist in such a backward part o f  the  state. T h a t ou tco m e convinced  R oadside’s 
principals tha t the  shortest ro u te  to  the  K entucky state capital, F rankfort, was 
th rough  N ew  York City.

As it turned  out, Roadside’s new  play, Red Fox/Second Ilattgin’ (1976), was a 
h it in the Big Apple, first dow ntow n at the T hea ter for the N ew  C ity  (1977) 
and then  uptow n at the M anhattan  T hea tre  C lu b  (1978). Red Fox, as it cam e to 
be know n, told the story o f  the first coal boom  on  the C um berland  Plateau and 
the life-and-death debate it stirred am ong local people. In fron t o f  projections o f  
photographs o f  the period and o f  the play’s real-life characters, three perform ers 
(all d istant kin o f  the  play’s protagonists) offered the story w ith  overlapping 
lines and unisons:

G ary Dale: You see now  about that tim e, the re ’s an awful lot o f  rich city
folks figured tha t there was a lot o f  m oney  to be m ade in 
these m ountains,

H oyt: and they ju s t  figured,
D . H . and Gary Dale (as rich city folks): they ’d be the  very ones to m ake it. 
G ary Dale: T h ey  know ed for a long tim e that there was iron ore and

tim ber and coal back in here, bu t they hadn’t been able to 
figure o u t how  to get it out.

H oyt: By 1885, they’d about got all the  bugs w orked ou tta that little
problem ,
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D. 11, and G ary Dale (as rich city folks): and was ready to  start am akin’ their 
money.

I Ioyt: Everybody was expectin’ to  m ake them  a king’s ransom . It
was ju s t  like the California gold rush .

D . 11.: Now, they’s a little tow n 20 miles from  the M ud  H o le  called
Big Stone Gap,

H oyt: and they’s people p o u rin ’ into  little bitty Big S tone Gap,
D . 11, and I Ioyt: from  all over this world!
D . 11, (as a duke): T h ere ’s even a duke,
Gary Dale (as a duchess): and duchess
D. 11, and G ary Dale: from  London, England.

T h em  fellers set about to  m ake little bitty Big Stone G ap 
into the P ittsburgh o f  the South!
T h ey ’s ru n n in ’ full page advertisem ents in the  N ew  York 
Times,
(reading from  paper): proclaim ing as how, “T his coun try  has 
everything to  offer to m ake you a fortune. T hey  have tim ber, 
coal, and iron ore, all in one spot. T h e  natives have no  idea 
o f  the m oney they’re s ittin ’ on, and there  arc m en w ho  know  
how  to talk to these natives,”

D. 11, and H oyt: like Devil Jo h n  W right,
Gary Dale: “and no t pay anything for it, either.”

(Anderson and deN obriga, 1994, pp. 79-80)

T h e  tone o f  the  N ew  York reviews reflected the  d ifference betw een  the 
play’s initial dow ntow n  audience and the  one up tow n. In the  W est Village, 
Red Vox was hailed by The Village Voice as “a series o f  hard  m ale pranks ...
akin to Wisconsin Death Trip” (Sainer, 1977, p. 89), w hile  The Christian Science

FIGURE 7.2 Roadside Theater performs Red Vox/Second Ilangin' (photo by Dan 
Carraco)

Hoyt: 
Together: 
D. II.:

G ary Dale
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Monitor proclaim ed the  up tow n  perfo rm ances “rem arkable en te rta in m en t, the 
likes o f  w hich N ew  York folks d o n ’t en co u n te r every day” (B eaufort, 1978, 
p. 26). After The Neu> York Times an n o un ced  Red Fox/Second Hangin’ was, “as 
stirring  to  the  audience for its historical detective w ork  as for the van ish ing  
art o f  fron tier yarn sp in n ing ” (Franklin , 1977, p. 17) and The Louisville Courier 

Journal reported  the  play was “a part o f  th is co u n try ’s past the  en tire  nation  can 
treasu re” (M ootz, 1978, p. 21), K entucky A rts C ouncil (KAC) sta ff flew  no rth  
to  see the p ro d uc tio n — and, in its nex t g ran ting  cycle (1978), the  KAC jo in ed  
the  N ational E n dow m en t for the  A rts (N EA ) in su pporting  R oadside’s w ork.

From  its inception, the  ensem ble’s m em bers understood  that the stories 
they told and the way they conveyed them  w ere d ifferen t from  m ainstream  
theater. In M anhattan, Roadside was identified w ith  avant-garde com panies, 
such as M abou M ines and the W ooster G roup. At hom e in the  m ountains, if 
anyone troubled  to categorize the group, it was as folk theater. In fact, Roadside 
was probably the only professional theater com pany to receive support from  
the NEA’s Folk Arts Program .2 For folklorists, the  decisive factor was that 
Roadside artists had learned their craft n o t in the  academ y b u t instead in and 
from  the Appalachian com m unities in w hich they  had grow n up. Roadside also 
received num erous grants from  the N E A  T heatre , O pera  M usical T heatre , and 
Expansion Arts program s.

T h e  N ew  York C ity  experience confirm ed that the W hitesburg-based 
com pany had developed a un ique theatrical aesthetic and fresh con ten t based 
on  w hat its m em bers had know n all the ir lives: storytelling, ballad singing, 
oral histories, and church. T h e  theater group had dem onstrated  tha t the local 
and specific, w hen  rendered faithfully and imaginatively in the voices o f  the 
cu ltu re’s young  people, could touch  audiences anyw here. Roadside had b rough t 
to  the stage som e o f  the inheren t genius o f  its Appalachian com m unity, and 
w hat had been a m arginal econom ic en terprise becam e a nonprofit organization 
capable o f  eventually supporting  as m any as n ine fu ll-tim e ensem ble m em bers 
and nearly half as m any part-tim ers.

W ith the  Red Fox experience u n d e r its belt, Roadside set abou t in 1980 
com pleting  a cycle o f  A ppalachian plays tha t ch ronic led  the  period from  the 
first European settlem en t to the present. W hen  com pleted , the  series becam e 
the  first collection o f  ind igenous A ppalachian dram as.3 T h e  five p roductions 
presen ted  a radically d ifferen t version o f  the  reg ion’s h isto ry  than  that 
published u n de r the  auspices o f  the  coal com panies tha t co n tin u ed  to  play 
overw eening roles in the  econom ic life o f  the  region. Perform ance fees from  
national tours o f  the plays becam e a significant part o f  R oadside’s budget, 
typically accounting  for m ore than  h a lf  o f  the  th e a te r’s annual incom e. T h is  
revenue helped underw rite  the  extensive perfo rm ance w ork  the  com pany 
con tinued  to do in its hom e region, w hose residen ts rem ained  econom ically  
strapped. By 1989, as it began its fifteen th  year, R oadside had crisscrossed the 
coun try  m ultip le  tim es, perfo rm ing , as it d id  so, in th irty -fo u r states.
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The Fork in the Road

T h e  old adage “w atch out for w hat you w ish fo r” began rattling  around  in 
the m ind o f  at least one com pany m em ber as the  ensem ble traveled from  
perform ance to  perform ance. T h e  “road” is no torious for its hom ogenizing  
effect on  perform ers and the ir art. W. H . A uden captured  this effect in his poem , 
O n the Circuit: “T hough  w arm  m y w elcom e everyw here, /  I shift so frequently, 
so fast, / 1 cannot now  say w here I w a s /T h e  evening before last.” (A uden, 1991, 
p. 729).

W hile the young  com pany m em bers found  ways to en tertain  them selves as 
they traveled, the question  becam e the effect o f  constan t tou ring  on  the plays 
themselves.

After fourteen years o f  successfully offering its p roductions nationally, the 
ensem ble’s m em bers m ade a decision that surprised m any o f  the people w ho  had 
been following their work: Roadside now  w ould  perform  only  in com m unities 
that contractually com m itted  to b ringing an inclusive cross-section o f  their 
population to the theater’s perform ances and w orkshops. W ithin the company, 
the decision was m ade quickly after an epiphany its artistic leadership had w hile 
on tou r in Nevada: T h e  elite audience for professional theater was re-shaping 
Roadside’s plays to fit the ir ow n class-determ ined sensibilities.

T h is audience magic was m ade possible by the d isconnection  betw een the 
rural, w orking class origins o f  the plays’ form  and con ten t and the social class 
o f  those w ho attended professional theater. T h e  2011 study, Fusing Arts, Culture, 
and Social Change, reported,

... the m ajority o f  arts fund ing  supports large organizations w ith  budgets 
greater than $5 m illion. Such organizations, w hich com prise less than 2 
percent o f  the universe o f  arts and cultural nonprofits, receive m ore than 
half o f  the sector’s total revenue. T hese institu tions focus prim arily  on  
W estern European art form s, and their program s serve audiences tha t are 
predom inantly  w hite and upper incom e.

(Sidford, 2011, p. I )4

As Roadside’s m em bers becam e increasingly know ledgeable about the 
history o f  U n ited  States theatre, they began to identify their efforts w ith  the 
dram a produced during  the labor and civil rights m ovem ents o f  the last century. 
Like the producers and artists allied w ith  those social ju stice  m ovem ents, the 
com pany’s artists w ere focused on preserving and perpetuating  the intellectual, 
spiritual, em otional, and material traditions and features o f  econom ically 
exploited populations.

T h is decision— that presenters o f  R oadside’s w ork  com m it to  bringing 
together audiences that reflected their en tire  com m un ity— was risky 
econom ically because there was no  way that its A ppalachian audience o f  
m odest econom ic means could begin to  make up the  incom e difference if
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the com pany’s national bookings faltered as a result. T h e  decision also tested 
Roadside’s relationship w ith  its A ustin, Texas-based engagem ent and producing  
partner, T heresa and M ichael H o lden , o f  H o lden  Arts and Associates, w ho  now  
w ould have to ensure that this provision o f  diversity and inclusion was included 
in every contract. Because the I loldens w ere trained as artists them selves and 
shared Roadside’s interest in com m un ity  engagem ent and agency, however, 
they im m ediately agreed to  it.

In contrast to its audiences w hile on  tour, Roadside’s hom e support com prises 
alm ost entirely w orking, m iddle-class, and econom ically poor people, in o ther 
w ords, the region’s general population. A ttendees do no t com e to  Roadside 
plays sim ply as spectators but, rather, to  bear w itness to their cultural identity. 
T his is confirm ed by com m unity  m em bers’ habitual eagerness to contribu te  
stories and m usic o f  the ir ow n to  Roadside productions— and, as the plays are 
developing, the ir readiness to attend staged readings o f  the w orks in progress to 
share their insights on w hat is w ork ing  and w hat m ight next occur to  deepen or 
fu rther enliven the scripts.

In the Appalachian storytelling, m usic, and church  traditions, perform ers 
speak directly to the audience w ithou t elaborate sets o r a “fourth  w all.” N o  
curtain is draw n. Roadside has long sought to arrange its perform ance spaces so 
as to dissolve the physical and psychological distance betw een perform ers and 
the ir audience. For exam ple, com pany m em bers view  orchestra pits as barriers 
to participation. T hey  perceive the  need for u ndue  electronic am plification 
similarly. A uditorium  lights are never so dark  tha t the  audience canno t see itself. 
As w ith an oft-to ld  family story, Roadside actors know  the en tire  script by heart, 
no t ju s t  the ir individual parts. I f  a perfo rm er is inspired to r iff w ith  audience 
m em bers in spontaneous call-and-response, the  o th er actors are ready to  back 
her o r him  up and then  land back into the script at ju s t  the right m o m en t in 
the  appropriate key. H ere  is an exam ple o f  call-and-response from  a transcript 
o f  a video o f  a live perform ance o f  Pretty Polly at C leveland Technical College, 
Shelby, N o rth  C arolina (1986).

Angelyn: I th in k  I’ll tell one (a story) about your U ncle John .
Tom: I got tw o U ncle Jo h n s— one lives on  one side o f  the  m oun tain

and the o ther one lives on  the  o th er side. W hich U ncle  Jo h n  
are you talkin’ about?

Angelyn: I Ioney, he’s the one that lives on  the outside o f  the m ountain .
Well, I figure it’s better to  tell it in fron t o f  you, than  to  tell 
it behind your back. Jo h n  lived in a little cabin there on  the 
m ountainside, and he was a bachelor feller. Poor old thing, 
bless his heart.

Tom: H e was a bachelor by choice!
Angelyn: T h a t’s right— the ladies’ choice. Well Jo h n  had a little garden

Audience Member calls out: What did he grow?
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Angelyn: (taking a step tow ard the audience m em ber) 1 le had th ree  o f
spindly bean plants and a big ‘m ater p la n t ...

Audience Member: and I bet he had some corn!
Angelyn: Well yes, he had a great big field a corn  ... N o w  1 always

w ondered w hat he done w ith all that corn.
Audience Member: He was making corn liquor.
Angelyn (to fellow actors on  stage): W hy looky here boys— they done

heared about Jo h n  all the way dow n here in N o rth  Carolina! 
... (to audience m em ber) N o w  Jo h n  w adn’t no d ifferen t than 
m ost— ever’body likes a little libation now  and again ... 

Audience Member: With all that corn, now and again must have been every day!
(to audience m em ber) Are you one o f  them  M ullinses from  
over around  Skeet Rock? I f  ya’ arc, yo u r M om m y  told m e to 
send you hom e if  1 run  into  you anyw heres. She said the law 
was a lookin’ for you, so no t to take the  turnpike.
(to Angelyn) N o w  I d o n ’t know  about no  corn  liquor, bu t I do 
know  that U ncle Jo h n  raised a few chickens.
Well yes, U ncle Jo h n  did raise a few  chickens, o f  w hich he was 
particularly fond, especially w hen  p roper cooked. It was this 
fondness that was responsible for the eventual depletion o f  his 
en tire  flock— for depleted it did becom e— until finally they’s 
only one old rooster left. B ut m ercy sakes alive, w hat a rooster 
that th ing  was— w hy he was tw o o r th ree  feet tall!

(Pretty Polly, 1986)s

T h e  com m unity  ow nership  o f  Roadside’s w ork  often  surprises visitors, 
w hether from  the theater com m unity  o r beyond. O n e  w eekend, in 1984, 
for exam ple, the arts program  director o f  a national foundation  cam e to the 
com pany’s hom e theater in W hitesburg  to  evaluate the ensem ble’s w ork. As 
usual, the 150-seat theater was packed w ith  m ore than 175 people. At the play’s 
interm ission, the  foundation  d irector was livid. “T h e  w om an to m y right and 
the m an to my left are both singing along to  your original songs and som etim es 
com pleting  a character’s line. You’ve set m e up, w hich is decidedly no t in your 
self-interest,” she said. “O h  dear,” I replied, “Please pick any seat you w ant for 
the second act.” W hen the play ended, the foundation  officer cam e to  m e and 
apologized, saying the same th ing  had happened in her new  seat and that she was 
moved beyond w ords by w hat she had experienced. I com m ented  to  her that the 
Appalachian cu ltu re’s tradition o f  participation is a reason that it has been able 
to resist the forces o f  hom ogenization and com m ercialization seeking to  bottle 
and sell it— for a people w ithou t a fair share o f  econom ic independence, cultural 
au tonom y is that m uch m ore im portant.

After perform ing  on tou r for hundreds o f  econom ically w ell-o ff audiences, a 
tipping point m ust have been reached, for the actors found  them selves cu tting  
short or even deleting  text that was no t registering w ith  these spectators.

Angelyn:

Tom:

Angelyn:
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Som ething had backfired, because R oadside’s aesthetic, w ith  its concern  for 
audience m em bers’ finding the ir ow n story  in the play, seeks to  encourage actors 
to  undertake such editing. As it was playing ou t, if  enough  audience m em bers 
had preconceived ideas about poor and w orking-class people tha t occasioned 
redactions critical to honoring  the ir h istory and traditions, the plays could veer 
dangerously close to  becom ing a parody o f  their intentions. After one such 
perform ance, a com pany actor rem arked tha t despite the full exertion o f  her 
w illpow er she could feel herse lf becom ing Ellie M ay C lam pett, the stereotypical 
young hillbilly w om an o f  television’s “Beverly H illbillies” fam e.6

Roadside’s insistence tha t com m unities p resenting  its plays com m it to  the 
concept o f  inclusion at first attained m ixed results. Initially, the ensem ble though t 
expanded audience recru itm en t efforts w ould  secure its goal. Accordingly, 
the com pany developed a p rom otional “tool kit” that included press releases, 
flyers, posters, and prerecorded radio spots that reflected the  working-class 
origins o f  the com ing attractions and sent it to each presenter. Roadside also 
developed a m anual describing how  best to use the prom otional m aterial and a 
th ree-m on th  calendar ou tlined  the tim ing  o f  a m odel publicity  cam paign. O n  
a regular schedule, a com pany m em ber m ade friendly calls to  each presenter to 
learn how  audience recru itm en t was going and to help address any problem s. 
T h e  extra effort and expense paid off. Roadside now  toured  to full houses o f  
diverse audiences, and the actors (and consequently  the  plays) w ere back in their 
groove. H owever, unexpected issues loom ed.

In 1988, after m on ths o f  w ork ing  on  p rom otion  w ith  the  local presenter in 
a m id-sized Alabama tow n, a large crow d greeted Roadside: “T h is is twice as 
m any people as show  up  for o u r perform ances!” exclaim ed the presen ter to 
Roadside’s tour manager. It was standing room  only, and it was obvious from  
the racial diversity and the social signs o f  speech and dress tha t the  crow d was 
a cross-section o f  the city. T h e  actors w ere excited, and jud g in g  from  the  buzz 
in the audito rium , so was the  audience. T h e  quick  and know ing reactions o f  
the working-class audience m em bers helped lead o ther patrons th rough  the 
dram a. T here  was a prolonged standing ovation; som e storm ed the stage to  take 
pictures o f  their families w ith  the Roadside actors and, m ost im portan t, to  share 
their ow n stories. T h e  com pany left tow n th ink ing  it surely w ould  be invited 
back to continue such an inspired exchange.

Four m onths later, Roadside’s to u r m anager called the presen ter and said, 
“H aven’t heard from  you. I guess you w ant us back next season. G ood for the 
box office!” Unexpectedly, the presen ter replied he could no t com m it. T h e  
com pany’s booking m anager called back nine m on ths later and received the 
same answer. So, finally, on  the th ird  call, the  Roadside representative said, “I 
can tell you’re no t going to ask us to  retu rn . W hy?” A nd the presen ter said, “T h e  
play was really good. We never had such a big crow d before— o r since. B ut ou r 
board o f  directors ju s t  d id n ’t like the way y ’all talked.” A labam ans did no t like 
the way Appalachians talked? So the Roadside to u r m anager asked, “W hat do 
you m ean?” T h e  presenter replied, “O n e  board m em ber said that i f  w e keep
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having those people in o u r audience, they m ight w an t us to start p rogram m ing  
country  m usic, and we can’t have that!” “O h , I see,” the to u r m anager replied, 
and she thanked the presenter for his tim e.7

W hat had happened was that som e people did no t enjoy sharing the ir evening 
w ith certain “o th e r” individuals in the  com m un ity  w ho  m ight know  m ore 
than they did about parts o f  life. For those citizens, the arts are akin to  their 
country  club, a chance to get away and be w ith  “th e ir” kind. Paradoxically, tax- 
exem pt status and public support w ere m aking the ir social class-rooted theater 
experience possible.

From  experiences sim ilar to the one in Alabama, R oadside’s actors began 
to realize their challenge on  to u r was greater than attracting an audience that 
looked like the en tire  com m unity, as difficult as tha t could  be, bu t was instead 
ensuring that everyone had an opportun ity  to  participate in decisions about 
their com m unity ’s public arts and cu ltu re program m ing. It also was becom ing 
clear to the com pany’s m em bers that diverse com m un ity  audiences, like its 
ow n supporters at hom e, w anted to participate in the  artistic experience itself, 
as opposed sim ply to  consum ing  it as a spectator. It was w ith  this realization in 
m ind that Roadside’s leadership began th ink ing  o f  story circles as a po ten t form  
o f  public participation.

Story Circles

Roadside’s original ensem ble m em bers grew  up w ith o u t television, im m ersed in 
a w orld o f  local narratives. T h at oral tradition, often in ballad form , is the m ost 
p rom inen t feature o f  Appalachia’s shared Scots-Irish heritage, and it has shaped 
the content and determ ined  the  form  o f  the com pany’s plays. I f  you have ever 
enjoyed the experience o f  sitting w ith  friends and kin singing, sp inn ing  tales, 
and recounting  oft-to ld  histories, you can quickly grasp the roots o f  R oadside’s 
approach to theater making. T h e  play’s tellers som etim es carry the narrative, 
som etim es portray characters, and often call ou t a phrase in un ison  w ith  lines 
suddenly doubling and overlapping w ith in  a general m o tif  o f  call-and-response. 
In the com pany’s Appalachian perform ance tradition, and in those w ith  w hich 
its m em bers have been invited to participate (the sou thern  African A m erican and 
P uerto  Rican custom s, for exam ple), call-and-response includes the audience. 
T h e  result is the rich choral effect o f  harm ony  and coun terpo in t tha t is group 
storytelling, w hether on a fron t porch o r in an auditorium .

N o t only does oral tradition effectively generate con ten t for bu ild ing  plays 
but, after perform ances o f  the staged show, story circles w ith  audience and cast 
participating provide a nuanccd feedback loop for audience m em bers to integrate 
a p roduction’s experience into their ow n lives and for the presen ting  artists to 
deepen their understanding o f  the ir perform ance. T h e  sharing opportunities 
story circles represent con tinue the play’s action into a new  act, providing a 
way for participating com m unity  m em bers to develop deeper individual and 
collective m eaning o f  w hat they have experienced. Story circles also are effective
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at eliciting valuable feedback and understanding  for perform ers and thereby 
contribu ting  to  enrich ing  the possibilities for presentation o f  plays in the  future.

Based on the experience o f  m any such public circles, R oadside’s m em bers 
concluded that the stories people w ere able to  tell them selves and others, 
those they could im agine and understand , defined no t only  w hat they  perceive 
to  have occurred bu t w hat they though t could be possible in the ir individual 
and collective lives (C ocke et al., 1999, p. 4). In the course o f  com m unica ting  
personal stories, difficulties in a com m unity  often rise to  the surface, including 
issues from  w hich its m em bers are suffering. For exam ple, in 1995, Roadside 
staged a play in a rural M ontana county  in w hich residents w ere bitterly 
divided concerning a proposal to  close the  ju risd ic tio n ’s last o n e-ro o m  school 
and to consolidate its small high schools into  one larger en tity  to serve all o f  
the county’s teenagers. M any students and parents supported  the change, bu t 
several o lder m em bers o f  the com m unity  w ere strongly opposed. Participants 
in story circles held after Roadside’s perform ances tu rned  to  this controversy as 
the ir topic. At first, younger people shared stories about difficulties getting  the 
classes they needed to get into college. T h en  the first o lder person, a w om an in 
her eighties, began her story w ith , “T hey  ju s t  d o n ’t have good fights in [our] 
schools like they did w hen I was a g irl.” She w en t on  to  describe the Saturday 
night dances at the one-room  schools she had experienced as a teenager and 
how  som e o f  the young m en w ould  go outside to take a nip, and a fist fight over 
a girl w ould inevitably ensue, be broken up, and the event con tinued . She also 
painted a p icture o f  w eddings held at the schools du rin g  the su m m er full m oon  
so participants could waltz in the  m oonlight. After her story, the  next teller, a 
younger m an w ith  teenage children , said,

I couldn’t understand w hy you were so against getting a better education 
for our children. N o w  I see that the old schools w eren’t ju s t places to 
learn reading and writing, they w ere the heart o f  the com m unity. I f  big 
consolidated schools can’t be that, how  can w e develop heart another way?8

Because narratives are pow erful and can easily be used to  dom inate and 
exploit rather than to em pow er and enrich  and secure collective developm ent, 
Roadside’s m em bers are very form al about how  they em ploy story circles. In 
essence, the group sits in a circle, and each person tells a personal story based 
on  a m utually agreed them e. A Roadside facilitator introduces the sharing by 
suggesting that narratives should  have characters, a setting, som e aspect o f  
conflict, and a beginning, m iddle, and end. N o  one can jo in  a story circle late, 
and everyone m ust participate. C alculated by the am ou n t o f  tim e allotted for 
the circle divided by the num ber o f  participants, each person is asked to  share 
a narrative o f  approxim ately the sam e length. T h e  experience begins w hen 
the first person starts and then  m oves to  the individual to that person’s right. 
Even if  som eone tells a controversial story, there is no  cross-talk in response. 
Participants m ust wait to respond th rough  the ir ow n narratives. As the  telling
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FIGURE 7.3 Roadside Theater conducts a story circle during a residency at the 
University o f  Richmond, February 20, 2013 (photo by Zhivko Illeieff)

m oves around the circle, one m ay pass i f  no t ready to  share, for the opportun ity  
to speak will com e around again.

As practiced by Roadside, the story circle encourages deep listening. Naturally, 
w hen the circle’s them e is decided, participants im m ediately begin th ink ing  
about w hat story they are going to tell. H ow ever, facilitators suggest that they 
no t share the narrative that first com es to  m ind  bu t rather offer a story tha t arises 
from  listening to those shared by others. T h ere  is no  tim ekeeper, as each group 
will create its ow n rhythm : For exam ple, after listening to the  preceding story, 
the tim ing  o f  beginning o ne’s ow n account is the te ller’s choice. After everyone 
has told his o r her story, the group reflects together, now  allow ing interpersonal 
dialogue, about w hat ju s t  happened. W ere there com m on o r strikingly divergent 
them es? Was there now  a new  narrative in the m iddle o f  the circle?

Story circles engender appreciation for the un ique  intellectual, em otional, 
and spiritual qualities o f  each participant and develop oral expression and 
listening skills. Each individual’s story is a presen t to  those in the circle, w ith  the 
quality o f  the listening also a gift in retu rn  to the storyteller.

In form ed in 1990 by som e audience m em bers tha t racism  was once 
m ore on  the  rise in the ir so u th ern  com m un ities, Ju n e b u g  P roductions, the 
N ew  O rleans A frican-A m erican thea te r that g rew  o u t o f  the Civil R ights 
M ovem en t’s Free S ou thern  T heater, and Roadside jo in tly  decided to  create 
and to u r a m usical play abou t the historical re la tionsh ip  betw een  black and 
w hite  poor and w orking-class people in the  South . R oadside and Ju n e b u g  
had been collaborating since 1982, w h en  Ju n e b u g  d irector, J o h n  O ’N eal, and 
D udley  C ocke decided to share the ir com pany’s respective plays w ith  each 
o th e r’s hom e audiences— one p redom inately  w h ite  A ppalachian and the  o th er 
principally African A m erican. In 1990, the  tw o d irectors agreed the new  play 
w ould  treat the period from  the  slave trade and first landing  o f  inden tu red  
servants in the  U n ited  States to  the  end  o f  the  V ietnam  War. To build  a 
foundation  for the dram a, the  tw o ensem bles sat toge ther in circles te lling  
one ano ther personal stories abou t the ir experience w ith  race, place, and class. 
T hese narratives and the g ro u p ’s d iscussion o f  th e ir m ean ing  helped com pany
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m em bers bette r hear one an o th er and them selves and, as the  partic ipating  
artists began to  understand  th e ir differences, the  g roup  was bette r able to 
assess its shared h istory  and cu rren t c ircum stances. A fter arriv ing  at a script 
tha t those involved tho u g h t was a genu ine  reflection  o f  the ir experiences and 
testing  and revising it w ith  th e ir hom e audiences in Louisiana and Kentucky, 
the  tw o com panies set abou t to u rin g  the  p roduc tion , the ir stock in trade.

Before playing a venue, the ensem bles asked potential sponsors o f  Junebug/ 
Jack w hether their com m un ity  was ready to th in k  about local race and class 
issues. I f  the producers felt ready o r w anted to take a chance, the com bined 
troupe w ould  bring  the play to their tow n o r city. As the  group  began traveling to 
com m unities across the  South, the challenge becam e how  to get black and w hite 
w orking-class and poor people to attend. In the m ain, such folks do no t gather 
together, m uch  less go to  the sam e professional theater p roductions (Sidford, 
2011). I lowever, those w ho had labored on  the w ork  believed tha t i f  they  did 
no t obtain  ju s t such an audience notw ithstanding— no m atter how  popular the 
dram a m ight be w ith  o thers (and it was)— they  had failed.

After exhausting the array o f  previously m entioned  prom otional strategies, 
including getting the w ord o u t to  barbershops and bars, w here politics are 
discussed, the Junebug/Jack com pany m em bers in one typically anim ated post­
perform ance discussion h it on  an idea: Every location w ish ing  to  presen t the 
play w ould  agree to form  a racially diverse and religiously ecum enical cho ir to 
perform  in the show. R eflectingeach com m u n ity ’s diversity, these choruses could 
include singers from  African A m erican churches, m em bers o f  predom inately  
w hite congregations, perform ers from  w o m en ’s choirs, and perhaps participants 
from  high school glee clubs. Several m on ths before the professional actors 
arrived, R oadside/)unebug sent each com m unity  chorus the  show ’s m usic and 
asked it to designate an individual to conduct evening rehearsals, i f  they  had not 
done so already. A few days before the opening  perform ance, the  show ’s director 
(the author, as it happened) staged the  chorus into the show.

Several things occurred in the course o f  this p roduction  process. First, 
the play’s presenter had to  begin th ink ing  about the en tire  com m unity  w hile 
identifying individuals w ho  m ight serve in the  chorus. T h e  singers did not 
vo lunteer to discuss race and class— T h ey  cam e together because they  loved 
to sing and this professional dram a looked like a good opportun ity  to  shine. 
In the course o f  rehearsing the m usic, they naturally h it on  a sound  that had 
never been heard in the com m unity, sim ply because all those d ifferent talents 
had never been jo in ed  before. C horuses did no t com e together consciously to 
sing beautifully crafted, dow n-to -earth  songs about the  cruelty, heartache, and 
paradoxes o f  4(X) years o f  race and class struggle, b u t tha t is w hat they w ound  up 
doing anyway. C h o ir m em bersh ip  w ould  typically increase the Junebug/Jack cast 
from  a small cadre o f  six professionals to  a group o f  tw enty  o r m ore. Ju nebu g  
and Roadside artists agreed that residents’ participation only raised the artistic 
quality o f  the p roduction— and noted  how  m uch local talent goes unappreciated 
for lack o f  a m eaningful book and finely crafted m usical score.
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FIGURE 7.4 Juncbug Productions and Roadside Theater artists perform s Junebug/ 
Jack (photo byJefFW hetstone)

A cross-section o f  the en tire  com m unity  was presen t w hen show s opened 
as a result o f  the engagem ent o f  the chorus and the  various com m unities from  
w hich its m em bers came. Friends and fam ily o f  cho ir m em bers cam e to  see the 
play. In addition, because the perform ances enabled everyone to  feel confident 
about his or her traditions, audience m em bers becam e eager to w itness and to 
learn m ore about the other ways o f  life on  offer: to experience how  the African 
Am erican people sang, or how  the w hite  people sang, o r w hat inflections young 
people brought to  the song.

T h e  com m unity  cho ir that perform ed Junebug/Jack in N ew  O rleans in 1997 
to launch a statewide tour was th irty -tw o-strong. T h e  group  proceeded dow n 
the church aisle o f  w hat was once a bow ling alley, the  venue o f  that kickoff 
perform ance, singing the traditional gospel tune, “T h is Little Light o f  M ine .” 
T h e  play’s musical finale encourages everyone in the  aud ito rium  to  jo in  in, and 
as audience m em bers get up  to sing and dance, any sem blance o f  a division 
betw een stage and spectator seating is b lurred . T h e  actors and cho ir lead 
everyone in the finale’s syncopated chorus (C ocke, N ew m an, and Salm ons- 
Rue, 1993). H ere’s a sample:

M ichael
A lot o f  black people all over the w orld
Still fighting a terrible fight
T h in k in ’ ‘bout the past bu t lookin’ to  the fu ture
B eginning to see the light
1 listory has proven that it’s unacceptable
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To keep a people dow n
Pain and suffering all those years
Shackled and w hipped to the ground .
Families disrupted , w here is the justice?
M illions gone to  slave ship seas.
W ith faith intact they broke the ir backs 
T hree  hundred  years o f  labor for free.
N o w  the only request after giving the ir best 
Was for forty acres and a m ule 
Asking and w aiting and asking again 
Still treated like a fool.
It’s been a long tim e since 1865 
Som e changes are hard to  see 
B ut freedom  for you and freedom  for m e 
Everybody in equality!
C horus (all)
W hat did they do w ith  w hat they took from  you,
W hat did they do w ith m ine?
N o  use com plaining w hat they took  from  you 
T hey  been stealing from  us all a long tim e.
Ron
For over 100 years people in the m ountains 
Lived in peace and harm ony 
I lelping one another, living on the land 
T hey  know ed w hat it m eant to  be free.
T h en  som e m en from  the banks, church , and governm ent 
M en from  the industry
Took a look at the m ountains, pu t the ir heads together,
Said w ith disbelief:
“T h e re ’s som eth ing  w rong  w ith  this p ic ture here 
And the re’s gonna be hell to pay.
You need m oney to  spend, credit cards and bills 
To live the Am erican Way.”
You can’t buy m y pride 
You can’t sell m y hope 
You can’t steal m y identity
And w hen the air we breathe is sold a breath at a tim e 
I Iillbillies will still be free!
C horus (all).

(C ocke, N ew m an, and Salm ons-R ue, 1993, pp, 67-68)'’

W hen the  song ended , the  ch u rch ’s preacher asked the  500 audience 
m em bers to bow  the ir heads as she led a prayer fo r the  acto rs’ safe keeping. 
T his was tim ely  because earlier tha t w eek, Ku Klux Klan leader D avid D uke
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had been stirring  th ings up  in the  com m u n ities  Roadside and Ju n e b u g  w ere 
about to  visit.

In the days after these perform ances (and in a process very sim ilar to that 
the tw o ensem bles had em ployed in creating the play), audience m em bers w ere 
invited to  jo in  circles to  tell personal stories about the dynam ics o f  race and 
class in their com m unity. W ith a new found  perm ission based on  the  com m on 
experience and trust arising from  their engagem ent w ith  the  play, they told one 
another o f  encounters and incidents tha t w ere typically com plex, hard, and 
em otional— and unto ld  before in “m ixed” company. T h e  biggest im pact, indeed 
a kind o f  social catharsis, created by Junebug/Jack du rin g  its perform ances from  
1991 to 1997 did no t occur during  the  play bu t in the com m unity  m em bers’ 
telling and sharing o f  their stories after the  form al perform ances.

Community Cultural Development

W hen television starts telling a com m u n ity ’s stories for it, w hen  its o lder and 
younger m em bers no longer share the ir lives and mass m edia replace the fron t 
porch, the living room , and the local county  store, w hat happens to a population’s 
sense o f  them selves and its collective possibilities? T h is question  provided the 
m otivation for Roadside to codify and fu rth er develop its com m un ity  cultural 
developm ent theory and practice.

Roadside’s C C D  praxis, like its plays’ form  and content, grew  o u t o f  
experiences in its hom e com m unity. After a 1989 perform ance o f  Mountain 
Tales and Music at a local high school in C lin tw ood, Virginia, the school’s dram a 
teacher asked the com pany’s artists to help teach her class. T h a t same year, 
Roadside was w orking w ith the tow n’s Senior C itizens C enter, so the tro up e’s 
m em bers suggested to the students that they  begin collecting stories from  
the o lder folks at the C enter. T h e  high school students w ere no t initially a bit 
interested in this idea. N evertheless, Roadside invited the class to  a perform ance 
at the Senior C en ter o f  its play, South o f the Mountain, w hich is set in the  first half 
o f  the tw entieth  century  in the coun ty  w here the perform ance was to occur. As 
the dram a unfolded, the o lder people in attendance increasingly in terrup ted  the 
actors to tell their ow n version o f  the tim es. T h is was m ildly interesting  to the 
students, w hose experience was only w ith  fourth-w all theater, bu t w hen  an o lder 
lady piped up and stated, “I used to go courting  around  South  o f  the M ountain , 
and I always hoped the car w ould  break dow n on a lonely m oun tain  road so 
I could sm ooch in the back seat,” the  Roadside project m anager noticed the 
students stirred in their seats.10 In the ensu ing  m onths, the com pany held story 
circles w ith the youths and elders, and from  these the students created plays 
com bining their ow n and the senior citizens’ stories, w hich they perform ed 
around the county  to full houses and standing ovations.

As this exam ple in Virginia attests, Roadside’s C C D  theory  and m ethodology 
arc shaped by the goal o f  helping the host com m unity  becom e m ore inclusively 
and deeply aware o f  itself, and the story circle has proven itself effective in
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this regard. C C D  projects can take m any form s— the celebration o f  a local 
population’s diverse traditions and histories th rough  a cultural festival o r the 
self-identification o f  a particular issue to address. H o w  a com m un ity  uses 
Roadside’s C C D  process is up  to those from  it to  decide, w ith  the caveat that 
w hatever the project’s purpose(s) and goals, a cross-section o f  the en tire  citizenry 
be continuously  encouraged to participate as equals in it. Roadside does no t 
solicit w ork in com m unities outside its region, believing to  do  so w ould  be 
presum ptuous. N evertheless, w hen  invited into a com m un ity  for a C C D  effort, 
the com pany begins the process o f  w ork ing  itself o u t o f  a jo b , w ith  the  goal o f  
leaving behind an inclusive group o f  citizens carrying on  cultural projects in 
their ow n ways tow ard collectively identified ends.

C ultural developm ent w ork  is ever exciting as the  residents o f  each 
com m unity  realize they have som eth ing  im portan t to  say to  one ano ther and 
to  offer to anyone w ho  will listen. As one W estern rancher said to  the  au tho r in 
1992 over a beer, “We’re tired o f  everything com ing  in on  us. We w ant to  send 
som ething o u t.” C C D  w ork  is as com plex as the  individuals and com m unities 
that practice it and typically has m any m oving parts occurring  sim ultaneously. 
To guide its practice, Roadside has developed a philosophy o f  change and an 
accom panying methodology. B oth have proven useful for keeping a project on 
track tow ard its (com m unity-defined) goals.

Theory of Change

Effective developm ent seeks a dynam ic relationship betw een the individual and 
the group, each discovering th rough  experience and reflection the ir relationship 
to the intellectual, em otional, spiritual, and m aterial traditions and features 
o f  their com m unity. As those w ith  direct know ledge o f  the  cu ltu re  interact, 
individuals and therefore their com m unities (how ever defined) becom e m ore 
aware o f  them selves and m ore self-confident. T hey  gain voice and agency.

Developm ent can be sustained only w hen this bo ttom -up  process o f  individual 
and collective exploration and learning continues to inspire and shape awareness 
and action. Conversely, w hen individuals, their groups, and their organizations 
lose touch w ith such broad-based cultural knowledge as the shaping force o f  
change, developm ent will begin to collapse. T h is bo ttom -up  theory constitutes a 
critique o f  som e accepted form s o f  progressive art making. For example, suppose 
an artist w ith a form idable reputation has an exciting idea for a perform ance 
that addresses som e aspect o f  social justice. Funders then  agree to support that 
individual and his o r her “cutting-edge” conception, and the artist begins w orking 
w ith the com m unity  to realize his or her perform ance. T h e  problem , from  
the perspective o f  Roadside’s philosophy o f  change, is that if  the perform er’s 
conception is not iteratively tested and reconceived by people in the com m unity  
based on their individual and group knowledge, it will be launched som e distance 
o ff the ground. Roadside’s m em bers believe such efforts eventually float away 
w ithout affecting the problem s they seek to address. T hey  fail because those m ost



154 Dudley Cocke

involved, those w ith the m ost knowledge, are no t the generative base for devising 
and enacting strategies to confront the perceived challenges.

Practice

Roadside begins its m ultip le-year co m m u n ity  cu ltu ra l developm ent projects 
w ith  as m any o f  the stakeholders as are know n p resen t as possible. I f  a project 
is receiving resource suppo rt from  private founda tions and public agencies, 
they, too, m ust be active partners in an initiative ra ther than  play a m ore 
typical role o f  stepping back un til the p ro ject’s conclusion , thereafter to  pass 
ju d g m en t on its successes and failures. Instead, all stakeholders share som e o f  
the responsibility  for the  process, the  p roducts, and the  ou tcom es o f  a cultural 
developm ent effort.

As the partners get to  know  one another, R oadside’s m em bers em phasize 
a w illingness to  reexam ine basic assum ptions and test hypotheses through  
repeated cycles o f  posing questions and try ing to  answ er them . A hum ble 
curiosity, openness to direct questions, and a w illingness no t to know  the 
answers— these are the qualities the Roadside C C D  approach seeks to  cultivate 
am ong all involved stakeholders. In an im portan t sense, the com pany strives to 
w ork w ith  all concerned to facilitate a process no t only  o f  consciousness raising 
concerning oftcn-la ten t assum ptions bu t o f  active d iscernm ent and learning 
concerning how  the com m unity  m ight w ish to act on  those once identified.

In particular, Roadside seeks to establish collective governance and consensual 
practice am ong engaged stakeholders in the pursu it o f  three questions linked to 
a process o f  intentional learning:

• W hat aspect o f  o u r com m unity  life are w e try ing  to  celebrate o r transform , 
and w hy is that im portant?

• I low  arc w e try ing to  achieve this, and w hy is tha t the best strategy?
• I low  will we know  w e are succeeding; w hat data will provide us evidence, 

so w e can im prove the w ork  and dem onstrate its accom plishm ent to others?

T h e  com m only  derived answers to these concerns create shared overarching 
project objectives and goals. In addition, Roadside asks each partner to offer 
individual goals for an initiative. For exam ple, by know ing that a public agency 
hopes to build its reputation am ong local legislators by supporting  an initiative, 
project partners can better understand  certain aspects o f  tha t organization’s 
behavior and look for ways to help its representatives achieve the ir individual 
goal. In a w ord, Roadside asks that all stakeholders involved in a C C D  initiative 
be transparent w ith their collaborators about all the aim s o f  their engagem ent—  
to lay their cards on the table and tru st the group  to respect the ir intentions.

Program  design is determ ined  by a project’s focus, separating w hat is know n 
from  w hat is unknow n and discerning the difference betw een causes and 
effects, root and branch. H aving agreed on  a po in t o f  departure, the partners
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can proceed thereafter in an orderly  fashion, relying o n  manageable cycles o f  
action and assessm ent to learn together. At tha t point, too, the  participating 
stakeholders can agree on the ir individual roles and responsibilities along w ith 
various com m on and individual goals and yet-to-be-addressed concerns. Such 
docum entation  is updated as the project unfolds and is m ade available to all 
partners for guidance as efforts proceed.

I f  the cycles o f  action and assessm ent are producing  learning am ong those 
engaged (generating know ledge, developing skills, altering  attitudes, changing 
behaviors), the stakeholders can expect that the ir plan o f  w ork  w ill evolve as 
the w ork  proceeds. Flexibility is an im portan t value. T h is w illingness to re th ink  
and reconfigure action plans does no t absolve the partners o f  accountability to 
outside stakeholders o r o f  the im portan t need to  develop and follow  strategic 
roadm aps. N onetheless, those engaged should  dem onstrate  a readiness, indeed 
a desire, to revisit and reorien t the strategies they are following, as new  evidence 
is uncovered and fresh ideas are generated. As a C C D  project gains m om en tu m , 
Roadside’s m em bers pay greater a ttention  to  w hen  they should  lead and w hen  
they  should follow  com m unity  m em bers’ lead.

O verall, Roadside’s com m unity  cultural developm ent m ethod  rests on  five 
broad principles:

• active participation;
• partnerships and collaborations involving an inclusive range o f  com m unity  

organizations;
• local leadership;
• know ing w hen  to lead and w hen  to  follow; and
• engagem ent du ring  the course o f  at least tw o years.

T h e  com m unity  engagem ent process can be represented  as a diagram. 
Activity, Partnership, and Principles continuously  inform  one another, and it is 
this flow  betw een and am ong them  that creates the “sw eet spot” o f  com m unity  
cultural developm ent. T h e  m ajor activities in the Roadside m ethod  do no t 
necessarily occur as discrete events bu t can be m ixed and m atched w hen  
w arranted  by stakeholder insight. Likewise, project design and partnership  
agreem ents are m odified as stakeholders learn together th rough  periodic 
reflection and analysis. N onetheless, the five u n derp inn ing  principles ou tlined  
above are constant th rou g h o u t a project. T h e  typical steps in w hich Roadside 
engages in its com m unity  cultural developm ent w ork  follow.

The First Activity Point

T h e  com pany selects one o f  its plays appropriate to  a C C D  residency’s goals 
so local residents can w itness and evaluate w hat the theater group  does. In 
interactive w orkshops after the perform ance, Roadside’s m em bers explain their 
com pany’s history and share its artistic process w ith  com m unity  m em bers.
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FIGURE 7.5 Roadside T heater’s Com m unity Cultural Development M ethodology 
(graphic courtesy o f  author)

The Second Activity Point

R oadside’s principals them selves co n d uc t and thereafter tra in  o thers to 
facilitate com m u n ity  story  circles so local residen ts can begin to  hear and 
appreciate the way the ir narratives speak to the  purpose and them e o f  the 
residency. T h is  step often  becom es com pelling  because partic ipants o ften  hear 
new  inform ation  abou t a com m on  experience. From  the  circles, a com plex 
sense o f  a particular place begins to em erge. T hese  stories (and songs), w hich 
are o ften  recorded, becom e the basic ingredien ts for co m m u n ity  celebrations 
that end  the second phase. T hese  events usually include po tluck  suppers at 
w hich participants play m usic, sing, and share the  stories they  have now  begun 
to craft. T h ro u g h  such open  yet s truc tu red  program s, the  co m m u n ity  voice 
begins to  proclaim  itself. All such celebrations are com posed o f  m any voices 
and Roadside asks all o f  those engaged to w elcom e new  stakeholders to  the 
process at all tim es.

The Third Activity Point

T h e  com m unity  stories and songs (and som etim es dances) becom e the resources 
for creating dram a relevant to a particular C C D  residency’s goals. D ram a, by its 
nature, gives perm ission for conflict, so, for exam ple, a play’s them e m ight be as 
contentious as the effects o f  racism and econom ic inequality on  the  identified 
goal o f  developing a better public school system in the jurisd iction . N ascent and



Community cultural development 157

experienced com m unity  playwrights, producers, directors, actors, and designers 
use an expanding body o f  local expression to develop perform ances w ith 
residents. Roadside’s m em bers help as necessary, fd lin g the  gaps o f  inexperience. 
T h e  focus, however, is on  com m unity  assets and on citizens’ finding  strategies 
to  use the arts to address com pelling  local claims. Roadside does no t d irect these 
efforts bu t instead seeks to  catalyze local artists in the ir shared efforts to address 
them  themselves.

The Fourth Activity Point

After a dram a is up  and running, R oadside’s principals suggest ways for those 
involved to recognize and h onor the com m u n ity ’s efforts in bringing it to 
fruition. T h e  com pany’s m em bers also help broker creation o f  an infrastructure 
to establish a com m unity-based theater o r o ther developm ent organization. 
Roadside’s principals introduce the ir colleagues to the national netw ork  o f  
artists and com m unities engaged in sim ilar explorations. N o w  the population 
that has hosted the C C D  residency for several years or longer creates its ow n 
m eans to  continue exploring its story in public. M eanw hile, the  com m un ity  
cultural developm ent field gains a new  peer o rganization ."

Choteau, Montana

As previously m entioned, each Roadside com m unity  developm ent project is 
guided by a partnership  agreem ent draw n up in the  early stages o f  the  effort 
and m odified by consensus as the initiative develops. H o w  this process occurs 
was exem plified in the com pany’s collaboration w ith  m em bers o f  the ranching 
and farm ing com m unity  o f  C hoteau , M ontana from  1992 to  1995. T h e  project 
was sparked by the com m un ity ’s concern  for the loss o f  its young  people to 
the cities. State econom ic developm ent m oney  provided initial fund ing  for 
the effort. I fere is the  “M ountaineers-C ow fo lks” agreem ent tha t served as a 
touchstone for the three years o f  collaboration betw een Roadside and the tow n.

We agree:
• Econom ic developm ent and cultural developm ent go hand in hand.
• T h e  project’s process and products will w itness a co m m itm en t to

place. T hey  will be grounded  in the  local and specific, w hich, w hen
rendered faithfully and creatively, can affect people anyw here.

• T h e  new  plays will be given the ir voice by the  co m m u n ity  from
w hich they  arise. T h e  artists w ill be part o f  the  cu ltu re  from  w hich  
the  w ork  is draw n. T h e  people w h o  are the  subjects o f  the  w ork  will 
be part o f  its developm ent from  incep tion  th rou g h  presen tation . 
T h e ir  stories and histories will in form  the  w ork ; th e ir feedback 
d u rin g  the creation  process w ill shape it. T h e  aud ience w ill n o t be 
consum ers of, b u t participants in the  perform ance.
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• T h e  traditional and ind igenous are integral to  rural life and valued 
for the ir ability to  help us m aintain  co n tin u ity  w ith  the  past, respond 
to  the  present, and prepare for the  fu ture . T h u s , the  relationsh ip  to 
the traditional and ind igenous w ill be dynam ic, n o t fixed.

• T h e  pro ject will strive to  be inclusive in its p roduc ing  practices. T h e  
w ork  w ill be m ade in partnersh ip  w ith  co m m u n ity  organizations. 
Activities will be held in m eeting  places w here  the  en tire  co m m u n ity  
feels w elcom e. Any tickets w ill be affordable.

• T h e  collaboration and  exchange w ill recognize tha t m anagem ent 
struc tu res and business practices arc value-laden, affecting the 
m ission, goals, and creative process. T h ro u g h  its s truc tu res and 
practices, the pro ject w ill endeavor to  su pp o rt broad partic ipation, 
self-reliance, and collective responsibility.

• T he project will be consciously linked to the struggles for cultural, 
social, econom ic, and political equity for all people in the com m unity. 
A lthough the project offers hope and joy, it also recognizes that 
advocating for equity often meets resistance and that such resistance, 
w hen articulated, is an opportunity  for positive com m unity  
change.

(Cocke, N ew m an, and Salm ons-R ue, 1993, pp. 80-81)

Living up to  such agreem ents is part o f  the challenge o f  this form  o f  art-based 
com m unity developm ent. For example, it m ight at first appear to be relatively 
sim ple to address the stipulation in the above agreem ent that “Activities will be held 
in m eeting places w here the entire com m unity  feels w elcom e,” but, in fact, m ost 
localities do not have a public perform ance space w here everyone feels welcome. 
T his can lead directly into the aesthetic nightm are o f  the “caf-a-gym -a-torium ,” 
which is w here the C hotcau project was headed once several com m unity' leaders 
reported that the areas’ churches were contested spaces. T h en  som eone suggested 
the tow n’s small public park w ith its am phitheater as a suitable “neutral” venue, 
and everyone quickly agreed. A bout two weeks before the perform ances, however, 
the project’s Blackfoot tribe’s N ative Am erican partners inform ed everyone that 
the facility the production was to use had been built on their ancestral burial 
ground. T here was only one th ing  to do: ask for their perm ission to perform  
there, w hich they formally gave w ith a traditional blessing cerem ony after the 
audience had gathered and before the perform ances began.

Reflecting on the four-year C ho teau  project, farm er (and participant) Ralph 
Paulus concluded,

You have to feel good about y ourse lf to stand up for w hat you believe in.
T h e  problem  w ith dem ocracy is that the re ’s a risk, you have to stand up
and shoot your m outh  o ff  once in a w hile. .. .  You have to  have guts to
make dem ocracy work.

(M ontana A m erican Festival Project, 1992-1995, p. 5)
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Arizona State University

As part o f  its Arizona State U niversity ’s (A SU) three-year (1997-1999) C C D  
project, “U n to ld  Stories,” Roadside created a perform ance (1998) that b rought 
those involved together w ith  two groups o f  N ative A m erican dancers (Z uni 
and Pim a) and a popular C hicano  solo artist.12 T h e  production  occurred  in 
Scottsdale’s Kerr C u ltural C enter, w hich had been bu ilt as a private concert hall 
for M rs. Kerr and was now  ow ned by A SU . An issue w ith  com plim entary  tickets 
was the first w arning sign that the cen ter’s leadership was feeling uncom fortable 
about hosting the event. A bout an h o u r before the perform ance, R oadside’s 
artistic director noticed that there w ere ten  o r so people w aiting outside in 
the cold, and w hen he tried to invite them  into  the lobby, K err’s m anagem ent 
said that such was strictly forbidden for ano ther th irty  m inutes. T h e  Roadside 
com pany m em ber recognized that the m ajority o f  those in the queue had earlier 
been cast m em bers in the  popular play the troupe had developed w ith  A S U ’s 
“classified” em ployees— m aintenance personnel, kitchen staff, secretaries, and 
receptionists— entitled , Highly Classified. T h e  p roduction  had been supported  
by the w orkers’ un ion , w hich arranged w ith  the university’s adm inistration  
for com pensatory tim e for its m em bers to  participate in its creation and 
perform ances. U n sure  o f  Kerr etiquette , cast m em bers o f  the Highly Classified 
production  had arrived m ore than an h o u r early in case “ad justm ents” needed to 
be made. Even as the  tim e arrived to  open the doors, m anagem ent refused to  do 
so until one o f  the perform ers tun in g  his banjo cleared the stage. U nconcerned  
w ith  a fourth  wall, Roadside cast m em bers often choose to  tun e  instrum ents 
and to banter w ith  the audience before a perform ance begins.

Serving as the event’s producer and director, the Roadside m em ber next 
noticed that the foster-care children  from  the Boys and G irls C lub , w ho had 
been part o f  the “U n to ld  Stories” project from  its inception and w ho  arrived 
excited and all dressed up, w ere being d irected to  bleachers in the back o f  
the auditorium , farthest from  the stage. K err staff m em bers said this was a 
strategy aim ed at being able to  eject them  quickly should they act up. In d irect 
contradistinction, however, in Appalachian, N ative A m erican, and C hicano  
cultures, the elderly and the children  are given places o f  h o no r in the front. At 
Kerr, the best seats w ere reserved for patrons w ith  season tickets. T hey  w ere 
dow n on  floor level in an odd reversal o f  w hat w ould  have been the lowly social 
pit in Shakespearean tim es. N o  o ther audience m em bers w ere allowed in that 
section.

As the hour arrived for the perform ance to  begin, the theater was alive as the 
approxim ately 100 Latino, N ative A m erican, and o ther new com ers to the Kerr 
C ultural Arts C en te r hugged one ano ther and exchanged news. It was indeed 
a happening. Five m inutes after the appointed perform ance hour, a Kerr staff 
m em ber ordered the  play to begin imm ediately, and w hen  the  Roadside director 
replied that it already had, the staffer suggested that he was m aking fun o f  her. 
And so the evening played itself ou t as a con test betw een the accepted protocols
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o f  behavior o f  the m ajority o f  the audience in league w ith  the perform ers and 
those o f  the venue’s regular patrons, w hich w ere consonan t w ith  those o f  K err’s 
m anagem ent.

T he evening ended w ith a traditional southw estern  N ative A m erican 
“Split C ircle” dance. As the boys and girls from  the  bleachers rushed dow n to 
participate and w ere jo in ed  by alm ost everyone else, the  K err’s regular patrons 
rem ained seated. T h e  joyous dance swirled around  them . W ith their refusal to 
jo in  the fun, these audience m em bers did no t appear to com prehend  tha t they 
w ere in a public university’s com m unity -o rien ted  space and that the central 
purpose o f  the “U n to ld  Stories Festival” was to  b ring  d ifferent people together 
to share their com m on hum anity.

Conclusion

As the Arizona State U niversity  story illustrates, C C D  w ork  can provoke a 
clash o f  values, and its practitioners m ust address the m any ways tha t those 
holding pow er will seek to  preserve their hold on it w hile also grappling w ith 
how  com m unity  m em bers relate to  those efforts. T h e  Kenyan w rite r N gugi 
wa T h io n g ’o has observed that in post-colonial Africa, the censorship o f  his 
plays was no t aim ed at his text bu t at ho w  he w anted those dram as produced. 
I le encountered  an insistence on m aintaining colonial p roduction  protocols: 
“T h e  struggle may take the form  o f  the  state’s in terven tion  in the con ten t o f  the 
artist’s w ork— w hat goes on  by the nam e o f  censorship— b u t the m ain arena o f  
struggle is the perform ance space: its defin ition , delim itation  and regulation” 
(T h iong’o, 1997, pp. 11-30).

T hough  cultural developm ent practice requires focus and a w illingness 
to confron t issues as they arise, its secret w eapon is the  jo y  o f  individual and 
com m unity  expression. Because C C D  locates itself in a specific population’s 
intellectual, em otional, spiritual, and m aterial traditions and features, the stakes 
o f  identity could no t be higher. Again, as N gugi wa T h io n g ’o has observed,

T he  effect o f  the cultural bom b is to annihilate a people’s belie f in their 
names, in their languages, in their env ironm ent, in the ir heritage o f  struggle, 
in their unity, in their capacities, and ultim ately in them selves. It makes 
them  see the ir past as one w asteland o f  non-achievem ent and it makes 
them  w ant to distance them selves from  tha t w asteland. It makes them  
w ant to identify w ith that w hich is fu rthest rem oved from  them selves; for 
instance, w ith  o ther peoples’ languages rather than  the ir ow n. It makes 
them  identify w ith  that w hich is decadent and reactionary, all those forces 
w hich w ould  stop their ow n springs o f  life. It even plants serious doubts 
about the m oral rightness o f  struggle. Possibilities o f  trium ph  o r victory 
are seen as rem ote, ridiculous dream s. T h e  intended results are despair, 
despondency, and a collective death wish.

(T h iong’o, 1986, p. 3)
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T h e  U niversal Declaration o f  H u m an  Rights (1948) affirm ed a sim ple and 
profound  concept: “Everyone has the right freely to participate in the cultural life 
o f  the com m unity, to enjoy the arts and to share in scientific advancem ent and 
its benefits” (U nited  N ations, 1948). T h is principle o f  cultural equity  has always 
anim ated Roadside’s activity in com m unity, w h ether at hom e in Appalachia, on 
tour, or in extended residence.

O ften  described as the theater w ing  o f  the civil rights m ovem ent, the  
Free Southern  T heater (FST ) was founded in 1963 at Tougaloo C ollege in 
Mississippi by S tudent N onvio len t C oord inating  C om m ittee  m em bers, 
including Roadside’s steadfast collaborator, Jo h n  O ’N eal. In  1985, O ’N eal 
held a funeral, “a valediction w ithou t m o u rn in g ,” in N e w  O rleans for the  F S T  
Snaking from  C ongo  Square dow n D um aine S treet into  Trem e, the relic-filled 
F S T  coffin, its pall bearers, and its gathering o f  follow ers sh im m ied  and shook 
to the syncopated beat o f  a traditional brass m arch ing  band. People cam e to the 
funeral from  struggling com m unities in d ifferent regions o f  the  U n ited  States 
to  perform  and w itness theater’s pow er to address hum an  rights— and to  th ink  
critically about social justice. At the  w eeklong “valediction w ithou t m o u rn in g ,” 
Roadside offered South o f the Mountain, w hich tells the  story  o f  the  tim e in an 
Appalachian fam ily w hen  hillside farm ing and barter gave way to  coal m in ing  
and the com pany store. South o f the Mountain is the  fourth  play in Roadside’s 
Appalachian history cycle. H ere  is part o f  one o f  its songs:

W inter tim e in the m ountains,
And the snow  is falling dow n.
D addy’s loading the pickup truck,
H au ling  bakker into  town.
T h ere ’ll be new  shoes for m e and C arrie,
And for M om m a, a new  gown.
Pepperm int sticks and orange slices 
W hen C hristm as rolls around.
(C horus)
We believed in the family,
And the O ld  Regular Baptist C hurch .
We believed in Jo h n  L. for a w hile 
‘Till things cou ldn’t get m uch  worse.
T hey  tell m e tim es was harder then,
And I rem em ber that for a while.
B ut I rem em ber the way m y D addy laughed 
A nd the way m y M am m a smiled.
D addy w ould  com e hom e from  w ork in the m ines 
W ith his sh irt froze to his arms.
And every tim e m y M om m a w ould  cry,
I le ’d say, “It ain’t gonna do m e no harm .”
You know  a m an’s got to w ork  for a living today
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And conic spring I w ant to  build  a new  barn.
B ut a m an can’t raise a fam ily no  m ore 
O n  a rocky hillside farm.
(C horus).

(Short, 1982)

T he  year 2013 m arked the fiftieth anniversary o f  the F S T  and was the 
occasion for ano ther FS T  reun ion  in N ew  O rleans. Artists and activists o f  
different ages and backgrounds jo in ed  w ith  civil rights veterans w ho often  had 
pu t their lives on  the line for freedom  in the 1960s. T h e  com m em oration , again 
organized by O ’N eal and F S T ’s organizational successor Ju n e b u g  Productions, 
m ade the au thor th ink  about w hat a tw enty-first-cen tury  dem ocratic theater 
m ight look like and the role com m unity  cultural developm ent could play in 
such a m ovem ent. T hose w ho  understand pow er understand  the  influence o f  
culture and its devised expression, art. T h ey  understand  that those w ho control 
the m eans o f  cultural production  control the  story a com m unity  or nation tells 
itself.13 Roadside’s C C D  practice seeks to unm ask pow er so that it m ay be shared 
in service to the ideal o f  a cultural dem ocracy in w hich all individuals, the ir 
com m unities, and the ir cultures have an equal opportun ity  to develop— and 
inevitably to cross-pollinate.

jr *

FIGURE 7.6 Roadside Theater perform s South o f the Mountain (photo by Judy 
F.hrlich)
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Are there any presen t signs o f  a new  populist dem ocratic m ovem ent, akin to 
the labor and civil rights m ovem ents o f  the last century, in w hich the practice 
o f  C C D  can be an actor? O n e  can be sure that resistance to  such a m ovem ent 
by those relatively few curren tly  hold ing  inordinate am oun ts o f  political and 
econom ic pow er will be swift, unilateral, and, if  necessary, brutal. T hose  in 
pow er will be coun ting  on  unw itting  allies— those w ho  can be riled up  by the 
red herring  o f  som e enem y o u t to  destroy them  and those w ith in  progressive 
ranks w ho can be co-opted  by being told that it is about them  as exceptional 
individuals rather than  about collective struggle. As the K entucky w rite r and 
farm er W endell Berry has observed, “ ... individual genius o f  the m odern  kind 
never has courage equal to its essential loneliness, and so it com m its itself 
passionately to cliches o f  individualism  and a un ifo rm ity  o f  innovation, ignorant 
o f  w hat precedes it, destructive o f  w hat it ignores” (Berry, 1987, p. 45).

We know  that even m ovem ents originating from  good in ten tions can becom e 
problem atic as un in tended  consequences m oun t, and tha t pow er— even w hen  
used w ith  the best o f  in tentions— can corrup t. T h e  antidote to  such occurring  
o r to co-option  by those in pow er is vigorous critical discourse in w hich citizens 
agree to build and sharpen one an o th er’s perspectives, even as they  hold one 
another accountable for their collective decisions. Presently, th is iterative 
discourse is alm ost nonexistent in the nonprofit arts sector and in com m unities 
across the U n ited  States, so plenty continues to  go w rong. Struggle, how ever, is 
an alternative to despair, and cultural developm ent can energize com m unities, 
m aking them  m ore conscious o f  the ir capacity to transform  them selves on  the  
basis o f  their ow n people.

Notes
1 T here is an abundance o f  docum entation including m ultim edia and w riting on 

Roadside T heater’s Website: http://roadside.org. All unattributed quotations are 
from  the au thor’s memory.

Cecil Jam es Sharp (1859-1924), the founding father o f  the folklore revival in 
England in the early tw entieth century, recorded and published England’s traditional 
dances and music. A quotation from  Cecil Jam es Sharp’s diary en try  o f  August 27, 
1916, w hen he was collecting in the Appalachian M ountains:

Last week I w ent to  H o t Springs, w here I got thirty beautiful songs from  a single 
wom an. T h e  collecting goes on apace, and I have now  noted 160 songs and 
ballads. Indeed, this field is a far m ore fertile one upon w hich to collect English 
folk songs than England itself. T h e cult o f  singing traditional songs is far m ore 
alive than it is in England o r has been for fifty years o r m ore.

2 Roadside T heater received grants from  the National Endow m ent for the Arts, Folk 
Arts Program in 1979, 1981, 1983, 1990, and 1997 (Heritage and Preservation).

3 T he  five plays in the cycle are Mountain Tales and Musie (1974); Red Fox/Second 
11angin’ (1976); Pretty Polly (1979); South o f the Mountain (1982); and Leaving Egypt 
(1987).

4 T he  Wallace Foundation (then the Lila W allace-Reader’s Digest Fund), a national 
U n ited  States philanthropy funding education and audience developm ent for the 
arts, com m issioned the firm  AMS Planning and Research to  conduct a six-year 
(1991-1996) independent study o f  Wallace’s perform ing arts grantees’ audience

https://archive.roadside.org
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demographics. According to the study, Roadside T hea ter’s audience was an anomaly: 
68% o f  its national audiences were com prised o f  those w ith  incom es under $50,000, 
and 27% o f  those had incom es o f  $20,000 o f  less.

5 Script ad-lib was excerpted from  video o f  a 1986 Pretty Polly (Baker and Short, 1979) 
perform ance at Cleveland Technical College, Shelby, N o rth  Carolina. T he video in 
VH F form at has not been digitized.

6 “A nouveau riche hillbilly family moves to Beverly I lills and shakes up the privileged 
society w ith their hayseed ways.” T he Beverly Hillbillies is an American sitcom 
originally broadcast for nine seasons on CBS 1962-1971, starring Buddy Ebsen, 
Irene Ryan, D onna Douglas, M ax Baer, Jr., Raym ond Bailey, and N ancy Kulp. 
(http:ZAvww.imdb.com/title/tt0055662/).

7 Conversation noted on the 1988 perform ance producing sheet by the tour manager, 
D onna Porterfield, and confirm ed orally 2013 by Porterfield.

8 Story noted on the 1995 producing sheet o f  the tou r manager, D onna Porterfield, 
and confirm ed orally in 2013 by Porterfield.

9 A digitized copy is available on Roadside T hea ter’s Website: http://roadsidc.org/asset/ 
book-ground-grassroots-theater-historical-contem porary-perspective?unit=245

10 Story noted on the 1989 producing sheet o f  the project manager, D onna Porterfield, 
and confirm ed orally in 2014 by Porterfield.

11 Idiwanan An Chawe, the first Z un i language theater, was born o f  this process 
(1995). T he first seventeen years o f  the Roadside T heater— Idiwanan An Chaw e 
collaboration is docum ented in Journeys Home: Revealing a Zuni— Appalachia 
Collaboration (2002), D. Cocke, D. Porterfield, and E. Wemytewa, editors. Z uni, 
N M : Z uni A:shiwi Publishing. A digital copy is available on Roadside T heater’s 
w cbsite(http://roadside.org/asset/book-journeys-hom e-rcvcaling-zuni-appalachia- 
collaboration?unit=73).

12 Arizona State U niversity’s Public Events’ 1998-1999 season featured the “U ntold  
Stories Festival: C elebrating C am pus and C om m unity,” w hich was dedicated to 
stories that connected com m unities by helping them  see one another and themselves 
from  new  perspectives. T he undertaking was a jo in t project o f  ASU and the 
American Festival Project, a m ulticultural alliance o f  a dozen artists and perform ing 
arts com panies from across the U nited  States, o f  w hich Roadside was a founding 
mem ber. Roadside w orked with: A SU ’s classified staff (secretaries, grounds keepers, 
cleaning crews, maintenance engineers) and an ASU C om m unications class to create 
a perform ance script, “H ighly Classified,” from  the life stories o f  the stalF, which 
was perform ed by classified staff in fall 1998; State Police O fficers assigned to  w ork 
at the ASU cam pus to create a play, “Police Stories,” that was perform ed by Police 
Officers in April 1998; and the M etropolitan Boys and Girls C lub  and the Phoenix 
T heater’s Cookie C om pany to create a script that was perform ed energetically 
by C lub m em bers in April 1998. Roadside also perform ed in collaborations w ith 
Idiwanan An C haw e o f  Z un i N ew  Mexico, Ju neb ug  Productions, local artist Zarco 
Guerrero, and student dancers from  the Gila River Reservation.

13 T he author w rote m ore about this topic in “W hat is America? W hat is an American 
Theater?” In Todd, L., Ed. (2013).An Ideal Theater: Pounding Visionsfora New  American 
Art. N ew  York: T heatre C om m unications G roup. It is an underlying them e in many 
o f  the au thor’s articles (http://roadside.org/prograrn/articlcs).
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