DANA A. WILLIAMS

Contesting Black Male Respﬂnsibilities
in August Wilson’s Jizney

ccnrding to August Wilson, the function of black theater, not

unlike that of white theater, is “to create art that respc:nds to
or illuminates the human condition” (Shannon and Williams,
191). American theater in gentral, he argues, has the power to hold the
mirror up to truths it has “wrestle[d] from uncertain and sometimes un-
yvielding realities” (Wilson, Ground s3). If each of the plays in Wilson’s
ten—pla}? C}'Cll: meets this function and exhibits this power perpetuall}g of
signal importance in each pla}r is the construction and reconstruction of
black male identities. While a number of critics have intcrrﬂgatﬁd the com-
parative lack of women who take center stage in his pla}rs ! few critics have
investigatcd the sociocultural implicatiﬂns of Wilson’s pr:rinted choice to
write male-dominated, male-centered pla}fs. A notable exception 1n this
r»:gard is Keith Clark, who, in Black Manhood in James Baldwin, Evnest ].
Gaines, and August Hilson, examines Wilson’s recanﬁguratiﬂn of the
black male dramatic subject, hinting at the sociocultural implicatiﬂns of
that reccnnﬁguratiﬂn. Examining how Wilson “dissects the codes of con-
duct that govern blacks’ relatiﬂnship to each other,” Clark Emphasizes
Wilson’s “black men’s excruclating attempt to gat]n:r EDgEt]lEI‘ in the name
of individual and collective affirmation” (99): “In situating a panoply of
black male voices in central roles, Wilson em”:lnpes his pla}rs with multiple
perspectives to convey the multifaceted nature of post 1960s black male
dramatic subjectivit}’, a discursive ﬁguration far more CDI’HP]EI than a sim-
ple replication of Anglo-American patriarchal subjectivity” (ro1). fizney,
c:-riginall}' drafted lﬂng before Wilson conceived of the c}'cle, t}-'piﬁf:s, even

at that stage 1n his career, Wilson’s use GflnLlltiple and varied perspectives

Nadel, Alan, ed. August Wilson : Completing the Twentieth-Century Cycle. lowa City, US: University Of lowa Press, 2010. ProQuest ebrary. Web. 26 October 2016.
Copyright © 2010. University Of lowa Press. All rights reserved.



Contesting Black Male Responsibilities 31

on black male identit}*. In this essay, | examine the way these perspectives
contest 5Et111ingl}-' stable notions of black male respﬂnsibility b}; ccnmplicat—
ing black male dramatic subjf:ctix-’it}'.

Though it did not have its Broadway premiere until April 2000, fir
ney is actually one of Wilson’s earliest plays. Prior to fizney he had tried
his hand at poetry, and at least two of his plays were staged: The Home-
coming, which was staged for Kuntu Repertory Theater in Pittsburgh in
1976, and Black Bart and the Sacved Hills, which was given a staged reading
at Los Angeles’s Inner City Theater in 1978 and then produced as Black
Bart at Penumbra Theater in St. Paul, Minnesota, in 1980. But [itney, first
produced in 1982 at Pittsburgh’s Allegheny Repertory Theatre, marked
Wilson’s declaration of himself as “a playwright” (Savran, 291). Inspired
b}, his experience of Pittsburgh’s actual jitney services, the pla}? presents
one jitney station in particular, run b}, Jim Becker and Dpﬁfﬂtﬁd b:-,f four
other drivers: YDLlngblt:-Dd, ayoung Vietnam War veteran; Turnbo, a nosy
instigator; Fielding, a former tailor whose life is now more defined b}r his
dependency on alcohol than on anything else; and Doub, a level-headed
Korean War veteran. Becker, the “boss” of the station, is a former mill
worker who is well respected in his com munity b}r blacks and whites alike.
(He is able to get the white foreman at the mill to hire new black workers
on his recommendation alone.) Although other men frequent the station,
as does the play’s only on-stage female character, Rena, it is these four driv-
ers (D oub, Turnbo, Fielding, and Ymmgblc-c:d), Becker, Booster (Becker’s
son), and the discourses these male characters raise that render the play
such fertile gmund fora meaningful discussion about black manhood and
rﬁspﬂnsibilit}x

In response to the varied critiques of his focus on male characters, Wil-
son contends that he writes about black men because he is a black man, and
it is the view from which he perceives the world (Shannon, Dramatic 222).
In fitney, he tells Sandra Shannon, he “simply wanted to show how the
station worked, how these guys created jobs for themselves and how it was
organized. . . . [H]ow these guys could be responsible” (56). David Kras-
ner picks up on this theme, arguing that “the pla}r’s main ethical theme is

responsibility” (159). Whether one agrees with his interpretation or not,
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Krasner’s rﬁpeated invocations of black male fESPDﬂSibiiit}F in the essay en-
gage highl}; cliargeci and t:nfcen—pmblematic contemporary conversations on
the same topic.

Acc::rrding to Krasner, Rena and Ymmgi::—lc:uod must “learn the impor-
tance of responsibility” (162); “The play ... highlights characters possessing
a sense of responsibility” (163); “Despite Turnbo’s meddling, an important
point about respﬂnsibiiit}’ is made in criticizing young men for their lack
of commitment not on l}f to spouses but also to the commun ity’; and Jitney
“is meant to teach us that community and social respnnsibilit}? must take
precedenﬂe over selfishness” (16?). That the black male (anci the issue of
responsibility as it relates to his success or failure) has been the subject of
much “stud}f” as of late is pﬂrhaps an understatement.” We can even include
under this rubric Barack Obama’s 2008 Father’s Day spcech at ﬂpﬂstﬂiic
Church of God in Chicagﬂ.

Reactions to Obama’s spf:ech, which focused on black male responsi-
bilit}-’ as it relates to fatherhood, were mixed at best. While pecipie apt to
argue that the absence of black male respon sibilit}' is the chiefimpediment
to black male progress tended to approve of the SpEECh, more progressive
listeners were less enthusiastic. T]‘lt‘}' EI.I'ngECl that the speech and others like
it diminish the saciopﬂlitical and economic realities that limit or obstruct
black male progress. These reactions suggest that conversations about
black male ri:spi:msiiznilit},r must be as r:ﬂmpli»:::ited as the issue itself. In its
representation of black male identit}’ as ci}mplﬁx, varied, and understood
through layered perspectives, Jizney adds an important dimension to the
commentary on this aspect of black life and culture.

Wilson’s revision of fizzey over the years reveals the centrality of that
issue. As Joan Herrington notes in “Jitney,” Wilson “barely touched”
(113) the pla}r’s structure when he beg;m to rewrite it. Adding nni}' one
scene, he focused instead on “the creation of much richer portraits of
his characters . . . b}-‘ illuminating the details of their lives and increas-
ing the complexity of their relationships with one another” (114). The
later versions of the pl:i}r also reveal the effectiveness of the method of
rewriting Wilson cievelﬂped while w::-rking on the Goodman Theatre

pmdm:tir::«n of Seven Guitars. During that prcsduf:tir:m, he discovered that
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he could rewrite a pla}r during rehearsals with the same — if not more —
effectiveness than if he rewrote scenes and lines in isolation. Rather than
rewrite [itney from its latest draft, before rehearsals began, Wilson rewrote
the pla}* during rehearsals “in close collaboration with the director, and
inspired by the art, life, and response of the actors” (113).

For years, Wilson worked almost E:{clusivﬁl}r with Llc}}’d Richards as
the director of his major prmductit::ns. When Richards was hospitalized as
the Chicagﬂ pmduction of Seven Guitars bf:gan, Walter Dallas steppﬁd in
to direct the pla}f. Unlike Richards, who directed whatever Wilson wrote
without much interrogation, Dallas was full}f engaged in the rewriting pro-
cess, and he allowed the actors to pose questions to Wilson and to make
suggestions for changes in the script. Perhaps Richards and Wilson had
worked tﬂgether SO lc:ng that tht}’ trusted each other enaugh not to ques-
tion one another’s choice, or pﬁrhaps Richards believed that the pla},r 1s
the pla}'wright’s, and the director’s jc:-b 15 simpl}' to interpret and direct.
Whatever the case, the change in directors from Richards to Dallas (and
then to Marion McClinton when Dallas was not available to direct the
Pittsburgh production of Seven Guitars) generated a spirit of collaboration
that served Wilson well. Like Dallas, McClinton worked exten sivtl}-‘ with
Wilson during rehearsals to make cllanges to the script. An actor himself,
McClinton, who had played Fielding in Jifney’s 1985 production, also en-
cmuragﬁd input from the actors. This method of collaboration facilitated
Wilson’s desire to create richer portraits of his characters, and this enrich-
ment, in turn, enhanced his abilit}-' to dramatize certain aspects of black
male life.

Herrington notes, “As [Wilson] rewrote Ji#ney in the rehearsal room, his
contact with the actors Encmlraged and signiﬁcantl}' influenced his writ-
ing of the stories they told” (“Jitney” 120). Insisting that each character be
pnrtra}?«td as full}* as pnssible, the actors Encnuragﬁd Wilson to add small
details to their characters’ stories. When Wilson gave Doub the phrase “just
like I tell my bt::r}'s“ and included the word “railroad” in front of “pensicm %
Doub became both a father and a railroad man. “That made him some-
body,” Wilson explained. “That little thing made Doub somebody. The
railroad, the army, has two kids. The character prior to Pittsburgh didn’t
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14 DANA A. WILLIAMS

have that, he was just a guy” (Herrington, “Jitney” 120). Wilson’s interest in
making Doub “somebody” speaks to his commitment to creating charac-
ters that transcend stereotypes, prmriding a sense Dfmlthenticity that ]n:lps
the audience sense what is important rather than hear what is important.
Herrington argues that Wilson’s reliance on characters rather than plot to
devtlﬂp his story line hig]llights his maturity as a pla}rwright and his confi-
dence in 5ﬂp11i5ticelted dialﬂgue.

The commitment to representing the Eﬂl‘ﬂplﬁ}iit}’ of his dramatic situa-
tion inevitably increased the structural challenges that plagued Jitney. At
least some of these c]mllengf:s can be attributed to the fact that it was one of
Wilson’s earliest plays and that he wrote it in ten days. He tells Herrington:
“When I started Jizney 1 didn’t know you weren’t supposed to write it in
ten cla}fs. [ just sat down and wrote it and didn’t make a big thing about it.
When I go to it now I go to it as a skilled craftsman” (Herrington, “Jitney”
130). As the “skilled craftsman,” Wilson was confident enough in his abili-
tics as a playwright that by the time fizney premiered in its final form, he
had become qulil.ll}-' confident in his own aesthetic. Accc:rdingl}*, he had
few qualms about fc:cusing on character and clial::-gue develcrpment rather
than on unity to en hance the pla}"s credibilit}f, dtspite critics frf_‘quent Cri-
tique of his pla}-'s as structurall}' Hawed in the sense that 1:11-:}r seem disin-
terested in being traditional, “well-made” plays. As Clark notes, “Wilson’s
multiple dramatic discourses . . . are rooted in black men’s retrieval and
voicing of persanal histories, which inform the pla}*s’ thematic and formal
cc:«nﬁguratiﬂns. Hence, persanal story takes precedence over the erection
of a Sﬁamlessl}r crafted dramatic story (9 ;r). And even as his characters and
their stories are dramatic fictions, t:hey are often truer to life than stories of
real pec:plc when those stories are pn:sentcd in the abstract or packaged in
the form of :.-II'E]"lEt}’PES and/or stereotypes.

The diversity of the male characters in_fitney thus allows Wilson to re-
ject all variations of the “fiction of archetypal masculinity” (Clark, 100).
Thrcnug]mut the pla}; Wilson reveals the inauthcnticit}r of this fiction and
has his characters reject it both because of and indf:pendent of the “viru-
lently hostile hegemonic culture” (100) that precludes conformity to ide-
alized archet}rpes. Rather than Empluy an archﬁt}rpal hero, Jitney allows

multiple characters and their stories to compete. This allows Wilson to
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present li’l}’ﬁl‘ﬁd and varied facets of black male idcntit}r and to interrogate
the experiences that have shaped his characters’ identit}' formation rather
than to present their experiences out of context or in isolation.

Becker and Booster’s father/son rﬁlatiﬂnship and the experiences that
inform it offer the most fertile gmund tor zumlysis in this rv:g:trd. From the
moment Becker enters the stage, Wilson indicates that Becker is respon-
sible. Shcal}r says to him: “Say Becker, I been meanin g to ask you. I got a
nephew that’s trying to make sc:mething of himself. You reckon you be
able to get him on down at the mill?” (Wilson, fizney 21). While Becker
cannot guarantee anything, if the mill is hiring, he knows some pf.'ﬂple
who “will be able to take care of [S hﬁﬂl}?’s nephﬁw]” (11). For young men
trying to “make something” of themselves, Becker seems to be the man
to go to. Becker is cquall}' respﬂnsible to his wife and shows no interest in
Turnbo’s attempts to get him to look at a woman in a Pfﬁ_}!ﬁ?ﬂ 'y magazine.
When Turnbo and Youngblood argue over Turnbo’s unwillingness to pay
chngblc:-:-d for the coffee he bmlght at Turnbo’s request, Becker squashﬁs
the argument, and later, when Turnbo actuall}; pulls agun on Ymmgblmt:-d,
Becker settles that skirmish, too.

But Becker’s quict, responsibl}r lived life is more EDlllpli{:ﬂ.tEd than it
SEems. Eventuall}f we learn that Becker’s son, Booster, is being released
from prison. Until Booster was imprisoned for murder, he had been Beck-
er’s pride and joy. A star science student on 5-::lmlarship at the University of
Pittsburgh, Booster was dﬂing well until a white girl he was datin g falsel}'
accused him of rape when her father caught her with Booster. When the
father reacted :ngressivtl}?, Booster, not knmving that the man was her fa-
ther, beat the man nearl},-' to death. The same day Booster was released
on bail, which Becker had pﬂsted, Booster killed the girl. Ymmgblcrt:-d,
llearing this story, respnnds, “Served the bitch right! ... Served her right
for lying!” (41—42). Unlike Turnbo and Becker, who see Booster’s actions
as hast}' and unequivﬂcall}' irrﬁspnnsible, Yﬂungblﬁﬂd and Booster, two
of the youngest men in the pla}', seem to believe that Booster acted ap-
prc:-priatﬁl}-'. Althﬂugh Booster believes that he deserved to be punishtd, he
prtﬂ:rrf:d the con sequences of his actions over being known for a rape he
did not commit.

Wilson is careful not to privilv:gf: one perspective over another. Because
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Becker believes that t]‘lﬁ}' could have ﬁ:-ught the rape E]lEII'g-ES, he chastises
Booster for not allc}wing the justice system to run its course: “We could
have ﬁ:-ught the lie. I had alread}f lined up a lawyer A tt:-gcthcr we could
have fought a lie” (s5)- Booster, who knows how unlikely it is that a jury
would have believed him over a white girl or would set him free after he
had beaten up a white man, defends himself b}' saying thata lawytr would
not have made a difference: “I wasn't going the penitentiary for nothin g.
I wasn’t gonna live a lie” (56). When Becker claims that two wrongs don’t
make a right, Booster retorts, “Sometime they do. Sometime you got to add
it up that way. Otherwise it’s Jjust one wrong after another and you never
get to what'’s right. [ wasn't gonna hang no sign around my neck say ‘rap-
ist’” (56). Not coincidentally, Booster’s rationale sounds a lot like Becker’s
concession to Doub that some t]lings can’t be understood: “After Coreen
died I told m}'self I wasn't gonna ask no more questions. Cause the answers
didn’t matter. ... thmlght that would clmnge but it never did. ... I'm
tired of waiting for God to decide whether he want to hold my hand” (36).
Althnugh both Beckers have given up on things being the way 1:]1'::],J c.-ught
to be, the elder Becker cannot understand Booster’s recklessness, ﬁspeciall}'
after that recklessness dcstm}fcd the dreams he had for Booster’s life and
after that recklessness killed Coreen, Becker’s wife and Booster’s mother,
who decided to quit living after Booster was sentenced to death.

Wilson is careful to prr:widﬁ a context for both men’s versions of their
own realit}*. Booster claims that he grew up thinking that his father was
“a big man” and wanting to be a “big man” too. Booster confesses to his
father: “Ever}?where you went pec-ple treated you like a big man. You used
to take me to the barbcrshc:p with you. You’d walk in there and fill up the
whole leCE. Ex-'ﬁryb-:::«dy would stop cussing cause Jim Becker had walked
in. ... I wanted to be like that” (56). Booster’s childhood vision of his fa-
ther was shattered, however, when he overheard their landlord, Mr. Rand,
}?ﬁll that he should put Becker and his Fﬂlllil}' out on the street “where 1:]1»:}'
bﬁlmng.” In shaping the perception of Becker as ultra respon sible, Wilson
makes it clear that the famil}-* was unable to pay the rent because Becker
had to llelp pay for the funeral of Grandma Ada. Booster, however, had
expected Becker to demand that Mr. Rand get off of the family’s porch.
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When Becker, instead, “just looked at [Rand] and promised [he] would
have the money next month” (5?), Booster, no longer secing his father as
big, swore to himself that if he ever got big, he wouldn’t let anyone make
him small. To Booster, being respmnsible means being big at all times and
at all costs. As he explains to Becker, killing the girl was answering to a
sense of respﬂnsibilit}?: | t]mught about you standing there and getting
small and Mr. Rand shouting and Susan McKnight shouting out that lie
and I realized it was my chance to make the Beckers big again. ...l thcmght
you would understand. I th-:-«ught you would be prc:md of me” (5?).
Becker, however, rejects Booster’s belief that a man should be big when

bei ng big threatens respﬂnsible action. Becker rej::-ins:

you want to come in here and ridicule me cause I didn’t knock Mr.
Rand on his ass. You wanna know why? I’ll tell you why. Because 1
had your black ass crying to be fed. Crying to have a roof over your
head. To have clothes to wear to school and lunch money in your
pocket. That’s why! Because I had a family. I had responsibility. . . .
I swallowed my pride and let them mess over me, all the time say-
ing, “You bastards got it coming. Look out! Becker’s boy’s coming to
srraighten this shit out! . .. Becker’s taking this ass whipping so his
boy can stride through this shit like Daniel in the lion’s den! ... And
what I get, huh?” (58—59)

Wilson presents both men as hm’ing equal justiﬁcatiﬂn for their actions.
When Becker accuses Booster Gfkil[ing his mother since she refuses to eat,
talk, or move once she hears his death sentence (whir:h is later reduced),
Booster claims that it wasn’t her refusal to live ang Eﬂﬂllgh to see him die
that kills her. Rather, as Booster sees it, she shuts down because Becker,
“clinging to [his] rules,” turns his back on her (60). In short, their rela-
tiﬂnship is far too complﬁx to be simpliﬁed into dichotomies c}fright and
wrong.

Wilson refuses to choose sides or to resolve the tension between the
men even at the pla}-"s end. Becker dies in a freak accident at the mill, after
hzwing worked there for years without incident. And while Wilson admits

that he took the easy way out in resolving Jizney by having Becker die at
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the end (Shannon, Dramatic 63), he nevertheless was willing to forego the
well-made, unified pla}' for the sake of lmnﬂring his dramatic situation’s
cc:rmplf:xitjf. Nﬂtabl}f, however, Wilson does not have Becker die before his
evolution begins. As Herrington notes, as [itney’s drafts evolve, so does
Becker’s willingness to stop clinging to the rules for their own sake. Even-
tually, he “adopts some of Booster’s defiance as his own” (“Jitney” 127).
Onl}r after he disowns Booster, however, does Becker become rebellious.
Having resolved to ﬁght against the station’s being boarded up, he tells the
drivers, “When I first come alﬂng [ tried to do Ever}rthing right. I ﬁgured
that was the best thing to do. Even when it didn’t look like thﬁ}* was pla}ring
fair I told m}?self t:hv.:},-' would come around. Time it look like you got a litele
something going for you they change the rules” (Wilson, fizney 8s). He
claims that he was willing to pla}r b}-‘ the rules because he was counting on
Booster to “straighten it out.” Rejecting that possibility, he adopts Booster’s
spirit of defiance and vows to ﬁght the city. And even if his defiance is
temperﬁd (he plans to get a lawytr and to ﬁght lcgall}*), we see the influ-
ence Booster has had on him. As a consequence, we bﬁgin to view their
rtlatic:«nship as less destructive and mourn Becker’s death and the strained
father-son rtlatiﬂnship on Booster’s behalf.

Becker and Booster’s relatiﬂnship is not the ::-nl}' interaction that en-
courages [itney’s interrogation of responsibility as a posture that is easily
recc:gnizzl.blf: or that is deﬁnitively “right.n Yt}ungblt:md, like Becker, tries
to pla}f b}r the rules. He accepts his civic 1‘«:5}3~t::r1"1si|:31'lil:}F when he is drafted
and sent to Vietnam “to be shot at” (65), despite the racial inequality he
knows he will face upon returning home. And he accepts his familial re-
SpDﬂSibilit}F when he works two jt::ubs to bu}F a home for Rena and their
son. But when he learns that the jitney station 1s being boarded up in two
weeks, he r:c-mplains to Doub: “White folks ain’t got no sense of timing.
Thv:}-' wait till get 1n the position to bu}f me a house and then l:hv.:}F pull
the rug out from under me!” (64)_ Doub, then, becomes the mmlthpiﬁcﬁ
for black male rtsponsibility: “You keep thinking Evtr}rbﬂd}"s against you
and you ain't gonna get nothing. [ seen a hundred niggers too lazy to get
up out the bed in the morning, t:.-llking about the white man is against
them. That’s just an excuse. You want to make smuething Df}’DllI‘ life, then

the opportunity is there” (65). Assuming the role of father figure, Doub
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tells Youngblood, “Like I tell my boys, the world’s opened up to you™ (66).
When Doub suggests that Ymmgblm:nd get Becker to try to get him work
at the mill, resp::msibility’s gray area rears Its head again. How open is the
world reall}r when after telling YDllﬂgleGd that he can be an}fthing— “a
pilot or a engineer or something” (66) — the last option Doub presents to
Ymmgblcmd, pﬁf]lﬂps the -::-nl}r real option, is to work at the mill? Yﬂung—
blood tells Doub, “I don’t want to work in no mill. I done seen what the
mills do to penple and I swore I’d never work in no mill. The mills suck
the life out of you. . . . I'll do anything but I don’t want that” (66). Doub’s
only response is that “it ain’t all the time what you what. Sometime it’s
what you need. Black folks alwa}*s get the two confused” (6?). Both men
are right— T-::-ungblﬂc:d must be respnnsible to his own well-bei ng — yet
chngblocnd must not confuse his wants with his needs. And Doub must
not confuse the idea of opportunity with its realit:-;. The fact that he con-
cedes to the confusion of needs and wants rather than insists that opportu-
nity and respon sibilit}f can go hand in hand highlights his own awareness
that being I'ESPDI]SiblE sometimes means accepting limited opportunities.

As he does with all the plays in the cycle, August Wilson uses fizney to
E:{plcnre black culture — a culture that carries with it its own set of cc:-mpli—
cations and its own desire to have these cc:-mplicaticrns iﬂtﬁ[‘[‘ﬂg&tﬁd with
authenticit}f and s::mphisticatic:-n. Thisis wh}' his call for black theaters is an
appropriate one, for it is largel},-', thc:-ugh not exclusively, in black theaters
that black actors and black directors will nudge black pla}rwrights to reject
sl mpliﬁed pDrtra}*als of black pEﬂplE and black culture and to depict both
as EDl‘l‘lplE‘:{ and multidimensional instead. And it is in black theaters and
in the American theater informed by black theater that we will ind the
power “to bring the lig]]t ﬂfangelic grace, peace, prosperity, and the unen-
cumbered pursuit of happiness to the ground on which we stand” (Wilson,

“Ground” 503).

Notes

1. Consider Sandra G. Shannon’s “‘Ain’t ] A Woman?’ Sojourner Truth’s Ques-

tion Revisited in August Wilson’s Female Characters,” Shannon’s “The Ground
on Which I Stand: August Wilson’s Perspective on African American Women,”
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Harry Elam, Jr’s “August Wilson’s Women,” and Tara T. Green’s “Speaking of
Voice and August Wilson’s Women.”

2. Among the many analyses on the subject are the National Urban League’s
The State of Black America 2007: Portvait of the Black Male; Demico Boothe’s
Why Arve So Many Black Men in Prison?; Bruce Western's Punishment and In-
equality in America; Earl Ofari Hutchinson’s The Assassination of the Black Male
Image; Jewelle Taylor Gibbs’s Young, Black, and Male in America: An Endan-
gered Species; Ronald Mincy’s Black Males Left Behind; Mark Anthony Neal’s
New Black Man; bell hooks’s We Real Cool: Black Men and Masculinity; the
Washington Post’s 2007 series on the black male and the series’s corresponding
book Being a Black Man, and, most recently, CNN’s documentary “Black in
America: The Black Man,” which first aired July 24, 2008.
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