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ABSTRACT
Sonny Eugene KeltyPipelines to Pathways: Reframing and Rewging Black Youth Identities
through Performance
(Under the direction of Renée Alexander Craft)

This dissertation is a critical performancentered approach tesistingthe dominant
narrativeshatdehumanize andriminalize Black youth and perpetuate 8&hool to Prison
Pipelinein America. This approach engages peesonsperspectivesand positionalitie®f
Black youth and their commugitnembersn route ¢ articulaing, analyzng, and addressg
their experience with systemic criminalization and dehumanizaliothis end, th&ipelines to
Pathwaysrojectexecuts and examinga performancecenteredgrocess of antiracist analysis,
artistry, and action g and with, Black youth and their commuynihembersTheexamination
of this processs framed bycritical race theory, critical interpersonal communication theory, the
communication theory of identity, Gof fmanos
theories of critical performance and pedagogy.

This examinations is based upon tease studiegl) a performanceentered/outh
participatory action research project wétlgroupof Black youthin Fayetteville, North Carolina
and(2) a performed autoetlegraphy projechased upon my own experience as a Black
caregiver This projectqualitatively examingthe performancerocessat work ancexhibitsits
powerto create spaceand generate intentional practices for Black youth and their community
menbersto explore, examine, and engageuitiracist attitudes and actions theframe and

reclaim thenherent positivity, dignity, and agency of Black youillentities.
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This work is dedicated to thmore than foumillion Black youthliving in Americatoday.May
you come tahoroughlyexamine, exploregnact and enjoyour beauty, dignity, and agency.
May you speak, write, act, dance, sing, shplaty, and create irxcellentways that make the
world stop and take noticklay youinvest every gift and dedate every performande the

project ofLOVE. Whatever your hand finds to do, do it with all your might (Ecclesiastes 9:10).
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PREFACE

Because thereds somekhowgt hasi decaon makeng:
(Freedom Schoos heme song fASomet hi ngSiffensi de So Str

In 2011, as a youth pastor aage predominatellack'church in San Antonio, Texas, |
served as the supervisoro€ah i | dr e n 6 s (OD&)fFread@meSchBalsrogram Based
upon the Freedom Schodlsat rose up in Mississipphurchesluring theAiSummer of Freedoin
in 1964 undethe leadership of civil rights leader and scholar Ella Baker, moderRrdaglom
Schoolshave sought to educate and empower marginalized children oftbmdagh academic
and culturally enriching activities since 1995 (CDF, 2(Hdle, 2011)This sixweek summer
camp includsliteracy training, mentoring, field trips, character development opportuynatnes
multiple extracurricular activitiesBut, for me, the embodied performance evident in the
Freedom Schoolgrogram is the magic, the electric foread the connective tissue that
energizes the program to profoundly impact and empower youth.

Each day, all of thecholars §tudent¥, servant leaders (young adult intern teachers) and
adult staffat everyFreedom Schoslsite across the nation stHreir programmingwith a

gatheringcalledharambe@ This session includegroup songs, chants, and dances in the African

11 capitalize the ABO in ABlackod and the AWO in AWhite:d
nouns do not assume that the people groups that they name exist as homogeneous mongliles.hdever,
implicate the uniquely divergent social, cultural, and psychological experiences of distinct groups in America. As

such, | treat Blackness as a cultural group identity tiiatqisn a mal gamati on of cul tural tr .
thatar e fused by racial isolation and class distinctions:d
2Harambeed s Swahili and used in many eastern Feédommcan count

Schoolemploy elements of language, muai@ style based upon maAfrican and African Americatraditions in
order to celebrate the cultures and languages that are the roots of the identities of many of the underrepresented
youth served byreedom Schools
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traditions of call and response, collective action, and spiritual connection. Thereds also
storytelling time where an honored commumgtyy e st reads a chil drends s
group.iCheer s and cloisteraduslyd aag es tsthdaeretds fAstrut t hei
own individual movement styles) and participate in synchronous dances, songs, and chants
(based upon contemmoy popular music, traditional African and African American music, and
new creations developed by the youth and steitf) the larger groupThe daily celebration of
harambeas an example of how thedesign ofFreedoms Schoolsobilizes public embodied
performance to facilitate regular experiences of wdrghropologist Victor Turngi1982)refers
toascommunita§ a sort of fAmagical 0 social phenomenon
unmediated connection with each other in one common flow and moveme6(pp). D.
Soyini Madison (2012) conceptualizes communitas as a forcéahimhates collective action,
[as]it rises in a temporal cohesion where individual identities come together in a kind of rapture,
a transference of communal, affective energy 6)p The dynamic social interactions and
consistent call for seéxpression exhibited by these practices reveal particular communicative
and performative processes that empower participants to engage with each other, their larger
communities, and theiven identities.

| have observed the three most salient results of these communicative and performative
processes to be (1) the creation of spaces for examination, expression, affirmation, and
witnessing of identities; (2) the generation of intentional prastfor examining, expressing, and
reframing identities; and (3) the empowerment of participants to engage in antiracist attitudes
that reclaim the inherent positivity, dignity, and agency in themselves and others. These forces
are essential drivers ofdHinal two components of eveFreedom Schoolsummer prograr a

public performance and an act of social activism. At the end ofsanmerFreedom Schools



participants are encouraged to design, rehearse, and perfoeatize artdased presentation
for their larger communityParticipants also partake some form otollective public activism,
such as a march or a letter writing campdfgmith, 2010)These activities allow the scholars to
shine and to connect their personal interests and skilstiaeir new knowledge and collective
critical consciousness around self and society.

The CDFFreedom Schosimodel and the rich body of qualitative and quantitative
research that it has produced since its inception in h898 consistently revealed thesgive
impact that-reedom Schoolgarticipation has had anwide range of measurable outcomes for
students and their communities in terms of academic performance, positigersspt,
attitudes toward school and community, and social engageBetis, 2012; CDF, 2014;

Green, 2014Hale, 2011Jackson, 2009, 2011; Jackson & Howard, 2014; Smith, ZCay@or &
LaraCinisomo, 2015Taylor, Medina& LaraCinisomo, 201Q)However, | am particularly
drawn to the fact that h e A m &rgadamdSchodiseginsand ends with performance.

Fast forward to 201@hen | learned of :9earold Ravon Jordargn aspiring college
student and fashion designer who grAaFdemdat ed fr
youth intervention program. In May of 2014,\Ra attended a Fayetteville City Council
meeting uninvited. Just weeks before, one of his best friends was gunned down in the Cambridge
Arms apartment complex. Ravon came to ask the Council members to close Cambridge Arms or
clean it up, so that it coulceta safe place to live. This young Black man stood up wearing only a
white tshirt and jeans. He spoke up eloquently and artfully before an audience of mostly White
faces. He spoke against gun violence and the devaluation of Black lives. He used metaphor t
compare paying rent in Cambridge Arms to payi

i neffectual approaches to reducing violence i



Just 41 days later, he was shot to death at a gdrtyigh he was knced by gun violence, the

Amagi co of Ravonds poetic approach to antirac
My quest to understand and to practice this magic informs and feeds a perfermance

centered praxis toward constructing and expressmgrgent narratives that declare the inherent

positivity, dignity, and agency of marginalized youth and their communities. | developed the

Pipelines to Pathwaygroject as a mukmodal performanceentered approach to recreating that

magic that | felt duing harambee in the summer of 2011. This work was created to honor the

voices of those young people, and their allies, who sang, danced, spoke, and walked out their

beauty, brilliance, and bold purpose with reckless abandon. This project is driverbiejiehy

in the power of performance to engage, enliven, and empower marginalized Black youth toward

collective transformation.
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CHAPTER 1: INTRODUCTION

Introduction

| believe in the power ofvords

| believe in you and | believe in me.

| believe our words have the power to set people free.

| believe the things that we say,

Can change Athem, 0 fithose, 0 and Atheyo to
For you see, when we use our words responsibly,

They hae the power to teach, build, and even heal.

The words that we say put wings on everything we can think, dream or feel.

So, man, woman, boy, and girl,

Never forget that your words can (and will) change the world!

(AThe Power of Wordgauthbhby Sonny Kelly for t

ThePipelines to Pathwaygroject forges routes whereByack youth their caregivers
and their community members cbha empowered to creativedxpress theiidentities in ways
thatreclaim and reframtheir sense otheir positive, dignified,andagential selves. | hypothesize
that these routes are activated and enacted through the process of collalooitatale,
performancemaking and sharing. Through these avenues, we can critically engage, express, and

embody our owndentities. These iddities are framed bgur lived experiencestories,

standpoint§ and positionalitiesandclaimed byhistorical,socicectonomic psychesocial,

3 | wrote this poem as a gift for thy@uth with whom | have worked since 2002. Today, | perform this poem to open
creative seHexpression workshops. It is means of inspiring people to liberate their voices toward transformation.

* This term is based upon Black feminist and Critical RaceeTor i st Patricia Hill Collinsd
Theoryo which states that every individual has a diffe
based upon their social standing i rialvahtage pomtrfrgmewhichs oci al

one sees the world. Onedbds perspective of self and soci
*Cultural communication scholar Kathryn Sorrelds (2016)
and interaction with power within a given social hier a
position within an intersecting web of socially constr



interpersonaland discursivéorces thatlehumanie and criminaliz Black youthThis project
outlines andcexamines a critical approach to reframing and reclaiming our identities by creating
spaces, generating intentional practices, and empowering Black youth through performance.

Pipelines to Pathwaygursuesa deeper collective understanding of the impact that
racialized dehumanizaticandcriminalizationhave on Black youth, their caregivers, and society
at large It examines the extent to which creative performasegered modes of expression like
original poetry, theater, photography, and performed ethpbgrean clarify and magnify the
voice$ of Black youth and their caregivérsn r el ati onship to what has
Prison Pipeling® Further, this project analyzes how a performaceatered approach to critical
pedagogy, critical inquiryand public dialogue can amplify the perspectives, insights, and
critiques Black youth and their caregivers make of the educational and criminal justice systems
in our everyday experiencéy placing them into aantiracist framein the public sphereBy
attending to the creatively expressgtdndpoint@nd positionalities of Black youth and their
caregiversPipelines to Pathwayworks tode-coloniz€ traditional topdown, outsiden
approaches to research and intervention (Smith, 2012).

Pipelines to Pattvaysdevelopsa performanceentered model of examng and sharing

our stories. It frames them in larger contexts and clémsas discursive beacons of human

®We d givedoice to our collaboratorgo i n t er | o c u tharmhistary obspeaking kzefore, eluring, i

and after our arrival OANOE OAO OAOAAOAESG licondiderhe perfdrmagcaspofivbica® 8 GO E 48
publicly staged embodied and/or creative expressions of self and lived experices.

"lusel br am X. Kendidéds (2019) definition of fAantiracisto
actively and intentionally support racial equity and antiracism, and that actively aesddtimequity and racism.

8 Decoloniing research has been definedliiyda Tuhiwai Smithas that which puts the collaborators first
while acknowledging and celebrating their humanity, unique knowledge, and perspddtiseequires a
keen understanding of whsatr eSmiatrhc h(e20 laZg)e ncdaaldl sa sfi ionndei gt ehnma

research with any community wdof or t he m. I nformed by a drive toward #ds
agency, the indigenous research agenda focuses on fdAbui
reconciliation and Indhs predctoofnboeatornspo-learnprs, anda-performers enact

and read Aresearch as a site of struggled and service



beautydignity, and agencyThrough thePipelines to Pathwaysroject my collaborators, €eo
learners, and | have committed ourselveseixamhing and expressingur perspectives,
positionalities, andived experiences ivordsand waydhat impact our realitiedVorking
through the performanemaking process, | examine how engaging and enactitcg Worough
performance caresistdominant narratives that delimit and disparage Black youth ideflities
America.l also examine howerformance can engage multiple modalitiestérpersonal
communication and publidialoguein ways thaeducate angvigorateindividuals andoublics
toward antiracist attitudes and acton
We theorizeour identitieghrough our stories~or people in America, these stories are
always racialized. For Black people in America, these racialized stories have histailealted
us and subjugated us to the whims and expectations of White supremacistwbimshere s
no single Black identityA me r i ¢ a 6 s persisterifarnt ai lfacésm hag alwayseated
and continues to creatdalse racial monoliths by whicwe often abidéwittingly and
unwittingly)). Consi der the discussions about who wil
the absenac& dfatfhtere® BIlna it he Bl ack family, 0 wh
In America, Blackness is often reduttto a singular identity that éften pathologized and
problemaéized.Even t he -ondBrl m cikBlca d kaease obsslisflictedeharm- a
kind of twisted self loathing homicidalithat is projected onto Black people. This is a sticky
route totraverse laden with pitfalls and red herringas Hecht, Jackson, &ibeau(2002)
observan their exploration of African American communication through identity and culture

AThere i s no si ngdAfecaneAmericacd@ r T le € $ e aia gegatiagbed ib ie e s

My wor kshops are based upon Pa udogy wheretihe teatterisalb® 7 0) conc

student-stiitea¢c®gdr, open to learn from students as he fa
Yeike Hecht, et al. (2002), | pluralizeAméricadent itieso i
experiences, while recognizing that there isasharedseeci | i t i es among African Ameri ca



context and situationally emergent. As identities emerge, they present problems for the
interactants, problems managing individual i d
2). These problems give rise to generative cognidiigsonance anditcal consciousness
aroundr aci smos fallacious posi t insvarosndcultutegustives an d
equity,power, relationships, andentity.

The Pipelinesto Pathway$roject seeks to incite theognitivedissonace and critical
consciousness to the end of reframing and reclaiming Black youth idefitiiesesearch
process fothe Pipelines to Pathwaygrojectspanghreeyears and includddy Life Matters’ a
performancecentered participatory action researBAR) project with35 Black youth
collaborator- andThe Talki my own critical autoethnographic analysis of the dehumaniZation
andcriminalizatiori” of Black youth in America. Th¥ly Life Matterscollaborators and |
developed poetry, photography, and tke#d engage diverse public audiences. Whk Talk||
performeda onepersonautoethnographicalrama analyzing and expressing the embodied roots
and routes of racism in Ameri¢as they are traced through my own memories, experiences,
stories, relatiortsips, and interpersonal interactions.

The research praxis | have engaged in over thetlpeslyears hagxamined how the
performance procesanmagnify positivity,repair dignity and enact agency for, and with,

marginalized Black youtH}, their caregives, and their communities. This research employs

| refer to dehumanization of Black youth as the convergence of the colonial economization and animalization of
the Black body as a bsiaof burden, and the modern securitization of youth (especially Black youth) as an

existential threat to Western societyds peace, prosper
2 utilize sociologist Victor Riosd (bya@hch[margnalized) def i n
yout héds] styles and behaviors are rendered deviant, an
incarcerationodo (p. xiv).

13| continue to perforrThe Talkat universities, schools, churches, and other civic spaces atiting voday.
YAMarginalized B lthmsekho faae pdtehtidl oacteaf ceurt or schaol disciphny involvement
based upon past behavior or exposure to high levels of poverty, violence, or incarceration in their communities.



embodied modes of storytelling based upon African and African American storytelling
traditions, poetry, photography, and live performari¢e Pipelines to Pathwaygroject pursues
an embodied application afhat June Jordan, founder of The Poetry for the People Initiative,
refers to as the fAimpassioned embrace of | ang
difficult fabulous pursuit of the power of the word/the voice/the poetry, of people who live and
die together, mostly unknown to each other; m
have found that the performance processccaate spaces and generate intentional practices that
empower Black youth and theiommunity membert reframe ad reclaim our voices, our
power, our relationships, and our identities.
Research Questions

Broadly, | want to discover the routes by which a critical performaesogéered approach
effectssocialtransformation toward antiracism and racial equity in tinape and public
spheresThis project seeks toreate performances that incite in thearticipants critical
consciousnessesponsability’®, and a sense of social responsibilitgt resisthe racialized
dehumanization anctiminalization of Black yoth. | apply antiracist analysi8to theories of

communication and performance studies to ansiaefollowing questions:

15p. Soyini Madson( 201 2) uses t-abiditydot etrom charpetsuproen stehe coal escence
should occur when one encounters inequilh e ar gues t hat fiboth virtue and et
assume the r espons i7)bMyhlility o aad dn ths dense ofaesppability dppendsQupon the

resources and information available to.rtealso depends upon my willing diologic engagement with those who

suffer from inequity. Madison borrows the term from philosopher Kelly®©livd s ( 2 0 0 1\itnessioghc e p t o]

which includes fAan obligation not only to respond but
the responsibility to respond by oeabiliyasthedootbsubjectvig., 19) .
I't is as a dialogic form of subjectivity that requires
on the ability to respond to, and address, ot herso

responsibity to present and address Black youth as positive, dignified, agential subjects. Their responses to being
addressed as such beg an ethical responsibility in their withesses to critically examine the roots of racism and forge
potential routes for antirgst action and empowerment.

16 Antiracist analysis consists of the practice and products of critical reg@atdrively and intentionally supports
racial equity and antiracism, and that actively resutial inequity and racism in praxis and in theor



A How canthe performanceprocessreate spaces where thersonsperspectives, and
positionalitiesof Black youth and their caregivezan beexaminedgxpressed,
affirmed, and witnessed?

A How canthe performancerocesgjenerate intentional practices for Black youth and
their community member examineexpressand reframeheir persons,
perspectivesandpositionalitie®

A How canthe performanceprocess empower its participamtsengage in antiracist
attitudesand actios thatreclaim theinherentpositivity, dignity, and agency of Black
youth identitie®

| hypothesize that the praxis of staging, repeating, and dialoguing aroundvzeréecentered

forms of selfexpression caempowelperformers tcengage and transform the stories and layers

of identity that frame of their sense of self and society. | believe that the performance process can
empower them toeclaim their own sense pbsitivity, dignity, and agency, while calling others

to claim theirs as well. As the Poetry for the People Collective articulate in their ground rules:

The art of telling the truth is a necessary and a healthy way to create powerful, and

positive, connetions among people who, otherwise, remain (unknown and unaware). The

strangers. The goal is not to kill connections but, rather, to create and to deepen them
among truly different men and women (Muller & The Poetry for the People Collective,

1995, p. 16).

This projectexamines the impact that the performative public framing and claiming of our
personal and collective stories can have on efforts to promote antiracisbosnsss, dialogue,
and action among truly different people.

In order to accomplisthis, | grapple with elements of culture, race, identity,

communicationandperformance. | have practiced what Communicalibaorist Michael Hecht

(1993) calls Al ayering of theory, o6 whereby



juxtaposedang | ayed off each other and/or blended to
richer understanding of the issues at hand (p.T&baddressssues otulture and racd,rely on
aframeworkinformed bycritical race theoryT'o analyze theommunicatie issues of identity
relationshipsard power, | apply thecommunication thegrof identity (Hecht, 2002)Erving
Goffmands dr amat ur gi c andcritivad idterdersamdl commumeation i cat i o
theowly (Moore, 2017). Taddresshe powerof performance | apply theories and practices of
embodiedperformance performancesthnographyperformed ethnographperformative poetic

inquiry, and performative writing.

The Theoretical Framework of Pipelines to Pathway

[T]he critique of what we are is at oaed the same time the historical analysis of the

limits that are imposed on us and an experiment with the possibility of going beyond

them (Foucault1984,p. 50).

| argue that ompellingembodied performances of the lived experiences of Black youth,
ther caregivers, and their communities has the potential to reveal and lift what antiracist
educator Lee Ann Bell (2010) caliencealed storiete hose t hat f@Areveal bot h
the mainstream) stories told from the perspective of racially domigabegds, as well as stories
uncovered through critical analysis of historical and social science data that illustrate how race
shapes exper i e mesigandestoriefuln o s® cti rdtyoffjdemonstrate
resisted racism, challenged tiieck storiegfdominant narrativeghat support it, and fought for
more equal and inclusive social arrangements throughout our history but seldom taught in our
s ¢ h o ,@ahdeniejging/transforming storigsinew st ori es deli berately
the stock stories, build on and amplify concealed and resistance stories, and create new stories to

interrupt the status &%).8e aStayseking fpaSgoal Jastica n g e 0)

model is a route by which these three forms of criticatys¢lling can do the work of



deconstructingtock storie§fit he t ales told by the dominant g
and | iterary documents, and cel ebrated throug
(p. 23) These are the dominganarratives that support and reify extant ratisrms.

| argue that stories that align wihe | 3todytelling for Social Justicenodelhave the
power to incite collective critical consciousness around racist structures of domination like the
School b Prison Pipelin€. Thi s proj ect s e e ksorytelingmmnunityimat e a
which race and racism can be openly discussed in diverse groups and in which risks can be taken
to expose how systemic racism operates in our daily lives and oun saeporting or resisting
racial patternso (Bell, 2010, p. 94). As writ
decl ares, fASystems are just collective storie
and performing critical stories toward antiracist consciousness that encourages and empowers
us to buy into critical antiracist action and social transformation.

| argue that to begin this process Black youth identities must be reframed from what
Rhetorical Studies Theorigfric King Watts (217) would call the existingiotropeof the
dehumanized ancriminalized Black youth. | use the teilorotropeto refer to a simultaneously
metaphorical and metonymical approach to the meaning and value that a collective social
imaginary assigns to bodidsased upon certain biological characteristics (Daut, 2016; Watts,

2017).In other words, the Black youth bodgrves as a symbol foriminality (metaphor)’.

17Here,IutiIizeauthorT-zh\Iehisi Coatesd (2015) definiti-deepfeafuresir aci sn
to people and then humiliate, reduce, and destroy them

¥The Childrendés Defense Gradle® ProaRipeln®,iofter @fertechteasthédr ase, t h
School to Prison Pipelingo explicate the statistical correlation between the disproportionately high rates of child

poverty, schootliscipline experienced by black children and equally disproportionately highofdtesirceration

for black people in the U.S. (Advancement Project, 2010, Alexander, 2010, Cass & Curry, 2007)

YThe Oxford Dict i on athing rebardeil as eepresemeativeqy $ymholic af sométhing else,
especially something abstrakThus, the biotrope serves as a symbol of certain abstract phenomeona like
criminality.



Simultaneously, the Black youth bodgrves aa substituté a sort ofshorthand- for
criminally prone people (metonyrf) While all criminals are not Black youth, the body of the
ABl ack youtho (especi al |-yopdvds® carriestwithiit the veeigra t h e d
of preconceived notions of that tend to attach themselves to the Amienagimary of the Black
yout hraskip@at diamlgemtous, ASuper Predatorial 0o et
| argue that théiotropeof thedehumanized ancriminalized Black youth serves in the
American imaginary as a source ofpawvhisad0 Sar ah
general state of fear and apprehension that perpetuates a stereotype go&ackminality.
This biotrope objectifies the Black youth subject, delimiting her subjectivity. Kelly Oliver (2001)
describes this assault on subjectivity:
Being dhered, oppressed, subordinated, or tortured affects a person at the level of her
subjectivity, her sense of herself as a subject and agent. Oppression and subordination
render individuals or group s of people as other by objectifying them. Objectificati
underminesubjectivity: to put it enply, objects are not subjedts. 7).
Oliver argues that this process of objectification can only be overcome through the process of
witnessing. She notes that
Through the process of bearing witness to oppressidrsubordination, those othered
can begin to repagtamagedubjectivity by taking up a position as speaking subjects.
What we learn from the beginning with the subject position of those othered is that the
speaking subject is a subject\istue of addessability and responsability (p. 7)
This process generates a sense of obligation among all participants in the witnessing process to
Arespond t o our Eeoplenwagsthaeopeh upaather thantclbse off the
possibilitpElOl respoh23@0l-pbposits -dhitdadrespons
At he roots of Osluthrgughopeiminded gnd opéhparted wijnessing can the

Black youth be address@uaccordance with hisherently positive, dignified, agentia

®The Oxford Dict i naaworddharkioneepsessioreusen asya substitsite fir something else
with which it is closely associated0 T h u s tsdrves ab shelthnd forthe sterotypes associated with it.



identities Only when he is addressed as such by withes$esempowered with the abilitg
respond in accordance with his positive, dignified, agential identities.
The biotrope of thelehumanized ancriminalized Black youthon the other handenes
as the objectified subject of a powerfully pervasive stock story that persistently dehumanizes and
criminalizes Black youth, while justifying the mechanisms of$k&ool to Prison Pipelinén
fact, the School to Prison Pipelingppearsat its surfae, to be a very lineastockstory:
(1) A Black child grows up facing disproportionate exposure to negative psycho
social and soci@conomic obstacles. (e.g. racism, poverty, and violence)
(Camilleri, 2007; Cass & Curry, 2007; CDF, 2015, Ginwright 2010, 20$ris,
2016; Rios 20115
(2)  The child goes to school and is disproportionately implicated in, and punished
for, socially abnormal or fAunacceptabl e
(Camilleri, 2007; Cass & Curry, 2007; Morris, 2016; Rios, 2011, péA7
(3)  The child is significantly more likely to experience negative interactions with law
enforcement, and to end up incarcerated than their White counterparts (Alexander
2010; Camilleri, 2007; Cass & Curry, 2007; Monahan et al., 2014; Morris, 2016;
Rios 2a.1, 2017f3
ThePipelines to Pathwaygrojectmobilizes the performance process to create sgaces

antiracist seHexpressiongenerate intentional practicesantiracist seHexpressionand

21 According to the Annie E. Casey Foundations Kids Count database (BlHK) children are three times more
likely to live in poverty than white children.

22 pccording to the United States Gamenent Accountability Office Report to Congressional Requesters report on
AKL2 Discipline Disparities for Black Student s, Boys, a
three times more likely (and Black girls were five times mordylikehan their White counterparts to be suspended.

2 (1bid) Black K-12 students are more than twice as likely to be referred to law enforcement and four times more
likely to experience school arrest than their White counterparts.
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empower Black youth and their caregiverstmfront and conter this stock story with their own
antiracistanecdotesattitudes and actions.

A Communication Theory of Identity Approach

[I] dentity is inherently a communication process and must be undeest@ttansaction

in which messages and values are excednghesenessages are symbolic linkages

between and among people thateasst in part, are enactments of identity. That is, we, as

communicatorsywould like to believe we are simply talking to others; instead, we are

also exchanging codes of cultur@rponhod (Hecht, et al., 2002, p. 211)

To effectively push back against thriesthat frame and claim Black youth identities,
we must first develop a deeper critical understanding of the waysiainBlack youth identities
aredehumanize@nd crimiralizedin America We cannot gain this understandingfbgusing
only on the structural and systemic racism and inequity thatoustyyouth into theSchool to
Prison Pipelingor by focusing only on cultural or individual patterns, deficits, or pathatogie
that maypull youth into theSchool to Prison Pipelindheyouth who are directly affected by
this phenomenon can be empowered to resist and addreshiba to Prison Pipeline
themselves. The pathway to this empowerment begins with addressing ahzimgabe
symbolic and dynaminature of identity at both the personal and political level. Because
Ai dentity is i nher ent |cgmmunicatiortheoty ofidentayt(CT) e pr oc e
also helps us to examine the ways in which it is framed &mded (Hecht, 1993, p. 78).

CTI finds its foundationn symbolic interactionisiHerbert Blumer (1969) developed
symbolicinteractionismf r om hi s ment or George Herbert Mead:
toward things on the basis of the meanings that t hi ngs have for them, o
created via human interaction (p. 2). In staking a claim to human interaction itself as an

episteme, Blumer (1969) was confronting the raging logical empiricism/positivism and

behaviorisnof his time. As a redty a symbolic interactionisipproach to human communication

11



tends to address the limited perspective of latéc2btury sociology and psychology that
trained its gaze on stimulussponse psychology, ignoring notions of agency, and subjectivity.

Blumer (1969) declare that the primary premise of symbolic interactionisrthat
Ahuman group | ife is necessarily a formative
pree xi sting factorso (p. 10). | veringthie hoets of wor ds, r
identity, symbolic interactionisiwas designed to discover and display routes of identity
formation and expressioBlumer (1969)notes that people construct their sense of action and
identity, based upon the sense of meaning that they derivéd r ough an i nterpret a
situationswhiclt onf r ont t hemo (p. 7 4) .foclshswnat merdyyomb ol i ¢
the psychological or social factors that have acted on individuals themselves, but on the
constellation of human interactions thia¢y constantly interpret and reinterpret as articulations,
negations, and/or affirmations of self.

In this context, George Herbert Mead (2012) introduces a crucial core concept of
symbolic interactionisnec al | ed t he fAgener aladfzetdhe twheal, @ w@amn
(p. 354): ANnSo the self reaches its full devel
others into the organized social or group attitudes, and by thus becoming an individual reflection
of the general systematic patternrsob ci al or gr oup beharheretoreo ( Mead
people (oftenreer r ed t o as Mfnagent s dramework) umdergsay mbol i ¢ i
constant process of identification, interpretation and definition of self and situation. This process
prodces the fAself object, o0 a conceptuali zati on
unique human groupings (Mead, 1934; Blumer, 198@)ad (1934, 2012and Blumer(1969)
posited a binaryselft he Al 0 subject who agselsandrgaldynand he wo

t he fAmeod osimpltanedushaetedoupon and constructed by social interaclionlay,

12



the theoretical traces of symbolic interactionisra evident in identitgentered approaches to
interpersonal communication theorieslithe communication theory afentity (Hecht, 1993).

CommunicationTheorist, Michael Hecht (1993) expands this notion of a singular socially
constructed self by examining identity for mat
(cf. JuliaMo o r (0@ Ainsistence on subjectivity superseding mere identityitical

interpersonal communication thedriecht (1993) examines identity through frames, which he

defines as fimeans of interpreting retheli ty tha
social worldo (p. 81). He posits frames as bo
as fiways people conceptualize their own ident

Identity (CTI) adds a more complex framework to our analysisodtkel f by posi ting
frames of identityo that are constantly at pl
thepersonal frame, enactment frapmelationship frameand thecommunal frameAnalyzing
identity through these four frames helpgue Al ayer 0 our analysis of t
through which we communicate, construct, internalize, and effectuate our sense of identity
(Hecht, 1993, p. 76).

Hecht (1993) defines the personal frame as one that focuses on individual identity as
expr essed t hr ou g konceptéctiGeorge Henbsid e a d183#)aselffobjecd).
The enactment frame focuses on the social interactions of individuals and how those interactions
communicate identity. This frame is based upgmbolic interacttnismunderstanding of
identity formation which states that identity is emergent and dependent upon social interaction.
The relationship frame of identity extends th
soci al i nt er ac thumam selationiskps (p.h78). Heohtr(11998xobsereet that the

relationship frame attends to the tendencies of individuals to define themselves in three ways: (1)

13



by comparing themselves (in relation) to others (e.g. being the oldest, youngest, Whitest or
Blackest person in the room), (2) by defining their own place in particular relationships (e.g. in
relationship, the individual i's transformed i
by allowing relationships to subsume individual identitieg.(gouth group participants become
known as a research team). Finall vy, Hecht 6s ¢
group not the individual or the interactiono
projects, common interestsutoial threats, and other collective endeavors to create a collective
sense of self.

Hecht (1993) argues that, at any given analytical moment, one may study identity through
any combination of these frames depending upon the most salient elementskdmpdxample
when we are examining the impact of collective narratives on collective consciousness, the
communal frame rises as most salient. The other three frames are still applicable and relevant,
but may, or may not be included in the analysis, depgngdon the research questions. The
CRT approach tends to view identity through a racialized communal frame. Hecht, et al. (2002)
complicate this per Afcandmericarrcormmunicatiosiggroundedgn t hat
African American culturaidentitie s 0 havé kleén mutually framed by radespite the
diversity of individual persons, experiences, and relationghggscomprise them (p. 1).

The CTI framework offers a route by which my collaborators and | might conceptualize
our Black identities ithe context of interpersonal interaction, shared Black culture and
racialized acculturation as it is constructed for, and byHesht, et al. (2002) conceptualize
communication as a cultural process in the context of Black identity. In their analjsis of
Black identity is communicated in modern America, they establish the following assumptions

about culture:
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A culture is historically and socially eme
meanings, cultural identity is transferred generationaity treansformed through

interaction.]

A p e o-@date and maintain culture as a function of idefi@ultural terms often

overl ap with other categorizations, | ike r
to | abel oneb6és mauwaidemtiyjd cul t ure as a co

A people negotiate their idenfQuties when t

relationships, social positions, and interactions especially inform our relational and
enacted framegf identity.]

A member shi ps i n acdwVetapping [$hisantersectpnaliappeohch st i ¢

allows us to examine the ways in which the personal inevitably becomes political, and
how the political manifests itself in the personal iplethora ofways]

A culture is a sys tsefroonduttand imtergretationg[@uitudes n t
possess deeply rooted, affectively charged codes and unique patterns of symbolic
interaction that indicate membership and personhood.]

A perceptions provide a rich sotyrce of
performance, and narrative approach, allows iessmore profoundly engage with the
processes by which I/we frame and reframe my/our identities.] (pp22%

Thus, the CTI framework offers us a lexicon for pulling identities up fronddvenwardpush of

externalracismand the downward pull of internalized racism.

A Dramaturgical Approach

Universal human nature is not a very human thing. By acquiring it, the person becomes a

kind of construct, built up not from inner psychic propensities but frarahtules that
are impressed upon him from witho@dffman,1993, p. 362).

If Hecht sees identities as the conglomeration of four frames of identity, Goffman

pa

nt

stretches these frames into multiple faces of identity expregsionc or di ng t 09)Gof f ma

dramaturgical framework, a personod6s sel f i

conditioned by social norms, rules and expectations, and presented in specific social contexts.

S

a

Goffman (1993) defines nf ac edffecivelyciaimhfer posi ti v

hi mself by the Iline others assume he has take

conglomeration of each of theacest hat one puts on constitutes

particular person in the moment is to proja@articular face to others.

15
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Erving Goffmad €1959)dramaturgical model of human communicatpmsits a
continual Al nf ormati on Gameod wherein all/l huma
presenting a fAfaeed Anoi nlescondiudedida udiae ec
comprehensive process of mobilizingh at i nattivity in@rdea to eet, defy, or comply
with the expectations (or perceived expectations) of their audience members (the rest of society).
The individual selects her face, whishframed by a given front in any given social interaction,
with the goal of achieving certain personal objectives and aspirations.

A Afronto refers to the particular modes b

situation, t hat pmestpofafatantaed kiedxngentienslly or unavittiegly u i

empl oyed by the individual during his perform
front is comprised of fAsettingd and fApersonal
(furniture, B nd mar ks, weather, etc.) wherein the fror

includes items of expressive equipment (e.g. age, race, gender, rank, dress). Goffman divides
Apersonal fronto into Aappearanceo (atitpde,enot ype
accent, posture, gestures, etc.) (p. 24).

Setting and personal front dandasgirateansfway s ag
the individual performer and their choices of
contexts within whictihey are performing. In fact, a front can take on a life of its own.

ACol |l ective representationo occurs when a fro
on a stability and meaning of its own beyond specific taSkéfiinan, 1959p. 27). Goffnan
(1959) warns, ASince fronts tend to be select

those who perform a given task are forced to select a suitable front for themselves from among
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several quite diWheniapartitumraed nfersoont( pc.o nb8)n.at i on
with its holderdés intentions or aspirations,
The disproportionate rates of school discipline and incarceration that Black youth
experience are evidence of the high stake performanagtms that they face. Engaging in
performative face modulation and positive front management can empower Black youth to
counter the performance disruptions that result from their systemic dehumanization and
criminalization. | define performative face ohdation as the practice of choosing the
performance pieces, characters, characterization, and delivery (materials, masks, moods, and
modes) that one will perform for a witness. | define positive front management as the practice of
choosing the key elementhat frame the impression you will make, such as space, time, dress,
and audience members to invite. In order to resist and counter such disruptions, Black youth
must be empowered to claim positive, dignified, agential faces that are framed by pasitise f

A Critical Interpersonal Communication Approach

[I] nterpersonal practices also sustain an inequitable social order through the articulation
of what is and should be (Moore, 2017, p. 258).

As Hecht, et al. (2002) observe, the communicative aspéeatsycsocial concemlike
the School to Prison Pipelinare inextricably and bidirectionally bound to its cultural context. In
ot her awlolr dsgmmMuni cation exists in a cultural
2). Thus,a critical communicgon theory approach to examining the lived experiences and social
interactions of youth who are most susceptible tdSttieool to Prison Pipelin@ay also help to
address the cultural and communicative roots and routes that have formed, fostered and
facilitated itthus far. To this end, | apply Communicaton€ or i st Jul i a Moor eods
suggestion that the field driterpersonal Communication Theot?CT), being inherently

empirical in nature, should take oritical empirical researchi i ¢ r i t iyased to ¢ritiqeeo r
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and promote change in the observable worl do (
theory as fia Il ens through which to critique a
p o we r 0 She argues2hpt.by actively inporating three key critical theory concepts

power, identity andrelationships- within IPCT scholarship, a more socially relevant Critical

IPCT (CIPCT) will emerge (p. 5).

IPCT was born, for the most part, out of a passitivist empiricist turn in theehavioral

sciences and psychology in the | ate 19506s, t
critical theorists have derided I PCT for its

cognitivism, subject i nt Maotei(201va Urges acriticahtarml a hi s
in I PCT that replaces these tendencies with a
mani festation inextricably Ilinked to historic

and 2013 83.2% of pukhed IPCT journal articles were postpositiiisased upon empirical

evidence and mostly quantitative data), 13.9% were interpretive (based more on qualitative data

|l i ke ethnography and narrative), and conly 2%

(applying a keen attention to power differentials, culture, and history to all data) (Moore, 2017a,

p . 1) . Moore (2017a) suggests that | PCT theor

will enable communication scholars to enrich their eropiranalyses of everyday

communication practices and relationships and

concepts/theories to challenge injustices of
To get at the power factor, Mo o tica thdo® 0 1 7, 2

of Power/Knowledgend discourse analysis as fruitful lenses for analyzing interpersonal

interaction. Moore (2017a) suggests that | PCT

to perceiving it as a fabopserptiagtisoegh knowdetdge clairbsl e an
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about what is true and real, 0 as evinced in d
salient social influences without accounting for the historically rooted and-sogimmically

routed power dynamics ptay cannot possibly render the kind of authentic and relevant critical
understanding of those interactions that is necessary to generate social transformation. Moore
(2017a) also suggests that | Rdnanedhautbomous r om a
agent) to one that analyzes the more dynamic
continually being constructed and constructin
cul tur al processo) (p 7). F i xpand ifs fpcusfddm or e (201
individual relationships to their powdaden contexts that are formed and fostered by discursive

Ar egi me sithe persistentandchpérvasive master narratives with which we theorize our
existence and reify our sense of self andiety (p. 8). She suggests three methodological
approaches that darkef adi Itihtiasst ecrliRGTcéad uvupr n: i
gualitative data, (b) criticism of qualitative data, and (cyarss ed appr oacheso (p.
(2017a) argues that these shifts andaeuses have the potential to make IPCT more rigorous,

relevant and readable to scholars and laypersons alike, while contributing to the resistance and
transformation of social inequity and injustice.

In addition to addesi ng one of Moor eds (2017a)
(identity/subjectivity) CTI serves as a larger framework that | use throughouPiihelines to
Pathwaysroject to examine and explore how the performance process engages and dances with
and between thpersonal, enacted, relational, and communal layers of identity. | apply CTI to
examine fihow individuals frame and enact t hei
relationally and communally expresserthancenegot i

process (Hecht, et al., 2002, p. 216). Furthermore, | recognize, as Hecht, et al. (2002) have, that
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the Black (African American) experience in America has manifested uniquely racialized identity
formations that are constantly at play when we dis¢he framing and claiming of identity. As

we seek to explore and express our stories, we draw interstitial life blood from each of our
epidermalized | ayers of i1identity (cf. Fanon,
performance process, ssess the modalities of identigyubjectivity), relationships, and power

that ebb and flow within and between participants throughout the performance pbdss.

the CTIf r amewor k has the potenti al to engatge al l
some degree, | hawdso employedEr vi ng Gof f mands oflcommmuaidatior gi c a l
analyze the routes by whigowerimpactssocial influence and interaction.

A Critical Race Theory Approach

Despite the scientific refutation of race as a leggtie biological concept and attempts to

marginalize race in much of the public (political) discourse, race continues to be a

powerfulsocialconstruct and signifier (Ladsemillings, 1998,p. 8).

| pursue this line of research through a Critical RaceoMh@CRT) lens that is
specifically Afrocentrié”. Because Africamlescended (Black) youth are the most acutely
impacted by th&chool to Prison Pipelinéfocus here, on the unique historical, seeemnomic,
psychasocial,interpersonaland discursivedctors that disproportionatebyishandpull youth
of African descent toward thigchool to Prison PipelinAlexander, 2010; Cass & Curry, 2007,
Ginwright 2010, 2016; Morris, 2017; Rios, 201&urther, African and African American
storytelling traditionsmaterials, and modes inform my practices of performaeceered
pedagogy, ethnography, and PAR throughout this prdjecti gni ng wi t h CRTO6s en

power of storytel | i nSoryelhnd forlSecal JusticmoddB edederids ( 20 1

upon embodied storytelling to fidelleconstruct o ex

%It is uniquely attune to the African American (Black) experience and perspective (LaBliimgs, 2009).
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constructing gositive sense of the dignified agential self with, and for, Black youth and their
caregivers. This performancentered process pursues active-padtiuctio® with, and for,
Black youth, their caregivers, and their communities.

CRT education scholar Gloria Lads8iilings (1998) argues thatthrea i sonof d6°t r e
CRT is to expose and contend wi-tabtial mehtecrayact t h
i rceacontinues to be a poweridcialc onst ruct and signifiero (p.
storytelling and rigorous discursive analysis to expose hidden structures of domination while
countering and confronting them with subjugated and resistant voices. CRie lpadential to
meet, complement, and supplement theories of performance toward this end. The embodied
action of performance engages the luminal space between the conceptual corpus and the material
viscous generating nuance, affective force, narratigdpand the potential for transformation.

As a praxis of research, reporting, and storytelling, CRT presents us with a clearly
articulated lens through which we can analyze, amplify, and address the root causes of racist
oppression and its conceptualana t er i al routes. Since the 1990:¢
taking up this lens to apply a CRT assessment to social psychology (Goff et al., 2008, 2014),
pedagogy (hooks, 1998; LadsBiilings, 1998; Kharem, 2006; Nasir, 2012; Ginwright, 2010,

2016), ilosophy (Taylor, 2016), rhetoric (Watts, 2001, 2017), film (Barrish, DuVernay &
Averick, 2016) performance studies (DeFrantz, 2014; Fleetwood, 2011; Gemyes, 2014),
journalism (Coates, 2015, Kendi, 2019), sociology (Bonilla Silva, 1997; Rios, ,20dlft)ral

studies (Gilroy, 1993; Hall, 2002; Weheliye, 2014; Silva, 2016) and other diverse disciplines

% Michel Foucault promote8new mso of subjectivify@rfodata |pavdddnda=efaat
resistance to the hierarchical forces that tend tansodify, objectify, and normalize them (Dreyfus Rabinow,

1983, p. 216)Selfproductionis the process by which individuals overcome delimiting factous freelyexplore

the fluidity and endless possibility of their ownidentitg icr i t i cadumomsaelovegy ©I984, p. 50
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(Crenshaw, 2011). Guided by these six principals, most CRT theorists mobilize their research
and scholarship toward social transformation:
Race is a Swal Construe

CRT scholars recognize race as a construct of racism, and they diligently work to reveal
the circuitous routes that lead to its contrived roots. According to Kimberlé Crenshaw (1988),
CRT6s focus is to r eve atofracrsd asahegemordc forcein it he s
American society. Blacks have been created as
merely repackaged rBiclilsimbg g p(.1 9ABVRB)1)s a yLsa dtstoant  (
Adeconstructi on oriddiscpupseseracenstruaion sfthumarcagemay,earsd a
construction of equitable and socially just r
construct, it is one with teethr,acliuarlkd nsgo ciine tty
The Systemiblature of Racism in America

Crenshaw (1989) contends that CRT should reveal the fact that even antidiscrimination
and antiracist efforts are often rooted in a
(Crenshaw, p. 154). In order to reveal thenmairand systematic nature of racism in America,
CRT scholars focus on Aunmasking and exposing
Billings, 1998, p. 11). In the context of education, LadBon | | i ngs (1998) obseryv
social school curriculm as a culturally specific artifact designed to maintain a White
supremaci st master scripto (p. 18). Further mo
practices of neoliberalism tend to misrecognize, totally ignore, or violently deny the egistenc
structur al racism and systemic poverty, decl a

and Acultural deficitso (Crenshaw, 2012, p. 1
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Storytelling

CRT scholars often begin their analysis in the archive, but they tend to finishreatire
of storytelling (Crenshaw, 1989, 2011, 2012; Bell, 1995; Lad&itimgs, 1998, 2018). CRT
scholars use fAparables, chronicles, stories,
histories to illustrate the false necessity and ironyof miicha@ ur r ent ci vi | right
(LadsonBillings, 1998, p. 13). CRT scholars have found that within these stories reside the
concealed stories that can most effectively counter and question the existing stock stories (Bell,
2010). LadsosBillings (1998)a gues t hat, for CRT scholars, st
contours to the seeming 6éobjectivityd of posi
perpetuated by stock stories (p. 11). Crenshaw argues that storytelling is a crucial technique for
giving voice to those subjugated sectors that are often elided from the larger conversations about
race in our society (Crenshaw 1989, 2012).
Critique of Liberalism and Dependence on Hegemonic Processes

Derrick Bell (19 9 highly sagpigiasefghe tibbral agendaR distrustr e il
its method, and want to retain what they see as a valuable strain of egalitarianism which may
exi st despite, and not because of, I|Iiberalism
change in the U.S. is based umoslow, incremental process that seeks to honor existing
precedent while gradually generating new more progressive precedents. Dr. Martin Luther King,
Jrés words are often eimltihet ead ct @wfs udpppeormtortahi
itbends toward justiceo (King, 1958). This grad:¢u
generations to produce significant change. Crenshaw argues (1989, 2012) slow social transition
is even slower for those with lower levels of social capital, agendypasitive visibility such as

Black youth.
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The Prerequisite of Interest Convergence

Decades of CRT analysis reveals the principahiarest convergencethat is to say that
Black people have historically only been afforded concessions andesmmmome benefits to
counter or remedy racism when those concessions and benefits have also benefited White people,
forcing further investment in White privilege (Bell, 1980, Lad®ilings, 2018). For example,
hi storically, AWhi t esi éhraivees bcefe nc it vhiel prrii grmatrsy Ibe
(LadsonBillings, 1998, p. 12). While this legislation was ostensibly aimed at addressing the
plight of racially marginalized peoples, it benefits more White women than any other group
(LadsonBillings, 1998) White women tend to participate in White households and raise White
children, thus investing a large portion of the benefits of civil rights legislation directly into
White householdsCRT scholarship cautions that until matters of racial inequity aeped by
White people as a threat to their own welfare, they will remain un/cadtinessed.
An Intersectional Approach

Ki mberl ® Crenshawdés (1989) intersectional
vantage point of Black feminism. Crenshaw (1989uas that a failure to reckon with the
intersectional nature of oppression is a failure to honestly and fairly confront oppression. For
example, while Black people, poor people and youth have historically experienced unique
degrees of disproportionate rgaralization in this country, the poor Black youth lives at the
intersection of an exponentially demoralizing degree of marginalization imposed upon one body.
An example of this is the formation of tHehumanized ancriminalized Black youth biotrope
bornof a confluence of diverse factors adumbrated above. These intersections grow more
precarious as you consider additional demographic factors such as gender, sexuality, and dis

ability. A CRT analysis recognizes that paying special attention to the sgffefrthe most
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marginalized among us expands our understanding of the impact of structural racism and moves
us closer to solutions.
Critical Race Interpersonal Communication Theory
Based upon these six tendtapply a CRT lens to CIPCifi order toaddress and analyze
the particularly racist roots and routes of human interaction whereby Black youth are
disproportionately criminalized, marginalized and institutionalized in the U.S. To this end, |
propose a Critical Race approach to IPCT, or a CRIPCT framkewhat critically analyzes these
roots and routes of racism and criminalization in order to form and inform emergent routes
toward equity and justice for racially marginalized youth in America. The activist edge of CRT,
combined with the accessibilityd immediate application of the empirical research of IPCT has
the potential to generate a uniquely critical
and pose radical solutions to social inequal:@
The School to PrisoRipelinemay be a problem with systemic racist roots, but, we can
begin to transform it if we critically abtess its interpersonal routes that are paved by elements of
power, identity, and relationgts. For exampl e, Crenshawatorsiipl 2) o b
between underprotection and overpolicing is not solely a matter of state power but also the
consequence of political elisions that have undermined the development of a more robust critique
of social control and the expansive vision of sociai juste 0 ( p . 1471). This <cr
should be applied to the racialized interpersonal interactions that racially marginalized youth
experience in their schools and communitiedl hooks (1998) warns thatte fAi deol ogi c al
elements embeddedinaWhiteu pr emaci st , patriarchal, capital
mi rrored and maintained in educational cont ex

scholars to consider the social means and modes by wtlicdational and judicial systems
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disproportionatly discipline the bodies of Black youth (Cass & Curry, 2007; LaeBitimgs,
1998; Morris, 2017).

Thus, a CRIPCT approach to social research can both trace and reveal extant patterns of
racism that foster and facilitate tBehool to Prison PipelinBy naming and tracking the roots
and routes of systemic racisand focusing on identity, relationshi@s)d powera CRIPCT
approach to youth empowerment helps researchers and practitioners of youth intervention
programs to conceptualize the pathways to $o@asformation. Committed to author
reflexivity and social transformation, the CRIPTC scholar should always feel the generative
burden of accountability in her pursuit of justice, equity, and social transformation through her
research. Thus, CRIPTC schmdhip has the potential to inform intervention efforts that
empower Black youth and their community members to resist and transform oppressive
perspectives and practices that dehumaamecriminalizeBlack youth and their communities.

A PerformanceCerntered Approach

Theatre allows us to converse with our sdéuls passionately pursue and discover ways
of living with ourselves and others. We are all artists, and theatre is a language. We have
no better way to work together, to learn about each otheal and to growRohd
1998, p. xix).
ThePipelines to Pathwaygrojectrelies on theories of performance, performance
centered writing methodologies, performative writing, and performance as a meautisaufist
intervention and advocacy for, witmda by Black youth and their caregiveBociologist Philip
Manning (2003) has observed a narrative tarsociological researchthate gan i n t he 19
whereby research is increasingly interpreted and reported with an expanding focus on matters of

A v o,iawtoethnography, cultural studies, narrative, and quasie t i ¢ wor ko (p. 103

Pipelines to Pathwaygroject is an example of this approach.
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It seeks to producereative embodied performances of @{pression; examepsyche
social, historical, plitical, and discursive phenomena through performance; and mobilizing
performative experiences to call people to action toward antiracism in the Wovidcan
performance do all of thidf short, a performaneeentered approach has ttepacityto
engagdng the intellectual, experiential, spatial, and temporal excesses with which the social
challenges of this worl¢like the School to Prison Pipelingresent us

Such an ambitious objective requires a dauntingly comprehensive understanding of the
factorsat play. The challenge of apprehending, addressing, and advocating with, and for, Black
youth against their dehumanization and criminalization simultaneously exceeds the parameters
and scopes of objective statistical measurement and of subjective irdlieigherience (Dei, et
al., 1997, Rios, 2010, 201'A.deeper understanding of the impact that3bkool to Prison
Pipelinehas in the lives and minds of Black yoli#s hidden in the liminal space marked by
intellectual and experiential excess@#ile attempting to observe, examine, or measure the
phenomenon intellectually, it is impossible not to impact, mask, or at least blur some of the
phenomenological elements at play in the lived experiences of Black youth and their caregivers.
Conversely, focusimon the lived experiences alone tends to develop in the researcher a
deleterious myopia that can skew and even obfuscate a comprehensive view of the structural and
systemic issues at hanldd to these excesses the fact that publics and individuals are
perpetually limited by space and time. Our desire to visit and explore the worlds of which we
speak exceeds our capacity to actually go there and spend the time required¢ootimeys

(Peters, 1999).
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A performancecentered approach offers uniquely fleeipteflexivé®, and expressive
modes of engaging these excesses of intellect, experience, space, ahddntend that
performancecentered scholarship is uniquely adeptrétcally engaging this kind of excess, in
the ways that it merges embodied aextual knowledges, as well as empirical and imagined
possibilities as they coalesce and express themselves through, and to, the bodies of performers
and audience members. The performance stage becomes a fluid, yet very real space, where time
is subjective experience can be played aneplayed, and issues can be pondered, debated, and

presented anew.

As Performance Studi€& h ol ar | Richard Schechner (2013)
6in6 anything, but d&édbet weeno. suchtgachves;textsdi ng f
andpospositivist experimental protocol gtheperforr

liminal (p. 30). In the context of his study of tribal cultures, Victor Turner (1982) refers to the

I umi naffee amdexpgerimenteegion of culture, a region where not only new elements but

al so new combinatory rules may be introducedo
Performance is not a fixed object of study, b
interacton, and relationo and demands an active Wwi

thatunfolds in the happening (Schechner, 2013, p. 30). Dwight Conquergood (2013) states:

Performance studies brings this rare hybridity into the academy, a commiofyling
analytical and artistic ways of knowing that unsettles the institutional organization of
knowledge and disciplines. The constitutive liminality of performance studies lies in its
capacity to bridge segregated and differently valued knowledges, dreogettper
legitimated as well as subjugated modes of inquiry (pp-182).

Thus, the performance process operates means of playfully reimagining the narrative.

% define fireflexivityo as fAthe process of reflecting
t hat entails fAa conscious experiencing oferfdtreorel f as
coming to know the self within the process of research



Schechner (2013) argues that all -perfor man
behaved behavo 1 that is, they are rhashings, rehearsals, repetitions of behavior that has
already been practiced, expressed and/or executed in the past (p. 28). Though, it is humanly
impossible to track the absolute ontological roots of any behavior, the eqblofing all
behaviors faso performance helps scholars to
truths about ourselves and our world that often exceed the capacity of positivist inquiry.
Performancé&tudiesScholar Diana Taylor (2016) notegs,P| aci ng an event /i
of its familiar context or frame can be, in i
To this end, th&ipelines to Pathwaygroject is a performanesentered intervention that
depends upon reframing imageslaices of those community members most affected by the
criminalization and marginalization of Black youth. This performative reframing can publicly
and personally rupture and resist the extant discursive frames that tend to essentialize, minimize,
or otherwise trivialize their lived experiences. In pursuit of this endeamgicollaborators and |
have engaged the performance process as a means of procuring and presenting our creative
expressions of self and society. To this endowlege the creativelgnd performatively
expressed perspectives of marginalized Black youth, their caregivers, and their community
members as vital sources of valid expert knowledge on the subject.
A performancecentered approach offers us the ability to simultaneously emerin and
examine the systemic racialized dehumanization and criminalization of Black youth in America.
On one hand, thBipelines to Pathways r oj ect e mp | o yas epstemefaomayoi n c e a
knowi ng, not si mpl yyla 2004pbxyi)e@ntthe otHer, thiswpaojegt s i s 0 (
mobilizes pbotbrmamethad and a mani fMadsonat i on

2012,p. 14).Like Della Pollock (2005)I privilege performanced@b ot h an anal yti c
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practiceodo thatiihagan stytbd eard pra ir$ohiwditeddrsalmn (| i ke t h
Pipelin@ and #fi nttriovdeu cveo iacletseor n(a i k e andmperspectivésmfi o n s
Black youth) (p. 1).

By engaging and magnifying these voices, performance is abl¢ to r amemonest |
[ make] political c¢claims, and [mani fesThij a gro
work is indeed personal and political. For pasformance studies scholar Dwight Conquergood

(2013) so astutely observgm®rformance has the unige ¢ a poanduce sgHkndwledge,

N

selfawareness, plurality, reflexivity h at mak e s i tThrpugH theRipeloestoo (p. 1
Pathwaysroject, we engage performance as a means of voicing our actual and aspirational
understandings of self, strgigs, and solutions.

In addition to serving as a vehicle for naming and examining the selves and the systemic
racialized dehumanization and criminalization of Black youth, performance also serves as what
Barbara KirshenblaitGimblettdescribesasiige hmer a of t heor jnothef Zer bi b,
words, it guides my collaborators and me on a generative journey from naming and claiming our
own identities and challenges toward the powerful act of theoretically and narratively framing
those identities and chafiges for ourselves and others. The end of all of this work is to establish
a critical consciousness in all participants that drives us toward social transformation.

The route to social transformation is through the transformation of the hearts and minds
of performers and audience members. Ultimately, for us, performance servesfugresa ns o f
communication and as a subversive tactic to win hearts and minds in their efforts toward a more
humane and de mdadisom 2010p. 1My calladdragoé and | engage in a
critical dialogic performance process as a meatmiibfing solidarity and a base for political

activism among performers and audience memlbreisther words, through performance, we are
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able to call each other and our audience mesinéo the struggle for social transformation. At
the same time, performance operates as a powerdub i q u i t o u socidl amd diseursiven o ur
uni verseo that begins to transform t hdeingheart s
(Madisan, 2012 p. 166). My collaborators and | design and facilitate public performances for
community members and | eaders that A[create]
performanceo that will call the wiot20@spses t o
211). Itis this embodied connection of diverse peoples in a performance space that translates to
embodied action toward equity and justice beyond the performances and publications.

As such, performance, as practiced througtPipelines taPathwaysproject, wieldshe
unigue capacity to simultaneously geneiateansformative trinity thaerformance Studies
Scholar DwightConquergood (2002) refers toasistry (aesthetic work and experience),
analysis(a rigorous approach to learning ateleloping knowledge), arattivism(real world
impact that changes the world for the beffef)f course activismimplies someactionbeyond
the publication of study results the production of a playrhe work of this research project is
committed toactively seeking solutions to challenges that confront Black youth and their
communities.

ThePipelines to Pathwaygroject is a performaneeentered examination and
exploration of diverse modes by which seeking, staging, and sharing our own unigsecstorie
expand and enrich the stories of larger audiences, while advocating for, and moving toward,
social equity. To clarify, | have sought to utilize a unique conceptualization of the term
performancgand its adjectivgperformativg here In this work, luse the term performance to

refer, at the most basic level, to embodied expression devised, dramatized, and staged or framed

27 Conquergood2002) often ties the concepts of artistry, analysis, and activism together with alliterativeHisads
t hr e e imbghationaimgeiry,andintervention.His triad ofC 6 screatisity, critiqueandcitizenship.
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for public witness (i.e. fAperf or nBehblar&kenéen t he

Al exander Cr af ttadige ddfidtiOnlopgrformemaaeappopriate herefi a

framed event, set aside in space and time, with its own script, costuming, props, and movement

vocabularyo (p. 2). I al so es pxholarkattleermmuni c at

GlenisterRobet s 6 (2004) more functional definition

when someone draws upon their knowledge to make it into action, to transform tradition into

communication so that it might be sharedo (p.
| use the ternperformativeas a @rect adjective of the noun performance (as explicated

above), while acknowledging and playing with the richness and nuance that this word his

historically performed in the context of communication and performance theory. Rather than

merely an utterance @hdoessomething in the world, as J.L. Austin (1962) conceptualizes the

word Aperformative, 0 or as a means of express

roles and expectations as Judith Butler (1993) conceptualizes it, | have built upof thette

understandings to construct a uniquely composite definition. | add to theseptualizations of

the performative belief that performance is marked by embodied expression that indeed has the

capacity tadothings in the world by reflecting, eaging, and even resisting social norms.

When | describe my approach as performative, | particularly mean that it employs
Performance Studies Schomwi ght Conqguer good o0 s -tieren evolutionme nt t
of per f or mimesiste poiedisto&mesis(Conquergood, 1998; Madison, 2012, p
188). My performative process begins withimesis a mimicking or reflection of lived
experience through embodied expression based upon focused study and analysis. In turn, a
deeply reflexive and critical apgpation ofmimesigends towargoiesis- an aesthetic doing and

a becoming that impacts both performer and audience members emotionally and intellectually,
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charging them to critically contend with their own respective mindsets, standpoints and
positionalties. This performative approach aims towkirtesis- real, embodied action within

the performance space and beyond, that addresses the situation at hand and moves toward more
equitable and inclusive social understandings and outcomes (Congergood, 1998).

My use of the term performative also bears the burd€utitiral Studiestheorist Homi
Bhabhaodos idealized conceptualization of a per
incessantly insinuates, interrupts, interrogates, and antagonizes pawearfsilt er di scour s e
(Bhabha, 1994, p. 32). In this sense, the performative reframing and reclaiming narrative that
Pipelines to Pathwayaccomplishes stands in the tradition of the transformative performance
work created and performed by critical performascholars and practitioners like Bertolt
Brecht, Augusto Boal, June Jordan, Meade Palidofsky, Mitchell €apatl Mike Wiley”.

My performancecenteredvork is strongly inspired by nationally acclaimed North
Carolina actor, playwright, and educator MMk&ley who conducts dialogic performances of
ethnography and docudrama in classrooms, theaters, and other public forums around the nation.
Having participated with Wi Il eyds work both as
that | emulate hiseffortso per f ormati vely turn Aaudience me
they indeed belong in the struggle for truth,
sordid past and unsettled pr esentnentugdethel y, 20
School to Prison Pipelingnd the forces afacializeddehumanizatiorriminalizationthat feed

on what Cultural Theorist Stuart Hall (2002) would @allroots and forge its routes.

ZThough not cited in the References section of this do
mentor and model in the tradition of African andiéémn American storytelling since we met in 2003.

®For a comprehensive examination of Mike Wileyods w

performed autoethnography s ee -f&eted Krast dn gy Missiorefddcialc | e
Change published inThe Routledge Companion to African American Theatre and Perfornf20t®).
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ThePipelines to Pathwaygroject seeks to articulate aadalyze the communicative
processes by which dearners, performers, and audience members engage in deeper dialogic
critical understandings of ourselves and others, and the racialized society within which we live. It
evinces Bell 06s ¢(hedtddayananpagtanbrelair buildihgaa tomimunity
where risks can be taken and shared, and new
110). Grounded in what Dwight Conquergood (20
isbaseduponaper formati ve stanceo fueled by fAenergy
Astruggles to bring together different voices
can have a conversation with on eposethattdialegco ( p .
performance is Athe means as much as the end
performatively reframing who we are, we are able to claim whom we can be, thereby
reconstructing a more equitable present and hopeful ftaurselves (LadseBillings, 1998).

My use of the term dialogic is also based
dialogue as an open, empathetic, collective, coherent, iterative, and reflexive sharing of unique
perspectives, ideas, and idealsletevyn par t i ci p a ndtreamofimaaninffiowonmp r i s e s
among and thr ough uF®eland o didlogue th@ipehnesusPathways. 7 ) .
pursues i s what Lisa Schirch and David Campt
fordificul t subjectso as an open and continuous m
relationships between peopl e édsthiouglethe addr es s
episteme of critical dialogic performance and performanaking that | seek to tditate
intrapersonal and interpersonal dialogue thatrefname and reclaim a positive, dignified, and

agential sense of self for, and with, Black youth, their caregivers and their larger communities.

34



This projectpresents public and small group perfame as a means to express,
examine, and empower the perspectives and lived experiences of Black youth and their
caregivers. It also seeks to augment the existing body of research on thecuBlgck youth
dehumanizatiomand criminalizatiorwith creatve and embodied expressions of those
perspectives and experienc&hrough the performance process, | examine and exjplere
potentially generative relationship betwmee Er i ¢ Ki ng Watts (2001) and
respective conceptualizationswaice aswellasMa di son 6s ( 2e3pbriseabilityas i on o
derived from Kelley Oliveros 2001 conceptual:i
| utilize bell hooksdé (2015) term ficoming
by which Black youth and #ir caregivers search out, confront, and choose to share their own
perspectives and positionalities in personal and public spheres. hooks (2015) articulates this
process as such:

Moving from silence into speech is for the oppressed, the colonized, tloectpand
those who stand and struggle side by side a gesture of defiance that heals, that makes new
|l ife and new growth possible. 1t is that a
gesture of empty words, which is the expression of our moveimoentobject 6 subject
the liberated voicep( 9).
Thus, | use the term coming to voice as a means of naming the process by which Black youth
and their caregivers intentionally engage in the actmelfuction that empowers us to
personally claim andarratively frame our positive, dignified, agential selves. Ultimately, |
argue that our voices can serve as an effective vehicle of internal and external resistance against
our dehumanization and criminalization. For, voice has the power to push agabshdol to
Prison Pipelinés pull s and to pull against its pushes

|l understand this Avoi ceoEritk Whtts(2G1l2) e mer gen

definesas he Asound of affect . .. t he most essenti a
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exist wthout a witness who is willing to hear. In other words, in order for voice to exist there
must exist sometherwith the power to endow voice to the utterer by their very attention to the

utteranceThus, Watts (2001) po s istitusve @ thenpodiad on of v ol

acknowl edgement of the ethical and emotional
argues that MAovoicebdb is the enunciation and t
of living i n c¢ommurDiSoyni Madisom(2068 e é¢i s@s( poi t@80hs
embodi ment of a material self, a full presenc

notions ofvoicehave simultaneously ethical and material implications for the
performing/expressing/voicgnsubject and her witness(es).
Coming to Voie through Performance

This process of performaneeakingandpresenting seeks to empower subaltern
storytellers to Acome t o v oSheexplains homthetptoeesswor d s
of publiclywwi ci ng her own personal refl ections and
of the idea, the theory, and the shared personal experience that was the moment when the
abstract became concrete, tangible, something people could hold and carry awayvétmo ( p .
3) . 't is through this powerful process of pu
expose the falserealiiyt o recl ai m and recover ourselveso (
from marginali zed gr oupanexp@ssionoicreatioe paweriitdsean A i s
act of resistance, a political gesture that challenges politics of domination that would render us
namel ess and Thasjthe adt af ®ming tovpice is 8ll)at once expressive,
libratory, and resista.

This coming to voie is a public declaration of opositive,dignified, agential selvethat

i's every personb6s bi théntselveshenpodive, Bignificol,adgentinly e x pr e
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selves of each performer revélad invaluably informative angotentially transformative
knowledge and perspective that already exist in their body and Ruitically sharing our
voicesallows us to engage what bell hodR915)cdls:
The struggle to end domination, the individual struggle to resist coloniz&tiomove
from object to subject, is expressed in the effort to establish the liberatory t@tevay
of speaking that is no | ondgasoppdessededbeingi ned b
That way of speaking is characterized by opposition, by eegist It demands that
paradigms shiftthat we learn to talk to listeni to hear in a new wafp. 15).
My research examines how the performamakingandpresenting process facilitates the
lifting, voicing, listening to,and analysis of these knowledgend perspectives, while
empowering the performer and audience members to more critically and effectively address the
root issues at hand.
Respons&bility and Responsibilitthrough Witnessing
Madison (2010, 2012) argues that the public performancevanessing ofvoice
facilitates a sense oésponseability among the participanisthat is a reflexive moment
wherein participants consciously acknowledge and engage their moral obligation and ability to
respond to the new understanding that they hairgegabout themselves and othémsm the
performanceT he wi tnessed and the witness own their
respond in a way that opens up rather than cl
(Oliver, 2001p.18))Madi son (2010) observes: NAStage perfc¢
where responsability, advocacy, and ethics are heightened and ultimately culminate. The
fieldwork datatravelsto the public stage with the hope that the performance will invoke a
respose( abi |l ity) among a gr oup o PipeknesdocPatlamaysr so ( p.
project creates performances in small workshop settings and stages them in larger public settings

with the goal of evoking voice and respotad®lity among all partiggants. The result is public
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performance that expressour voices facilitates responsability, and cal$ participants to wield
a collective responsibilittoward antiracism.

| have found that voice and respo+ad®lity are always dynamically at play wigmd
within the participants of thBipelines to Pathwaygroject. They operate as a continuously
generative dialectic when | (a Black artist, scholar, teacher and parent of Black youth) work with
marginalized Black youth to express our lived experienessl do in TheMy Life MattersPAR
project. | find myself reaching new understandings and modalities of my own sense of voice and
responsability while | challenge and empower the students to grapple with theirs.
Activating Voice, Respongility, andResponsibility througthe Performane Process

These experiences have inspired me to write and pefffbenTalk- a oneperson
performed autoethnography piece that grapples with the pressures and burdens that the
caregivers of Black youth experience aseméeavor to raise our children to survive and thrive
in a racialized Americalhe Talk combines elements of autobiography, poetry, oral history,
theatrical dramatization, mediated audio/visual material, and performed autoethnography to
analyze the currérstate of racial affairs in the U.S., and how these affairs collide, penetrate,
intercept, and sometimes coalesce \ilig process of identity formation and transfer for Black
youth. All the while, | invite audience members to struggle with me to ansnercaucial
guestion: fAHow do-yearoldhisebkepnlcacimp atsos ian gs eBMeanc k ne s s

Ultimately, all of the performances produced by ®igelines to Pathwaygroject seek to
humanize unique aspects of Black American experience. They also stelitlémge audience
members and performers to confront the tensions that perpetuate existing racial hierarchies,
inequities, and miscommunicatioirough these routes, performance emerges as a powerful

way of calling in performers and audience membeentgage their voices and respoiabdities
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in the service of antiracism. The hope is that performance can empowdarkke brothers and
sistersof this land- whose ancestors were uprooted from their African hortegxtend new
roots intothe fertiles o i | o f imagmary reataening and reframing a positive, dignified,
and agential sense of self for, and wtiRir peers, caregivers, and communities.

The Pipelines to Pathwaygroject stands in the tradition of the transformative
performance workreated and performed by performance scholars like Bertolt Brecht and
August o Boal .epiBtheateéafdrsiiespullicipériorimance that incites critical
consciousness by fAteach[ing] the spedtator a
changing the worldo that begins with placing
than i s typical of Western theater (p. 57). B
that challenges and invites her to respeasiéity. Brecht used screens and projected titles
accompanied by fAepico acting in order to conf
the bourgeois reality in which they liv&dIt portends a change in the concept of the orthodox
dramatist theatre that thepic theatre should enact through a procebteddrization’i that is
the clear display and articulation of existing social conditions in such a manner that spectators
are called to critical consciousness, and motivated to act toward social changé také place
beyond the theatre, and in other social institutions.

While Brecht insists upon engaging audiences through modes of performance that incite
critical c¢ on PaeticoaltherOpmesséor Bieaad obtlse Oppresseapproach

to socially transformative theater calls the performer and audience to immediate dialogue and

¥Brechtos essa y fThe L iBteehtoa Theatearticulaies the thctics that he Erhploget to e 0 i
achieve an fenphroogh peffdrmianc@he Zhreepermy Opéta(Die Dreigroschenopgris a

"play with music" byBertolt Brecht, adapted from German dramdfidabeth Hauptmann's transtatiofJohn

Gay's 18thcentury Englistballad operaThe Beggar's Operavith music byKurt Weill andinsertion

balladsby Francois VillonandRudyard Kipling. The work offers Socialistcritique of thecapitalistworld. It

opened on 31 Augudi928at Berin's Theater in Schiffbauerdamm.
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action within the performancespaceé al | must be protagonists in t
of society [to] arrive at the poetics of the oppressed, the congjuiast means of theatrical
productiono (p. Xx). I n this way Boal expands
expression for social change by expanding the field of players and broadening the space in which
those players act and interact (Cottenz, 2010). This expansion and sometimes coalescence of
the roles of performer/actor and witness/spectator creates a particularly dynamic and fertile
possibility for critical dialogue and interaction.

Boal 6s approach to spac eandsberatihgsTheattmc onvent
scholar Peter Book (1996) uses the tempty spacé reconceptualize the way that we
understand theater itself. Brook argues that, beyond a structure or framed area where aesthetic
performances are assigned to take place, aethspace itself is really "argpacen which
theatre takes place” (p. 9). He argues that any empty space becomes a theater when it is entered,
or engaged by a person who is being watched. For, it is the unassuming, yet acutely self
conscious, embodimenf theatrical performance that renders it powerfully engaging and alive.
According to Brook, in this fluid |Iiminal spa
and bl ood and here completely difftisspace | aws
t he fAtherapeutic stageo and the performances
is the space necessary for the facilitation of the kind of transformative and unifying dialogue that
David Bohm (1990) calls for. He says thatthialogue ideally happens in "empty place, where
we can let anything be talked about” free from the fetters of oppression and hierarchy (p. 49).

Boal (1995) argues that performance can turn this space into transformative space when
we conceptualize it as-dimensional. Thaffective dimasionand theoneric dimensionHe

argues that in the mind of the spactor (a combination of spectator and actor that is the result
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of melding the two roles via dialogue and interaction between performers and audénbers
during the performance) memory and imagination play powerful roles. The affective dimension
of theatrical performance empowers the performer to invest their emotions and memories into
the characters and storyline being played out. Thaiord@mension empowers the spemttor to
commit to theflas iD and thefiwhatifbal |  at once. I n this di mensi or
observe; here she penetrates into her own projection, she passes through theglas&ing
everything merges and mixestogettemyt hi ng i s possibleo (p. 22).
di mensi ons, Boal argues that Theatre of the O
modi fy our iPerrghancedStudigs Schdla® Jan CeGenz (2010) declares that
ABoal 6s p rivatimg ttee spedtagc)tor rapcesents a meeting of politics and aesthetics:
people with the least amount of power, joined together, may find solutions that one could neither
imagine norjn most cases, carry out alane ( p A peBo2rancecentered approachat
honors and activates this dichotomous approach to space can help us to conceptualize the
reclaiming and reframing of memories and imagined possibilities all at once.

As a practice, embodied performance has the potential to empower performerg$s expr
their own knowledge while honoring what communication scholar John Durham Peters (1999)
refers to as the Aholinesso of embodied prese
live embodied public presentations of personal and collective nagdkigseexamine the trauma
and triumphs experienced by the marginalized, the practice of embodied performance invites
audi ence members and performers to experience
social space generated by the acts of live perdmce and performance witnessing where

performers and audience members are all encouraged to imagine new possibilities together.
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This critical performanceentered approach may produce "reflective, invited, practical
knowledge that helps people to named consequently, to change their world" (Conrad et al.,
2015, p. 26)I argue that matching the embodied performances of lived experiences and
perspectives with public audiences generates
critical self-productionfor performers and audience members. This criticatmelduction can
lead to critical consciousness, conversations, and courses of action that counter the forces of
marginalization and oppression.

Creative, public, embodied performance has thquencapacity to recognize and name
the sundry seemingly divergent or incongruous elements at play in oppression, and to allow them
to converse and coalesicethe bodie®f the performergif only for a moment)In The Art of
InterpretationWallace Bacor{1947) uses the tertensivenest refer to the process by which
oppositional forceemove r hyt hmically between contrary pu
within the text that the performer is to interpret, and between the performer and the text (p. 41).
Conceptually, this tensiveness can be extended to the space bdtevperformer and the
witness (€ . Bfo sa pg-a&btad). Bacon argues théithese oppositions create awareness in us if
we attend to them without perfemanca ©rtliveembodied p. 42
interpretation) of poetry requires that the p
internal and external tensions that comprise the tensiveness at hand in seeking to find and
express the meaning of the text for adiance. This congruence, when achieved is referred to as
coalescencea state of shared essence where, through the process and act of making and doing
embodied performance the text, performer, and their respective tensions are mutually embodied.
In this way, embodied performanegnpowers the performéw express, examine, and interpret

the excess that is presented by tensseiThus,a performative approach presents new
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possibilities for analyzing and addressing both the pushéthe pulls of theSchod to Prison
Pipeline

Clinical psychologistDr. BurnettZeigler (2019)recentlynotedthe grossly
disproportionateatesof suicidebetweerBlack andWhite maleyouthin the U.S. Shesuspects
thatfiBlack youths too often receive the messages that tkieg &re not valued and that they are
less deserving of support, nurturing and protection than their peers of other backgrounds.
Compared with white kids, they receive more detentions, suspensions and expulsions in school,
have higher rates of arrests andarceration, and fewer options for highality education and
stable employment. o6 She argues, fAMany bl ack vy
system actively working against them, which can be exhausting and feel like a pointless, uphill
battle BurnettZeigler(2019)observeshat, perhapghe mostimportantway to addresshe
increasingatesof Black youthsuicideis ii t eacouraggoungpeopleto expressegative
thoughtsandemotionswithout shameor fearof j u d g m®elftexpredsiorio anaffirming,
loving witnessis a crucial partof the pathwayto healthyself-production.

The cornerstone for any intervention aimed at motivating people to activate their agency
toward personal and structural transformaiidhus reclaiming their own righo self
production- is seltefficacy.As such, | view selefficacy as the cornerstone of agendgving
emerged as a popular term among social cognit
selffef fi cacy i s def i ne dntioma pusuitefEpecifit endetvbrs dahaamd t h e i
will succeed Self-efficacy has been positively correlated with healthy life choices, academic
success, goal attainment, and negatively correlated with depression, anxiety, and delinquency
among adolescents antildren (Bandura, 2004; Carroll et al., 2009; JorReid, et al., 2005;

Muris, 2001, 2002; Nebbitt, 2009; Primack & Primack, 2@#lf-efficacy has emerged in the
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fields of cognitive social behavior as the fulcrum for getiduction which can lead tndividual

and structural change.

Research has shown that telling our stories publicly can generate a powerful sense of

positive selfconcept, selefficacy, and selactualization, especially among marginalized youth

(Cohen & Palidofsky, 2016; Conrad, %) Conrad et al, 2015; Madison, 2010; Palidofsky &

Stol bach, 2012). Wi tnessing someoneds story h

compassionately consider their point of view. Thus, storytelling and witnessing emerge as
powerful modes of dialoguing viif and loving, others.
Overview of Methodology

[ T) he object of dialogic action is to
transform an unjust reality (Freire, 1970, p. 174).

ThePipelines to Pathwaysroject examines the performative, pedagaly and
communicative processes that rise to play in the contexts of my collaboration with a youth
intervention organization, marginalized Black youth, performance apestss, parents, my
progenyanddiverse publicsThrough the performance procea® haveexpresed emboded,
and examine the personal and collectiestories thahave growrfrom our perspetives on, and
experiences withA me r ichkreni@dehumanization and criminalization of Black yauth
examine the extent to which this processates spaces where the positionalities and
perspectives of Black youth and their caregivers caexbeninedyoiced affirmed, and

witnessed. | mark how this process generates intengovaeaticedor Black youth and their

community memberthatallow usto examineyoice, and refram@ur persons, perspectives, and

31 Critical pedagogy scholar and youth intervention professional Shawn Ginwright (2010) uses tecoitelitige
trauma, collective healingndcollective hopeo articulate the means by which whole communities and peopl

ma k e

groups can be oppressed or liberated through and against their collective experiences of oppression, resistance,

|l i beration (or the possibilities there of). I wuse

that are genetad from and through certain collective experiences of dehumanization and criminalization.
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positionalities | also analyze the capacity that this process has to empower its participants to
reclaim the inheant dignityand agency of Black youth. In my execution of the process, analys
of the data, and articulation of our findingsgply a form of performaneeentered poetic

inquiry. This performative petic inquiryhas facilitated a more textured, nuanced, enlivened
portrayal and understanding of Black youth identities and howatefgan be performatively

framedreframed and claimed/reclaimed as positive, dignified, and agential.

PerformativePoeticlnquiry

lamusing SandragFu | knerndédef2MiI®ti on of poetic inqui
crafted from research endeavors, eithefore a project analysis, as a project analysis, and/or
poetry that is part of or that constitutes an entire resgarclo j e c t .d&f pe(fggmance Ha$ )
the capacity to engage, handd@d process the excesses that we encounter in reseaetic
inquiry |l ends the researcher an added capacity
understand and comment on [lived experiences]
14). Take, for example, the performed oral history work of Anna Deaveitb.S$he observes
t hat people speak in Aorganic poemso (Smith,
and to step into the poetry of their lives, she practices poetic transcription of their recorded
interviews.In other words, th@ipelines taPathwaysroject positions a performancentered
approacht@ o et r y schaarly inguiry and aditical analysf{saulkner, 2017, p. 210). In
addition to poetic transcription, this project also presents the poetry produced by collaborators

and fourd in literature as expert accounts and data for analysis.
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The data collected is based upmrperformative witnessirigsurveys, a performative
repertoire (including poetry, scripts, and photographs produced by, and with, my collaborators)
and observationsom live performances, focus groups (workshops)ysonal memories,
surveys, and posierformance talbacks>. | practiced direct and poetic transcription of focus
groupsessionspostperformance taHbacks, and field note¥.ou will find excerpts from bth
throughout this dissertation.

To this data, | apply a theoretical framework based wpitical race theoryperformance
theory, andhe communication theory of identityevaluateheintellectual and aesthetioutes
through whichthis performativepoetic inquiryaddresses my research questigsiag Sandra
Faul k n e rAtsoefie To Addiress the challenges presented by dtenglyaesthetic,
profoundly evocative, andftentimes playful process of poetry writing, Faulkner (2009)
proposes thatractitioners of poetic inquiry measure the impact, relevance, and efficacy of their
praxis using hears poeticapproachArs Poetica presentsrubric of poetic criteria based upon
elements o#rtistic concentration, embodied experience, discovery/sapconditionality,
narrative truth,andtransformation Ultimately, | developed a praxis pérformative poetic
inquiry that examines the capaciti/the performance processlift our stories, create spacir
sharing and witnessing our storigeneate intentional practices for performarmentered

critical analysis of our storieandempower us tonobilize these stories toward antiracist

¥Dwi ght Conquergood (2013) wuses this term to expand on
et hnographers to percedpafeneamsd plnade et hreemseealrwehs fas |lfco H
dynamic of the research situation changes when the ethnographer moves from the gaze of the distanced and the
detached observer to the intimate -perfovnahcewhhient and enga
historically situated, n aperfomnativedmitnessingusea reflemive winesdingafl s 6 ( p .
self and other from within a mutually shared experience of meaning making and performance.

3 The postperformance talback is a commn feature of contemporary theater where performers return to the stage
after the performance to field questions and appraisals from the audience. From my experiencehabk talk
generally functions as a dialogic extension of the applause and usuabg$oon the aesthetic elements of the
performance.
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attitudesand &tions In this way, poetry and performance merge and emerge as interwoven

epistemes.

Critical Peformance and Performed Ethnography

This project also weaves the practice of critical ethnography into the poetry and
performance that it generates. When | refesttsmography| mean the practice whereby scholars
experiencefirshand t he #fliesesfanadast peopl ed and c¢commt
and reflexively record those experiences and observations for the purpose of later sharing those
lives andstories with larger audienc@gladison, 2010, p. 4). In this way, ethnography functions
ashe h Aa method of social science researcho an
1991, p. 179). A&ducationScholar Dr. George J. Sefa Dei (2007) and his team learned from
their research with Bl ack st uadaphiorésearchgives@anad a,
stronger voice to the collective struggles of our subjects, and brings to the fore the intersections
of many complex issueso such as racism, sexis
intergenerational, interracial, and inteltaval communication (p. 33).

This projectalsoincludes the practice of whBt Soyini Madison (2012allscritical
ethnographyt hat whi ch fAenunciate[s] and clarif[ies
thoughtfully offer[s] just alternativéso ( p . 109) . c&ibakethoographyhat mon s a
only seeks to improve the conditions of the subjects being studied, but also seeks to unearth and
lift what Lee Ann Bell (2010) refers to as concealed stories. These are the stories that, when told
counter and uncover the invisible operations of power and control that bolster and embolden
existing hegemonic structures.

This project applies critical ethnography to the performance process; thus transforming it

to critical performancethnographyThis performancecentered method of ethnograpingy
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include the experiencing, explorirgnd explicating of existing cultural performances liaetry
workshops, theatrical performancésstivals, rituals, etc. (ethnograpbfperformance)

(Conquergood, 198 1991, 2002, 2013; Alexander Craft, 2015). Conquergood (1989) observes
that performance ethnographers fA[take] perfor
r esear c Mhat\epwrite, 8ag, and do performatively, forms a repertoire of cultural
performances that are replete with rich insights into our own experiences, perspectives, and
positionalities. These insights help us to critically examine and express our identities and the
structures, systems, and situations that push, pull, and thteatenl applycritical performance
ethnographyas a tool to glean these insightsd to leverage them toward antiracist action and

attitudes.

In theRavon Jordan My Life Matters Projegerformance and boqlPPENDIX B), for
examplemy collaborators antluse live performance, poetry, storytelling, and photography to
examine the exogenic and endogenic forces that threaten our senseWesalo examine how
these forceform and inform our struggleand that pave pathways to our solutions. In turn, |
critically examine the @rformative, pedagogical, amdmmunicative elements at play in this
performancecentered proceskpractice performance ethnography (informed by critical race
theory, the communication theory of identity, and theories of perfor@adadrack how this
process creates spaces for coming to voice and respbiligg for Black youth; how it generates
intentional practices for Black youth atiteir ommunity memberto examine expressand
reframe their lived experiences; and how itpenvers its participants to reclaim the inherent
positivity, dignity, and agency of Black youth.

I n contrast, I also use D. Soedetmographgdi sono

fwhen performances in the field or performance ethnography is adaptéuefstage or
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communicated through modes of performance it becomes pedertn h n o g (p.aw)hThe
script thatthe My Life Matterscollaborators and | wrote for the pl&yu r  QAPPENDIX A)
is an example of this. We compiled our poetry, theghits we gained through workshops and
focus groups, and our own memories of lived experiences to draftlarfgth play that we
intended to perform for larger communities. Our intent was to share this performed ethnography
of our livesinOu r  @¥ameahseopublicly presenting our antiracist analysis of the impacts
that violence (especially racialized, gendered, and internalized violence) has had on our lives.

ThePipelines to Pathwaygroject also includes an element of performed
autoethnography. use Ta mi Spryods (2011) acritcélreffectioni on o f
upon oneds experiences within (pppl8q 131)iThus,soci al
performedautoethnography ismethodology for reflexively processing and eegsing
autobiographicatesearch analysis through the acts of demonstrating, dialoguing about, and
developing performances of seikpressionl accomplish this through the performed
autoethnographical work entitl&the Talkl have performedhe Talkfor thousands of audience
members as an effort to publicly dramatize and embody my own experiences, perspectives, and
positionalities with regard to the dehumanization and criminalization of Black youth.

Ultimately thePipelines to Pathwaysroject has prodwed critical performance
ethnography, performed ethnography, and performed autoethnography during a three year
process. Through this project, we have discovered and crgatiednative spacem which
marginalized Black youth and their caregivers can stzaralyze, and mobilize (toward change)
organic expressions of our lived experiend®ghin these spaces, we have generated and
enaced intentional performanesentered practices that haleeilitated the creation and publ

presentatiomf diverse modaties of cultural performance like theater, spoken wordsic, rap,
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written poetry, and photographihese practices have empowered us to mobilize the
performance process as a route toward reclaiming the inltegaiitty and agency of Black

youth.

Participatory Action Research

Through a PAR model, which includes a dApro
(share) lived experiences and standpoints en
of dialogic practi c agueaSdnchez 20L1lepc 226),dhis projé¢ctPvarksk e r
with a group of marginalizeBlack youth in an urban community to explore and develop a
praxisof performancecentered story building and storytellindereafter referred to a8PAR,
youth PAR treats margatized youths and their participating community members as
collaborators, rather than subjects, whose interests, conaachmsights drive the direction and
outcomes of the research toward activismi. c hel | e Fine (1994) decl are
actvismoccurs when research fractures the very ic

With thedirectinput of youth participantand their community memberthis project
mobilizes performance toreate spaces wherein our voices are witnessed]igara areshifted,
andperspectivesare transformed. Through the YPAR approach, we collaborate to generate
intentional practices that help us to examexgressand reframe our lived experiences as local
experts. Finally, the YPAR approaempowesindividual and collective actiothat generates

crossculturalracialgenerationatonnectionsareadvocates for the welfare of Black youth.

Critical Pedagogy

| define critical pedagogy as that praxis of pedagogy designed to develop in students and
teachers aense of mutual respect and critical consciousness about the diverse forms of social

oppression that they experience, while motivating them toward struggle against that oppression.

50



PauloFreire is often referred to as the fathecofical pedagogya sctool of thought which

Henry Giroux (2010) describes as fna way of th
state of things, about challengi ngSubhc o mmon se
intervention centers on the practice of continualajue, which Freire (197@r i vi | eges as
indi spensabl e component of Fbet helbbsaappngaand

acknowl edges an oppressive societyds educatio
system that may be transformed by liberation of the oppressed subjects within the system.

Based upon Fr eRedagogysoftm®dpeeksedpigushe® Boal 6s (1
Theatre of the Oppressadbdel takes on this transformative approach to pedagogy while
privileging afgtelbe abtyr evha s<c hl arhguw tr anyf or mati on
approach incorporates the methodology of both schdbgsslines to Pathwayis Freirean, in
that it is centered on generating and facilitating critical dialogue with, by, and for Black youth
around the issues that threaten their lives, agency, and dignitya ppl v Boal 6s appr o
performancecentered critical pedagogy by facilitating theatrical activities that challende
empowerstudents (collaborators) and teachminhary investigatgrto honor our bodies and
embodied interaction as means of teaching, learning, and transforming self and society.

Limitations

The My Life Matterscomponent of this project was constantly challenged by sporadic
attendance and scheduling conflicts. These ehgéls were generally based upon limitations in
transportation, time, energy, and other resources that tend to be delimited by poverty, trauma,
fatigue, varying levels of emotional maturity, and other mitigating factors. This made it difficult,
and, at tims, impossible to work consistently with the same students or collaborators for the

duration of the project or to adhere to strictly established research protocols. For exaynple,
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collaborators and | designed thimject to engage all participating youtftlwat least one

workshop lasting 60 to 120 minutes each wesldthe Photovoice model requires at least six
consistent sessions of photography demonstration and analysis. These protocols demand
consistent attendancehich was rarely possible for our paipants.You will find that, due to

these circumstances, my execution and reporting of these protocols, their corresponding data and
results are necessarily fluid, flexible, and, at times fragmented.

Al so, FAFOs mission i s naliredyowhdby focysing ¢tnehe b e h a v
endogenic forces thaull youth into theSchool to Prison Pipelindhus, my examination of the
exogenic forces thgtushyouth toward thé&chool to Prison Pipelinmay, at times, conflict with
this approachFor examplemy discussion of structural causes and systemic implications of the
School to Prison Pipelindid not receive as much support from the FAF staff as my discussions
of positive life choices, accountability, and resilience. At times, it appeared that my more
comprehensive approach to the pushes and pulls &dheol to Prison Pipelineountered, or
complicated, the standard FAF approach. Furthermore, as | gathered data via surveys and focus
group (workshop) observations, | had to reckon with the extentithwiese practices might
reify notions of intellectual hierarchy, normalization, and commaodification of collaborators.
Furthermore, | noticed a positive attribution bias in surveys. Survey respondants had just
experienced the emotional high of performaand their survey responses often read as an
extension of the applause. As a result survey responses very rarely included critical or negative
reactions that could have sharpened the efficacy and ethical acumen of this project.

Performances were limited tbe venues and host agencies that exhibited the capacity
and unique desire for them. This generally included agencies and initiatives interested in racial

equity and youth empowerment. Audiences consisted, by and large, of those community
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members who wergterested in these particular performances, performers, and/or the issues
they address. We have had limited access to audiences that are resistant to critical conversations
around racial equity and youth empowerment.

With recard to the performance apdrformed ethnography produced by this project, my
focus is on the impact that the performances have on audience members of all demographic
specifications. | measured this with ppstrformance surveys and tdilack sessions. Audience
members may opt to inchte their age, race, and nationality on the survey. However, because the
survey and these data are optional, | have not placed primacy on the demographics of audience
members in my analysis. Also, due to IRB restrictions, | was only able to survey &dutis
minors did participate anonymously in pge&rformance talback sessions. One minor emailed
me after a performance. Thus, | was only able to capture the perspectives and thoughts of minor

audience members if they participate in the ysbsiw talkbacks or contacted me directly.

Scope and Delimitations

The research and performance work for this project was conducted over the course of
three years, from 2016 to 2019. The PAR component of this project was nanvidlttie
Mattersproject by my collabrators and méVly Life Mattersncludes qualitative data and a
performance repertoire generated from three consecutive summers in the field at Fayetteville
Ur ban Mi ntAsktrri yeonsd Fiorud fweel Bummer Achiévemenst Camp in
Fayetteville, Noth Carolina. During these summers (24H.8), | served as a volunteer artist in
residence, conducing sedkpression workshops that simultaneously functioned as focus groups
where 75 youth between the agé®ight and 18 joined me in exploring and exsiag our
understandings of self and socidtyough public performances and collaboratively writing a

book of poetry and a theatrical scrigthile, | worked with several children between the ages of
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eight and 11, for this project, | focused on adoles(ayes 12 to 18) participants only.
analyzed qualitative data generated by-egffression workshops, performances, post
performance surveys, and-performative witnessing with 35 adolescent participants. | was also
able to develop methods of performafentered critical pedagogy in practice while conducting
self-expression workshops, Photovoitsessions, rehearsals, and public performances with the
My Life Mattersseam. Together, we producedo works of performance ethnography, including
one live peformance and a poetry book entitléde Ravon Jordan My Life MattePsoject
(APPENDIX B), which includes the poetry that we wrote over the course of three sumnaers
the photographs that we produced through the Photovoice process i BigllJook isa spiral
bound documerthat we distribted to collaborators and to local community memb¥esalso
produced a work of performed ethnography in the formsufrgot for a fullength drama called
Our ahdtiwe dradted and rehearsed in 2017.

The performd autaethnography portion of thRipelines to Pathwaysroject is based
upon approximately two yesof developing and enacting an autobiographical theatrical piece
entitledThe Talk. The Talls an 86minute oneperson performance that brings to the publi
stage a combination of my research around the dehumanization and criminalization of Black
youth and my personal experiences as a parent, teacher, and mentor of Black youth. This
performance piece includes original autobiographical prose and poetryl as wedl histories
and texts from historical archives and literature. It also incorpocatesephotography and
music. | conducted 23 performances and-pesformance talbacks between March 2018 and

February 2019 in Fayetteville, Raleigh, Durham, @hépel Hill, North Carolinawhich

% The PAR method of Photovoica(l so known as & Gublitativeresbiaoch mdthbdaby Wwhich s
participants express their observations through critical analysésifwith original photographgCastleden, Garvin,
&Huu-ay-aht First Nation, 2008, Wang & Burris, 1994).
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generated over 400 pgserformance surveys. | conducted a critical performance ethnographic
analysis of the process, performance, public discourse, and survey feedback

While my collaborators and | have implementedeotitically layered approach in the
Pipelines to Pathwaygroject, we have centered our focus on the play between critical race
theory, theories of performance, and theories of communication. This project does not attempt to
establish, or expound, experidwledge on the psychological or emotional impacts or
implications of identity formation for Black youth. The insights that my collaborators and |
gained about ourselves, our struggles, and solutions to the forces that threatnsewof
positivity, dignity, and agency may be helpful for theorists in the fields of pedagogy, psychology,
or psychiatry, but they are not clinically conclusive or therapeutic.

This project does propose some effective performaeotered approaches to pedagogy,
interpersonal ammunication, and public dialogue. However, it does not offer a comprehensive
method of performaneeentered pedagogy, community building, counseling, or therapy, such as
is evident in more comprehensive methods likeTtheatre of the OppressedierPlay”,
psychodrama and play therapy. The performarsrgered pedagogical methods used here are
strictly utilized in the service of seeking, examining, and sharing our individual and collective
stories that reveal deeper insight into the impacts that raaistigtes of domination like the
School to Prison Pipeline and modes of communication | i ke 0
and subjectivities of Black youth and their caregivBipelines to Pathwaysurveys the
dilemma of disparities between Black yowutcomes and White youth outcomes in both the

education and criminal justice systems in an effort to name some of the roots and routes of the

% InterPlay is an embodied performarmentered approach to community building and activism, as well as social

and personal change. Founded in 1989 by Dance Scholars Cynthia \Wetnonand Phil Porter, InterPlay is a
practice and philosophy that combines fAdance, theater,
participants to draw on fAdeep body wisdomd to grow, | e
communities bttp://www.interplay.org/pdfs/InterPlayCoFounders)pdf
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historical dehumanization and criminalization of Black youth in America. However, this project
does not offer mextensive examination of the American education or criminal justice systems.
Finally, while the intent of this work is to stand as an act of performesctered antiracist
activism and to incite future antiracist activism, it does not include a commigbeeview of
historical or modern antiracist movements.

Performing Positionality and Standpoint as a Researcher

My work with the youth at FAF began in 2001 when | became a volunteer mentor for
marginalized Black boys. | served as an employee of FAReaslentor Program Coordinator
from 2002 to 2004. Over the next 15 years, | went on to work as a youth pastor, youth
intervention program director, and volunteer with yeséinving agencies in North Carolina and
Texas. Today, as a member of the FayetteWtath Carolinacommunity, | have a profound
personal vested interest in the work of empowering Black youth and my fellow community
members to countenance and counteiSttieool to Prison Pipelingé have seen how structural
processes of dehumanizatiard criminalizationmesh with cultural and individual experiences
of identity formation and social isolation paishandpull these kids toward trouble with school
discipline and law enforcement. As an actor, writer, and director, since 1998, | have equkrien
the power of embodied performance to effectively inform and transform the perspectives, self
concept, selefficacy, and selproduction of performers and audience members alike.

In 2016, | was inspired by the storyof-§8aro | d Rav on Jddressafthés 2014
Fayetteville City Council. In honor of his slain friend, Ravon stood before the power brokers of
his city and spoke truth. | was moved by tisirageous public assertion of his own positive self
concept, dignity, and agencyh@llenged by s untimely death, | began to focus on ways to

counter the rampant destruction of young Black laed identitieshrough public performance.
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As a Black parent, godparent, uncle, youth pastor, and youth advocate, raising two Black
sons in the American Sdytl am acutely aware of our Black identities. In this sense, | operate
and think as an Ainsidero with rega+sdicatedy my i
ablebodied, heterosexual male who was raised in a relatively safe and functioni ctecd
two-parent household, | understand that my life experiences and opportunities differ dramatically
from those of the overwhelming majority of the youth with whom | work. Most of them are from
single parent or noetraditional caregiver householdstireside at or below the poverty line. The
severe and chronic levels of violence, neglect, abuse, trauma, and general precarity that many of
my collaborators have faced throughout their short lives are specters that | have never personally
experienced, duhat haunt them, and our interactions, daily. In this sense, | operate and think as
an Aoutsidero among the Black youth with whom

As the primary investigator for tH&ipelines to Pathwaysroject, | wear multiple hats
and bear diverse, sometimasmpeting, responsibilities, and emergent respaihdéies to
myself, my family, my collaborators, my students, my colleagues, my audience members, and
my community. Balancing the ethical, professional, artisincl intellectual load of this
ambitiousmulti-sited project has required constant reflection, reframamgl recalibration of
my perspectives, methods, and goals. At times | feel like | have the world in common with my
collaborators, cgperformers, and/or audience members. At other tiirfesd that my uniquely
fluid position and standpoint can be confusing, frustrating, and even intimidating to myself and
others. To grapple with these forces, | have learned to dynamically (lkartpeectly) apply
VictorRio®® t actic of dnWweamefis wb juepbsion gaenadgleiowsi ed e

insightso, between fioutsidero and Ainsider; o
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father and son, teacher and student, performer and witness, researcher and researched (Vigil,
2017, p. vii).
As my mird and body have played and practiced within and without these multiple
worlds and roles, they have continually produced new understandings and experiences of excess.
| have experienced what Michelle Fine (1994) explains as the result of researcherglisteni
closely to Aeach ofiver amedsauprisédrmantdsour
transformed. We keep each other honest to for
(p- 31). Throughout this project | have been beset with ex@aa®ss data, excess emotion,
excess experiences, and excess matetta processing of which exceeds mere descriptive text.
Yet, like Maria Lugones (1987), | am compelled to write of my experiences in a manner that
invites readers to travel with me taydathrough, multiple worlds as playful, imaginative,
inclusive, loving perceivers of each other. | invite the reader to join me as we grapple with the
struggles that my collaborators and | have endured, in search of artistic expression, answers, and
action
To this end, I empl oy what Della Pollock (
means of artfully and playfully processing th
representationo ((@@endtesck, p. 80). Poll ock
Performative gvocativewriting confoundsnormativedistinctionsbetweercritical and
creative(hardandsoft, trueandfalse,masculineandfeminine),allying itself with logics
of possibilityratherthanof validity or causalitythe scientific principlesunderlying
positivistdistinctionsbhetweendruedanddals&i It shiftsthe operativesocialparadigm
from the scientific avhatif 6 (whatthen?) to its performativecounterpartasif d (what
now?), drawingthereadelinto a projectedm/mediacythatnever(mimeticdly) forgets
its own genealogyn performancegp. 81).

| am compelled to write performatively and to persistently and playfully perform writing as |

push and pull my/our stories to the fore, driven by my faith in the belief that we may all become
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more digified in the performing, witnessing, engaging, angémgaging of thesk our - stories.
This performative style is as much a means for me to process the excess thhélonemy
sentience, soul, and scholarly scope, as it is a means for me to propkelytie reader into the
worlds revealed by, and through, that excess.

Just as the performance scriptsTtie TalkandOu r  Gsterid sl egamples of
scholarship IRPPENDICESC & A, respectivelyandin Chapter 4;: asThe Ravon Jordan My
Life MattersProjectappears iAPPENDIXB andChapter 4 of this dissertatier frame my
work with this performative style throughout the dissertation. The reader will notice my natural
poetic tendencies to use alliteration, rhyme, flow, metaphor, rhythm andimpetierspersed
with more traditional scholarly language, syntax, and grammar. | claim that right as a
performative writer. | also commit to a thoughtful and critical treatment of the material at hand
that may help us all to build emergent frameworks lérad us a more clear view of the excess
we seek to examine, explore, and exprBsshapshis writing style will render the reader
occasionally deentered and disorientellly hope is that even in those moments, it s@fve to
orient the readeao thevoicesof Black youth and their advocatasd intoaresponsebility that
empowes us all to do the work of writing/performing/imagining/talking/turning pipelines into
pathways.

Narrative Chapter Outline

You tell a story

To a specific audience

For a speific reason

In a specific format

Always within the context

Of vy o urgoipgéstoryyfocOd Hal | gp.a), 20114

Chapter 2A Theoretical Framework for Reframing and Reclaiming Black Youth

Identitiesarticulates and examines historical, seeamnomic and discursive the roots and routes
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of the dehumanization and criminalization of Black youth andsdteol to Prison Pipeline
America. In this chapter, | applytheoretical frameworkbased orCRT, CTI, CIPCT, and
performance studigs research inhe fields of critical pedagogy, youth empowerment, poetic
inquiry, and psychiatryl. articulate the ways in which these threads have interwoven to form the
theoretical foundation of thReipelines to Pathwaygroject and praxis. The result is a critical
performancecentered praxis of antiracist pedagogy, YPAR, ethnography and autoethnography.

Chapter 3Pathways to Reframing and Reclaiming Black Youth IdentMethodology
introduces my methodology, articulating the particeldtical modes of performaecand
performedethnographfautoethnographyperformanceentered PAR, and critical pedagogy
I/we utilize to reframe and reclaim Black youth identitgxamine the process by which my
collaborators andprocurel, produce, and preseetconcealed, resiahce, and
transforming/emerging stories that countenance and counter extant stock stories that frame and
claim to explain Black youth identitiesoutline the specific ethnographic methods that |
employ, including interviews, focus groups (workshops)yeys,field notes, codingand ce
performative witnessing. | explain the performageatered method of critical pedagogy and
autoethnography that | use in my efforts to empower marginalized Black youth, their caregivers,
and communities to voice concealeesistance, and emerging/transforming stories that
challenge the dominant narratives about Black youth. | then explain the means by which |
collect analyze and securéhe data harvested.

Chapter 4Case Study #1: My Life Mattedéscusses in detail ¢hresults oftiree
summers in the field conducting tMy Life MattersPAR project with 35 adolescent participants
in a youth serving agency®6s summer -centmgp . | n

approaches to pedagogy and community engagemetiftdae voices of Black youtland
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enga@ them in the praxis of resporahkility in ways that empoweBlack youth identities. |
employ acriticalracetheor y | ens t o Jul cridcalMtemparsenals (2017, 2
communicatiortheory framewdk, Michae | He c h tcamsnun(cdti@tbedry ofidentity,
and Erving Goffmanodés (1954) dnalysaihetracialipey mo d e |
elements of identity, relationstgpand power at play in this workalso examine some of the
poetry and photogrdyy that this PARproject produced (se®PPENDIX B) as performance
centered analysis of self, socieggynd solutions from the positionalities and perspectives of Black
youth.

Chapter 5Case Study #2: Talking The Takamines the impact that the writing,
developing, performing, producing, and touring of my original authoethnographic performance
The Talkhas had on audience members and me. | pr@sentalkas a performaneeentered
approach to Critical Race Theory analysis. Through field notes, scriptweand seHreflection,
| trace the journey ofhe Talkfrom life experience, to critical research, to dramaturgy, and on to
facilitating critical public dialogue in the form of pgseérformance talbacks. | articulate this
particular performanceenteed approach to antiracist storytelling as activism using Lee Ann
B e | CRA-BasedStorytelling for Social Justiceodel. As a critical performance of self and
society,TheTalka | so pri vi | eges ¢dmmunicatohthedtyeotidertithte ( 19 9 3)
exanine the personal, enacted, relational, and communal layers (or frames) of identity at play for
me in the process of receiving, giving, perfo
intracultural communication.posit The Talkas a composite enactntesf Diasporic Spidering,
performative writingandpoetic nquiry, narrative resistance, and puldialogue | examine the

extent to whichirhe Talkexperience was able to reframe and reclaim Black youth identities by
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creating spaces for coming to voicaelaesponsability, generatingntentional practices of
coming to voice, and empoweag participants to engage antiracistdialogue andiction

Chapter6: Pipelines to Pathway<onclusion and Recommendatianglicates my
conclusions based upon a contpesive critical performanesentered analysis of thierces and
factors that can delimit or empower Black youth subjectivispmmarize my assessment of the
efficacy, impact, and shortfalls of tfepelines to Pathwaysr oj ect usi ng Sandr a
(2016)ars poetical i poet i c criteria for evaluating resee
88). Finally, | compile the data collected throughoutRipgelines to Pathwaygroject that
speaks to its impact on the world. This chapter explores therpavd possibilities for antiracist
public performance tmncite antiracist transformation at the personal, institutional, and
communal levelsFrom audience reports of future action to reports of funds, volunteers, and
action that was generated by thigjpct, | outlined the evidence that antiracist performance can

indeed serve as source of hope and an actagtivism.
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CHAPTER 2: LITERATURE REVIEW

Overview

In this chapter, | will examine the roots and routes of the extant state of chronic
dehumaization and criminalization of Black youth in America. | will also propose a
performancecentered approach to resisting and confronting this dehumanization and
criminalization, thereby reframing and reclaiming positive agential Black youth identities for,
and with, Black youth and their caregiveBaised upon practices and theories in the fields of
performance studies, communication, pedagogy, and psychology, | propose a poetic and playful
performancecentered approach to this problem in Eipelines to Pthwaysproject. This
aesthetic approach promises to confront and counter the dominant stock story about Black youth
in order to reframe and reclaim the positivity, dignity, and agency inherent in Black youth
identities.

| define and examine the School tagen Pipeline as a structure of domination that
violently and persistently imposes itself on the bodies, minds, and ideatibgtivitiesof
Black youth and their caregivers. | argue that the dehumanization and criminalization of Black
youth are histocally, socice conomi cal ly, and discursively roo
racist foundations, and antouth tendencies. These roots intertwine to form an imbricated
dominant stock storthat frames Black youth identities in the American imaginarg a
dehumanized and criminalized biotrope. | contend thatbisinant stock storgermits and
perpetuates a violent as@iack youth sentiment that is systematically routechta throughthe

bodies and lives of Black youtkurthermore, | identifgertain neoliberal norms, biopolitical
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practices, and discursive frameworks that form, facilitate, and fome8cti@ol to Prison
Pipeline

ThePipelines to Pathwaygroject is rooted in my desire to address the disproportionate
dehumanization and criminaétion experienced by Black youth in America. Over the past two
decades, | have worked closely with Black youth in an effort to forge creative routes of self
expression. In that time, | have noted that experiences with negative school discipline and
incarceration loom ominously in the eveday lives of many Black youth and their caregivers.

The persistently high potential for experiencing school suspension, expulsion, and eventual
incarceration haunt our social interactions and threaten our ambitionsil/eahfront a

chronic precarity as we struggle with the internal and external elements that tend to dehumanize
and criminalize us in a racialized America. The School Prison Pipeline is a structural
manifestation of this precarity. As such, it has emesged discursive target for this work.

Defining the School to Prison Pipeline

The United States of America is not a level playing field for all children and our nation

does not value and pr o(WrghtEdelmanlin Cads & Cudry, e n 6 s

2007, p. 3)

The School to Prison Pipelinefers to the grossly disproportionate rate at which Black,
Latinx, low-wealth, and other marginalized youth experience disproportionate rates of negative
school discipline and eventual incarceration in the (Axander, 2010; Cass & Curry, 2007;
Morris, 2017) While this abiding trend has historically been routed through the modern
education and criminal justice systems, it finds its roots in a pervasive dilemma of disparities that
has existed especially beden Black and White youth in America for centuries (Kharem, 2006).
The multiple vectors of this dilemma accumul a

Fund researchers Julia Cass and Connie Curry (2007) refer to@sthe to Prison Pipelin®
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- often referred to as the School to Prison Pipelitat directly links marginalized Black youth
to the highest rates of incarceration in the nation.S¢teool to Prison Pipeling commonly
discussed and deliberated over by politicians, pundits,gogdes, and other public figures, but
rarely ever presented through, or from, the perspectives of the Black youth or their caregivers.

While there is no clear consensus on the exact causes of the pipeline, its effects are
pervasive and profound. For exampBlack youth in America are four times more likely to be
suspended from school, and five times more likely to end up incarcerated than their White
counterparts (Sentencing Project, 2019). This de facto systemic sacrifice of young poor Black
bodies echoethe dystopian imagination as articulated b§} t8ntury philosopher Jonathan
Swi ftés (17729):1 asatiocdl eesponsepa thee gamsnanipr@judicial belief among
many Irish landed elite that poor people and their children were the cause bfawaraand
economic decline in the nation state of Ireland. Swift ironically proposed that the babies of poor
Irish mothers be put to good use as sources of food (meat) and clothing (hide). Over 200 years
|l ater, Swiftds i r ointheAmprican psycheaak it struggles to demytandn g st
obfuscate its White supremacist, elitist, and oftenymith proclivities. To answer a seemingly
incessant and insatiable call for human 1|ife
justice lave complied with a modern day modest proposal for the sacrifice of yourgidalth,
and Black bodies. The challenge is that this proposal persists in a manner that is ominously
unspoken and deadly serious, directly impacting the lived reality of nslbdBlack youth and
their families.

Black youth in America are born into a dilemma of disparities wheltebyare, on
average, chronically rendered underserved and deficient in the areas of income, literacy,

academic achievement, health, abuse, anddecation rates (CDF, 2012/2014/2014c). In fact,
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the children with the least access to education, resources, and opportunities in the U.S. are the
14.9 million poor children (Childrenb6s Defens
children are the pmrest in the U.S., at 39%, although they represent between 12% and 13% of
the population (Annie E. Casey Foundation, 2018; U.S. Census, 2017; CDF, 2014c, 2015). Black
children are Aover three times as .Whil&krattsy t o b
of incarceration for Bdnbtbc&ckouthi mee homubl da
rates continue to soar above those of their White counterparts, especially in urban areas in the
U.S. (Bridge, 2018; Kann et al, 2017). The fact that Blgtuldren are twice as likely to suffer
from child abuse as their White counterparts is evidence of the fact that Black lives, especially
young Black lives, exist in the persistently precarious cross hairs of inequity, violence,
dehumanization, and crimafization (Braga & Brunson, 2015).

The particularly profound impact that tBehool to Prison Pipelineas had on Black
youth is a systemic extension of the disproportionate historical, psychosocial, and discursive
marginalization, dehumanization, and dnadization that youth of color have experienced in the
U.S. (Alexander, 2010; Cass & Curry, 2007; Grossberg, 2005; Morris, 2017; Rios, 2011; Rios &
Vigil, 2017). The dehumanizing evils of slavery and the criminalizing controls of Jim Crow are
manifestatio s of Ameri cads | ong history of delimitdi
youth identities. From the 1955 lynching of 14 yeltt Emmett Tilf in Money, Mississippi, to

the 2012 killing of 17 yeaold Trayvon Martifi’ by a community watch patroller Banford,

3 In August of 1955, Emmett Louis Till, a d4earold Chicago native who was visiting family members in Money,

MS was beaten and murderelis body, tossed into theallahatchieRiver by RoyBryant and his haibrother J.W.

Milam 1 two angry white men who merely suspected that Emmett had flirted with a white wé&mary 6 s wi f e,
Carolyn. Ater Roy and J.W. were found not guilty by a jury of their peers, they openly admitted to the murder.

37 on Sunday, February #62012, in Sanford, FL, a yearold black boy named Trayvon Martin was stopped by
a man named George Zimmerman, a community watch patrollemehely suspectetthat Trayvon was a criminal.
Armed with only a bag of Skittlesandao of Ari zona Tea hedd just purchased
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Florida, highly publicized evidence of the disproportionate rate at which Black youth are
punished, imprisoned, and killed with practical impunity in this country is startling. This evinces
a dysfunctional pattern by which Black youth identites axiologically drained,
epistemologically framed, ontologically claimed, and physiologically slain or constrained by the
School to Prison Pipelinend the systems that support it.

The result is that marginalized Black youth are often trapped betweanald systems
of authority that seek to control them and dangerous communities and environments that seek to
misuse, abuse, and kill them. Meanwhile, the national conversation around Black crime,
criminalization, school discipline and incarceration o#spouses traditional tegown, deficit
based approaches to pedagogy and youth intervention that have served to reify and perpetuate the
School to Prison Pipelin®Braga & Brunson, 2015; Gorski, 2013; Morris, 2017; Tough, 2016).
More progressive conversati® (also topdlown) tend to aim at dismantling structural racism,
systemic oppression, and inequitable public policies, often disregarding the voices and lived
experiences of Black youtlDeli, et al., 1997; Rios, 2011, 201 These toglown approaches fail
to consider the perspectives of the people who experience the impactehtha to Prison
Pipelinemost intimately. In doing so, they often perpetuate dominant narratives that elide or
silence the wisdom, insight, and persuasive truths that live iwoibes of Black youth and their
caregivers. Here, | present an immodest proposal: that stakeholders sacrifice their own
comfortable sense of saifjhteous narrative integrity in order to lean in and listen closely to

these younger, darker voices.

was stopped, shot, and killed thatnighth e f ol | owi ng year, George Zi mmer man
death in a court of law.
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Black Yauth in School

ffln spite of the goodwill expressed in inst
ideol ogical el ements embedded in a White s
are routinely mirrored and maintained in educational contexts (n@6gs8, p. 1).
The ASchool 0 6dohauolgooPrisemPipelinefmarked by stark racial
disparities in academic achievement, suspension, expulsion, and dropout rates between Black
and White students that pervade all grade levels. Black stu@etsa exhibit significantly
lower proficiency levels in all academic subjects, lower promotion rates, and higheyudrop
rates than their White counterparts. (Childre
Further, the manner in which the U.S. edumadil system tends to discipline the bodies of Black
students revealsersistent and glaring disparities in school discipline practices that have been
well recorded nationally over the past several decades (Smith & Harper, 2015).
In reports published sin@900, the Mrth CarolinaDepartment of Public Instruction has
warned that suspensions, expulsions, and dropouts are directly correlated to "increases in crime
and delinquency pr ©@obskguentydfyou Hrifl dodn to GumiZzlands ) .
County,North Carolinathe site of théVly Life Matterscomponent of this project, Black youth in
Cumberland County Schools doir times more likely to be suspended from school (Barnes,
2016) andhree times more likely to end up in juvenile detention than Weite peergHardin,
2015).What we see in Cumberland County is a reflection of what is happening in diverse
communities rural and urban; big and smafkcross the country (Cass & Curry, 2007; CDF,

2012/2014/2014c; Smith & Harper, 2015).

Black Youth Cime and Punishment

Whil e black youth are policed and discipl:.i
conservative and liberal educators define education through the ethically limp discourses
of privatization, national standards, and global competitiveft&issux, 1998,p. x).
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According to the U.S. Department of Justic
Preventi on ( OJ HBpganic whiie goutk d&-do@ntedifdr 629 of the 2018 youth
population, norHispanic black youth accounted for 15&mnd Hispanic youth accounted fine
fourth (25 %rrests m&lé of yohtlein 2017 0835% were arrests of Black youth. Of
those arrests, Black youth represented 61% and 67%, respectively, of those youth arrested for
robbery and A slaughtee(QIDPg2019) |0 NonttaGQarolina, Black students also
exhibited the highest rates of school crimes throughout the state during th2@@L3chool
year (Public Schools of North Carolina State Board of Education Department of Public
Instruction Report to the North Carolina General Assembly, 2019). These numbers reveal a
consistent chronic correlation between Black youth and negative experiences with education and
criminal justice systemd.he North Carolina Department of Public Safety (2019) setiethis
particular manifestation of the dil emma of di

Meanwhi |l e, Black youth are more often | abe

c hal I etergetiohbdtend to pathologize the people labekadnier, 2010; Ginwright, 2010;

LadsonBi | | i ngs, 1998; Morri s, 2017 ; Ri os, 2011,
with marginalized Bl ack and Latinx youth reve
criminalizationo that ceofnfte otli welmp | fexromsvha ciy d

in which schools, police, probation officers, families, community centers, the media, businesses,
and other institutions systematically treat vy
movemeneési ast idt hreatening, risky, and cri min;
facilitates a drastic increase in the probability of negative interaction with law enforcement.

For example, a 201Rropublicastudy of the 1,217 mortal police shootings cagduin

federal database between 2010 and 2012 revealed that Black males between the ages of 15 and
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19 were 21 times more likely to be killed by police than White males that age (Gabrielson,

Sagara & Grochowski, 2014). In fadty Timesvriter Roxane Gay (@15) felt compelled to

pose the question, AWhere are Black Chil dren
school police officerdéds brutal assault on a b
relinquish her cell phone. This event@olumbia, South Carolina is one of a plethora of violent
incidents that have exposed the fact the bodies of Black children are often the target of

normalizing violence inside and outside American schools. Highly publicized cases like the

killing of unarmedl17 year old Trayvon Martin in Sanford, Florida in 2012 by a neighborhood

watch vigilante, the fatal police shooting of unarmed 18 year old Mike Brown in Ferguson,

Missouri in 2014, and the fatal police shooting of 12 year old Tamir Rice who brandished a t

gun in a park in Cleveland, Ohio in 2014, are
tendency to disproportionately discipline and eliminate Black bodies imposes upon Black youth.

Black Youth Interrupted

What if | want more? Not just ad&ed door.
What if | want knowledge? What if | want to go to college?
What if | want more?
(Mi sunderstood & Bi g SmoAPBPENDIX@®hat i f | Wan
Americabs criminal justice system operates
punishment® demanding a regular sacrifice of fungible young Black bodies to be funneled
into its pipeline of discipline, detention, and death. The Pipeline is what it is. There is no

argument about its existence. The controversy arises when we seek to discover asdtaddre

root causes, and routes to addressing them. While some argue tisacaitand pathological

el ements of Black (or Aurbano) cupulttheme and i n
¥Here | use Vict or fprnishreedt basediugpn s empiri€al studytofithe livedaexperiences
and perspectives of criminalized Black and Latinx yout
individuals come to feel stigmatized, outcast, shamed, defeated, or hopelessidisaf negative interactions and
sanctions imposed by individuals who represent institu
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into the pipeline, others argue that structural White supngmuad socieeconomic
marginalization inevitablpushBlack youth into this pipelindMleanwhile, the perspectives of
the youth who experience this particularly pernicious plight are rarely voiced or countered in
the dominant discours&o deal honestly witthe School to Prison Pipelins to acknowledge
its complex often paradoxical racist roots and routes, forged amidst a dynamic dialectic of
human agency and interaction versus structural hierarchy and systemic oppression.
Colonial and Racist Roots of theSchool to Prison Pipeline

The especially crude and reductive notions of culture that form the substance of racial

politics today are clearly associated with an older discourse of racial and ethnic

difference which is everywhere entangled in the histothefidea of culture in the

modern Wes{Gilroy, 1993, p. 7).

Post colonial and cultural studies scholars like Stuart Hall, Frantz Fanon, Aimé Césaire,
Paul Gilroy and others, recognize the fact that racism, as we know it in the Western world is a
social onstruct that dates back to colonial conquiestact Aimé Césaire (2000) traces the roots
of modern day raci al hierarchy in the Western
At hi ngi ficationo of the Bl ack anaderdogustilyr ed c ol
the extreme violence, violation, and exploitation that the Western colonization process imposed
upon norWhite bodies, the White colonizer dehumanized the\Wiite colonized people by
conceiving of them alsi Keedntltus in neédi anceeded deaervithg, df a n i m
violent control (Daut, 2016; Fanon, 1967, 20Q&saire, 2000). In order for Whiteness to be
constructed as the pure and perfect dominant race, Blackness had to be deconstructed from mere
phenotypical features amdconstructed into an abject evil threat to humanity.

Frantz Fanon (2004) notes that the person of African descent in the Western world has

undergone a grondoeas zadfi omemdaovherein the instit

laws allowed the Whiteolonizers to enact a more intimate and nationalistic version of
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colonization upon the Black peoples whom they imported to America. Fanon (1967) refers to the
Acrushing objecthoodo that Bl ack people have
body i s surrounded by an atmosphere of certain
forces (p. 11Al11)He descri bes a Adreal dialectic betwee
that the Bl ack rean daed hnearl e stcomé&eentasioieerdsialasle d up o
expectations of him in a White supremacist so
whi t e 0 QGilpy (20103dberves that the violence of enslavement and colonization
e n a c hiogodliticéil processes which systatitally produced infrdaumanity, for the explicit
benefit of the killers, torturers, and abuser
processes American domination has emerged hi s
oneneverrec&yr s [ é] unscarredo (p. 77).

Whether he likes it or not, and regardless of his skin tone, the child who has been
identified as Black in this country has been born with a congenital condition that Frantz Fanon
cal |l s 0epi dveerebydhey are aitcsivelyy legally, and soally reduced from their
complexagential and dignified humanity to their skin color, phenotype, and pattelarsgoiage
movement. Thus forceacialized identities upon the bearers of Black bodies. Those racialized
identities ae then confronted with a Western world that has historically devalued, disparaged
and dehumanized Blackness (Nasir, 2012). Rapper Ice Cube (1993) articulates the looming threat
of epidermalization in his song AMy Skin is M

[ é fhey think I'm Khadafi

Rolling in a sixtre jalopy

They want to give me ten in the pen cause I'm smelling like Hen

My skin is my sin

My S-K-I-N is my SI-N (Burning our black skin)
My S-K-I-N is my SI-N (Burning our black skin)
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Paul Gilroy (20p6) i tisthisirv@untary asd pargistent process by
which existing prejudices, fears, and hatreds felt toward Black bodies are inevitably and
continually projected onto the fragile frames of Black people from childhood.
Anti -Youth Roots of theSchool to Prisam Pipeline
We live, for at least part of the time, in a rhetorically constructed picture of kids out of
control, an enemy hiding within our most intimate spaces. The respaesedolerance,
criminalization and imprisonment, psychotropic drugs and payebiconfinement
suggest not only that we have abandoned the current generation of kids but that we think
of them as a threat that has to be contained, punished, and only in some instances,
recruited to our side (Grossbe&05 p. 36)
In a similar maner, since the latter half of the™6entury, especially, American society
has imposed a processfot hi ngi fi cati ono on its young by
positions children and teens as threats to the quality of life and safety of Amethiden a
(Grossber g, 2005) . Grossberg (2005) not es,
to the existing soci al order and for Kkids t
In his critical cultural analysis of the transition of ti&5. from a kid nurturing society in the
19506s, to a kid targeting society by the t
Ayouth comes not only to represent everythi
t o be t he(p. t8x Hesaegues that thi$ p&rspective has discursively reduced American
kids to fiuncivilized ani mals who have to be
colonization has dehumanized R@fite colonized peoples as uncivilized and aniiia.
While antiyouth sentiment has expressed itself saliently in western society for centuries,
it has reemerged in the discursive criminalization of youth in the media, zero tolerance and
inequitable discipline policies in schools, age profiling by pokel strict parole violation

policies and curfews in America (Farmer, 2010). Theseyanitih expressions have assembled in

a manner that that has led to increasing, and significantly high, rates of youth involvement in the
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criminal justice system (Grossige 2005, CDF, 200Qkonofua, J. A., & Eberhardt, J. L., 2015,
Rios, 2011, 2017Stasio, 2015, Equal Justice Initiative, 2016). For example, Lawrence
Grossberg (2005) notes the fact that zero tolerance policies and placing police personnel in
schools, ws h began nationwide in the 199006s, cause
and adjudication of behavior that previously would have been handled at the school level. Sarah
Farmer (2010) notes that the convergence of chronic systemic inequisynyacid anti
youth senti ment have resulted in a fAmoral pan
framed as a threat that must be regularly sueailcorrected, and contained. Fueled by this
panic, theSchool to Prison Pipelineas ar i emala® pa diemmi co0 i n Amer i
p. 366).
Structural, Neoliberal, Biopolitical, and Discursive Routes of th&chool to Prison Pipeline
One needs to know how different racial and ethnic groups were inserted historically, and
the relations which hawended to erode and transform, or to preserve these distinctions
through time- not simply as residues and traces of previous modes, but as active
structuring principles of the presemganization of society (HalR002,p. 54).
The extant Prison Indtrg&al Complex andschool to Prison Pipeline America are
systemic mani festations of particular Astruct
uniquely antilow-wealth, antiBlack, and antiyouth discourses, policies, and social protocols

(Alexander,2010; Bourdieu & Wacquant, 1992, Wacquant, 2001). These structures of

domination acutely threaten human justice and life, particularly for Black youth in the U.S. To

clarify, going forward, | will apply sociolog
Astructuredo as the fArules [and] resources rec
systemso (p. 64). Here, the word Astructureo

Abi nding of time and space e nirseopcrioadl u cseyds treentsaot

bet ween actors or collectivitiep®d.oulgeani sed as

74



sociologist Pierre Bourdieudbds term Astructure
enact a cert ai n-théts thendsedf dymboly, suchlagphysielagical features,
discourse, or images, to threaten, enact and justify violence against another human being, or

group of human beings with, or without their complicity, with the end of reifying and sustaining
symbolc dominance of a hegemonic force. Symbolic violence is applisdbjugate certain

collectives of people under the power of a particular hegemonic dominance (Bourdieu &

Wacquant, 1992).

This violence is enacted through an insidious and effective fhatdierre Bourdieu
callsmisrecognitioi it he fact of recognizing a violence
one does not perceive it as sucho (Boaordieu &
invisible doing that interdates marginalize@eoples into a system of dominance by assigning
them values and meanings that perpetuate the existing social hierarchy. Through racist
misrecognition, Black bodies are inscribed with notions of criminality, animality, and fungibility,
such that the presea or appearance of any particular Black body is coded upon arrival (Young,

2010). Within racist structures of domination, Black bodies perform by merely showing up. The
very appearance of a Black body in & he domi na
(Fleetwood, 2011).

Thus, Black bodies take on, what Nicole Fleetwood (2011) cailsoaicity. Fleetwood
defines iconicity as the soci al process by wh
whol e host of histor i (pa). Thoscwithouotthenecessary and pr oc
permission or recognition of the seer or the seen, structures of domination impose symbolic
violence through the misrecognizing gaze. One need only reflect upon the defense used by police

officers and authority figureslvo have been acquitted for gunning down the unarmed Black
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bodies of Tamir Rice, Trayvon Martin, Mike Brown, Terrence Crutcher, and several others. In
every case, the armed authority figure fired
their livesin the form of a Black body.

Here, it is wuseful to consiboeolticsMistubtedl Fouc
mechanism that determines what people (or, types of people) get to survive and thrive in any
given society. In his discussion of pmitcs,Foucaul t (2004) often uses
to unigue people groups who war against other groups for genetic purity, survival and access to
resources. He states, #Alt is no |l onger: O6We h

hawe to defend society against all the biological threats posed by the other race, the subrace, the

counterraced6o (®2pucault, 2004, p. 61

Thus, for Foucault (2004), racism is a for
of introducinga breakino t he domain of |ife that is under
what must | ive and what must die.o (p. 254).

biopoweri the power to kill or let live. For him, race is any separation of people whereishe

norm versus a threat to the norm. In this way, Foucault uses race to get at the naturalness of

power dynamics and human tribalism. Jardine (2005) applies a biopolitical lens to the modern
Western educational syst emkmwesges, lsotilg actobssamdr v e s ,
desires, and so dnthat do not lend themselves to the production of high grades on published
standardi zed test results are exposed as redu
marginalization and elimination (p. 36).h u s , Foucaultds conceptuali z
with a deeper understanding of how biopolitical technologiesrent in structures of

domination, like théschool to Prison Pipelindave come to pose a persistent threat to the lives

Black youth.
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Here, itisusefultoconsidu b habr at a Bobb gefidianmoer j eeds (20

necrocapitalismficontemporary forms of organizational accumulation that involve

di spossession and the subjugation of-1life to
colon al i st economic application of Michel Fouca
of people invisible, mainly the poor, the dis

chronic elision in dominant discourses around the uniquely systaarginalization that Black
youth experience in U.S. tends to tacitly condone their continued marginalization,
dehumanization, criminalization, incarceration, and ultimate extermination.

To Be Young, Casted, and Black

[T]he state had not abandoned the pddrad reorganized itself, placing priority on its

punitive institutions, such as police, and embedding caorrol discourses and

practices into welfare institutions, such as schdeieg, p. 172011).

The dominant oppressive structures of U.Sietgdave historically placed a large
portion of Black youth into systems that incarcerate them, kill them, or relegate them to what
Wacquant (2001) has referred to as the fAbl ack
America have emerged asaxialized sukelass, or, in the words of Michelle Alexander (2015),
a fAraci alAl exbdondsete(2010) adefiansesi @macti akdcasat
into an inferior position by | aw anmgetcust omo

involved with the court system as nAnoffenders,

relegated to a lowesubcasté poor Black criminal. Alexander (2010) notes that a person

deemed a Acriminal 06 in the darguablytessdeapgct thans @ s c
a Black man living in Al abama at the height o
raci al caste in America; we have -dmeechedfy r edes

W. E. B. 2014 Bbsarvation'tg be a poor man is hard, but to be a poor race in a land of
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dollars is the very bottom of hardships.” (p. 13). wi | | ut i | i zsebcasidoe x ander 0s
explicate the positonalities of marginalized Black youth, rooted and routed in the coalescence of
thehistoricosocial designations of soeeconomic class, race, age and criminal status.

Framed and Claimed by Criminalization, Responsibilization, and Animalization

One ever feels his twoess- an American, a Negro; two souls, two thoughts, two

unreconcikéd strivings; two warring ideals in one dark body, whose dogged strength alone

keeps it from being torn asund@®uy Bois, 204 p. 5).

As American political theorist Wendy Brown (2015) observes, under the current
neoliberal regime the market has becomestinet e of ul ti mate Averidict.i
canodot clearly quantify the economic i mpact of
their existence. T isgosprofoundiyantegraen into bne heace s ubj ect
subordinated tthe supervening goal of macroeconomic growth that its ownlvestlg is easily
sacrificed to these | arger purposeso (p. 83).
profitable than his White counterparts, is rendered fungible in this syStenmsamé&i n e o |l i ber al
subjecto whose very humanity depends upon her
the pressure of what Bhiéiwarcahgsthieespbpscbit
responsible selinvestorandselpr ovi der 0 (Bt o84)s Thwaugs, wtehe el |
surviving or thriving in this country become
responsibility for their own rise or demise.

Take for example the fact that the current U.S. presidential administratsodrafted a
budget that cuts $1.2 billion in federal funding from atehool programs that currently offer
free and reduceate programming and services to some 1.6 million youths who are

disproportionately notWhite, living in, or near, poverty acrodse country (Brown, E 2017%.

Yet, when charged to justify this sizeable cut in the infrastructure of intervention programs that
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offer safety, community, health and nutrition services, psigdual, and academic support to
marginalized youth, the admimiation retorted that the academic and economic impact of these
programs have not been provémother words, only that which can be economized according to
neoliberal norms is valued by the dominant syst&smWendy Brown(2015)observes, under the
curent neol i ber al regi me the mar ket Inlothes become
words, if you candot clearly quantify the econ
cannot justify its existenc& hus, t he n eisdoprbfeundhintegratedbnjoardt
hence subordinated to the supervening goal of macroeconomic growth that its owaingik
easily sacrificed to these | arger purposeso (

So, according to this framework, a low wealth, Black child and her family are
automatcally vilified whenever it appears that they are not carrying out their responsibility of
preparing her to be usefauman capitafor exchange on the free mark€onsider the fact that
this same presidential administration that proposed to cut fundppoid poor and
disproportionately notWhite youth, strongly advocates for stapdfrisk policies that often lead
to increased criminalization, via racial profiling, of residents in poor, predominately Black
neighborhoods under the auspices of enforciid aw and order o0 and gettir
(Dwyer, 2016).

This system renders all humans as fAhuman ¢
discursive process. This same proddsstifies certain bodies as threat to productivity and
profit, therely further criminalizing them and their communities with a demand for law and
order by means of biopolitical Asecuritizati o
becomes what Kumari ni Silva (2016) refers to

i mpose a fisubjugated essewntiis&kl iosma anmgepoaus!, &
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i terms disproportionately used to refer to Black bodies in theTth&words of Hero, a
recently fAfreedParsk adv e( Fatiel GuestanafhnoWarsset over
150 years ago, continue to ring relevant tod&gems like the worth of a Colored man, once
he's made free, is less than his worth when he's a slvs.tiehumanizing pathological
mentality persists today when marginalized yotltemselves often internalize it, thereby
reinforcing racial and socieconomic hierarchy by playing up tropes of criminality,
delinquency, and ignorance, or by simply lowering their own expectations for themselves and
their peers (Camilleri, 2007; Ginvgtit, 2010, 2016; Rios, 2011).

However, how do these structures of domination find expression in a country where
Acol orblindness, 0 meritocracy, and a universa
dominant narrative circulated by many poliéios, pundits, pedagogues, and policy makers?
French philosopher £tienne Balibardos (1991) r
persistent presence of the same 'question’: that of the difference between humanity and animality,
the problematicharacter of which is ratilized to interpret the conflicts within society and
historyo (p. 57). So, when racial disparities
vehement denial of any existing social hierarchy. Instead, it blames the wttihe hierarchy
for refusing to assimilate or to accept accountability for their own shortcomings. In turn, those at
the bottom of the hierarchy are barraged with messages that reify their perceived inferiority and
inherent malignancy.
Obstacles of Obfiscation

The greatest trick the devil ever pulled w
1995)

Thus, our culture grants permission to politicians, pundits and professional experts to

further objectify marginalized youth by-feaming systemicn equi t y as a questi or
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deficitso (Gorski, 2013; Rios, 2011, 2017; Mo
routes, and resolution to tisehool to Prison Pipelins deflected from racial hierarchy and
economization of lives, and rad back upon the responsibilized individual and her cultural
deficits. Unlike colonialism, this newer, more insidious form of racial designation is complex,
obfuscated and difficult to resist directly, while its tendency to dehumanize and exact violence
onnonWhite bodies is just as imminent and more effective.

This phenomenon is rendered more salient by increasingly popular statements, mostly
from the political right, that counter increasing accusations of racial and class inequity with a
steadfastinstsence wupon the veracity @ohsid&thestatement8 s myt

made by Kathy Miller, one ofthema ndi dat e Donald Trumpds county

wherein she declared that racism does not existin Am&ibae f ol | owed 6wiet Ib|] aft Ik
and you havendot been successful in the | ast 5
opportunity, it was FHhermane, ihtbe faceoofitbe sgate efywublecly 2 0 1

reported incidents of police brutality against Bléddies over the past decade, especially, she
referred to one of the grass roots organizing efforts that was designed to addres#hhis ill,
Black Lives Matter movement as fia st upkindlly,Wdles ¢redits ®resident me . 0
Barak Obama himselbf creating a racism that did not exist before he entered the presidency. It
is important to note here, that Ms. Miller, like President Donald Trump and many other
prominent opponents of the Black Lives Matter movement, is less concerned with the gblitics
the movement, and more concerned with what she perceives to be the futility for anagianti
action in a fAcolorblindd society.

In fact, recent research in social psychology has confirmed the fact that pervasive implicit

racial bias and discriminaticagainst Blacks is indeed alive, well, and pervasive in the U.S.
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These studies repeatedly expose evidence that people from diverse racial aed@ummnic
backgrounds tend to make subconscious connections between phenotypically Black people and
crime, awlpability (especially for youth offenders) and animalistic behavior (Eberhardt, et al.,
2004; Eberhardt, et al., 2005; Goff, et al., 2068ff, et al., 2014)Such research also reveals the
fact that implicit bias causes agents in authority within systems of education and criminal justi
to perceive higher levels of maturity and culpability in Black espedidifey & Boerhardt,
2014; Okonofua & Eberhardt, 201Battan, et al., 2032In one study, law enforcement officers
and college students tended to add three to five years of age the Black youth that they observed,
as opposed to the Whites (Rattan, etal., 2013. Th esul t i s t he dAadul tifi
whereby authority figures tend to hold them to a higher standard of maturity than is appropriate
for their age (Rockett, 2019). Because theseBlattk youth biases are implicit, they often go
undetected. Manwhile, the stock stories that feed and reify these biases are deep seated in the
Americabds narrative | andscape.

In fact, Americans tend to perceive less essential difference between a Black child and a
Bl ack adult (Eber ha®Gofft,, eat adl.. , fAffTSedsdEsg eBilcaec k
matter of fact, in one particular study, Black boys in a criminal justice setting were consistently
perceived by police officers and college students in a large urban area as up to 4.5 years older
than they actuéf were.That is to say that authority figures may tend to perceive Black children
asyoung as 13yearsofageasadd@dtef f , et al ., AThd@&hedesasnence of
biases of adult essentialism and age miscalculation did not apply to Whitahbgssame
study.Here, we see the insidious nature of a White supremacist racialized assemblage, catalyzed
by economic Aresponsibilizationo and magni fie

criminal justice During the tenuous adolescentyeats&wn yout hdés i1 dentities
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volatile and vulnerable, mistakes, social transgressions, arstigiginsare common
(Camilleri, 2007; Walsh, 2004iHowever, for Black youth the stakes are particularly high.

Sociology and cultural studies scho&tanley Aronowitz (2003) observes that a certain
AAmeri can exceptionalismo manifests itself as
American |lifeo (p 15). Cornel West <cites Athe

A n e o c o wes and nealiberals in order to trivialize and disguise the depths of black

sufferingo (Al exander, 2015, p. x). West indi
sl umber of indifference to the poor naweld vul ne
adjusted to injusticeo (Al exander, 2015, p. i

problem, we must first overcome the discourses of denial and acknowledyddaste

dil emma by devel oping what Freuseegd®70) trlkedé¢ el
are at pl ay i n umdercastekrairepropases Aritioalrdialayae@sthe vehicle

to achieve this critical consciousness.

Robin Di Angel o (2018) accentuates the need
mainstream US culture gives us the information we need to have the nuanced understanding of
arguably the most complex and enduring soci al
The obfuscating forces of i mgdeiandistdndapartform ( A h ol
otherso) and objectivity (the belief that dfit
racialized identity and deny systemic oppression (p. 9). DiAngelo (2018) observes that we are all
swimming in the water ofracismmnd fAiwe are actors in a shared c
because White people are the dominant people group in the racial hieeardlaye arely
compelled to confront racism, and their roll it its perpetuatiogy are often dangerously

ignorantofra i s mdé s t hr e a taddresddd,ehey oftem perrceiva thé discussion as a
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direct affront to their own worldviews and ethi@is perception often triggers emotions like

anger, fear, and guilt in White people. These emotional responses ofteimresultterdialogic

behaviors such as social distancidgnial, defensiveness, or debate. DiAngelo (2@13)

refers to thigprocess of obliviousness, to offense, to obfuscatien A Whi t e Fragi |l ity
particularly affective route of effectivelylancing antiracist discourse and dialogue.

Kendi (2019) observes that nDenial is the
must see the term firacisto as descriptive and
defined by actions and poi@s that perpetuate racism and racially inequitable outcdfeesli
(2019) defines racism as Athe marriage of rac
nor mali zes raci al inequitieso (p. 18)andFurthe
systemico (p. 18). Thus, a racist is Thise who
term does not define a person, but rather, it articulates their position in a given comiext.
racism cannot be dismantled by pointing fingers @auahing individual racists, but by identifying
and naming racism and racist actions and attitudes as they present thermb&vasist be done
with the understanding that racism is rooted systemic mechanisms of racialized control (cf.

F o u c a hidpaolitc®). The routes of racism, however, are supported and driven by self
interest (i.e. a desire to be comfortable and to enjoy maximal privilege with minimal cognitive
dissonance)To dismantle racism, we must first deal with it. To deal with racism, we manse

it. To name it, we must be willing to articulate it and witness it, and the routes by which it haunts

the everyday interpersonal interactions of Black youth.
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Reclaiming Black Youth Identities through a PerformanceCentered Approach

Reclaiming dos not require that we erase the past and script a new one. The prefix tells

us this. To reclaim is to take something back. It is to possess something in the present

while knowing that it has only recently been back in your possession. It is to remain

awareof t he previous o6cl aimsé even as you art

the present as you work toward creating a futiieufg 2010, p. 225).

For centuries Black youth identities have been claimed by exogenous White supremacist
structuressystems and norms that have dehumanized and criminalized them. Likewise an
internalized sense of inferiority and/or alienation has delimited our capacity and propensity for
self-production.Nina Wallerstein (1994), for example, notes that the discrepaoeiegen the
AAmeri can Dreamo0 and the AAmerican Realityo |

mar ginalized to fAblame themselves f-esteent hei r |

and feelings of power | es snsecgnibon(Wallerstdirb(5994) To a

calls for a critical turn in pedagogy and res
strengths of youth that can promote resilienc
155). She challenges educatordanp u bl i ¢ heal th practitioners toc
emotional, social or structural i ssueso that

mar ginalized youth face today. She notes, At h

v 0 i c eichcan eitldr block learning, or, if they become a central focus, can unleash learning
and motivation to changeo (Wallerstein, 1994,
I n the context o Storitadlieg foh Bonial Rigitmlodelsunclieekedl O )
dominantdiscourses tend to perpetuate statusrmgirforcingstock storiesand silence the voices
of subjugated discourseBell applies a CRT lens to storytelling as she seeks to unearth and

amplify theconcealed storighat lift the local knwledges of marginalized peopjaxtaposing

them withstock storiesn a manner that generates critical consciousness around them. She also
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celebratesesistance storigbat mark and articulate the efforts of subjugated peoples and their
allies to challege the very hegemonic structures that generate and ssistelkstories Be |l | 6 s
work i s committed to the CRTO06s goal of mobil
newemergingandtransforming storiethat inform and facilitate action towardastructing
oppressive structures and reconstructing more equitable and just ones (Bell, 2010; Ladson
Billings, 1998).The Pipelines to Pathwaysoject shares this commitment.

Bell 6s often performative applicisgduisson of C
reveals that the art of individual and collaborative storytelling can help marginalized people to
develop a deeper understanding of the self and group members. Based upon over a decade of
conducting critical ethnography and activism with marggediyouth, community members, and
teachers, Bell (2010) observes, fithe Storytel
understand racial positionality, think more critically about their practice, and develop curriculum
that engages studentsasaoci cr i ti cs and actorsobaged. 6). She
interventions with marginalized youth are cre
important role in building a community where risks can be taken and shared, and new norms
established or acting against racismo (p. 110). Whil
opted for what dramati st Pet erithBtisembkdied 1996) ¢
t heatri cal perf ormance bas e dlawspfdhmanicdnieeienh and
entertainmentand engagement asenultaneouslyat work (p. 17).

The performance work that this project does also applies what Performance Studies
ScholarNadine Georgésraves (20143 al | s A Di as por i-GravesgZ0deandiing . 0 (
considemi bl ack i dentity as an acti-def ipmeocerss®d®s o e Iz

self as she explores the myriad roots and routes that traverse the body of Black identity (pp. 35
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36).GeorgeGravese ndeavors to fArecdlari ddanhugh tiisgpdoeesaat i ¢ 0
she ciagwlics iidder i n PaspdripPi 8€é)i ng entails AThe mul
process by which people of African descent define their lives. The lifelong ontological gathering

of information by goingoutintbt he wor |l d and ¢ omi n gheBigelinkstat o t he
Pathwaysroject utilizes Diasporic8dering is a means of empowering individuals to engage in

the dynamic process of sgdfoduction through story building and storytelling.

AnthropologistClifford Geertz accentuates the power of this process to create meaning
when he observes that A[é] man is an ani mal s
spun (Clifford Geertz, 1973, p. 5). As a scholar, | explore and interpret these welby spyn
collaborators and me to publically reframe and reclaim the very meaning of self. When a
marginalized Black youth knows who he is and doesn't allow society to tell him who he is, then
there is a disruption of the biotrope and a transformation olthjegated self object upon
which the power of th&chool to Prison Pipeline based. This disruption and transformation is
rooted in positive selfoncept and sekfficacy and routed through sgdfoduction and critical
consciousness that empower usdcaim and reframe of our own identities.

This concept presents significant promises for the fields of pedagogy and performance.
Education scholar Shawn Ginwright (2010) exhibited the deep impact that this process can have
on marginalized youth when heallenged a group of Black youth in Oakland, CA to critically
analyze their sense of self through reflexive-sejliry, study of history, and a group trip to
West Africa. Youth emerged from the process with an increased senseéedfisatfy, more
positive selfconcept, and a greater commitment to civic engagement. Furthempedi@mance
studies scholar Derrek Goldmandés (2006) accou

students at a predominately White institution, he foundttteeperfoma nce fipr ocess wa:
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living reminder that origins are not fixed, singular points of departure but are rather like veins,
bloodlines that run through bodies, spinning out from the center to produce sweat, blood, and
motiono (p. 367).
Derr ek Gol jexamplé o a dolalib@tée adaptation project that unified,
educated, and motivated university students, faculty, and community members toward action.
Madison (2010) has also demonstrated this generative method of collaborative performance
whenshedirdaced a performance about womendés rights
As an instructor in courses where | have prepared students to work collaboratively to adapt
|l iterature to staged performances dtehbmdiedi ncor p
experiences, | have seen filind howi é adapt ati on may be a cruci al
and reinventing power structureso (Goldman, 2
| have found that ven we empower youth to trace, embrace, and embody the stories that
constrict their sense of self and society, we enhance thesalictive powers of storytelling.
We also empower these subjugated voices to impact the dominant narratives that frame the
perceptions, positionalities, and lived experiences of those in domingiée ggoups. For
example, DiAnglo (2018) argues that when White people, as the dominant racial group in
America, do not spend much time living, speaking, and thinking with people of color, the usually
|l ack the firacial st amitpabaoutraceand racismwithatgqui red t o
becoming offended or defensive. The stakes for developing racial stamina in White people are
high. Without unpacking the race talk, we cannot achieve a collective understanding of the
interest convergence connected withiracism. As DiAngelo (2018) admonishes, we cannot
i mpact the Araci al status quoo unl ess we get

humi lityd and devel oping Aracial stamina. o Fo
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we r emai n (pol#)fTle gdaldskid nove from naming racism to imagining and
enacting antiracism.

A Poetic Approach to ReclaiminQur Positive,Dignified, Agential Seves

Poetry in research is a way to tap into universality and radical subjectivity; the poet uses
personal experience and research to create something form the particular, which becomes
universal when the audience relates to, embodies, and/or experiences the work as if it

were their own (Faulkner, 2017, p. 210).

Poetry is the fluid language of dynamieidity formation and free expression. For this
reason, it has emerged as vital and ubiquitous element of this project. Poetry as a practice and as
literary form is difficult to define in absolute terms. A singular static definition of poetry is
impossiblyelusive, because poetry, like performance, lives in the liminal. It is itself a form of
expression that is adept at expressing and exploring excess. It is a form of expression that dates
back to the first ambitious human attempt to embody words, moveraedtspcalics to express
that which heretofore had exceeded the capacity of mere literal verbal explanation. Today, | use
the term poetry to describe a particular form of written and/or spoken expression that
incorporates fluid and uniquely formed patteohglliteration, rhyme, repetition, cadence, meter,
musicality, metaphor, simile, syntax, improvisation, and other forms of evocative expression. As
the poet modulates and presses into these elements in an attempt to work with, and through, the
excess thiabursts forth from lived experience, overwhelming emotion, and collective
consciousness, they can reach a more profound sense of clarity, understanding, and inspiration.
Poetry is a means of formulating and fashioning words for expression and embodivseat t
empowerment.

Poetry is a particularly powerful method of truth seeking, framing, and claiming, because,

as June Jordanodés Poetry for the People Collec

allows us to understand and articulate our cotmes to one another and to the world we
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inhabito (Muller & the Poetry for the Peopl e
argues, fAPoetry is about showing, not telling

In every component dhe Pipelines to Pathwaysroject, | apply what Sandra Faulkner
(2020) defines Poetic inquiry: Athe use of po
project analysis, as a project analysis, and/or poetry that is part of or that constien@sean
resear ch pd4).éaulknernt(2D20) upes Poeti® inquiry to express research results,
engage in aesthetic activism, and to teach (p. 16).

With regard tahis project, Iprivilege poetry, as a form of performance thzds the
capacity to simltaneously operate as an episteme, method, and product of research. Poetry bears
a unique capacity to delve into the psychic, corporeal, and emotive aspects of lived experience.
Poetry makes them legible to the conscious inquisitive mind. As scholapah#&lsabeth
Lewis Corley notes, AWhat do we ask poetry to
di fferent wayo (Corley, 2019). Li ke water, po
fixed notions of self and society and lifting nemderstandings.

Faul kner (2020) observes: fAPoetry embodies
usually evident. For example, our deeply ingrained ideas about gender and culture and class and
race, the seemingly natural ways of being are easier to umravel ver seo (p. 17). T
rendering of research can deconstruct dominant narratives. It can also be expressed to larger
publics in a way that is more accessible, engaging, and interesting than traditional scholarship.

All of this allows poetrya resist and rupture tropes and static stories while enlivening critical
stories in a widely accessible format that can incite social change.

Poetic inquiry is also an effective approach to critical pedagogy anexgetssion

work. Psychologist and Musitherapy practitioner Vanessa Camilleri (2007) celebrates the
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therapeutic benefits of poetry writing. In her work, with inner city children, she conducts song
writing workshops. These songs, which are just poetry combined with music, operate as
Atramdgi toibgrerctso that can Aabsorb and communic
youth. In this way, poetry can serve as a safety valve and a venting place (p. 77). She notes that
having youth speak or sing their poetry provides a safe place for them tauoorata with
others and express themselves in a controlled environment where they can reframe and
reconsider the issues that concern them most. Furthermore, Camilleri (2007) reports that when
youth complete the process of writing a song they feel a séaseamplishment. When they
are able to perform their work for othérgspecially adults they tend to feel affirmed
(Camilleri, 2007).

Prisoner advocate and intervention practitioner Stephen John Hartnett (2003) has
employed Poetic inquiry along withittcal ethnography, autobiography, and historical research
to developnvestigative poetry He ar gues that the goal of inve
version of synecdoche in which grand claims can be supported only through micrological
analysebased on deep historical scholarshipo (Har
pertinent to thdipelines to Pathways r oj ect , Hartnettds work with
transformative power of poetry through cultural political critique andarehwith andfor those
popul ationso (Faulkner, 2020, p. 29). Hartnet
with facts and insights gleaned from archival research to make a profoundly compelling and
scholarly case against the U.S. Prison stdal Complex (Faulkner, 2020; Hartnett 2003;
Hartnett & Engels, 2005).

Faul kner (2020) observes, fAThe act of 1i st

through the no#linear expression, the rhythm and cadence, in ways that traditional social science
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writing with its édmumbling, passive voice, an
that the great scholar activist W.E.B. Du Bois laced each chapter of his seminal commentary on

the condition of Black people in Americiiie Souls of BlacFolK), near the turn of the 20
century, with poetry. Du Bois (2007) notes, 0
the Sorrow Songssome echo, a haunting melody from the only American music which welled

up from the black soulsinthed& past o ( p. 1) . Li kewise, the p
poetry in this project persistently appear as means of expressing and engaging with qualitative
research and historical analysis in order to more profoundly and poignantly discover, discuss,

display, and dialogue about lived experiences, positionalities, and perspectives with Black youth

and their larger communities. | will refer to this layered praxigearmative poetic inquiry

A Playful Approach to Reclaimin@ur Positive,Dignified, Agenial Seles

Play, the natural language of the child, is often the easiest way for children to express
troubling thoughts and feelings that are both conscious and unconscious (Schaefer &
Drewes, 2014, p. 9)
The spirit of payfulness facilitated by poetend performancecentered approaadf the
Pipelines to Pathwaygroject helps Black youth and their community members to redam
permission te@xamine and express quositive, dignifiedagential selved-or example, &dra
Faulkner (2020) celebratestlbapacity of poetry to serve as an effective mode of conducting
and presenting qualitative research fAprecisel
precision and distincti vene sButchhistorangndcylfalul ne s s
theorist Johan Huizinga (1949) offers a theoretical framework that articulates the prominent
place of play in human interaction. He argues that play is a ubiquitous, essential element of

human interaction, but it is also primordial, in that it precexdtsire, reason and human

ingenuity. As Fisher (1987) marks the power of narrative by referring to humaosas
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narrans,Huizinga (1949) marks the power of play by referring to humaheam® luden¥. He

uses the work of anthropologists and ethnograptteexplore play as a socially informed

activity that permeates all human civilizations. It cannot be faked and it can be perceived and
performed by the players along a spectrum that ranges from fun and frivolous to profound and
sanctified. Play itself isuperfluous in human life, but becomes urgent when players feel the
need for itHuizinga privileges the phenomenon of play as not only an antecedent to more
complex sociological activities, but also as a critical criteria for human activity.

Huizinga (B49) makes the case that play, for humans is the highest order of being. He
argues that play for playds sake is sufficien
include freedom, supraordinariness, specific temporal and spatial imitatiocts;uses,
voluntariness, tension to be resolved by play and cohesion among the players. By these
standards, play includes childés play, artist
three of these can be profoundly serious, while therlatto may also be frivolous and fun. His
point is that play is humanityodéds way of skat.i
what is understood to be makelieve or imaginary. In that luminal space, Huizinga argues that
humans get as close they can to encountering the sublime. He statééspw i n myt h and
the great instinctive forces of civilized life have their origin: law and order, commerce and profit,
craft and art, poetry, wisdom and science. All are rooted in the primelal soif pl ay o ( p.

As | consider critical performance as a form of play, it is useful to conBeléormance
Studies and Feminist Studies ® ol ar, Mar 2a Lugonesd (1987) not
upon an attitude that is interrogative, imaginatiand improvisational. Lugones challenges us to

travel to each othersé worlds (live spaces an

%9 The Latin wordfil u d eisrthe present active participle of the verberewh i ch means to fApl ay, m
[or] tri,e0d9. (Latdict
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and inclusion. She states, AnAtr avbelthhoughg t o eac
loving each otker" (p. 8). She notes:

We are fully dependent on each other for the possibility of being understood and without

this understanding we are not intelligible, we do not make sense, we are not solid, visible,

integrated, we are lacking. So travelling to eachhoe r 6 s o6 wor | dsbe woul d

through playfully exploring antbving each othe(p. 8).

When a person performs their stories of self and society, they are traveling into an unfamiliar
world of public discourse and inviting the public into her omorld of lived experience, creative
imagination, and love.

For several decades now psychotherapy scholars have been exploring and expressing the
uni que capacity of play to produce At herapeut
agency, belongiy, purpose, safety, relationship, satftualization, and se#fxpression. In fact,
in his 1993 seminal text on play therapyerapeutic Powers of Plagsychotherapist Charles
Shchaefer |listed some fdAmaj or -expresiom elatioishic powe
enhancement, abreactfdn and attachment formationd (Schaef
the work ofPipelines to Pathwayis by no means psychiatric therapy, the language and
conceptualizations offered by this field and the fruitegearch that it bears are helpful for me to
articulate what | see in classrooms and stages when play is incorporated with the work of
performancecentered seléxpression.

Schaefer and Drewes (2014) refer thange he 't
agents in which play initiates, facilitates,

upon over two decades of practice and research, they observe that play therapy can operate as a

““Abreaction r ef erphay teimagine and safely deal With traumaticoor negative experiences.
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dynamic agent of change by facilitating communicdtipiostering emotional wellne®s
enhancing social relationshffisand increasing personal strength®sychotherapists Mary
Morrison Bennett and Stephanie Eberts (2014) articulate the power of play with regard to self
expression:
Children may have a greateeed for a safe, accepting, and inviting relationship due to
their limited development, limited sense of self, dffcacy, and confidence in their
ability to express themselves. Childrenos
chidrena e all owed to fully communicate their
expression because their feelings are displayed through their behavior, which may be
inappropriate by adult standards (p..13)
The power of play, especially with regard to Wiog with youth, is its capacity to provide an
imaginative space where youth and adults are permitted to dance in the flux of agency, identity,
positionality, and possibility.
Whether writing poetry, role playing, or engaging in an acting game, playsaflndeed,

often requires) participants to release themselves from their unconscious and consciously

perceived limitations, concerns, and traumas in a manner that allows thegotweptualize

“! Play connects to children in a manner that helps them to better understand themselves and their situations, and to

find ways toexpress this understanding. Play also tends to facilitate a more enjoyable and effective-teaching

learning process, whereby children are more ready and willing to learn new skills and information (Schaefer &

Drewes, 2014). Furthermore, psychotherapists Dal Cr ens haw and Kathleen Till man
are able through play to make the unconscious conscious or to bring into awareness the motives, the feelings, the
conflicts, the maladaptive, defenses, or the trauma experiences that wereglyeuitside of awareness, they can

enjoy a greater sense of personal agency because they can consciously choose a course of action and make informed
decisionso (p. 37). Thus, participation inbleplay can he

“pPsychotherapists Morrison Bennett and Eberts (2014) n
develop better awareness of and control over distressing feelings. Moreover, the many positive affects experienced

while playing strengthen éhemotional healthandwdle i ng of <c¢clientso (2014, p. 69).

dopamine release, Awhich provides a sense of enjoyment

and interaction from peers and adults (p. 15).

“Schaefer and Drewes (2014) obser veanotorficBnetgdtionmpretergl, i n i nf
and game play promote social development by triggering feelings of attachment, warmth, empathy, and respect for
ot herso (p. TpSyEhdtherapists WtllidmeR. \Wheelaneand Anne L. Stewart (2014) observed from their

15 years of <clinical practice and observation filnterac
between caregiver and child is a particularly powerfutsoue of emot i onal bondingdo (p. 1
““Research and practice in the field of psychotherapy h
selfcontrol, sefe st eem, cr eat i vbidtpy21l).and resiliencyo (
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their understanding of, and interaction with themselves, pleers, and society. Through play,

participants are able to modulate their wunder

the subjunctive, fAWhat if, 0 and emerge with a
Furthermore, psychiatrist Stuartdvn (2016), the founder of the National Institute of

Play has found that the activity of play is a crucial element in the process of problem solving and

of equalizing power differentials. He observe

alows participants to fiexplore the possibleo b

Pipelines to Pathwaycilitates multiple routes through whicharginalized individualare

empowered té p | a y oscrptrthebir lives through the artShus, it nobilizes play in a way

thatprepars usto transcend thelentity delimiting forces of dehumanizatiarjminalization,

incarceration and school discipline. Perhaps performance can emyswevrite new scripts,

whereinwe may mobilizeour activity towad positive change inurselvesandour communities.

A Pedagogqical Approach to Reclaimi®ur Positive, Dignified Agential Selves

Without community dialogue and participation in decismaking around problem

definition and solutions, policy changesghetrer they are socioeconomic or specific risk

factor reductionscannot contribute to community empowerment (Wallerstein &

Bernstein, 1994, p. 144).

ThePipelines to Pathwayapproach to performanaentered critical pedagogy is based
upon arobust body of@search on performancentered youth intervention programming argues
that telling our stories publicly can generate a powerful sensetiohl consciousness,
belonging and hope, especially among marginalized youth (Cohen & Palidofsky, 2016; Conrad,
2013; Conrad et al, 2015; Fine, 2003; Madison, 2010; Palidofsky & Stolbach, 2012).

Performance ent er ed pedagogy practitioner @i ane Con

% Conrad and the yghwhomsheseres prefer not to use the term fAhigh ri
function that tends to stigmatize these particytarth However, based upon funding and the need to use terms that
can be readily accessed in the current discursive régimasstehis timer to refer those youth who have been
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e n g a gtleeater, rstorytelling, creative writing, poetry, rap, visual and digita) astwell as
drawing on content from youthOos experiences,
i ssues that they identified as relevanto (Con
practitioners and students to imaginatively explore whey think theyknow to endeavor to
grow, and to plan for where they wantdoin life. Actively and innovatively incorporating the
studentsod |ived experiences with the | earning
engaging theni including famly involvement, openly discussing issues of diversity,
stereotyping and discrimination, and other culturally relevant opportunities by which the students
are encouraged to articulate and reflect upon their own respective and collective relationships to
the material and the agency that they wield in their tansformationprocess (Dewey, 1916
hooks, 1994, 1998, Murrell, 2002, Edwards, et al., 281fith, 2010, Soutdanning, 2010,
Nasir, 2012, Gorski, 2033

ThePipelines to Pathwaygroject incorporads a Critical Pedagogy Scholar Paolo
Freireds approach to pedagedy an1d79pcpail bsbe
pedagogy and social activism acknowledges systems of oppression while empowering the
oppressed to actively partake inastregglt o Al i berated themsel ves an
Acul tur al revolutiono (p. 158) . Freireds (197
(conscientizatioff) to the oppressed student whereby the student works in solidarity with other
stucents, teachers, and their larger community to achieve collective freedom from oppression.
Freedom is achieved in this model through a process of continuous critical dialogue between the

students and teachers first, and the oppressors later.

exposed to, or shown a high propensity toward poverty, homelessness, incarceration, abuse, school discipline,
substance abuse, or a number of other measures of risk.

“® Translated from the Portuguesenscientizacao.
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The goalof the critical pedagogy that | practice in this projedbisddress the
dehumani zation of the oppressed subject by em
oppressiono and to actualize t heRerre li90,her ent p
4849).l n Freireds (1970) model, the oppressed su
compliance based on a conviction that struggle and desire for change are futile. Thus, they
mi srecogni ze themselves andnshehrcpowiemi t o[ filo:
99). In this way, the oppressed student finds theras@iapped in what Freire refers to as a
Al i-ami tt u & one that grojects the illusion of insurmountability and dissuades the oppressed
person from resisting the statusogor struggling toward liberation (Freire, 1970, p. 99). Freire
(1970) challenges teachers and students to work collaboratively toward experiencing
conscientizatona fidecodi ng process, 0 whereby the mind
illusion of limit-s i t uati ons. Freire (1970) <cal-l's this pr
situations: Aln order for the oppressed to be
must perceive the reality of oppression not as a closed world from whichgimerexit, but as a
limit-si t uati on whi ch t hEwougbPipelines to Bathedysteachonodesp . 4 9)
of performance that help my collaborators and me to decode ousitoations and to express
our critical consciousness of them. Inrtuthrough public performance, we teach/learn modes of
being, perceiving, and acting to ourselves and larger audiences.

Freire (1970) declares that fAthe object of
oppressed [€é] to opal ittoy ot r(apn.s flo7rdnm) .a nL iukne wisste ,r
Augusto Boal (1979) demands that #dAall must be
society [to] arrive at thpoetics of the oppresseithe conquest of the means of theatrical

product)yonBodlp.(%X979) proposes a conceptuali z;
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simple presentation of what exists: it is bec
t hadtheid human being not onlyo e kekesfoEndeatt tahI
capacity, this human property which all ows ma
Thus, the person who participates in devised interactive theatre activities activates an
intra-intersubjectivity when they become a spactor. This not only liberates the spectator to
gain a deeper understandingloémselvesnd their context (as object), but it also gives her
permission and space as an actor and witness (subject) to imagine transmutations, transitions and
transformation of heself and her context. As Boal (1995) describeadsthetic spacény space
where theatrical performance happens) liberates, in the human miaffeitteredimension,
which is rooted in memory, as well as theeiric dimension, which is rooted in imiagtion.
Boal (1995) argues Whantentsh e nkad ma i thdt l,ishegasiud | fetc
simultaneously be the object of performance, the audience to performance, and one who
observes and considers the currently nonexistent possgbflitidnerself, as exhibited, or incited,
by the performance (p. 14). It is by tapping into this profoundly reflexive capacity of human
nature that embodied theatrical performance activates the imagination toward creation,
transformation, and seffroduction.
Thus,Pipelines to Pathwaysnacts gerformancecenterel pedagogical model as
practice for actiorand transformatiothat will occurboth inside an@utside of the
classroonmworkshop The intent of this project resonates with the observationd. thea Soble
and Janet K. Long (200®ade after conductingrt and drama therapy with inner cityugb in
three different settings
Art and drama therapies are, by their nature, transformative: children become aware, and

are able to express, externalize, gnatisform difficult cognitive and emotional material,
which allows them to formulate new approac
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mode of communication, giving students a possibility to express feelings of despair and
fear and an opportunity teceive positive feedback about strengths (p. 195).

As Boal (1979) posits in hiBheatre of the Oppresseztholars and practitioners have

discovered that diverse modes of applying performaneent er ed pedagogy <can |
conscientizationWhen narginalized peoples are allowed to participate in the unsettling of

origins, they are further empowered to question the current state of affairs, and to imagine their
ability to choose and inform alternate destinations.

To this endPipelines to Pathwayisi c or por at es some el ements of
to empower and engage Black youtfarren Linds et al. (201%)ffered me an example of this
approach. Theymplemented & heatre of the Oppressdxhsedcollaborative research
partnership consisting afidigenous and settler youth in Canada. For this project, they conducted
wor kshops that f p rbasedthearical dtructare foralialdégoeromsagnifcant
social, cultural, and health issues... and create[d] imaginative "blueprints" fablpdasire
c hoi c e dinds étpl. (2045) discovered that an intervention with marginalized yoath s o
develop leadership skills: youth begin to question habitual thinking as they become aware that
through knowledge they are better equipped to #ggopriate independent action...” (p. 4).

Research like this has proven thageaformancecentered youth intervention programs have
mobilized performance as rehearsal for revolution.

Performanceenterecritical pedagogyhas also been proven to builee social capital of
marginalized youth. Kersha Smith (2010) applies a Foucauldian framework to her observation of
how the CDRFreedom Schoolgrogram attempts to foster more empowering and encouraging
régimes of truttby carefully constructing an enviroremt of hope and high expectations,
wherein the students are referred to as fischo

Aservant | eaders. o This daily performance of
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each ot her acchcoolradrisnogglaynd afss déirsvant | eader so enc
valuable expertsiAccordingly, in thePipelines to Pathwaysrogram, we honor the power of
words labels and discourse as we collaborate to create, curate, and communicate our stories.

TroyHa den, et al. (2014) cites a fAyouth viol
in Chicago where adults employed performaoestered practices to facilitate a process of
Abuil ding social capital and achiiagahdng soci al
decisiomma ki ng t hat enables people to restore and
Apromot[ing] resilience and protec-tentered f actor
pedagogy helps students to recognize the gifts, talents, and peigpectives that they
currently have, while encouraging them to expand and explore new insights and skill sets.

From acting games to live performances with audiences, perforrcanterecritical
pedagogy produces a repertoire of cultural performameggind their aesthetic space both
inside and outside the classroom setting. Linds et al. (2015) obs&mesmigh games we find
the balance between freedom and control, which is necessary to help people discover and explore
the different facets of thepersonalities” (p. 12Embodied games that challenge students to
express themselves in new and embodied ways. These games facilitate a process by which
students are empowered to play their way into new understandings of self and society, dignity
and ageay (Boal, 1995; Gruwell, 2009; Rohd, 1998). Harden, et al. (2014) call for further
research in this area, -wppkhcwbubdoi anodudefiat
traumai nf or med youth oriented curri cculdrsoma@antd hat i
cultural context in which they are carried ou

curriculum requires the discovery of tactics, processes, and spaces of liberty.
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The performancecenteredritical pedagogyenacted byipelines to Pathwayis
committed to meeting students where they are while honoring and making space for them to
process and express their unique life experiences and positionatiéssyned this project based
upon my understandirtpat many of thenarginaizedyouthwith whomlworki have | i ved
much of their lives in high risk and abusive situations, suffering physical, mental, sexual abuse or
neglect, or otherwise negative domestic environments involving violence, crime and substance
u s eConrad, 2013p. 7). The overwhelming majority of my collaborators have experienced
pervasive and persistent forms of trauma. For this reason, this project had to address the
existence of trauma, as it pervaded our interactions and expressions of idé¢higeslearnd
from Meade Pali dof skyds aofactiveklyapplying performanpeans ov e
centered pedagogy witsften highly traumatizedcarcerated teens throughiClo a g 0 6 s
Storycatchers prograrthatproviding consistent empathic witness, establiskisgfe place for
the witnessing and sharimg trauma, setting shared goals. The work of programs like
Storycatchers anllly Life Mattersformsa community wherein discussion of traumati
experience is detigmatized and eollaborative artistic approach toeating a theatrical product
that expresses trauma performatively, can help youthge and work through past trauma.

A recurring theme that arises among contemporary thinkers in critical pedagogy and
critical race studies is the necessity of a supgmrconfirmatory, culturally relevant dialogic
environment. When communities, educators, and students work together dialogically to construct
such an environment, learners are intentionally encouraged to partake in a constantly evolving
andopenproces§o ibecomi ngo t hat t rsiuatomaedrcahgectdthemi r e x i
to positive notions of their own racialized identities and to the learning process (Ginwright, 2010,

2016, Nasir, 2012). Freire (l1l9mi@tpmakeic| ar es t h
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possible for the oppressed [é] to opt to tran
incorporates innovative and unorthodox elements across multiple disciplines such as
performance/theater, contemporary music, group actiyaiesmovement, civic engagement,

social activism, as well as setting high academic standdtds t udent sd 1 nput ( Gir
2016, LadsosBillings, 1998, Nasir, 2012, Payne, 2008).

With regard to racially ¢ onNasri2012)stressesi t i c al
the i mportance of what-bshéedcagbsi iteadkbrngof e
and empower Black students in the U.S. Her research has revealed that environments that help
Black students to succeed must firstusderand t hat their identities |
systemic White supremacy. These dAdracialized i
well as their perceptions, and attitudes toward self daodation (Ginwright, 2010, 2016{asir,

2012). Nas (2012) suggests that educators interested in addressing this issue create

environments for students that include the fo
relationships among members of the school com
about as whole people; (3) AAccess to materi a
relevant practices; 0 and (5) fAExplicit conver

163). Furthermore, establishing a supportive, studentered andemocratic environment

focused on liberation artdansformationof the students has been shown to improve student

academic performance, sétfiage, and sel€oncept (Ladsoillings, 1994, Cooper &Simonds,

2007, Shor, 1996) . R i mose rehabilkative)reintegrativelandd e s t hat
positive their interactions with authority figures, the more the boys believed in themselves and
understood themselves to have a better future

that authority figues have on the setoncept and lived experience of marginalized yok:t.
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this project, | examine my roles and interactions as teacher/leader/performer who works with
Black youth in this context.

A Participatory Approach to Reclaimiour Positive ,Dignified, Agential Seves

[A] move to activism occurs when research fractures the very ideologies that justify power
inequities (Fine, 1994, p. 24).

The My Life Mattersproject is heavily informed by thextensive research doirethe
field of YPAR, whichreveals an empowering model for effectilitgeration and social change
with youth. The YPAR model generally focuses on building relationships, establishing a safe
space, working through collective trauma caused by poverty, marginalization, and violence,
building cultural knowledge and pride, and facilitating civic engagement for youth (lrizarry,
2009). This model, executed in diverse communities through diverse modalities has been shown
to effectively improve the selfsteem, sense of sefficacy, and théendency to make positive
life choices for youth participants (Conrad, 2015; Fine, 2009; Harden et al., 2014, Irizarry,
2009). Irizarry (2009) cites multiple examples where YPAR has engaged youth and equipped

them to become actiowiisatls jfuisnt itchee asntdr uvegdgulcea tfi corn

=]

positively shape[d] their |ife trajectories,
of oppression that delimit thd496). and reproduce
Performanceentered YPAR prattioner Diane Conrad and her colleagues observe that
Awhat i1Is really needed is research that worKks
youth" (Conrad et al., 2015 p. 21). Their fAUn
performance ethnography chuifill its commitment to action through a PAR model. In addition
to playing acting games, writing and conduct.i
produced and implemented yotdbasigned and youtlead workshops for adult educators and

youth sevice providers in their community. The Art works that the youth developed were used
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to start conversations about the relevant issues at hand, moving toward collaborative solutions
with community stakeholders. Just as Conquergood (2013) admonishes gtheogta avoid
Aart f or YRAR précstionsrarksestthe urge to seek knowledge for knowledge's sake.
The desired product &fPAR is "reflective, invited, practical knowledge that helps people to
name, and consequently, to change their worldh(@ao et al., 2015, p. 26yPAR seeks new
understandings and perspectives based upon local embodied knowledges.

The Photovoice method, implemented throughMlyelife Mattersproject,represents an
effective blending of photography, ethnography, and perdoce/artbasedy PAR. For wer
three decades now, the process of Photovoice
PAR practitioners to explore tinegperspectives through photography, and to garner a larger
audience for local marginalized poptibns (Castleeh, Garvin, & Huuay-aht First Nation,
2008, Wang & Burris, 1994). Photovoice works by generating photographs as expressions of the
participantsd |ived experiences, perspectives
issue.Participants meet regularly to share and discuss their photographs, then they
collaboratively curate a public sharing of some of the photographs. By presenting the
photographs and photographers in the same space, the Photovoice method facilitates af process
critical embodied storytelling. Wang and Burr
of 6coded that reflect the community back wupo
realitieso (p. 172) . P h osedoinvtiee ifieddeof phblicshealthebeitn  mo s t
also has implications for the social sciences in general (Rudd, Comfort, Manzilo, & Zani, 1994,
Wallerstein, 1994).

Photovoice ha proven to be an effective participatory research tookitpats and

engags diverse marginalized populations toward the end of achieving social justice and civic
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engagement around a myriad of social issues (Wang & Burris, 1994, Rudd et al.., 1994,

Wallerstein, 1994). Successful Photovoice projects have served diverse communities by
producingformative research, pilot studies, case studies, community needs/assets assessments,
policy/advocacy, and program evaluation (Lightfoot, 2014). Photovoice has been used

effectively to examine and address diverse social issues as well, like Latitxfob s per cept i
of medi cal communicati on, l'iving with HIV, ho
adolescent health and education (Catalani & Winkler, 2010). Such projects have generated new
community relationships and organizations, ad a®lpublic forums and leadership

opportunities for participants to engage with stakeholders and policy makers who can impact

these issues directlyhus the Photovoice methodfers aprovenmeans of generatirey

performative praxis and repertotteat can be mobilized to serve asalysis, artistryand

activismfor social transformatian

A Performancé\pproach to Reclaimin@ur Positive, Dignified Agential SeVes

OWd is a political and intellectualr stance
coherently achieved. O0Ourd work is a mont a
independent (Fine, 1994, p. 30).
ThePipelines to Pathwaysroject enacts performancentered mode of critical
ethnography that includes performance ethnography, peefbethnography, and performed
autoethnography. | have fountheographyto be aparticularly fertilemodefor processing and
generating critical theorgnd analysi®ecause it counters the traditional positivist and elitist
tendencies of scientific researthat form and fortify many master narratives in estern
world. Conquergood (1991) observes that critical ethnography unsettles the status quo of

scholarship in four ways. First, It calls for

knowledgea vali d expert knowledge. Second, its pr
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borderl andsodo | aunches ethnographers out of th

those marginalized people who exist on the periphery. In this way, critical ethnogyagpthe

tendency to bring marginalized people to the center of the social and scholarly gaze. Third,

criticalet hnography has wushered in Athe rise of pe

lends itself to the analysis of the embodied social andrallperformances that unfold in the

ethnographic field. The ethnographerods gaze i

thereby allowing it to interact with, and take in, the sundry forms of ¢extaial and extra

lingual human performancéisat reveal our practices, passions and priorities. Foenitital

et hnography i s gr oun dieadunderstaniingthatithe writimgaadfther e f | e x

ethnographerrer esent the et hnographero6és subjects to

etmographer s own biases and positionality wit
Performance ethnographgs practiced iRipelines to Pathways$s what happens when

the critical ethnographic process of study is applied to the cultural perfoemabserved and

created in the field. Madison (2012) argues that performance ethnography ought to focus on

generating di nt epedouranceathnagraphdeasg & Whéeebydi ence

empathically to the world of the subjects and to &® know some of what they feel and know,

two life-worlds meet and the domain of outsider and insider are simultaneously demarcated and

fused®)(d p. Luguoewar I( d.She charged cdtical ethnographers to

demand of their work reflexity, collaboration, ethical otherenteredness, and a drive toward

Aequi ty, fr eedoTthisemdgdthe jparfermanae etlinogfaphy enacjed by

Pipelines to Pathwayis aimed at creating public critical consciousness, conversations, and

courses of action that positively reclaim and reframenherentpositivity, dignity,and agency

of Black youth identities.
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Performed ethnography is what happens when the research is staged and presented for a
public audienceThe researcher(s) take(s) hetstage to embody their findings before a witness
of audience members. The embodied performance of these findings takes the place of oral or
written reportsCritical performed ethnography commits the researcher/performer to putting skin
in the game anddiding themselves accountable to being an agent of the social transformation
that they seek.

Performed autoethnography combines autobiographyaridrmedethnography to push
the researcher into the embodied expression of their critical reflexivity Sdiad2012). The
result is that the researcher now steps into the roles of ethnographer, autobiographer,
performative writer, and performer all at once. A new entity arises from this coale$oghaé
Tami Spry (2006) refers to as tperformativel. This entity coalesces data collection and
critical reflection with data expression by drawing from, and empathically digesting, diverse
forms of text, social interaicin, and embodied experiencé.(C 0 n g u e r cppasforrdadive i
witnessing). The performativd is charged with expressing the intellectual, empathic, and
embodied processes and products that arise through the field experience. Sandra Faulkner (2020)
articulates the pécularly poignant practice ofgetic inquiry as a method of her own
autoethnogpphy:

| show that poetry as/in/for research offers scholars , teachers, and practitioners a means

of doing, showing, and teaching embodiment and reflexivity, a way to refuse the mind

body dialectic, a form of ethnography and qualitative research, andlgstéor social

agitation and change (p. 2).
The result is a performative practice that simultaneously analyzes social issues and the
researcher/ performerds unique positionality,

In thePipelines toPathwaysroject, these performancentered modes of critical

ethnography generate both practices and products of analysis, artistry, and abtadiéson
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(2010) notes that performance ethnographersee@at e N1 6t e mp ldecodng[therf s oci a
field data in order to record it Obeautifullyb
performative repertoire thabesthings in the real world. For Diana Taylor (2004), this
repertoire i s that signifi canonarthvadsysteesmfof k no wl e
[ embodi ed] t r an sxvig ndhiswdy, pdfarmamde erdl gexforrien .
ethnography helps to explore, examine, and engaging both the archive (scripts, records,
writings, etc.) and the repertoire (live performances, viatal photography, etc.) to uncover the
truth that is rooted deep beneath the complex routes that cut across our diverse lived experiences.
Performing Our Way from Pipeline to Pathways

hurt peoplehurt helppeople (A collaborative poetic rendering of teson of

forgiveness and resilience created with youth participants in-axg@léssion workshop,

2017).

Performance studies offers us a praxis for pulling our identities up, and into, fsthmes
positivity, dignity, and agency that racism den@sdelmits. People are constantly performing
their identities on a stage of dynamically shifting and overlapping frames of identity. In America,
these everyday performances are scripted by racialized norms and expectations. With specific
regardtorace,JudiBut | er (1993) explains that fAd6raceod i
the history of racism, that its boundaries and meanings are constructed over time not only in the
service of racism, but also in tShergesthayi ce of
even while faced with racialized, sexed and gendered norms of subjectification, the individual
has agency to play withor modify-t hese norms by Arearticul ating
are spaces of @ ambi epodsieiliyofegewarking of the erg ferensidy up t h
which subjectification proceedsand f ail s t o proceedo (p. 124) .

its requirement of energy, couraged imagination, offers sudpacs of ambivalence
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(Conquergood2013). In ths revolutionary/liberatory/therapeutic space, teachers/learners/spect
actorsmay be empowered to Aidecode o sandbegimte constr uc
pursue a Freirean liberatie@i b ot h 6 f reedom fromé i nternal and
6freedom tod pursue dreams, wellness, peace a
others (Freire, 1970, p. 17).

Julia Moore (2017) critically explorehis notion of performative theration by applying a
FoucauldiarPower/Knowledganalytic,abng wi t h Judith Butl erds the
Goffshammat urgy model to develop a APerformat.i
PFT is a mode of CIPCT that reveals fihow i den
power 0 (yp.gr2a5p9p)l.i nBg wi t h Goff manédés concept of
to a persondbs face in the context of a partic
power dynamics that are exhibitedstimainthirhae r esu
desired or expected front to counter or resist a given face threat) (p. 261). With PFT, Moore is
able to criticize the patriarchal and heteronormative structures that pressure women to comply
with acollective representation ofiotherhood.

This process of developing a critical consciousness of the self object may also help
members olominant people groups to critically consider, and transform, their own part in
perpetuating structures asgstems of oppression. Similarttee symbolic inteactionist
conceptualization of the Ageneralized other, o
understanding of group meaning collectively through aspects of the society around us that are
shared and unavoidable: television, movies, news items, song} lyréagazines, textbooks,
schools, religion, |literature, stories, jokes

These are the textbat frame our identities.h@clarifies A Our under standi ng of

110



necessarily based on oumgpai sons wi th otherso (p. 11). When
process and refuse to frame our own seng®sitivity, dignity, and agency as mutually
exclusive with theoositivity, dignity,and agency held by others, we begin to experience the
transformatie power of mutual responsdility and interest convergence. We are able to come
to voice, witness, love, and stand with one another in ways that save face while drawing us
toward critical social transformation.

Ultimately the very work of critical perforamce is connection. This work connects
people to their stories, and their stories to
social change. The literature reveals that when we come to voice by performing our lived
experiences for a witnessge are able to generate a profound respaiddy in both performer
and witnessThis responsability facilitates the responsibility that compels us to act ethically
toward the othetAs Gl eni st er Roberts (2004) stoypofer ves o
oneds | ife and béeeoemomigng mbeperesonnriather t hal
informs oneds ethical decision and binds one
131). This chain reactiainthis fission of agential suljeéfrom individual self object can
explode into transformation. Olivg2001)s uggest s t hat humans pur sue
result of a process of witnessing that connec
and supersedes the sensesgiftsand soundp. 223) We do this by putting skin into the game,
and performance facilitates this actre¥olution.

The power of performance is that it not only communicates revolution, but, it also wields
the capacity to embody revolution. Communicatigcholar John Durham Peters (1999) warns us
of the persistent limitations of human connectionri&rec o mmuni cati on: @A One mu

sacrifice the dream of fidelity in represent.i
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the truest image of tine for the otheb he observe§. 266). Peters conceptualizes the persistent
perpetual di vide between oneb6s self and the i
subjects. He observes that this chasm can never quite be completely bridged bydabg @iro
communication. We will never fully get the drift of others with whom we interact. Perfect
communicative fidelity is impossible. In fact, racism widens that chasm. As Patnitienvg
(1997) declares, racism

IS a gaze that insists upon the poweamntike others conform, to perform endlessly in the

prison of prior expectation, circling refitively back upon the expiradtility of the

entirely known. Our rescue, our deliverance perhaps, lies in the possibility of listening

across that great divide, béing surprised bthe Unknown, by the unknowab{p. 74).
Peterq1999) post ul ates that MAdApresence becomes the cl
bridge across t he c¢ hlhleandempadietiriab nteractibhstthatmat el vy,

emerge ffom doing the work to build those bridges promise possibilities for lasting, meaningful,

and generativé albeit imperfect and incompletehuman connection that transcends race.

The fact is that fAoneodo and At héarought her 6 dwe
materi al bodies. Thus, Peters (1999) conclude
we can share, are our only guar anitabmgsithof si nc

Conquergood, Boal, Freire, Madison, Lugones, Oliver,ahdrs cited herethough lofty and
metaphysickh seems noble and useful to rleve. How can human beings show sincere liove
life changing, difference making, and hope inspiring loteeone another? It must be embodied,
because we are embodied. Berfance is an embodied mode ofragking, analyzing, and
activatingtha al | ows u s, otaeachsthel®ve perferm torcandiwghoone
another, we commit our bodies and minds to the connective act of going into thei dhaisity
taking thebreachi world traveling.We become connective tissierformance studies is about

putting skin in the game, knowing that we wil
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we can understand each other better. The better we understand eacmadtber,experiences
navigating diverse social ills, the more equipped we are to develop emergent narratives that
address those ills together.

As a researcher, dramatist, and caregiver to Black youth, | have embarked upon this risky
venture ofperformancecentered praxig order dredge up roots of racialized pipelines and drive
toward routes of antiracist pathwaytsis through this process of perfoatively coming to voice
that my collaborators ancchll others into empathy and solidarity with our livegeriencel
drawonhook® (2015) exampl e of actheivoice bftheBlackd st r at e
woman at the centerof herwdith ot as fAan action to exclude ot
a challenge to those who would hear us speak, topgradigms rather than appropriate, to have
all readers listen to the voice of a black woman speaking a subject and not an underprivileged
ot her o Mycpllaboratérg and | engage in acts of performance that are centered around our
performative wriing that boldly claims theositivity, dignity, and agency endowed to us by the
CreatorAs Della Pollock(1998)e x p|l ai ns, fiperformative writing
to which it appeals with the affective investment of one who has been tlibvélldoe there at
the end, who has a st ake i rwiththisgn mind, thisorojeet of t h
performativelycentes the voices of Black youth and their caregivers to call community
members into critical conversations about how we aa better for our children.

Through this ambitious performancentered approach my collaborators and | confront
the School to Prison Pipelingy reclaiming our right to participate in sincere, active, embodied
acts of love for ourselves, each other,andr communi ti es. bel |l hookso
reclai ming ourselves (or Aself recoveryo) is

theMy Life MattersYPAR project and in my development and performancehef Talk By
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examining the parlayand®tween the experiences of the pshnd pulls of th8chool to

Prison Pipeline@ndempirical evidence, my youth collaborators and | discover new pathways to

voice that all at onceall usinto responsebility andchallenge us with the responsibilityrfo

antiracistaction. In exploring the roots of racism, colorism, Black suffering, and struggle that

forged the route that | instinctually foll owe

to put together and Ar ecunviegre dure hirsatgameyndt s( hod c
My immodest proposdiereis that those with institutionalized privilege and agency in

our society sacrifice the bliss of ignorance and disconnectedness to make spaces in their hearts,

minds, and spheres of influeewhere they willhear our voices and witness our stories.

Together we will deconstruct stock stories, dismantle biotropes, decodsitumitions,

transcendnisrecognitionand disrupt the forces that push and pull Black youth toward the

School to Prisn Pipeline Our embodied storytelling wipoetically and playfullyeframe and

reclaimfrom the sadficial altar our inherent right to our positive, dignified, agential identities.
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CHAPTER 3: METHODOLOGY

Overview

ThePipelines to Pathwaygroject enploys twodistinctcomponentsimedatlearning
from, andwith, Black youthandtheir caregiverstheimpactsthata performancecentered
approacho critical pedagogygritical ethnographyandParticipatory Action ResearcRAR)
canhaveon efforts toempowerandencouragdlack youthandtheir communitymembergo
countenance and counter the School to Prison PipdliveeMy Life Matterscollaborators and |
developed dramatizel, demonstrate, anddialoguel with subaltermarrativesderived from our
own perspectives and lived experiences. Wilte Talk| perform a critical autoethnography
tracing my own understanding of, and experience with, the dehumanization and criminalization
of Black youth from the standpoint of a Black caregiver. These subaklemtigescounter
extantdominantnarrativesn orderto disruptthe historical,psychesocial,sociceconomicand
discursiveprocessethatform, foster,andframethe School to Prison Pipelirend the
dehumanization and criminalization of Black youth.

The primary data collected includes poetry, prose, photography, theatrical scripts, and
field notes generated by my collaborators and me. This data is supplemented by archival data,
surveys, and transcripts from interviews, ss{pression workshops, penfoances, and post
performance talbacks. | analyzed the data collected to measure the capacity for the two
components of thBipelines to Pathwaysr oj ect t o i mpact both perf ol
member s6 perceptions of osrevwnfcgpacsyardiprepensitytor aci al

counter that inequity.
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The My Life Mattersprojectis thePAR componenbf Pipelines to Pathwayd.his
approach to engaged scholarshipaseduponfianepistemologyhatassume&nowledgeis
rootedin socialrelationsand mostpowerfulwhenproducedcollaborativelythrougha c t i o n o
(Fine,2004,p. 173).My Life Mattersactivated ee Ann B e | (ROA® Storytellingfor Social
Justicemodelby curatingandpublicly performingconcealedresistanceandemerging/
transformingstorieswith Black youth participantdn orderto counterandcontextualizehe
dominantdiscourss thatform the extantstockstoriesof the School to Prison Pipelindy Life
Matterswasconductedn collaborationwith the Find-A-Friendyouth programof Fayetteville
UrbanMinistry (FAF), duringa six-weeksummercampspanninghreesummerg20161 2018)
Participantsncluded 36 youth between the ages ofartl18, eight adult staff membersyo
adultsummercampvolunteersand50 audiencenembers

Thecritical pedagogyomponentf Pipelines to Pathwayis centeredn my
observationsindpraxis, conductingself-expressiorworkshopswith Black youthduringMy Life
Matters Theseworkshopsaimed toperformativelyexplore,expresandempowelthe positive,
dignified, agentialselveswithin eachco-learner.During theseworkshops) utilized pedagogical
tacticsandconceptdrom PauloF r e i(1980¥Pedagogyfthe Oppresseanodel,Augusto
B 0 a (1979)Theaterof the Oppressednodel,andShawnGi n wr (2010)Railisal Healing
model | alsoemployedpedagogical and performatipeacticeghat| gleanedrom African and
African Americanstorytellingtraditionsaswell assomeof thoseoutlinedin MichaelRo h d 6 s
(1998) Theatrefor Community Conflict & Dialogue,AugustoB o a (2@2)Gamedor Actors
andNonActors(2002) SusarkE.C a r r (2d04)G@raup Exercisedor AdolescentsandErin
GruwellandThe FreedomWriters Foundation2007) TheFreedomWritersDiary Te ac her 6 s

Guide.
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Inspired by my experience agarent, family member, community member, mentor,
teacher, and friend of Black youth, and heavily informed by my work with the yoldy affe
Matters TheTalk has emerged asveork of critical performedautoethnographghat has helped
me to both refrae and reclaim Black youth identity before public audiencesote and
developedrheTalk as a ongerson performandesetweerApril 2015andMarch2018.1
performedt four timesasa studentprojectaspartof the University of North Carolina (UNC)
ChapelHi | Qordmsunicaton Department in March 201BetweenJuly 2018andFebruary
2019, performedThe Talkasdirectedby UNC ChapelHill perfomance professor Joseph
Megel, 19%timesfor audiencesn Fayetteville Raleigh,Durham, and Chapel Hill, North
Carolina. | have performethe Talkat churches, community centers, and theafardiences
rangedn sizefrom 15to 200 people With every performance athe Talk| facilitate or
participatedn a postperformance talkback.Participantsncluded15 classmatesn Professor
JosepiM e g ecbudse Communicatior660AdvancedProjectsan Performanceétudieswhich|
took to developthe piecedramaturgically during the fall 2016 and fab17semestersThe
March2018productionincludedfive productionteammembersandapproximately200audience
memberdotal. The severnperformances that | did between July &etenber of 2018 included
productionteans ranging from two to thrgeeopleandapproximatel\800 audiencenembersn
total. The JanuaryFebruary2019productionincludeda productionteamof ninetheater
professionalsandover1,000audiencenembergotal.

To provide context and foundation, | comprehensively surveyed the archive of public
databases regarding crime, racial equity and incarceratiomasuthe Anne E. Casey
Foundation, the Childrenb6s Defense Fund, the

Sentencing Project. | have accessed public archives and newspapers such as the North Carolina
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Department of Public Instruction, the North Qara Department of Juvenile Justice, the U.S
CensusThe Fayetteville Observeand national news to develop foundational understanding of
the statistical parameters of racial inequity, social perceptions of Black youth, échtha to

Prison Pipelinel have also incorporated insights and ideas from literary exemplars like W.E. Du
Bois, TeNehisi Coates, James Baldwin, Langston Hughes, and Howard L. Craft to help to frame
this conversation. | have reviewed multiple texts, journal articles, films, dimeé adeos

pertaining to Black youth, critical performance, performacestered youth interventions,

critical pedagogy, sociology, PAR, Youth PAR, racial equity, Critical Race Theory (CRT), the
School to Prison Pipelinand fAThe Tal ko (as a genre).

Critical Dialogic Performanc€entered Modes of Discovery and Dialogue

Diasporic Spidering allows for many different points of intersection and modes of

passage to be woven together around a centrad dbeeindividual searcher/journeyer.

Rather than describg a fixed moment in time, African diaspora (and black identity) in

this sense becomes also a contemporary active pfoeesact, a performative (George

Graves, 2014, p. 37).

My approach to analyzing and addressingShbbkool to Prison Pipelinend the
marginalization and criminalization of Black youth is a particularly critical and dialogic one.
When | say that my analysis is a critical one
r e a | Tithee omolerstanding that we live4and perceive aselves and society througlour
experiences. These experiences are embedded w
cultural, economic, ethnic, and gender values
Lynham, & Guba, 2011, p. 98n bther words, no social problem can be effectively and
honestly engaged without attending to the historical, psgole@al, socieeconomic, and

discursive roots that have formed, fostered, and framed it. Epistemologically, my critical

approachtoresearthot h acknowl edges and honors the i nhe
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Asubj ect i vimnsed ioda taeddtterproagidsunbeommunicating, meaning making,

teaching, and learning truth. Axiologically, | am committed to a praxis that hongoeshgvity,

dignity, and agencgf my collaborators while always seeking to leverage the research in ways

that will benefit them in real life and forge routesaotiracistaction toward equity and liberation

for us all (Lincoln, Lynham, & Guba, 2011, p. 98).

To achievehis, thePipelines to Pathwaysroject employs the following research

methods:

(1) ParticipatoryAction Researcl{PAR) is thatresearchhatacquiresnew
informationwith andfor local communitiesasopposedo on or fromthem.The
praxis of performanceertered PAR consists of collaborative acts of creative
expression, storytelling, performance making, and the collective analysis thereof
| applieda uniquelyperformancecenteredapproactio Nina Wallersteinand
EdwardB e r n s {1994)usépiSPAR for prodem namingand problemsolving.
(2)  Performancethnographyelpsmeto examinethe historical,social,and
cultural contextin which my collaboratorsandl areco-performingandco-
creatingperformance.

3) Performed ethnography is enacted whenMlyelife Maters participants
shareour performative repertoire and when | perfofihve Talkfor public

audiences.

A Ciritical PerformanceCenteredApproach to Pedagogy and PAR

[W]e must not stand on stage as solitary beings basking in borrowed light. No lasting
goodwill come of it. We must instead be lighearers, letting the collective amplify the
light of the individual and allowing the shared responsibility and glow if it to change us
(Renée Alexander Crafyhen the Devil Knock&015,p. xiii).
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| utilize critical performance&entered pedago@ndPAR becauseheyhaveaddressed
thetop-downfailure of popular analysismentionecabove while offering invaluableinsightinto
thelived experiencesf marginalizedyouth (Conradetal., 2015;Ginwright, 2010; Irizarry,
2009; Wallerstein& Bernstein 1994).They lend themselves toFoucauldiarapproacho
critical socialandculturalanalysis studyingpoweratits extremitiesfi i ita ultimate
destinationswith thosepointswhereit becomegapillary, thatis, in its moreregionalandlocal
formsandi n s t i {(FoucaulglB89,p. 96).Here | focusmy analysison a uniquegroupof
35 adolescents on the fringe of societyperiencinghe pushandpull of the School to Prison
Pipelinein Cumberland County, NorthaZolina.

| engageBlack youthidentity atthe capillarylevel, with smallgroupsof two to 35 youth
atatime.| conductperformancecenteredself-expressiorworkshopshroughwhich I have
developedhe 3D modelof performancecentered/outhengagementirst, I/wedemonstratea
creativeperformativeform of self-expressior{a poem,atheatricalperformancea photographa
song,etc.).Next, | facilitate adialoguewith my co-learnersaaroundthe demonstratedit of self
expressionFinally, we systematicdy developindividual andcollectivecreativeperformative
expressionsf our own experiencesperspectiveandunderstandingd/Vhat the performance
work we develop isnformedand inspired by the preceding demonstration aakbgle.
Through the 3D procesmy collaborators and | produce a performative repertoire.

The PAR methodof Photovoicgalsoknownasfi P h Bl b @ e {alqualdativeresearch
methodby which participantsexpresgheir observationshroughcritical analysisfusedwith
original photogaphy)expandghis repertoireto includephotographyhatexploreshe
perspectivesf local marginalizedpopulationgCastle@n, Garvin,&Huu-ay-ahtFirst Nation,

2008,Wang& Burris, 1994).My performativeapproacho Photovoicencludesa modifiedform

120



of Photovoicehatencouragegouth participantdo createandanalyzeoriginal poetryandprose
alongsidetheirinterpretatios andanalysisof their photographyThe Photovoiceprocess as
employed in thé’ipelines to Pathwaygroject serves as a partiadly puissant complement to
the 3D model foperformancecentered/outh engagement. includesaniterativeline of inquiry
baseduponthe SHOWED method of inquiry that my collaborators arghplyto photography
poetry, music, embodied performancasdothertexts SHOWED is a systematic method of
decodingimit-situatiors toward critical consciousness and liberation. The steps of SHOWED
are:(1) Whatdo you SEEin this photograph/performane&) Whatis really HAPPENINGin
this photograph/performancé®) How doesthisrelateto OUR lives?(4) WHY doesthisissue
exist?(5) How canwe becomeEMPOWEREDby our newunderstanding@®) Whatcanwe DO
aboutthis? (Lightfoot, 2014; Wang & Burris, 1987

Critical Performed Ethnography in Action

[M]anis ananmal suspendeth websof significancehe himselfhasspun,| takeculture

to bethosewebs,andthe analysisof it to bethereforenotanexperimentakciencan

searclhof law, butaninterpretiveonein searchof meaning(Clifford Geertz,1973,p. 5).

In this project | qualitatively examine how the adaptation and performance of literature
can be as much an artistic practice as it is an act of analysis and activism. By applying this
approach, | am expanding on their work of performance scholars like @oldnd Madison to
examine the capacity of a collaborative adaptation of a collaboratively devised original
performanceaepertoireto incite critical consciousness, conversations and courses of action for
diverse performers and audiencéle Pipelinesto Pathwaysprojectcombinecritical

performedperformancesthnographyandPAR to examinethe critical creativeexpressionsf

marginalizedlack youthandtheir caregiverswith the endof inspiringcritical conversabn and
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courses ohctionaroundthe Schod to Prison Pipelin@and the marginalization and
criminalization of Black youth

The Talkprojectseekdo presenta performativerepertoireof truth which includeslive
theatricalperformanceoral histories,my own personabndintellectualmusingsandrecorded
historicalobservationgTaylor, 2004) In thisway TheTalk also revealshefactthati é t h e
archiveandtherepertoireareparallelandoverlapping e a |(Qoke,@. 29). Moving beyondthe
merestatisticsandpolicy which dominatethe existingarchive, TheTalk presents performed
autoethnographthatexpressethetruth of thelived experiencesf realpeoplethatl know
(includingmyself),andour local andembodiedunderstanding@f the pernicious painful and
pressingssuessurroundingAmerica 6s r aci al i zed soci al hierarchy
force in my effort to reframe our societal understanding of Black youth and their casggiver
to reclaim our right to oupasitive, dignified, agential selveSimultaneouslyby performirg
narrativeghatexplorethetraumaof marginalizatiorandoppressiorthatracisminflicts on
humanbodiesandminds,| invite audiencenembergo experiencevith mewhatBoal (1995)
callsii t therapeutic t a gherewe areall encouragedo imaginenew possibilitiestogether.

Decolonizing the Research

Scholarship on school reform, racism, community life, violence against women,
reproductive freedomésits at the messy nex
r ai s o nof sdob feseareh is to uride questions, texts, and collective struggles; to
challenge what is, incite what could be, and help imagine a world that is not yet imagined
(Michelle Fine, 1994, p. 30).
| approach this research from a decolonized/decolonizing motivation. To clawity, |
first establish a working definition of HAcolo
that it poses to the methodology of this project and the performance of collaborative social

engagement. Linda Tuhiwai Smith (2012) defines colonieedarch as that in which the
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researcher actsuponthe esearchedo (hereafter referred to
Ayout hise &r Mmems, 0 Acommunity members, 06 or fAcoll
imperialist hegemon that seeks to expasdhfluence over the indigenous in a manner that

further subjugates the indigenous knowledge and establishes the superiority and universality of

the imperialist perspective and hegemonic influence. She notes that colonized research is

e mbe dd e dal expansionmamp &nd ¢olonization and institutionalized in academic

di sciplines, schools, curricula, wuniversities

In a typically Eurocentric paradigm, colonized research presents an image of the
proverbial indigenous backtothe Westero r | d as t he | esser fAother, o
and reifying existing racial, ethnic, and seeiconomic hierarchies. It reinforces and reiterates
limit-situations and misrecognitions by repeatinganpd eer f or mi ng t he Arul es &
frameint he broadest sense what is possible and wr
this indigenouscentered framework useful for work with Black youth in the U.S. because
Al s]l avery was as much a system ofl eisndp dreiraliitso
(Smith, 2012, p. 28)

With regard to the material of the researc
knowl edgeo rather than Areporting back inform
Ai vory tower o of kheagemi af ilsnaowleedde.i maeeondl
responsibility of researchers and academics i
share the theories and analyses which inform the way knowledge and information are
constructedandrepregee do (p. 17). To maintain the integ
model, thePipelines to Pathwaygroject has included regular cheicls with the youth

participants and community in a manner that enacts a sharing, rather than merely a collecting
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(colonizd ethnography that Conquergood (1998) counters with his academic, aesthetic and
activist approach to the process of collaboration) or teaching (banking system style pedagogy
that Freire (1970) counters with iRedagogy of the Oppressetbdel of liberatim). Throughout

the activities of this project, | have sought to share knowledge, insight, wonder, and love with my
collaborators, colleagues and audience members.

Service and struggle are two actions that must be collaboratively pursued in framework
thatputs the researcher on equal footing as the collaborators. For the researcher to enter the
community of collaborators in order to create or lead a struggle is inherently imperialist, in that it
perpetuates the sentiment that the researcher is a brokavefsal truth and justice by virtue of
hi s fAexpeAntexampemsthistdéentering of the imperialist expert can be seen in the
Sangtin Writers Collective (2006) works, whic
expands the archive of créti evidence, or data, to autobiographical writings of the people.

This expansion of the cannon provides a more vivid and grounded understanding of what is

actually happening in the community of study. This equips the researcher to actively influence
thpohitics odefpionwem@® Mdknowl edge product-i ono (:
traditional texts in the form of performance scripts, poetry, an®#&wen Jordan My Life

Matters Projectanthology ofself-expression as scholarsigeeCHAPTER 4.

Performative and Poetic Inquiry
Qualitative researchers use poetry in their work precisely because of its slipperiness and
ambiguity, its precision and distinctiveness, its joyfulness and playfulSessira L.
FaulknerPoetic Inquiry: Craft, Method anBrractice 2" ed., 2020).
By placing our pain, joy, fear, hope, frustration, and meditations into acts of performance

we (Black youth and their caregivers) are able to reflexively decode, discover, and demonstrate

our deeper understanding of the rootd esutes of the Black youth criminalization,
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dehumanization, and tt&chool to Prison Pipelin®y placing our lived experiences into the

arena of performance, we have committed to wh
These acts not only reveal us the multiple layers beneath the surface of things, but also the

myriad possibilities and pathways that can be posited and pursued once we transs&dsthe

quoof things.

This work actively employs Sandryahefeiaul kner
my collaborators and | have employed poetry as both an episteme and as a method. In both
components oPipelines to Pathwayishave facilitated, written, withessed and analyzed poetry
as a means of engaging and learning from, and with, my caddiedvs, audiences, and self. |
implement poetic inquiry throughout this project. For example, | teach and facilitate workshops
where students and | write simple poetry like haiku, which helps us to start conversations, focus
group discussions, and to dikéind clarify our more intimate and complex thoughts and
feelings. My collaborators and | work together to write collaborative poetry as we actively and
dialogically seek to express our lived experiences andesgmanding understanding of them to
each dber and to larger audiences.

My research is often expressed in a creatively patterned and performed collage of
analysis, data, and creative musings, as seen throughout the scfpisrof @MlirHe Tadk.

The poetry of this dissertation, as well asshepts and poetic works produced by both

components of thBipelines to Pathwaysroject, allow my collaborators and | to engage,

examine, educate, empower, and explore ourselves and society with a greater sense of fluidity,
freedom, accessibility, andtivation. | assess and analyze this performgiveticwork using
Sandra Faul knerés (2009) rubric of poetic cri

discovery/surprise, conditionality, narrative truth, and transformation.
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The My Life Matters Project

My Life MattersResearch Design

The My Life Mattersprojectis centeredn Fayetteville North Carolinathe countyseatof
CumberlandCounty,North Carolinapopulationover330,000)(U.S.CensudBureau,2017).The
majorityof thep r o | a&ctvitie®oxcurredduringa six-weekperiodbetweenJluneandAugust
eachsummer(2016,2017,and2018)aspartof the programmingpfferedby FAF. Sinceits
inceptionin 1982 FAF hasconsistentlyreportedmprovementsn the self-esteembehavior,
courtinvolvement,andacademi@achievemenof its participantsToday,FAF boastsa 90%
successateat keepingkids out of troubleandsuccessfuin school(fayurbmin.org. F AF 0 s
missionis i t deteryouthages6-18 from adjudicationor furthercourtinvolvementby
improvingbehavior,enhancingacademi@achievementsandbuilding positiverelationships
within thec o mmu rfwwtv.fayurbmin.ord. FAF youth participantavehadsomenegative
socialexperienceavith schooldiscipline,the criminal justice system community membersor
peers.Theyouthwerereferredto the agencyby schoolofficials, courtcounselorsjudges,
parentsandotherconcerneccommunitymembersFAF servesapproximately200youtheach
yearwith mentoring,tutoring,groupsessionsandinterpersnal skills workshopsThisincludes
the7071 80youththat FAF serveswith field trips, activities,physicalactivity, andarts
workshopgduringits six-weekSummerAchievemeniCamp This projectfocusesonly on
Summer Achievement Cangrogrammingl do not examinethe yearroundprogramminghat
FAF conductsput | do makenoteof severalperformativeandcommunicativeelementsof
F A F éulsureandmethodologythatspill overinto my interactionswith the youthandstaff

duringSummer Achievement Camp.

126



| began laying the foundation for thMy Life Mattersportion of this project in the
summer of 2015 when | conducted two artistic-selbression workshops for Bummer
Achievement Camparticipants. | returned during the summers of 2016, 2017, and 2018 as
Primary Investigator, artist in residence, PAR collaborator, and camp counselor. Operating in
these capacities, | actively engage with the youth and staff throughout for four days a week each
week. | ceperformatively witnessed, as teemmer camparticipants and | interacted and
collaborated. | also partook in the dynamic process of performative writing whereby my field
notes regarding social and cultural performances in which | participated and observed, are
particularly vulnerable, invested, and reflex(Pollock, 1998). Here is where | actively and
reflexively partake in and observe (i.e-performatively witness) processes of cultural, social,
and identity performances to create critical performance and performed ethnography that
examines the histmal, cultural, socieeconomic, and personal contexts and patterns at play in
this project.

All My Life Matterscollaborators were initially contacted in person by me or a
representative of FAF at tfBummer Achievement Canguientation meetings that ocead in
late May and early June each yegmnosewho could notattendthe orientationmeetingsvere
approacheth personupontheir nextvisit to the FAF site or atsummer camg recruited
participantsy offering this projectasoneoptionfor the youthto participatein duringthe FAF
Summer Achievement Camphe FAF programservesvomenandminoritieswith no
limitations baseduponrace,ethnicity, sociceconomidbackgroundgenderreligion or national
origin. Youth arereferredto FAF, andacceptednto FAF, basedupontheir needfor positive

interventionto preventfuture negativeactionsandexperiences.
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All youthwho participatein FAF's Summer Achievement Campereinvited to
participatein thisresearclproject but their participation in th®ly Life Mattersproject had no
impact upon their access to 8limmer Achievement Cangetivities or enrollment. Youttvho
chosenot to participatewereofferedalternativeactivitiesby FAF Summer Achievement Camp
staff andvolunteersParticipationin this projectis entirelyvoluntary,andparticipantsvere
informedthattheyhadpermissiorto dropout from participationatanytime. Disruptive,illegal
or otherwisecounterproductivebehaviorwasgroundsfor dismissaffrom the project. The FAF
Staff revieweal each case witmeandwe followed FAF protocolsfor handlingsuchbehavior.

While | conductegerformancavorkshopswith 75 studentsrom ageseightto 18 aspart
of my commitmento the youthandthe agencymy focusfor this projectwason 35 adolescen
(agesl2to 18) participantspecausehis is the agewhenmarginalizedyouthstendto experience
significantlyhigherratesof schoolsuspensiomandincarceratior{Public Schoolsof North
Carolina,2018,p. 18). Participantsn workshogs were 100% Blackwith two studens being
Afro-Latinaandanotherbeinga self-describednixedracepersonof partial African descent).
While | interactedwith youngerchildren,andadolescents/ho optednot to participatein the
PAR project,only 35 adolescentparticipdedascollaboratorsn the My Life MattersPAR
process.

DuringF A F 8umimer Achievement Campconductedneto-two weeklyhourto-two-
hourperformancecenteredvorkshopswith 3to 35 youthatatime. Theseworkshopsncluded
actinggamesstorytelling,playwriting, poetry,photographyusingthe Photovoicemethodin
2017, music,dance andotherformsof creativeself-expressionThroughworkshopsandco-
performativewitnessingwith the youthandeightadultstaff membersf theagency|

gualitativelymeasuredhe capacityof this procesdo generatestories(andperformancesf
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stories)thatinspireandarticulatesubjugated narratives of tipesitive,dignified, agentiaBlack
youth | alsoexaminedhe procesdy which this projectproducedareperpire of diversecreative
expressiongf our collectiveandindividual understandingsf self, society,the School to Prison
Pipeline andthe dehumanizatiomndcriminalizationof Black youth. Therepertoireincludesan
anthologyof photographyproseandpoetryentittiedThe Ravon Jordan My Life Matters Project
anoriginal collaborativelywritten scriptof afull-lengthplay entitledOur 6 V i, dnditveo live
public performanced. submittheseelementsasrich sourcef expertdatathat can be extended
far beyond their capillary origins by means of performance.

| reviewed field notes from eperformative witnessing to contextualize our experience of
the performance process from workshops, to rehearsals, to performance. | analyzed this data to
examine ther o | eapacihyte helpperformergdo developcritical consciousnesgrocure and
publicly present critical stories, participatecdirtical conversationsandconsidercritical courses
of actionto addresshe forcesandprocessesf dehumanizatiomndcriminalizationthatform,
foment,andenforcethe School to Prison Pipeline

| administered pogbrogram paper surveys to youth participants to measure the impact
that the program has had their attitudes about themselves, their peers, society,thad
willingnessability to express themselvdsadministered pogperformance paper surveys to
audience members to assess the perceived relevance and impact of the performance. Using a
critical performance ethnography approach, | analyzed this data tonexdmep r o | Gagacitp s

to help performerdo express themselves clearly and creatively in public.

My Life MattersData Collected

A Demographic information on 35 adolescent participants collected from FAF staff

1 Age, gender, grade in school
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T

Free/reducetunch qualification (yes or no)

Household makep (nontraditional, single parent, both parents)

Referral source (court/court counselor, parent, school, other)

School suspension in the last school year (yes or no)

School expulsion in the last school yegeg or no)

Past court involvement (yes or no)

Relations with incarceration (self, parent, sibling, extended family, none)

Violence Experienced (defined as assault with any weapon) (self, parents, sibling,
extended family, friend, none)

Death Experienced §oent, sibling, extended family, friend, none)

14 seltexpression workshopnducted by the primary investiga{é0 to 120

minutes; 1,00@ninutes of audio recorded transcribed by the primary investigjator

One public performance of 14 youth and pinenary investigatofor 50 community

audience members (August 5, 2016)

15 postperformance surveys for performers (2016)

22 postperformance surveys for audience members (2016)

One public performance tfireeyouth participants at the Fayetteville City Collinc

meeting (September 12, 2016)

Onepostperformance talback after a performance ©he Talk(July 18, 2018)

80 pages of field notdsand written and transcribed by the primary investigator

(single spaced *goint Times New Romans font)
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During the summes of 2016 and 2017 conducedweekly60 to 120 minute
performativeselfexpression workshops with 5 to 35 youth participants at a time for the duration
of the sixweek campDue to logistical limitations, | was only able to conduct two sessions
during he summer of 2018. | performed my auto@dmaphy,The Talkfor 27 youth on July 18,
2018 and conducted a 60 minute tbfck with them. During theix-weeksummercamp
experiencel engage this group of youthvith gamesandwarmup activitiesin orderto help
participantg€o honortheir bodiesas communicative instrumentmdto releasghemto
embodiecexpressiorandplay. | followedthesegamesandactivitieswith facilitated dialogue in
whichwe discursively angperformativelyexpressd, examined, aneimbodiedour truths
throughprose poetry,dramaturgymusic,movementphotographyandotherformsof creative
expressiorthatemerge duringour workshopsThiswork has culminateth a performative
repertoirethatwe analyzed and organized for placera a book The Ravon Jordan My Life
Maters Projec}, and for future live community performances that aiticulateourlocal
understandings and experiences with self, society, ar@deol to Prison Pipelinéworked
with theyouthto devisepublic performancesf i andcritical conversationaround- this
repertoireasa form of critical performedethnography.

Overthe courseof threesummersn thefield atF A F Susnmer Achievement Camip
haveobservedhattheregularprogramminghat FAF providesto FAF youththroughoutheyear
often becomes a salient topic of discussion, reflection, and application for both youth participants
and FAF staff. Inside jokes, shared stories, and a wide array of social norms established during
the school year appesd to have formed and fueled a unique culture and mentality among FAF
staff and youth significantly impacted the dynamics oftyelife Mattersproject. The FAF

culture and protocols comprised iamportantbackdropandcontextfor the dynamicsandflow of
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the My Life Mattersproject.To betterrespectandaccountfor this context,| haveobserved how
these elements impacted the performance process.

The Photovoiceprotocolrequiresalimit of 12 participants and a minimum of 6 sessions
to collectively setct themes, present photography, discuss photography, and to collectively
select the photographs that best capture the thédnegso thelargenumberof My Life Matters
participantduringthe summerof 2016andthe schedulingconflictsduringthe summerof 2018,
we wereonly ableto conducta successfuPhotovoiceprojectduringthe summerof 2017.

During the summer of 2017, 11 adolescents volunteered to participate in the Photovoice project.
Workshops included a creative selpression component offeremall 35 adolescents, and

separate Photovoice workshops offered only to the 11 volunteers. Photovoice volunteers were
assigned disposable cameras to take home to capture pictures based upon our agreed upon
themes related to violence during the first eeks. Because this became too costly, we

decided to invest in digital cameras that the youth participants were assigned to take home
throughout the week to complete photography assignments.

The Photovoice project enacted during the summer of 2017 intlgouth
participants and followed the following protocol:

Week1 Session Introductionto theconceptandpracticewith cameras

Week?2 Sessiori Reviewphotograph®nthethemeofii vi ol enc e o

Week3 Sessiori Reviewphotograph®nthethemeoffi ¢ a wfsva so|l enc e 0

Week4 Session Reviewphotograph®nthethemeoffi e f fokvcitosl enc e 0

Week5 Session Reviewphotograph®nthethemeofii s o | ddrv iomlsenc e 0

Week6 Sessiori Reviewall selectegphotographs andpplythe 3D modelof

performancecenteedyouth engagemenfs the Primary Investigator, | also examiribd
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performancemakingprocessandits impacton our sense of sel€oncept, selefficacy, self

production, and sefictualization. | rehearsed and performed with my collaborators. | partook
co-performative witnessing throughout this process. | also analyzed archived data and field notes
derived from ceperformative witnessing.

Changesn campscheduleslueto weather funding, youthbehaviorandother
unforeseemssuescausectonsideral® uncertaintywith theresearclscheduleeachsummerThis
uncertaintyalsopreventedonsistentontactwith all of the youth participantseachweek.For
examplewe were not able to perform at all in 2017 &measonly ableto conducttwo
workshopsandoneperformancef TheTalk with theyouthduringthe 2018 Summer
Achievement Camp.

The mostrobustsourcesf datawerefield notesfrom co-performativewitnessingof the
performancgrocessandthe performativerepertoire (SeeAPPENDIX G for example &son
plan). During the summer of 2017, my collaborators and | decided to curate an anthology of their
prose, poetry and photography. We also collaborated on a script for a play éntitled 6 ¥i | | e
dramatic reflection of their lived experiences and eptions around the struggles that they face
daily. We developed the script and rehearsed over the cousserwher Achievement Camp
Due to venue limitations and scheduling conflicts, we were not able to produce a performance of
Our dwingtHe sumnte We scheduled an October performance, but this date also fell
through. Due to turnover of staff and youth participants, as well as scheduling conflicts, we were
never able to produce a public performance of our work in 2017 or 2018.

Summer of 2018 wasapticularly challenging due to personnel shifts in the FAF
organizations and unforeseen scheduling conflicts. The activities and commitments scheduled by

the FAF organization precluded the regular six workshops. | served as a camp counselor for the
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duratian of the camp, conducting only two selpression workshops and one performance of
The Talkfor 27 adolescents in July of 2018. Three youth participants from the previous two
years rose to serve as my audiovisual technicians for the performahoe ©ék. These same
three youth participants went on to serve as the audio visual technicians for two public
performances at the Fayetteville, Cumberland County Arts Council on OctdhéFtey also
served as active panelists as | facilitated the-pedbrmance talkback. Some of their feedback
and insight will appear in my analysis and articulation of the data associatetheiffalk
component of this project.

Oneof thefinal producs of this processs an anthology of our creative setkpression
work praduced over the course by Life Matters The book, entitled’he Ravon Jordan My Life
Matters Projectwas completed in the spring of 2019 (see Chaptér$ book is a brief
anthology of some of the prose, poetry, and photography that the youth cpobdigh. TheMy
Life Mattersanthology represents a critical performance approach to expressing our perceptions
and experiences of self, society, and$tehool to Prison Pipelinén the collaborativespirit of
PAR,the My Life Mattersanthology book antheOu r  é&sdfipt bréavailableto community
membersandyouthto incite largerconversationsroundtheissueghatdisproportionately
impactthelives of marginalizedBlack youthin CumberlandCounty,North Carolinaandto
positionthe youthsthemelvesaslocal expertson theseissuesThey have been distributed to

youth participants, and aevailable at the FAF location.

The Talk Project

The TalkResearch Design

TheTalk projectis the culminationof my work asa practitioner performer,anda parent

of Black youth, analyzing thé dGensesoti AThph&abkenon
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that caregivers of Black youth in America often feel compelled to have in order to warn these
youth of the slings and arrows of racism that they may fateeiworld. | &aminethe process
by which | researched, wrote, rehearsed, performed, and publicly discussed and analyzed this
piece of performed ethnography and autoethnography with youth, scholars, and community
audiences between April, 2015 and Februa®i9. My data includes observations from field
notes, transcripts from peperformance talbacks, published reviewgpstperformance
surveys administered to volunteer adult audience members, and oral history interviews.
| conducted these oral histarynt er vi ews as an effort to dAdr
symbol into the precarious, creative processof memoayk i ngo i n the context
performingThe Talk(Pollock, 2006, p. 88). As | conducted these oral history interviews, |
engaged iran interview methotl hat Del |l a Pol | ock ( 2i0MeBepy cal | s
the interviewer listens with their heart, in deep humility and gratitude toward their interlocutors.
This praxis is based upon a mindset that allows the interviewer toeengigtheir interlocutors
at a deeper level than is normally allowed in everyday life. Pollock (2006) states:
Begun in the spirit of preservation that drives much oral history pradiieedesire to
save stories from both political obscurity and theages of mortality, listening out loud
sets fire to the thing saved: through the course of conversational interviews, improvised
retellings, scenic description, poetic transcription, and public rehearsal, the story as a
historical artifact goes up in theafhes of committed understanding, becomirgy th
molten energy of rereation(p. 89)
Rather than recording the interviews, | focused more on spending time witthdaatual
parent, |istening fibody to body,inghheatmet t o hea
person's storyo (Pollock, 2006, @persp8cives. By | i
and experiences with race by fAheart. o | atten

as they spoke to me. | then spent a few hourgngrnarratives as storytelling script. | returned

to each parent and performed my embodied interpretation of the stories they told me. The goal
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was not to achieve perfect fidelity in characterization and interpretation (which is impossible).
The goal waso capture and project through my body the spirit of their stories in a way that they
felt was satisfactory.

In this way, | operated as what Kelly Oliver (2001) refers to as a loving witness. As |
embody my parentsod6 st or ieestheadsepeaimpad thdt lestening !l am
out loud avds where the teller

feelsfor, with, on behalf ofandin response tder friend. This isn't a mimesis of feeling

in the sense of a direct copy. The performer isn't feelimdjdoesn't pretend to fegha

her friend felt. But the friend'sr first performer'deelings are doubled, and doubled

againone body to -another, and past to present. Both the primary teller and the

|l istener/ teller are moved in corre@ponding

p. 92).

During interviews the primary tellers (each parent) and the teller (I) laughed, cried, and
expressed gratitude for the gracious sharing of, and the humble and genuinely inquisitive,
listening to their stories.

[, in turn, brought this curioyoving, gracious energy to the public performance of these
storiesi thus setting them on fire in my bofiésThrough embodied performance, | pass this fire
on to audience membeRollock (2006) articulates the power of this recurrent flow of exchange
to preserve what was, name what is, and to imagine the emerging/transforming possibilities of
what will be:

The interviewer is herself a symbolic presence, invoking not only other, unseen audiences

but promising as if by bodily contract alonethat what $ heard will be incorporated

into public memory and acted on in some way, that it will make a difference. Oral

histories thus write the past into the present on the promise of an as yet unimagined, even

unimaginable futureTheydreamthe pasf{performingwhat happeneds an image of

what might happerEntwiningwhat iswith the normative claims of whatight be oral

histories tell the past in orday tell the future- not to predict, to reveal, or foreclose on it
but to catch it in ethical threadsawn n the act of tellingp. 88)

“Here | allude to a Bible scripture wherein the proph

e
burning fire shut up in my bones; and | was weary with
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It is with this mindset that | embody and poetically interpret oral histories, public record,
literature, and my own memoriesTime Talk.This performance is designed to drive performer
and audience member playfully and pwefully on a voyage through whaicismwas and what
it isT with a hopeful eye towarthe antiracist future thauld be.

| performed in Raleigh, Durham, Fayetteville, and Chapel HthNCarolinal
participatedn 23 postshowtalk-backsessionsha lastedbetweenl5 and60 minuteseach.l
collected and analyzed 3fdialitativepostperformancesurveysadministeredo volunteeradult
audiencamembersat 19 performances between June, 2018 and February,|20148gained
insightandinformationfrom the perspectivesf severalaudiencenembersmy production
teams, classmates, colleagusmsicommunitystakeholdersia emailor voluntaryoneon-one
feedbackhroughouthis processWith this data,| examinedhe capacityof TheTalk
performanceo facilitate critical conversationgndcritical consciousnessroundBlack youth
andthe School to Prison Pipelintaatwill leadto future conversationsindactionsto resistand
counterracial inequity anchegative biotropes of Black youth. Paper surveyseaserailable to
audience members at all 19 performances.

The Talkis the manifestation of my compulsion as a scholar and perfornder to
something with my writing. To this end@ihe Talkitself and my writing about it are ventures in
performative writing a described by Della Pollock (1998):

As performance, as writing that stipulates its own performativity, performative writing

enters into the arena of contest to which it appeal with the affective investment of one

who has been there and will be there atehd, who has a stake in the outcome of the

exchange. The writing/subject puts his/ her
mobilizingpraxis br eaking the discursive | imits of

the dynamics of democratic contest ihigh the emperor and his new clothes (or lack
thereof)are now continually refigure@ollock, 1998, p.96)
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This performative style of writings all atonceevocative metonymic,subjective citational,and
consequentialPollock,1998,pp.81-94). | pradice performativewriting hereas a method of

writing pathwaysout of pipelinesfor and with Black youth.

The TalkData Collected

91 Four hours of on®n-one oral history interviewsonducted by the primary
investigator withBerry and Jo Kellythe parentef Sonny Kelly)

1 One 5minute interviewconducted by the primary investigateith Sterling and
Langston Kelly using the pegierformance survey questions

1 24 postperformance tallback sessions (20 to 60 min ea¢B9 minutes of audio
recorded talkback sesions transcribed by the primary investigator)

1 375 postperformance surveys (185 from eight performances conducted June
December 2018 performances and 190 from 16 performances conducted January
February 2019)

1 50 pages of field notes (single spaceepbiht Times New Romans font)

1 12 pages o$inglespacedtmail feedback fromsix community stakeholders, to
include a 16yearold youth who attended a performancelag Talkwith her church
group in March, 2018Varch 14, 2018)LIoyd Kramer (University of Mrth Carolina
Chapel Hill Professor of History) (March 9, 201&)n He (Cumberland County
Schools Chinese immersion teacher) (November 8, 28h8para Smalley
McMahan (Raleigh Police Accountability Task Force volunteer and Board Chair)
(January 15, 2039Sonia Frischemeier (Boomerang Youth, Inc., Director of
Operations)November 2, 2019and Michael MacGovern (Broughton High School,

Raleigh, Mrth Carolina Assistant PrincipaljNovember 15, 2019)

138



1 30 minute phone conversation with Michael MacGowerreceive feedback on the
October 9, 2019 Broughton High School performance (October 18,.2020)
primary investigatotook notes by hand.

1 45 minute conversation with Sonia Frishemeier at the Boomerang Youth, Inc. site on
October30, 2020. typed notesnto a laptop during her repastal report.

Field notes were based upon three years of development, dramaturgy, rehearsal,
performance and poegerformance talbacks. This includes two fall semester sessions of Joseph
Megel 6 s Co raed(AdvancemRrajectan Performancetudie$ at UNC Chapel Hill
from early August through mibecember in 2016 and 2017. Oral history interviews were
conducted on@n-one with my father, Berry C. Kelly, and my mother Jo. D. Kelly. | conducted a
total of two houflongfaceto-face interviews, and one 30 minute telephone interview with Berry
C. Kelly to learn about his personal experiences growing up as a Black youth in the segregated
South, as well as his personal experoneences (gi
telephone interview with Jo D. Kelly for approximately one hour and 30 minutes to learn about
her experience growing up as a sdéntified Black youth in the Los Angeles area of California
during the 195006s, through the 19700s.

| performed an earlyersion ofThe Talkas a student showcase production with UNC
Chapel Hi Il 6s Communicati on Department at Swa
March 8i 11. Admission for these performances was a suggested donation of $10. | facilitated
talk-backs (hich included the director Joseph Megel) after each of these four performances and
recorded some feedback from audience members. Depending on the time available at each venue
and the amount of time that it took me to prepare myself and return to thetaliaback

sessions ranged from 15 to 60 minutes long.
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| facilitated all but four posperformance talbacks conducted in 2018 and 2019. One
performance in Cary on October 22 was facilitated by communication consultant and community
organizer Tru Pettigw. The November®iperformance at Smith Middle School in Chapel Hill,
North Carolinawas facilitated by playwright, poet, and scholar Howard L. Craft. Performances
on January 25 and February 8, 2019 at the Durham Fruit Co. (The Fruit) were facijtated b
Renée Alexander Craft, PhD.

The eight community performances that took place from June 26 through December 1,
2018 were coordinated with agencies, organizations in Chapel Hill, Raleigh, Durham, and
Fayetteville. These performances included approximd@byaudience members, 185 of whom
submitted surveys. The 16 performances that occurred between January 24 and February 17,
2019 were part of a professional production produced by Street Signs Center of Performance and
Literature, Bulldog Theater Ensembéand the UNC Chapel Hill Department of Communication.
These performances included approximately 1,810 audience members, 190 of whom submitted
surveys. In total 25 community leaders in law enforcement, activism, education, politics and
entertainment partipated as panelists after one or more of the 19 performances. (See
APPENDIX Kfor a list of performance dates, venues, host organizations, and panel
participants).

| voice recorded all 24 talkackswith a hand recordeaccumulating 72éninutes of
digital audio recording. | played these recordings back and transcribed them into a Word
document. | reviewed these transcriptions and coded them as | observed emergent themes and
phenomena that countered, confirmed, or coalesced with my theoretical framework. |
synthesized these codes and analyzed them alongside my field nopesgretformance

surveysin my guest to answer my research questions.

140



| distributed posperformance surveys after each of the 24 performances that occurred
between June 26, 2018 andReary 17, 2019. The six of the eight performances that occurred
between June 26, 2018 and December 1, 2018 in Cary, Chapel Hill, and Fayeiertle,
Carolinawere free and open to the public. The November 1, 2018 performance at Smith Middle
School inChapel Hill, North Carolinawas a fundraiser and awareness raiser for Boomerang
Youth, Inc. and admission was $10 per person. The December 1, 2018 performance at Redeemed
Christian Church in Fayetteville, North Carolina was a fundraiser for the churdh fadis f ami | vy
reunion and admission was $10 per person. For six of these performances (October 14 through
December 1, 2018), | used a thugpeestion paper survey for adult audience members with the
following questions: (1) What did you find most memorabiekisag, or interesting about this
show? (2) How did’he Talkimpact your thoughts about society and your place in it? (3) How
did The Talkimpact your thoughts about Black youth in America? This survey was designed to
help me to learn what elements of gfexrformance were most compelling and to gain a
gualitative measure of the extent to which the performance was able to foment or foster critical
thinking and a shift of attitudes toward Black youth and racial equity. Due to printing limitations,
this surve was limited to only two questions on June 26, 2018 performance at the Chapel Hill
Public Library: (1) What did you find most memorable, striking, or interesting about this show?
(2) How didThe Talkimpact your thoughts about your society and your piad All of the
surveys for these seven shows displayed optional fields for age, race(s), nationality(ies), and
general comments.

Survey questions for the eight performances conducted in Fayetteville, Cary, and Chapel
Hill, North Carolina between June@December, 2018 included the following:

9 What did you find most memorable, striking, or interesting about this show?
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1 How did The Talkimpact your thoughts about our society and your place in it?
1 How did The Talkimpact your thoughts about Black youthAmerica? (not
included in on the June 26, 2018 performance survey)16 performances conducted
in Durham and Chapel Hill, dith Carolinan 2019 included the following questions:
9 How did the event impact your understanding of society and your place in it?

1 In what ways will this experience impact your future conversations and actions?

Of the 16 performances conducted between January and February 2019, the first 12
performances took place at the Durham Fruit performance space. The final four performances
took pl ace at UNC Chapel Hill 6s Historic Pl ayma
performances was priced as followsursdayperformancesost$15. Fridays,Saturdays, and
Sundays, tickets we20.00,with $2.00discountsavailablefor Active Duty Military, Veterans,
and Seniors. Tickets wefd Ofor all patronsunder35to all shows.UNC StudentsFaculty,and
University Staff receive$10ticketsfor all ChapelHill shows.Papersurveys were distributed
with the programs for each of these 16 performancdsawveb site was announced and
distributed on the surveys for people to submit their feedback online. These 190 surveys were
based upon St r e eperdimgneessorveyformat aha pratocop and included
demographic information (age, gendegiaethnic background, education, and how they
learned about the event).

This survey contained the following questions: (1) Did the event encourage and stimulate
you to think critically about the subject matter? (2) Did the event place the subjectimatter
larger cultural, historical, and analytical framework? (3) How did the event impact your
understanding of society and your place in it? (4) In what ways will this experience impact your

future conversations and actions? This survey also includgsanm f i el d f or A Gener
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Comment s, Feedback ,APRENDICES iHargl ¢fer itaratiomsspbst ( Se e
performance surveys).

To accuratelyplacethis projectin thefields of communicationperformancestudies,
critical pedagogyCRT,andPAR, | examired publishedmaterials books,pamphletsandweb
sites.l alsoaudied currentandhistoricalapproacheto performancecentered pedagogyouth
intervention PAR, performancesthnographyand perforrad ethnographyfor statisticaldatal
examinel databassfrom sourcedike theNorth CarolinaDepartmat of PublicInstruction,
Departmenbdbf JuvenileJusticeDelinquencyPreventionNAACP, U.S.CensusBureau,U.S.
Departmenbdbf Educationandotheragencieshatcollectinformationaboutyouth.| have
combiredall of thesedatato createethnographi@roductssuchasreports articles,anthologies,
presentationgndembodiedperformancesThus,our work will addto theembodieduttered,
written, andotherwisecreativelyexpressegerspectivesf local youthexpertsto the existing
canonof transferablé&nowledgeregardingthe School to Prison Pipelirend the marginalization
and criminalization of Black youthn this way, our work is generatinganexpandinghearchive
of textualizedresearcHindingsthatoverlapswith arepertoireof emergenanddevised

performance.

Data Analysis

| reviewedand coded the performative repertoire produced byipelines to Pathways
project, as well aall field notes postperformancesurveycommentsandtranscriptsof
interviews workshopsandpostperformance talbacks.| personally transcribed 1,000 minutes
of selfexpression workshop recordinddy( Life Matter3 and 729 minutes of recorded talk
backs The TalR. | examinedhethemeghatarosefrom the datato anayze and articulatéhe

functionandimpactof eachcomponent of th€ipelines to Pathwaysrojecton participantsand
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communitymembersl analyzed theoutes through whichthis performance&entered process
createl spacesvhere the positionaliteand pespective of Black youth and their caregivers
could beexaminedgxpressed, affirmed, and witnessed; to generate intentional practices for
Black youth and theirammunity memberthat allow them to examinexpressand reframe
their lived experiences; artd empower participants to reclaim the inherent dignity and agency
of Black youth.I framed this analysis using language and concepts rooted in critical race theory,
the communication theory of identity, and theories of performance.

In the creationof TheRavon Jordan My Life Matters Projembetry and photography,
and the of scripts fob u r  @MiTHe ITadk my collaborators and | conducted a performative
poetic inquiryinto Black youth identities, their dehumanization, and cralization. Through
pubic performance, ouvoices rise t@xpress our expert knowledge and critical analysis of the
dehumanization and criminalization of Black youth Us i n g dfsgoetickas &rubécs|
examine thaesthetic and intellectuedutes by which this repeite can serve as bothpaactice
of expression and a space for expressidris rubric isbased upotheelements oértistic
concentration, embodied experience, discovery/surprise, conditionality, narrative truth, and
transformation

| conducted ceperformative witnessing during sedfxpression workshopsehearsals,
and performances, recording my experiences and olsgrydy hand irield notes.
transcribed those field notes to an@lge single spaced Microsoft Word document. | also
engaged in 24 m-performance talbacks forThe Talk.For each talkback, | used a digital
voice recorder to capture a total of 729 minutes of gasqussion| then transcribed each of
these recordings into a gf&age single spaced Microsoft Word documétok noteof the

factors thafacilitatedor hampere@ntiracist dialoguén each of these social encounters. | also
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analyzel some environmental, demographic, discursive, interperspeddgogicaland aesthetic
factorsthat can inform the formulatioof intentioral practicesvherebyBlack youth and their
community membercanexamine, expresandreframe their lived experiences.

Finally, | combined these observations with pestformance surveys, as well as in
person and-enailed reports from community staketlets that articulated the impact of this
process. | reviewed 12 singtpaced pages of emails and took note of two conversatitdms
stakeholders imvhichtheyreported funds and support raised by performances, as well as
antiracist actions and attitudtésat they attributed to the performance®ok handwrittenand
typednotes of theseonversations
Limit ations

Dueto inconsistenattendancandparticipationwith the My Life Mattersproject,my
codingandconclusionsareby no meansomprehensiver entirelydefinitive. They do however
offer a rich tapestry of insight into the process of effectively perfovelgtreframing and
reclaiming ourpaositive, dignified, agential selveghile disrupting the discursive regimes that
form, foster, and facilitatthe School to Prison Pipeline

The genre of the pogerformancedalk-back is a commonccurrencen contemporary
theaters. The tatkack is usuallpresented as a special opportunity for audience members to
directly address the performing artists witkittquestions and thoughts. It is largely presented as
a means of further appreciating the performanaa extension of the applause. Because the
primary investigator has designed the tiaicks that followlhe Talkto engage audiences in
critical antiragst dialogue, this genre has served as a challenge. Because bactalonly last
15 to 60 minutes, most of the feedback and dialogue (especially early in thad¢&)kfor this

project were positive affirmations of the performance (i.e. extensidie @pplause). It was
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often di fficul't to channel the audi enceds ene

were given some time to comment, and show appreciation for the aesthedind emotional
elements that they found most salidredvised each audience that | would be recording each
talk-back session and including the information shared there in my disserfdties).the space
for honest and generatiaatiracist dialogue was limiteduring the talkbacks The longer talk
backs affordedhe audience and performer more of this space.

Furthermore, pogperformancesurveys and talbacks served as my primary form of
feedback for the live performances generated bytpelines to Pathwaygroject. Because
these channels delivered immeditgedback, they were helpful to examine the immediate
responses that this wodlicitedfrom audience members. However, due to the short answers and
timeline, responses were not as well thought out or critical as they might have been if the survey
respondats had been afforded more time to reflect on their experiences. Surveys dvattalk
comments were, more often than not, positive and celebratory. The fact that they took place in
t he wake of applause may have | i mdipdrteigatioa k e we d

toward more positive and less critical feedback.

The Plan for Monitoring and Protecting the Data

All demographidatafiles for youth collaboratorsaandparticipantshaveremainedn my
personakontrolon a passworeprotectedaptop.Any specific datathatthis projectusesfrom
suchfiles will beaggregat@andanonymouslyeported Datathatis collectedvia observation,
workshop/focugroupor one-on-oneinterview hasbeenstoredon my passworeprotectedaptop
andsecuredn my possessio. Any publicationof this datahasbeenaggregate@nd/or
disassociateffom anyidentifiableinformationassociatedvith the youth participantsand

collaboratorsof the Pipelinesto Pathwaysroject.This datahasbeenmadeanonymou®r made
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unidentifiade by namechangesndappropriatechangesn storydetailssoasto prevent
unwanteddentificationof subjectseforepublication.The FAF staff andyouth collaborators
reviewedall performanceandpublicationmaterialsfor approvalbeforetheyweremadepublic.
All focusgroupobservationsvererecordecasanonymousndcollectiveresponses.
Video andaudiorecordingsof performancesyorkshopsandinterviewsweresecuredn my
possessioandon my passwordgrotectedaptop.Theywill notbe publishedwithoutthe
permissiorof subjectsparentsguardiansandFAF leadershipAll reportsfrom the transcriptsof
oneon-oneandgroupinterviewsandfocusgroupswill bereportedanonymouslypr with
pseudonymsAuthorshipof all publishedmaterialswill be ascribedo pseudonymshoserby the
collaboratorsAny pseudonymsisedwill be coded,andsuchcodeswill remainsecuredwith the

files maintainedby me,andin separatdiles on my passwordgrotectedaptop.

Care for Collaborators

Procedures for Subjecits Need of Medical or Psychological Follow Up

Personaktoriesshared may embarrass dieat the reputationslivelihoodsor
psychologicahealthof some.To protectparticipantsanyinformationthatthey shared with me
wasreportedascomingfrom an aonymous source and never associated with their name or
personal data or details that could identify the cHiltk public performancewill includesome
personakxperienceandperspectivesf participantsParticipantsvere affordedhe optionto
excludetheir personakxperiencesyordsor perspectivesrom the produdion and the process.
They were also allowed thooseo changedetailsof the performancesoasto prevent
identificationor embarrassmernParentsguardiansandFAF staff were affordechccesgo, and

theright to deleteor edit, anyinformationthatcould possiblycauseemotionaldistress,
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embarrassmerttr breachof confidentialityprior to the public performanceor publication of the
performative repertoire

The public performancesvere photographe@ndaudio/videarecordedTheimagesand
videosproducedrom the public performancesveresharedn publications public meetingsand
onthelnternetHoweverpar t i ci pant sdé i nput f rwilmotbwor kshops
associatedvith theirimageor voice asportrayedn theserecordingsor photographsAny other
audio/videarecordingspr photographsecordedor takenbeyondthesepublic performanceghat
mayidentify participantsor theirimmediatefamily, will notbe published.

Traumaticor negativefeelingsmayariseasparticipantsdiscusshow The School to
Prison Pipelineand the marginalization and criminalization of Black ydudis(anddoes)affect
us.Participationin workshops or performancesaycauseparticipantdo remember(or trigger)
pastor presentrauma.ln additionto havingtrainedseasonegiouth programpractitionerson site
atall times, the FAF youth interventioprogramhasclearguidelinesthatindicatethe processy
whichtheywill referanyparticipantin needof medicalfollow-up or psychologicatounselingo

themostappropriatesourcef professionahelp.

Additional Protections for Children

All interviewswith minorswereconductedduring FAF busines$iourswith anotheradut
in the immediate arealws wasapprovedoy FAF staff and/orthelegalguardianof the minor.
Youth nameswill notbeassociateavith anydemographior statisticaldata.All interviewand
focusgroupobservation®f minorswill bereportedasanonymou®r usingpseudonyms.
Measuementsof programimpactwill bereportedcollectively,and anyindividualizeddata will
be reported anonymouslyarticipationin the My Life Mattersprogramandanyotheractivity

pertainingto this program(to includefocusgroups and performangesrecompletelyvoluntary,
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andrequireparental/guardianonsenfor participatingyouth,consenfor adultcollaboratorsand
assendf minor collaborators. Participants wepermittedto sharetheir personainformationand
perspectivesyith approvalof parents/guardianan conjunctionwith their presentatiorof
embodiedperformancer public speakingat public performanceandpresentationg-or
examplethreeyouthsaddressethe FayettevilleCity Councilin Septembeof 2016,andthey
voluntarilyidentifiedthemselvestheir ages andtheir gradeseforetheyperformeda poemand

songsharingtheir perspectivesind aspirations.
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CHAPTER 4: CASE STUDY #1: MY LIFE MATTERS
Overview

What moved this research from merely collaborative to Afrocentric isetieh

participant agreed that the African American child and community wergutijectsand

not theobjectsof study. The approach throughout was to ask what could be learned from
African American students and their teachers that maintains the inteftitgir culture

and their world view (LadseBillings, 2009, p. 180).

Sy P
\
AR
Figure 1.My Life Mattersperformance, 2016 Figure 2.My LiFe Mattersperformance, 2016

Find-A-Friend is located in a two story building nestled on a hill in the ttspart of
Fayetteville.The large square brick building used to be the Lions Club buildingf aded Li ons
Club sign is still displayed above the front door upstadts.| pulled up, and turned off my
vehicle, the pleasant summer sun that was shiningyface as | drove, soon became a dazzling
brilliant ball of fire in the absence of my AC blowing cool air in my fdaoticed that the
playground outside the Firdl-Friend program was full of elementary school aged children
screaming, jumping, runninghasing, and frolickingThe heat did not seem to &athem one

bito (Excerpt from Sept ember Mydife Mat@riptojedt)i el d no

150



In this chaptet applycritical race theory (CRT}he communication theory of identity
(CTI), andcritical raceinterpersonal communication theoryR@PCT) to examine how
performancecentered interventions and embodied performance camedade spaces where
Black youthcancome to voiceand be affirmed and withess€@) generate intentionalractices
to examine, voice, and reframe their lived experienaes;(3)empowerall participants to
engage in antiracist attitudes and actions ¢k the inherent positivity, dignity, and agency of
Black youth. This work culminates performances angerformative practicethatactively
resist thecriminalization and dehumanization of Black youth.

This chapter is the product of three summers (ZZABB) in the field conducting thdy
Life Mattersyouth participatory action researciAR) project wih 35 adolescent participants
in Fayettevil | e-AFridnda(RAFMI 0 g sSammEiAshieFementdCamp in
Fayetteville, North Carolind.also worked closely with Shauna Hopkins, the FAF Director, and
eight of her staff member$he focus of ar YPAR work was to develop new skills to: (1)
critically assess the threats to the lives and positivecsei€ept of Black youth, (2) develop
creative modes of seéixpression based upon our assessments, and (3) to demonstrate and
distribute this selexpression in the form of public performance, written poetry, a theatrical play,
and photographylhe products of this YPAR include a public performance held on August 5,
2016, a book of poetry that was written and developed over the course of the threwsumm
entittedThe Ravon Jordan My Life Matters ProjéBeeAPPENDIX B), and a full script for a
collaboratively written play calle® u r  (SEeAPREBIDIXA).

Throughself-expression workshops, performative writing, rehearsal, and public
performance, mgollaborators and | created spatesuild trusting and affirmingelationships

with one anotheand our witnesses. Through the performgmoeess, walsogenerated
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intentional practices that helped us to exammeressand reframe ouown identities. In the
act of performingour stories fopublic witness, we expeenced and shared the powereclaim
the inherent positivity, dignity, and agency of Black youth.

We achievedhis byconfroning the extant criminalizing and dehumanizistpck stories
aroundBlack youth identities anshforming i even alteing i them througtthe performance of
embodied storytellingThis process$inds itsrootsin - and forges new routes througthe
perspectives, lived experiences, and creative expressions of Blaitkand theicommunities
As a resultBlack youthand their communities effectively emerge as public cotsttaytellers
who discover and demonstrate their cvamcealed stories, resistance stories, and
emerging/transforming storied/e frameand presntthesestoriesin such a way that they
empower performers and witnesses to reclaimrtherentpositivity, dignity, and agency of
Black youth

For the course of this project, 35 Black youth, eight adult volunteers and FAF staff
members, and | collabatred on théVly Life Mattersprojectto qualitatively examine and
articulate our perspectives of tBehool to Prison Pipelindarough prose, poetrplaywriting
and photographylhese youth, betweentheageddand 18, had been referr
services by a family member, school counselor, juvenile court counselor, or other community
member, due to negative interactions with peers, school discipline, juvenile courts, or community
members40% (14) of the participants were male and 60% (21) were fe@@8e (7) of the
youth had experienced some court involvement (criminal justice contact such as arrest,
adjudication, and/or sentencing). 40% (14) had been suspended from school within the past year
of their participation. All of the youth had some expetewith incarceration: 14% (5) had been

incarcerated, 34% (12) had experienced a parent being incarcerated, and 52% (18) had
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experienced the incarceration of an extended family member. All had personal experiences with
the death of loved ones, but 86% (B@H experienced the death of a peer. All of the youth came
from low-wealth households and qualified for free or reduced rates lunch based upon the Federal
Income Eligibility GuidelinefSeeAPPENDIX F for demographic charts).

These youth are caughtirdai | e mma of di sparities that i
education and criminal systems. Black youth in North Carolina experience significantly
disproportionate rates of suspension, expulsion, and dropouts (Public Schools of North Carolina,
2019). With regard to suspension rates, Black students have had the highest suspension rates of
all other groups (over 14 times those of Asians, four times those of Whites and Pacific Islanders,
three times those of Hispanics, approximately twice those of MuliaRstadents, and
approximately 1.2 times those of Native Americans every year between 2013 and 2018 (p. 29).
Between the 2032014 school year andthe 20270 1 8 school year, Bl ack
long-term suspension and expulsion continued to soareabttner groups (pp. 38, #These
numbers correlate to significantly higher rates of campus arrests and incardgtatohr?015;
0OJJDP, 2019).

Thus, the School to Prison Pipelipeses a real and present danger to the positivity,
dignity, and agency dhe identities of these Black youthhroughout the course of tivy Life
Mattersproject, my collaborators and | worked together to investigate and articulate our
struggles with what we perceived to be theeats toour positive dignified,agernial,
conceptualizationsf self. My collaborators and | met for one to two hour weekly-self
expression workshops over the course of threaveiek IImmer Achievement Cangessions
(20162018). These workshops functioned as focus groups, where we demonstrédgdedia

around, and developed poetry, prose, and photography that articulated our experiences with
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criminalization, violence, and tt&chool to Prison Pipelindo this end, we employed
Photovoice and a collaborative mode of poetic inquiry to make seiwse fdelings
experiencesand observations.

Through this process, tiMy Life Matterseam created spaces where the power in
our voices was activated, affirmed, and withes3édoughperformancemy collaborators

and | activated what June Jordd®95)articulates as the unique power of poetry praxis to

reclaim identity: APoetry means taking contro
privileges the poetry writing and sharing pro
community; a fearlessdemotra ¢ soci etyo (p. 3). She posits t
telling the trutho (p. 8). | have observed, a
youth education and poetry project, that Adwit

workshop: ofa beloved community, these young American men and women devise their
individual trajectoriesintones i ol ent , but (pv®ri fi abl e power o
In these spaces, we generated intentional pradbcexamining, expressingnd
reframing our lived experiencesor example, in the seéxpression workshopsdeveloped and
i mpl emeniDed (tDeRenom3 t r at e, Di al ogue, Develop) m
performancebased analysis, artistry, and activism with, and for, marginalized youlihisl
chapter, lexamine the capacity of this particularly dialogic performacex@ered approach to
engage participants, create critical consciousness, and to develop and perform stories that inspire
positive selfconcept, selproduction, critical consciousness, andoasseability among
performers and audience members.
Through a critical performanementered pedagogical process of demonstrating the

performances of stories, dialoguing about those stories, and developing new performances for
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public presentation, my calborators and | have found nepaces and practicéslove
ourselves and each other. We have playfully t
alternatel between the roles of storyteller and loving witness (Lugones, 1987). During self
expressin workshops and rehearsals, wetraiélo0 each ot hersdé respectiv
lived experiences, lending each other a playful attitude of inclusion, imagination, and loving
perception (Lugones, 1987). We then adour efforts to producing publicgeformances of
poetry, storytelling, and theater that invite audience members and performers into inquisitive
reflection and critical conversations around self and society.

The act of continued, iterative, and critical dialogue among collaborators veesl cru
element of creatig spaces where we cowdplore examine and expressir multiple frames of
identities.Through the performance process, we engaged wpsadiuction.Incorporating
elements of critical dialogue into all of our activities allowedaiexperience the dignity and
agency that comes from sharing our perspectives as experts on the topic and on our own
experienceDialoguing in small groups and in public performance spaces empowered us to claim
our own stories as well as our rightful shar the stories of others with whom we had come to
empathize.

We generated the modified SHOWED and 3D methods as intelnpiadices for
examinng, expressingand reframing our understanding of self and society. These practices
emerged as excellentathods of enactingritical dialogueand the coalescence of interpersonal
and intrapersonal tensivene¥ge alsgoroducedand analyzedriginal photography, wrote a
play, and wrote haikus and collaborative poetry to explore our deeper understandingwah our
identities. These practices facilitated a continual process of critical dialogue and engagement that

established a modus vivendimitually assured constructioAs such, participants were
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empowered to confronhe dehumanizing and criminalizing gaethe generalized othéa gaze
that we often experienden daily life) with a positive, dignified, and agenti@untervoice. We
then created spaces of liberation where that powerful voice colldrbenizd, magnified, and
affirmed by a lovingcollecive witness

The result is a performance process that empowers its participants to reclaim the inherent
positivity, dignity, and agency of Black youth identitid$is process fortified our sense of self
efficacy and expanded our capacity for gglhducton. The two integral elements this
performancecentered process off empowermenttheactor (performer, storyteller, poet) and
theaudience membédwitness). Kelly Oliver (2001) proposes that having another person
willingly and | siovyicandd incredibly encaairaging, espexiallg for
mar ginalized peoples, who are regularly Aot he
violence and inequity. Oliver (2001) suggests that mere recognition as it is typically
conceptualized, ian illusion that perpetuates the propensity of the recognizer to dominate and
objectify the Aother, o0 thereby stunting human
existing systems of oppression. Prison theater practitioner Jonathan Shailor (281hisput
phenomenon in the context of performatesed prison programs when he observes that
Aprisoners develop their capacity for empathy
perspectives through t he thisrdpeatetproaedsoft heatr eo (
performing and witnessing, students are encouraged in their own growth, as they encourage
others in theirs. This sort of mutually assured construction defies the dehumaniding

criminalizingdeleterious effects of mass incarceratiamience, poverty, and racism.
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Points of Engagement betweeNPAR, CIPCT, and CRT in My Life Matters

The complexities faced by inner city children are overwhelming when taken as larger

societal issues, but are extremely basic when broken down into thigliradimeeds of

each child: to be fed, loved, and heard (Camilleri, 2007).

Through the course of this YPAR project, my collaborators and I critically examined and
expressed our perceptions of the threats and challenges facing Black youth in AmericBytoday.
definition, he PAR modei ncl udes a fdAprotocol where both pai
|l ived experiences and standpoints en route to
di alogic practice and refl e t226hTm®OPAR &proakhe r , Oc
required my collaborators and me to engage the key elements of CIPCT as articulated by Moore
(2017a) identity, relationshipsandpower Through ceperformative witnessing, poetic inquiry,
and survey analysis glkamined howhese elementwereat play inthe execution of thiy Life
Mattersproject | applied CRT to this framework to account for the particularly racialized
context within these Black youth and | were living.

The YPAR method lent itself to a deeper understandigpw theseslements oftritical
interpersonal communication complement, collide, and coalesce in the lives of my youth
collaboratorand me Werepeatedly expresseshd examined these element$dous groups,

Photovoice sessionehearsalandperformances. Furthermore, yrcollaborators and | observed
multiple vectors through which these key elements@uedthrough interpersonal interactions
with peers, pedagogugslice officials,and publics.

YPAR treats marginalized youth and their participatngimunity members as
collaborators, rather than subjects, whose interests, concerns and insights drive the direction and
outcomes of the researdhthus, requires close attention to identity, interpersonal political

power dynamics, as well as the rotexl expectations we have of ourselves and others in
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relationship as collaborators. YPAR also requires author reflexigityonstant inventorying of

researcherso biases and purpose as coll aborat

for a deepr understanding of self and society. Furthermore, scholar and PAR practitioner

Michelle Fine (1994allsact i vi st research that #Afractures |

inequitieso (p. 24) . | empbweiingocialdrgsformgtBrA R i s com
My methodof performancecentered YPARs profoundly informed by my commitment

to what performanceentered critical pedagogy practitioner Diane Conrad (2013) articulates as

three prerequisites for ef feercattievde'sgéidhenmamos:f or ma

valuable," be "respectful of their views," "[give] them a voice in the process, and [take] their

interests and experiences into account” (p. ®G0)ded by these prerequisiteserved as an

artist teacher/learner in thdy Life Mattersproject, collaboratingvith 35beautiful andorilliant

Black youth to lift, voice, and examine czwncealed, resistance, and emerging/transforming

stories. | simultaneously operated as the primary investigator for the overdeghatiges to

Pathwaysproject, wherein | attended to the critical elementsientity, relationshig, and power

at play in this work.

Identity: Redaiming Positivity, Dignity, and Agency

The most i mportant thing that happedned to

by people [é] who kept pushing me to see m

see the boundless possibilities of the wider world and the unexplored possibilities within

myself. People who taught me that no accident of biribt being black orelatively

poor, being from Baltimore or the Bronx or fatherlésgould ever define or limit me. In

other words, they helped me toabser what it means to be fré@doore, 2010p. 179).

This project attends to Black youth identities as a means otiating the dynamic
subjectivity, positivity, dignity, and agency
(2017a)CIPCT framework privileges subjectivity (a dynamic sense of identity that is continually

constructing antbeing constructedésl f based wupon an array of HAhi
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processat)atoiversense of identity (Moore, 2017a,
approach to the identity construction process opens our understanding of the concept of an
Ai ndi v ithd mnyaidd @f ptessures and meanmgking processes that simultaneously
operate on one person or group of persons at any given moment. An intersectional approach
expands the notion @eorge Herbetle a d1®3)i I/ @ me 0 fronm axsaguhar
subjectobject, into a plural and fluid unit that operates along a wide spectrum of socially and
historically positioned and conditioned roles, labels and, meanalgng processedlichael
Hechtdos (2012) CTIl articul at e s persanalsenadtgdn a mi ¢ a
relational, and communal.

For example, during the summer of 2016, | found myself challenged with a particularly
angry adolescent boy. Before we could begin our firstesgdfession workshop, he was pointed
out to me by an elementary sdh girl who informed me that he had been calling her names and
bullying her. When | approached him, he stood before me with clenched fists and a steel eyed
gaze that seemed to look right through me. | called him by his name and attempted to hear his
sideof the story. Tears in his eyes, he paced back and forth explaining how he had not had a
chance to play on the swing all day, and that
the boys had been picki ng oAfter admonishing mndabdue wa s
name calling and bullying, and advising him to inform adults whenever he felt bullied, I took this
time to ask the boy about his hygiene. | knew it was a problem, because several other camp
counselors and some youth had notedell of urine and body odor. When | asked him about
the odor, he froze. | assured him that there was no shame in having problems like this. In fact, |
was a bed wetter until my teen years. He opened up about the fact that his mother, who was an

addict, ha been on a binge for the past week, and he had no way of cleaning his clothes. After

159



conferring with the program director, another volunteer and | took this boy to the store to get
some fresh clothing. Just a few pair of jeans and couple of cktaridlater, this young man
was ready to engage and participate in a positive and inclusive way.

This experience taught me that, at any given moment, our intersections may collide to
frame othersdé sense of our i denkenthetimatmd t o c |
learn from this boy the expert on his own lived experienéethe intersections of poverty, low
self-efficacy, gender norms, and familial positionality at which he livexight have
misrecognized hinfc.f. Bourdieu & Waquant, 1992)I might have allowed myself to define
him by the iconicity of his brown body and sh
media and community as the r efruengdritgantgiea o ucsf, 0
Black boy). I might have Ewed my perceptions of his actions, attitude, and intentions to
totalize him andherebyinterpolate him into a cyclef durther marginalization and punishmeht.
might have punished him for bullying and moved on to the next child. However, by actively
listening, sharing my own vulnerability with him, and working together to seek a solution, he and
| both pursued a route from victimized and marginalized self objexigiive,agential,
dignified subjectl char ged him t hat d atygqutofalvaysvryjoomake f e e |
ot her people feel better. You have that gift.
of the most outspoken performers at the 2BRa6on Jordan My Life MatteRrojectpublic
performance, and one of only tw8 §racers to participate in the 2000u r  GeWeatsdl. e

The My Life Mattersproject is replete with examples of identity transformation from
frames ofmisrecognitioncriminalization,and dehumanization to framespafsitivity, dignity,
and agencyOn the maning of June 27, 2017, before our offichy Life Mattersworkshop

began, I was met shortly after my arrival by
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abuse and being forced into sex traffickivgself She was only nine years ofshe haded me
a picture that sai &hefréwa siiling susinthe tap dghtashinimgph e t op
down on a rainbowBeneath that rainbow was a smiling cloud that she said waSlnemwas
raining down on the plants beloWtold her that | loved thiart so much, because it made me
feel special, and it reminded me that we need each other to grow and do goodrtiengjants
need the sun and the water to grow, so she and | work together to make thingShetter.
beamed at thid.told her that | wold cherish this artwork for lifd. r oni cal I 'y, i1t ds al
pencil, but, in our eyes it burst with imaginative color as if it were paintddthe most
extravaganof oil paintpallets.

Mi chael Hecht 6s CTI conceptnnranies:thepersanad ent i t
self, the enacted self, the relational self, and the communal self. Depending on the context and
the focal point, Hecht (1993) argues that any one, or combination, of these frames can prove to
be more salient and relevant for our lgteis of identity. A CRT approach to CTI keeps us
mindful of the systemic and persistent nature of racism in America, which fixes a racialized
communal frame of identity over the interactions and shifts of the other frames. We are reminded
that people canhange their careers, social status, criminal records, religions, and names, but
race in America is an indelible permanent marker that informs every other aspect of our lives for
racially marginalized people. Chapter 2 examined the myriad and pervasiee byuvhich
racism colors every aspect of racially margin
internalized inferiority complexes, media portrayals, and the circulation of racist stock stories.

A CRIPCT approach, based on CTI reveals the psobgsvhich stories of resistance or
transformation can be procured, produced, distributed, received, and digested by the public. This

is reflected in the poem AThey vs. We, 0 perfo
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the Mayor of Fayettevillei August of 2016 by Life Mattersyouth participant, Poetess. In
this public poetic declaration Poetess resists the racializing gaze of the generalized other that
would pit Blacks (AiWeo) against Whites (AThey
encompasing racialized communal frame of i1identit
also challenges They (White people) to critically consider their own positionalities in a White
supremacist society, where they are rarely ever challenged to confromatigized communal
frame of identity:

We are born mourning our already lost souls that are already sold to They and our lost

|l ives We can't even touch O6cause They have

But every time We try to confront another problem itnse¢o make matters worse. Just

when We think it's getting better They and We go and mess it up

They say we're free but do We really believe that?

Do They really believe that we think we are safe in this world

When all we see is hatred in their eyes?

But They say We are free and that might just be but not as long as THEY keep fighting
with WE.

But They say We are free and that might just be but not as long as THEY keep fighting
with WE.
This poem serves as a concealed story that taps into a deeper uddegsiathe systemic
nature of racism that can precariously supersede individual identity and choice. Here, Poetess
articulates how racism operates at the capillary level, in the mind of a youth, and manifests itself
as fear, selloubt, hopelessss, andi a tstoic i a | We eginvto see the owerfully
delimiting factor that racial identification can play in the interpersonal interactions of Black
yout h. Trapped in the agonistic dialectic pip
tremendosly challenging to conceive of unfettered pathways to possibilities promised by the

AAmer i c a rYetDRhisp@mis also a call for antiracist transformation. Poetess calls for

the agents of they and we to work toward peaceful possibilities.
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CrenshawZ 012) notes, for example, that the nec
mar ginalized peoples posits that the root of
within their homes and communitiésiotin the structures and systems of racism thatlitomn
and contextualize their behavior, mindset, and social trajedtony. t hi s manner ABIl ac
becomes what Kumari ni Silva (2016) refers to
i mpose a Asubjugated essenmiskadbi 8dhangaer pespbdeo
iterms disproportionately wused to refer to pec
the U.S. This process reifies negative biotropes and the static stories that circulate them.

Furthermore, the iconicity of theoyng Black body marks it as a site of continual misrecognition
just as soon as that body enters the gaze of the generalized other (Fleetwood, 2011).

This complicated web of symbolic interaction and fixed communal framiogaseason
why my collaboratorand | named the research projsfit Life Mattersn contrast to the
popul arly racialized and politicized moniker
by my collaborators because my original tifeaumalnformed PeformanceBasedYouth
Participatory Action Research dhe School to Prison Pipelineas si mpl y At oo ¢ omyg
and focused on the negatiwdy Life Matterds affirming and declarative in a way that speaks to
the positivity, dignity, and agency of it participants all at oncerdughout the process, we
chall enged each other to keep asking and answ
matter?0 This was a meoacaptasmiichdsitwasameargofposi ti v
resisting the multivariate mechanisms of subjugateskntialism that systemic racism tends to
impose upon marginalized Black youth. Furthermore, opting for a term that is not racialized or
politicized allows for broader public appeal, presenting potential pathways for interest

convergence with neBlack participants.
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In 2016My Life Matterswas more of a free style sedkpression project, where youth
endeavored simply to answer the question fAWhy
in 2017 to dig deeper into wheve feel threatens our positigelf-concept dignity, and agency.

The question that arose fromourselk pr essi on wor kshops was, AWha
your | ife doesn6t matter?0 By sharing in open
of SHOWED (see Chapter 2), as applieghoetry and music and photographs,deeodedsome

of thelimit-situatiors that threatened our lives, positivity, dignity, and agency. Of note, we

identified the primary sources of violence in our lives in the following descending order: gender
stereotypes, racism, suicide/seffarm, bullying, gun/domestic violence, and drugs/gangs.

All of these themes are addressed inRagon Jordan My Life MatteiRrojectpoetry
bookin APPENDIX B, however, the notion of gender stereotypes as the primary source of
violence requires some fleshing out. First, this element was most vociferously championed by
the females
in the room, who comprised 60% of my youth collaborators. Secondly, the males did not

disagree, however, their reflections on genderedtypes as a source of violence differed.
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Figure 3. Causes of violence
The group decided to watch the music video fo
video, we see several womereparing back stage for a beauty pageant. In the first minute of
this roughly seven minute video, the viewer witnesses the painstaking steps that these women
take to be accepted by the audience. Disappointed gazes in the mifigitting among the
ladies for beauty supplies, constant comparison to each other, and, even a brief nod to bulimia as
Beyonc® exits a bathroom stall wiping her mou
character, a selfonscious and nervous contestant whdodies far cry from the femme fatal

that she normally portrays as a fierce performer in the public eye, quietly begins the@ong in

capella
Pretty hurts
We shine the |Iight on whatever6s wor st
Perfection is a disease of a nation
Pretty hurts

We shinethelighb n whatever s wor st

Try to fix something

But, you canot fix what vyo
t

A

|l tds the soul t hat needs

u canodét see,
he surgery

Figure 4. fAPretty Hurtso SHOWED
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Thefirst part of the video depicts the concealed story of the suffeangexl by gender
stereotyping and body shaming. However, towar
decides to rage against the machine, destroying beauty pageant trophies, wiping off make up, and
doffing her wig.In doing so, sheactively resistshe prescribedconicity of the Black female
body. This dramatized resistance story also serves as an emerging/transforming story of what we
might do to reject the pipelin@mdlimit-situatiors that gender stereotypes impose upon our
bodies and minds.

After watching the video and listening to the lyrics, we analyzed its message and
relevance to our lives using the Photovoice SHOWED nektBased upon this analysis, we
were able to decode thienit-situationthat gendebasd violence presented to us. Warned
that the pressure to be something that youdre
Many females noted that they often feel treated like their bodies and looks are all
that matters. They also observedittthis pressure is the root of much unwanted competition and
infighting with other f emain@he Rigvéhedamdan Mydifephot ogr
Matters Projecipoetry book APPENDIX B). Some of the males argued that homophobia
threatens theiriv. One young man stated, fiSome pl aces,
hurt. o Other males agreed with the fact that

of the expectations set upon t hemgdoutlikeeer s an

(@)}

that, o and Al aindt no punko were stated and
agreement with these sentiments. One young man, in an attempt to keep the discussion inclusive,
tilted his head toward the young man who showed concea b out homophobi a and

aindét a gay thing or nothino. Il tés just about
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by this video and this discussion by being ourselves whenever possible, defending others from

gender biased bullieswithv oi ce, 06 and telling the truth.
SeeFigure 4for a photograph of this SHOWED session (indicating what we Saw, what

was Happening, how this affects Our lives, Why we thought it was happening, how this new

insight/information could Empower us; and what weldéplanned to Do about it). While a

deeper dive into gender performativity, heteronormativity, homophobia, and ¢amsbat

violence would be useful here, they are not within the scope of this project. Suffice it to say that

it appears that dealing witregder expectations and stereotypes is a crucial element to be

attended to when doing the work to reframe and reclaim Black youth iddmtéyfield notes

excerpt below indicates how this process facilitated a coming to voice of individuals and the

group.lt also fit the flow of our performance making process:

So, after deciding on the 3 top causes

APretty Hurts, 0 oneldeddedDoeconducta SHOWED eanthigg e st i

video.This was a good change jdce for the kids after a very in depth conversation

about violenceShaunaHopkins,pr i nt ed out | yrics for APrett

and Alf | Were a Boyo.
What did youSEE? Girls trying to live up to a standard. Woman isolated for being
herselfShedés trying to be something that sh

of

e o

appearance betteés.h e 6 s Shledse wi | |l ing to give up her

society feel better.
What wasHAPPENING? She was giving up her happineStie was being teted
unfairly and differently than the other peopBie was being pressured to change.

How does this affedDUR lives?L i t t | e girl s f eel l 1 ke, i Oh,

to fit in too. o

WHY does this happenthe media and societleople see on THll these fashion
model sétheir | ooks and everybody el se,
How can we b&«MPOWERED? WE can choose to noBe foll
ourselves.

What can webO? Stand up for ourselves and othd?sove them wrongBe the best you
can be.

Tina felt inspired to share her speech from her pag&aetquestion she answered is
AWhat makes Sheovanted meitogreae it far her, but | asked her to stand up

SO
ow

S

and speak herowQuesti on i s fAWhat MakaAanswerfibsaid, Uni gque

what makes me unique is my ability to keep pushing despite henyjagthenia gravis.
Sometimes | want to quikkeep pushing througlgeing proud of what | have and keep
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running to get to where | want to ni8onny:Now explain to them whatyastlenia

gravisi s, O6cause you expl ai ned Myastheniaograwseg but |
muscle disease | got Iwlhen |l kwa Ssteytsefrioning evrg &
my head, down; and | got surgery a month ago on it, so | couldragghstbecause |

coul dnoét see st Thankygoh forshameng tbat veith uSd, Sow gonaye:

educating us as weRound of applause foriffa. Thank you, Sister! (the whole group

claps their hands andnia coyly returns to her seat with ate of a smile on her face).

So,i nbdsly doesndét work the same way that ev
stand strong and be confident and choose to be unique and liver her life the way she

wants to livel thank God for a place like Find-Friend, 6cause this is ¢t
we canstandupanddothdtou candt do t hat (seweraénodsariier e e |
audi bl e responses of Soiohdthiring@ecardo iy breate safen t he
spaces where people can stand up anddymadalves and not judged, not bullied, not be a

part of the naysayers and the nonsense out themed respondedllike how she did that.

| repliedHefilTebkedi hao.in the eyes and sai
Sonny added, idthattbo, TkneWehbmke inio 8 groups of about 5 to 8

kids each (Justin led the Gender Stereotyping group, Dina led Bullying/Suicide and Dre

led Racism (2017, June 27).

Here is an example among countless examples produddg bife Mattersworkshopsof how
performative inquiry leads to a deeper, more reflexive understanding of ourselves and empowers
us to express it to others.

This empowering relaiming of the self is evident in the original autobiographical poetry
that we producedit a Photovoicess si on i n June, 2017, i n respon
the causes and effects oNyL¥eiMattergprojeatcollaboratpre ur | i
presented a picture of himself as seen through the reflection of a shattered rear view mirror.
Sortly after submitting this photograph enti't
negative sense of self and corresponding sense of hopelessness, his struggle against suicidality,
based, at least partly upon his past incarceration and negaéx&cins with educators, law
enforcement, peers, and family members. In focus groups, many of the youth were able to relate
to this sentiment. To dig deeper into the intersections of identity as developed through symbolic
interaction, consider the factatt t he yout h who produced the pho

with his understanding of self based upon his own crihmeword, biracialnessacademic
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challenges, and seléported fatherlessness, among a host of other identificatory intersections
(expressed and unexpressed). These intersections, among others, left him feeling that there was a
definitive futility to making positive, healthy, forward looking choices within his social context.

One young man noted that one teadwrstantlyremindedhim of who he was before he
Astarted making c¢handtesithiminthe tackefthecldsse. She con
di sregarding his protests, ld#deeudd rtoluatl ees matke
notion of Dbeing a erpasthaseshovntooperaiefas aviolen delimitiegg at i v
factor in theself-productian of many of my collaborator3.hese youth tend to internalize the
racism that is attached to them through action, aradteehed to them through their own re
action and ranterpretation self (Camilleri, 2007; hooks, 1998; Rios, 2011, 2017). Author
W. E.B. Du Bois (2014) refers to Oreiewrfgelhenomen
his twoness,; an American, a Negro; two souls, two thoughts, two unreconciled strivings;
warring ideals in one dark body, whose dogged strength alone keeps it from being torn asunder”

(p. 5).

Trapped in this marginalized selbncept, a youth learns to define herself as a unique
Asel f obj ectsdk ,coaliltehdu gh, adoteidt Dodlcload ] atiipr @dldleé mn
Ai nmate, 0O in an environment that constantly p
meanings of which are conditioned by a uniquely toxic and punitive state of regular racism and

criminalization. For example, in e2017 Photovoice session, inspired by a photograph of a

cemetery that contained a | arge headstone eng
| amented, fASometimes it feels |Iike itbds just
[negative contat wi t h criminal justice system], or th

169



as scholars and citizens consider these mechanisms in our work, and consider how our work will
address them.

Accordingly, in theMy Life Mattersproject, we resist essentiahg labelsAs FAF
Director, Shauna Hopkins declared to me at my
to | ook bey dhralightreatve éxpréssion ef baetry, prose, and photography, we
took to unpacking the labels placed upon us@aedtively analyzing, naming, and sharing our
own lived experiences. By creatively telling our stories, we reframed oessehd reclaimed
our rights to our positivadignified, agential selve€Considethe2 0 1 7 poem ent i tl ed
Mor eo:

Whatiflwent t o stop banginé and sl anginbé

Stopped by cops for how my pants are hangi

What if | want more?

What if | want to stop being profiled for my past?

Write anewplay, with anewcast.

Whatif | wantmore?

In this poem, two poets (Misunderstood and BigoRe) collaborated to share their collective

experience of naming thmisrecognition andriminalization they experience based upon their
communal frame of identity as Black youth. This poem is also delivered by ANDRE in the play

Our ¢6a¢g adiréceadtess to the audience just after he is stopped and frisked by a police

officer on stage. In this way, it serves as an emerging/transforming storgfr@Biack youth

who calkthe audience in to imagine wiimt he possi bi |l ity ofdo wasnti ng
metonymic expression fdnswill and desire to move towal plethora opositive possibilities

of identity formation and transformation that can transcend racialized and criminalized tropes
through aspirations and actio@e poets substitutethet m A mor e 0 foa@omotehei r d

with their lives,in the enacted frame of identiff.h e t er m fimor ed al so names

more in the personal frame of identity.
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After her experience sharing her poetry publicly for the first time witlRés®n Jordan
My Life Mattersperformance in 2016, Poetess reflected on this experience of coming to voice,
and the | iberatory i mpact of this process on
refers to here is the facilitator of the seKpression wrkshops):

He helped me through the pain

And let my express myself to heal this migraine

He let me be myself

When | didn't even know what that was

He heard me

And had others hear me too

With the help of staff

They all helped me to laugh

He told usthat we matter and we're all meant to be heard
This is a reflective poem that she wrote shortly after the August 5, 2016 RalyiamJordan My
Life Mattersperformance.

In the interest of pursing this work reflexively, | must admit to having felt eimédent
prideful swelling of my chest as | read this poem. However, | understand that a savior mentality
is not what any of us need to effectively address the deep seated issues of racist dehumanization
and criminalization of Black youth. While, | am tihed that this collaborator recognized my
loving witness as a source of empowerment, | hope for this research to challenge us all to seek
regular opportunities to create and maintspaces of affirmation and witness wheure can
encourage Black youtto come to voiceand empower them to reclaim and reframe their

positive, dignified agential selves.

Relationships: Creating Affirming Spaces

Only by witnessing the process of witnessing itself, the unseen in vision, the unsaid in
language, can we begin tacomstruct our relationships by imagining ourselves together
(Oliver, 2001, p. 223).
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Thesuccess of thily Life Mattersprogram dependeah trusting and affirming
relationships between collaborators for its success. As collaboratorsuglgand express
concealed stories that often make us feel vulnerable, angry, afraid, and uncertain about ourselves
and the society we live in. This kind of work can only be executed in spaces that facilitate
resilience courage, and a bold coming to voice. Relationshipshe bedrock of this space.

In fact, my journey into the worlds of Black youth identities throughMigd_ife Matters
project was almost cancelled before it began. This had everything to do with the sanctity of
relationships. It all began with a phoredlan April of 2016. | was preparing an Institutional
Review Board application to begin my research with a group of Black youth and | had personally
chosen the FAF program as my primary potential site due to my own history with the program
and its leadetsp. | had already named the project Thraumalnformed Performance Based
Youth Participatory Action Researom the School to Prison Pipelinecalled my colleagueral
friend, Shauna Hopkins, thairector of FAF and pitched this idea to her. With overygars of
experience serving marginalized youth through the FAF program, Shauna was a valuable
community expert in youth intervention. | assured her that it would be simple, and that | would
provide a service to her summer camp participants by conddtimgreative seléxpression
workshops. | had conducted such workshops for the FAF youth during the summer of 2015 to
help her to meet the requirement for a grant from the Fayettevill@perlandCounty Arts
Council, so we had some history with this kimfdvork. In light of our past experience and
mutually supportive relationship, Shauna agreed whole heartedly to allow me to conduct my
research project and creative seXpression workshops with FAF during the summer of 2016.

Due to achallenginggradeat sc hool course | oad and Shaunas

workload, serving 150 to 200 youth a year with afielool programming and case management,
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we didndot touch base again on this project fo
would run smoothlyl had a history with the organization and the staff, dataklio the time
whenlwastheDr ect or of FAF, and Shaunads superviso
2015. From June of 2012 through my July of 2015, | served as the Director of Opdmtions
Fayetteville Urban Ministry (the mother agenc
supervisor. Frankly, | had developed a three year pattern of managing and leading Shauna. Now,
that | was a YPAR researcher, | was stepping into a newrseésollaboration with Shauna,
her staff, and the FAF youthat was supposed hmnor their desires, plans, and needs as
commensurate with my own. The shift in our enacted frames of identity (i.e. my shift from
enacting supervision over Shauna and hakwo enacting collaborative work with her, her
team, and the youth, where she would now enact supervision over me) collided with our
relational frames of identity, as two very close friendsfancher coworkers.

By mid-May, 2016, | knew that | had to faize my research plans for that summer and |
was not able to get in contact with Shauna to plan and confirm the research. Instead of enacting
my role as collaborator and reaching out to her to seek solutions, | enacted my previous role of
supervisor, anfireached out to her administrative assist@m.May 23 2016, | defied the
collaborative principals of YPAR and the trust of my relationship with Shauna when | enacted a
forcing of my own agenda ahead of the needs, desires, and protocols of my caltabbeat
mai l ed Shaunadés administrative assistant dire
the demographics of FAF youth and details about the upcoming parent meetings where | had
planned to present the research to parents and distribate & consent and assent to parents

and youth| courtesy copie@haunan the email, and she responded wisilentanger.
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For several days neither she, nor her administrative assistant, returnetauly er
calls.On May 26, 2016, pressed the isswnd called her repeatedly on her personal cell phone,
Shaunaesponded with a cold and distant demeanor. She asked me what I thought | was doing
and she questioned my motives with this research project. She expressed to medthaidshed t
understandthdt woul d be doi ng 0 rteasvhenrshelagieedtdlétme s u mme r
participate in summer camp, Sshe dentdileddhis under s
put me into a panic.

My enacted frame of identity (i.e. the primary investigatée)ywas in peril. Likewise,
her enacted role as the Director and leader of FAF was being compromised by my act of directly
tasking her employees and imposing new protocols without prior approval from her. This, in turn
placed a tremendous amount of tengarour relational frames of identity. | was being a
thoughtless and selfish friend. She felt betrayed and dooped by me. This dynamic, in turn,
collided with our personal frames of identity. She expressed that she felt that she was playing the
fool and | was playing thenanipulator I, in turn, felt that | was just being the pragmatist that |
am, and she was being overly sensitive. | had enacted a trespass that resulted in a domino effect
whereinour enacted, relational, and personal frames of identitidedllpainfully.

Add to this tensionhe fact that had just sat in on a Photovoice workshop vidih
AlexandraLightfootat UN@® s Gi | | i ngs Sc ho ol leanned tHattHislpriocessHe a | t
would require me to be organized and cledh my collaloratorsabout my expectations, needs
and protocolsl would need to find some way to extract from the 70, or so summer camp
participants aroup of 12or less for a Photovoice tea®econdly, | would need to purchase
cameras angossibly bring in assistéswho were better versed at photography thanTinese

were just more detailed impositions to Shauna
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When, Shauna, a person whom | treat and treasure like a sisterttddmae that she felt
dooped and betrayed by me, my persorahi of identity was shattered. Guilt turned to shame,
and lunderstoodhat | indeed had valued my academic career over her authorityn baryd
true collaboration. | was treating her like | was still her supervisor. In that moment, my YPAR
training remnded me to share power, to insist upon iterative and clear communication, and to
ensure that the research was of true and lasting benefit to all parties involved. In that moment, |
placed my research on the sacrificial altar of relationship and¢cetlep preservation. | offered
to conduct the weekly creative seffpression workshops and do no research.

| apologized for overstepping my boundaries andhfirchecking in to clarify with
Shauna along the wayly miscommunication and disregard for the dynes of identity,
relationshipsand power at play in this process had broken trust with my key collaborator and
community expertBecause | thought | had a verbal agreement with Shauna in IAgidInot
submit to her a lay summary. She had no way aewming or offering feedback to my plan and
protocols. Disarmed by my offer and emotional show of contrition, Shauna agreed to allow me
time to draft and submit to her a laynsmaryfor the project.

On June 7, 2016, | sat down with Shauna for attaor mesting.| led with a heartfelt
apologyandanopeanded offer for her to Slhewasfiegyayo or
receptive and agreed to allow me to do the research as long as | did it in a way that was, first and
foremost, healthy and beneficial FAF and the youtH.covered the two page lay summary with
her and showed her the parent permission form, youth assent form, and adult participant form.
Shauna agreed to participate and challenged me to follow her lead, as she was much better
acquaintedvith each of my future youth collaborators and their parents. She started by

chall enging me to change the title of the pro
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andoinpl i cated, 06 Shauna suggest edPipelmnawastoorer t | y

complicated, and not necessarily relevant to the ydataddition to simplifying the project by
suspending the Photovoice project in 2016, Shgunag ge st ed t hat we name
Ma t t & mygfield notes, | recorded hersiification:
[My Life Matters]looks like kids across the country taking ownership of their lives, their
communities, their future&i ds sayi ng, LlOerto ume ntoavk evthéad r?e
adults taking care of young people, young people taking caaobf other, and most
importantly young people taking care of themselUé® most important thing that adults
can do is listen and be supportive.
Thus, the titleMy Life Mattersserves as more than a functional title. It is also a driving force for
the YPAR work and a signpost of the mending and strengthening of the relationship between
friends, colleagues, and collaborators.
The power of relationships served as a poignant cornerstone fdiythée Matters
project for the entire three yeaBuring thattime the theme adbelongingwas continually
expresse@s a vital element alreating spaces of resilience and courage where Black youth
could be empoweret confront and resist the delimiting forcesdehumanization and
criminalization. e learned that gradual, careful, and playful processseff-expressiorwas a
vital prerequisite for establishing a sense of belonging. As a facilitator | emgleyEadmance
centered pedagogical practices that | gleaned from African and African American storytelling
traditions and the arsentered approaches of Lee Ann Bell, Augusto Boal, Erin Gruwell, and
Michael Rohd These activities focus more on play, creative expression, and embodiment than on
direct inquiry or sekdisclosure.
By encouraging participants to@gre the enacted frame ilentityin the context of
aesthetic creation, we were able broaden and reinforce the relational frame of identity. Through

the act of loving withess, and courageous trusting performance, we grew closer to one another

and we leared more about one another. In other words, our communal and personal frames of
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identity also began to coalesce. It was that that we were becoming one, as much as we were
becoming a diverse community marked by mutual love, respect, and regiiitge

Because adolescents tend to struggle disproportionately witd@elit and negative self
concept, participation in the performance process can be a rewarding and encouraging means for
them to garner a sense of belongamgl solidarity with others (Walsh, @9). However, the CRT
lens reminds us of the hypervigilance and hyperdiscipline that many Black youth experience at
their respective intersections of social positionality in their communities and schools (Crenshaw,
2012; Ginwright, 2010, 2016; Ladsdilli ngs, 1998; Rios, 2011, 2017). These factwes
persistent threats to the positivity, dignity, and agency of Black youth identities. Théyratiso
the level of vulnerability and setfisclosure that many marginalized Black youth are willing and
able to artake in(Gruwell & The Freedom Writers Foundation, 2007; Rios 2011).

| have found that it is best for the facilitatafrthe performancecenterecprocess to lead
by sharing his own sensitive informatiand selfexpression first. This leading by examdean
act of putting skin in the game that tend$aailitate a process wherg studentsareencouraged
share gradually and collectiyeat their own pace. As a teacher/learner, | learnécbsal lightly
on questions and issues that might require mMonrme and trust (e.g. partioc
violence, abuse, or incarceration). The goal is to draw all participants naturally and safely into a
place of deeper belonging, intersubjectivity, and mutual respainiity.

| observed thathrough the mechasms of call anadesponse, bodily interaction, and-co
performative witnessirf§, participants entered tiperformance procesm their own terms,
maintaining a sense of safepgsitivity, dignity, and agency. For example, every session begins

witharoundof an activity that we cal/l Al hear you.

“8 Co-performaive witnessing is a reflexive witnessing of self and other from within a mutually shared experience
of meaning making and performance (Conquergood, 20h8).framework empowered all participants to clearly
conceptualize their dually vital roles of witrisésudience/collaborator and performer/player.
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individual takes a turn standing (to embody the act of standing in your truth, standivigator

you believe inand claiming your space and right to be witnessading their name, saying

how they are feeling today, and embodying how they are feeling today. The other participants
are to fAlisten with t hlesimilarengrgysandanovemeats iIn andacta n d

of performative reflection, the otheagticipants mirrot he speaker 6s movement

best of their abilitywhile utteringthe s i mpl e phr ase frdmintbthenrthaty ou. 0O

making these movements and saying Al hear you

nor isit merely anattempt to empathize or sympathize with them. It is simply a holding of space

to say that Al | ove and respect you enough t
you. o0 | remind them that fl oorgooantdkhopghatgou mp !l y
want the best for me. 0 ARespecto means, dnal t

This is a daily practice of witnessing. It is an embodied enactment of resqloitise

:

m

This simple and repetitive routineisatex e mel y abri dged adaptati

(1998) listening out loud method of collecting oral histories, whetledyeller

feelsfor, with, on behalf ofandin response tder friend. This isn't a mimesis of feeling

in the sense of a direct copyhd performer isn't feelingnd doesn't pretend to feghat

her friend felt. But the friendsr first performer'deelings are doubled, and doubled

agairrone body to -another, and past to present. Both the primary teller and the

listener/teller are moveit corresponding but markedly different ways (p. 92).

We are all encouraged to disclose in our own way, to a depth that we feel comfortable.
This exercise helps us to practice setpressiorand loving withessThus, it simultaneously
enacts our personaklational, communal, anehactedrames of identity as it challenges us to
stand out from the crowd and express what is inside eachtofus crowd of loving and
respectful witnesses. Together, we come to voice, decld@rilgh o | am an daywhat |

mat t We aso commit to witness, declarigWh o you ar e and what you

matters. o

178



The embodied action of standing and speaking our truth activates the enacted frame of
identity as we cometovoidéeil am one who staondslapmamg speak
When we stand in our truth and express our own perceptions and positionalities, we activate the
personal frame of identitydecause we are all mutually witnessing and sharing with love and
respect, we develop and honor rhythralaboratively in relationship to one another, activating
the relationship frame of identity. We are declarind, am one who chooses to
team/ ensemble/family. o Finally, as Black yout
creativity tha is shapedy our Black bodies and informed by our unique stories and positive
sense of communal identitiégsi| am a representative of a | ar ge
proud and k rnahis| oardamenankl ffraane of identity is activated. Altlus
comes together in a mantra that we often shared in groups throughout the three yedr project
AMYy name is (state your name), and my | ife ma
personal statement that enacts the claiming positivity, digmtyagency and as a communal
statement declaring that you are a participant irMpe.ife Mattersprogram. All of this began
with relationship between the person coming to voice and her loving, respectful witness.

After we compl et e ,o0n ewer otuankde oafb ofiult hfeiavre ynoiun
style in our journals any thoughts or feelings we have in the moment. | often use this quiet
writing times to lead students in writing haiku podtrg simple three line poem consisting of
five syllables, sevenylables, and five syllables. This poetry style helps new poets, especially to
distill their most poignant thoughts into just a few words. The simplicity of this poetry style also
allows those who are insecure about their writing to save face by avdiditigpical challenges

of syntax and grammar. If students find haiku constricting, | offer them the option of freestyle
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writingkaeo ffBywerds, 7 words, 5 words) answer
when you felt that your life did not mattetime when you felt that your life mattered.

Some youth participateactively and wrote feverishly, others @rpictures, and still
others closé their journals and their mouths, seeming to exhibit no interest. Regardless of the
yout h parti cergsgomse, $féund, thamevdr tinaetthis simple pattern of behavior
creates a regular rhythm that seems to buiisttwith the youth, as well @ssene of positivity,
dignity, and agency. Pastor Chad Pullins, who facilitates the All Pro Dad (fettiidrbonding)
program at my sonds schoolcomitentyihmscaayss t hat As
children to develop a sense of significance. 0
with theMy Life Mattersprogram that the youthavestogpedme and reminedme to do it
whenever | jumpedirectly into aself-expressiorsession due to time limitations or my own
thoughtlessness. In 2017 and 2018 some of the youth themselves led this warm up process.
Through this regular occurrence, | have obsgérveMi c h a e | Rohdbés assessmen
caring and seléexpression throughout the group process allows individuals to safely be heard in
uni que and supported sayso (p. 3).

After Al hear youo and journal i roghe we move
embodied nature of interpersonal communication and performance. | conduct these warm up
activities with three goals in mind: Ato get
energize that space, and to create a sense of comfortdalkbetive doing of specific and
structured activitieso (Rohd, 1 9T8edtre ofghe 4 ) . Fu
Oppressednet hodol ogy as fda system of physical exer
and special improvisations whose bato safeguard, develop and reshape this human vocation,

by turning the practice of theatre into an effective tool for the comprehension of social and
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personal problems and t heEmbadiadrwarmupgsandactngei r s o
games empaer us to give permission to our bodies to play and express. We are warming up our,
bodies, hearts, and minds to share and to rec&iues, introductions and warms ups served to
connect mind, body, and soul to the struggle for power, building of relaipmsand
transformation of identity.

Of the many warm up games that | have employed, the most popular is one that | picked
up while visiting the Shakespeare Behind Bipsogram at the Audubon Youth Development
Center in Louisville, Kentucky in Aprilof@1 6. Thi s game is called AZi
requires participants to look at, listen to, and anticipate the movements of their collaborators.
One participant starts the pattern by sending consistent eye contact, a clap of their hands and the
wordp! @Zi o another person standing across the
actions toward another person, now shouting,
in relation to anotherperspn yel | i ng AZop! 0 Tolsemdhp asr triaclil pya motfs 7
Zap! Zop!, one person at a time, around the circle. At first, we did not play it competitively.
However, as trust and depth of relationships were built, the students preferred to play this game
competitively. Any hesitation anis-articulation would disqualify a participant frotine game
and require them to sit outside the circle. By the end of the game, two people are feverishly
passing AZips,o0 fAiZaps, 0 and AZopso back and f
onnAs fun and | ight hearted as this seems, AZip

rhythm that helped u® grow closer to one another. | have found tilatxang yourself to risk

“9 Funded by the Fayetteville Cumberland County Arts Council, | spent five days observing the Shakespeare Behind

Bars program in Louisveille, Kentucky in April, 2016. | was able to participate in the final efeelGweek

program where a group of 13 to-$6arold male inmates voluntarily rehearsed four hours a week and presented a
public reading of an abulus€Caesad version of Shakespeareds

181



defeat n front of a group of people developdeeer level ofrelational intimacy especially for

youth who spend so much time trying to appear strong, independent, and without vulnerability.
After Al hear youo and the warm up exercis

self-expression workshop. We discusseeintities, society, safety, and other topics in the context

of analyzing or creating artistic expression. For my first session on June 14, 2016, | led the group

in Erin Gruwell & the Freedom Writers Foundation (19871 i rame( Which helped us to

explorewhat hurts and joys we all have in common through a process of controlled, but

escalating selflisclosure. The questions stdtout shallow and gradually went deeper. For

example, | started bgsking participants to step onto line in the middle of therfibthey liked

Cheerios more than Life cereal, or if they had ever left the stat@urAsvel of relational truth

deepened and students seemed engaged and comfortable with the lines of inquiry presented, my

guestions graduatedthe délavve gbuaekpeedeocedo

inlove or@eep lik®d? 0, fAHas anyone ever told you that yo
succeed in |ife?0, AHave you ever been suspen
together at the followinggge st i ons, fAHave you |l ost a friend t
|l east one family member who is incarcerated?0o0

practical matter, | also asked who considered themselves an artist of the 10 or so people in the
room (including 3 young summer interns/volunteers), at leasatintted to being poets, one
wasa musician and rapper, one was a singer and actor, and atbp@rdo the idea of

producing their own creative works. This was a particularly couragebo$ self-disclosure, as

the youth knew that | was preparing us for a performance later in the summer. Admitting your

capacity for artistry was nearly tantamount to admitting your willingness to perform your artistry
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publically. As we penetrateeach oies 6 f r a me s o fw closdrasicbllaborators, we gr e
and, as teacher and facilitator, | got a clearer view of what | waiking with.
Once,wehdest abl i shed a working knowlemmgand of e:
personalities through thigerformancecentered process/e movel to the place of collectively
witnessing examples of performance. This step of demonstration is the first stefDntoelel
of performancecentered/outh engagemenWhen we witness demonstrations of public
performance carried out by people who look like us, we are encouraged to face our fears and
grab theproverbialmic ourselves. | began this demonstration at the veryMiystife Matters
workshop on Tuesdayude 14, 2016 by playing the Yoube video of Ravon Jdon a FAF
alumnus speaking to the Fayetteville City Council, as well as the report of his shooting, just a
few months after this address,2014. This demonstrationseemied gr ab my col | abo
attention every timéplayed it Many of them eithermew Ravon as FAF participants or
classmates, or they knew of him. Ravon was a FAF participant when he went to speak to the City
Council. Two of the 8mmer Achievement Campterns, Fayetteville State University students
and FAF graduates knew RawvdordanThey cried at the sighdf his video, and shared some of
their feelings. Allowing the trusted adult interns to share their emotional vulnerability and
personal experience with death was certainly a stragggictment of seéxpressiorthat helped

to enourage other youth to participate.
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Figure 5. Ravon Jordan addresses Fayetteville City Council, May 12, 2014

| told them that Ravon was an example of
words to impact his community. He stood alona aticrophone, this sleek darkiianmost
native son, clad in white T, jeans and sneakers, commanding the attergiprirafirilyWhite
and nonrBlack audienceAlthough he was not invited to this meeting, Ragstwod and spokie
not perfectly. He stood drspoke’ not articulately. ¢ stood and spoke courageously,
poetically, passionatelgnd a silent crowd of suits and church shoes sat and listened. | could see
the eyes of my youth collaborators light up. They were inspired.

We then engaged in a dialogioe about 20 minutes about what we saw guided by the
SHOWED method. We reflected on how serious a problem gun violence is in our communities.
We cried and lamented the loss of one of our,@snwell as the memories other personal losses
t hat R aywtaggeded in someaf usVe talked about neighborhoods where we have

experienced late night gun shots and gang activity. Individuals shared their own stories of loss
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and fear. | noted the elements of metaphor, simile, vocalic modulation, eye contact, and
embodiment that Ravon employed to emphasize and articulate his point effectively. We agreed
t hat what Ravon did mattered because fAnobody
and we were Aproud of him f grBysnagimphisfognoflup f or
courageous public sedfxpression, Ravon was honoring his relational frame of identity, as a
friend of a young woman who was gunned down in his neighborhood.

The final step of the SHOWED method challenged us all to considernwehaould do
about what we had just witnessed. We all agreed that we should find a way to remember and
honor Ravon and his activism. One of us suggestedvinaid the summer performance in
Augusti n Ravonds honor. We al | Wesalenmbaamstorniethabout t hi s
what else we could do. Ideas like doing motivational speaking to kids in schoolty-peer
mentoring, and going back to City Hall to address gun violence arose as options. Here, we were
beginning to develop the emerging/tséarming stories of a community that is committed to
changing the oppressive status quo. | asked my collaborators to keep writing their thoughts and
feelings in their journals. These would become the poems that we now read and share proudly in
theRavon Jodan My Life Matterd?rojectbook of poetr( APPENDIX B).

To bring the 3D process closer to home, an
St o rnyeighimirute autobiographical story about how | had to explain race and racism to my
oldest son Sterlingzhen he was only sevegrearsold. In the performing of the story, | enact a
dramatic restoration of the behavior | enacte
There is a point in the story where | replay the day Sterling was ¥dran | perfom the
behavior of picking him up for the first timears naturally well up in my eyes. This really

grabbed their attention. After having led by example, | found that the youth were by and large
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ready and willing to offer thoughtful and detailed respsrisehese prompts. This leveraging of
embodied theatrical performanogthe relational frame of identiys a means of putting skin in
the game to begin (or expand) therformative selexpressiorprocess proved to be quite
effedive. We dialogued arouh t & k k & e hadatréceivedirom our caregiverand our
mutual experiences of being Black in America. Their development assignment was to go and
answer for themselves the quebboibnseé@Whyhdbem
matters?o0

From these experiences, | developed my 3D or 3T Model (Demonstrate, Dialogue,
Develop or Tell, Talk, Transforjrof performancecentered/outh engagemenkFirst, the
facilitator presents some performance workisfown, or via a guest artisthe goal igo
Demonstrate/&ll a compelling concealed or resistance story to help the participants to develop a
deeper, more critical understanding of the larger issues at Wansgpent most of our time
together orthe second step in this modeihe Dialogue/Talk prtion - which is as it should be.
Theyouthfelt comfortable sharing some deep hurts and insights that they could personally see
reflected in the performance that was demonstrated. Westleslit all of thidy applying the
SHOWED method to each woof creative expression that walemonstrated, or told. Finally,
the Devéop/Transfer step was where | saw youth applying what thepbserved and
discussed to create their own work. All of the poems and conversegiensd to in thichapter
and evidenceth APPENDIX B were generated by this step. We were also able to write the play
Our &askedupoa the storiggerceptionsand insights that we Developed/Transfedimto
artistic and direct open expression.

For example, for our second session oreJ2h of 2016 (and every year thereafter), we

begarwithiil hear you, 0 foll owed by ZpZap¥oplBosalobdfs mo \
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(2002) Columbian Hypnotist or Sl owest Race, R
Gruwel | 6s &Writdisd~ouRdatere (007nLine Game or Free Writing. Next, we
witnessed and analyzed a potgether During the second session each year, that poem was
Donovan Livingstondés ALift Off. 0

Thispoem was part of 2016 addresast Har var d Uni Scmoolefi t ydos Gr a
Education and stood for us apowerfulexampled performegoetry that would garner a
standing ovation, national recognition, and eventual publication in a short book (Pritchard, 2016
This poem, and its context stand as resistance storiesafr@tve son of Fayetteville. Donavan,
a Black man, was a graduate of one of our local public schools, Jack Britt High ,Sct28dl5.
At his May 25, 2016 graduation from Harvaddiversity, he was selected to deliver the keynote
address. In this addrelss recalled a moment during his high school graduation when a teacher
prohibited him from sharing poetry at his public address. Now, at Harvard University, before the
eyes of the worl d, he *Wihedoen irftlgdesthe ampawgrng and s p

thl

narrative of a Black boy who was once abel ed

grade, until he met the right teacher, Susan Parker, a speech coach who helped him to come to
voice through oratory. He recounts in the poem:
| was in the 7 grade, when Ms. Parker told me,
ADonovan, we can put your excess energy to
And she introduced me to the sound of my own voice.
She gave me a stage. A platform
She told me that our stories are ladders
That make it easier for us to touch the s(Rrschard, 2016)
As he closes the poem, Livingston also call s

emerging/transforming action:

*0 This compound colloquialism, taught to me by my youthtoabor at ors is a way of sayin
he expressed strong and assertive resistance through a particularly puissant parlayance of poetic prowess.
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As educators, rather than raising your voices
Over the rustling of our chains,
Take them off. Urcuff us.

3t

After we watcheda YoutTube videook i vi ngst onbés performance of
about what we thought was most relevant and memorabie exchange alloweds to share our
personal and collective thoughts and feelings about our own experiences withaiadism

education through a piece of art.

We engage in generative aididentification.Disidentification helps us to articulate and
analyze our feelings more deeply and courageously via two routes ofdifiementiationand
misrecognitionPollock (2006d ef i nes di fferentiation as fthe ¢
(p. 91). As we sat and watched Donovawinigston tell his story, we were stricken by the fact
that he wanot us, yet his experience gax@ce to many of our own yearnings, pains, consge
and life experiences. recall the |l yrics to Roberta FIl ackéd
where she reflects upon an experience where a
own lived experience, giving public voice to her very priviatdings:

Strumming my pain with his fingers

Singing my life with his words

Killing me softly with his song

Killing me softly with his song

Telling my whole life with his words

Killing me softly with his song
Differentiation @uses a generative Brechtidistance to have a person who is different from the
teller to tell the story in first persomhe absurdity causes rupture and gives rise to critical
consciousness.

Pollock(2006)d e f i nes mi srecognition as Athe diale

she |Ii kens to the phenomenon of WAseeing one's

clarity and/ or pl e a sThisallows @or heightenesdflexivitygndre-( pp. 91
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creativityin the teller and the rller. The teller (Livingn, in this case) is caught in the

l umi nal space betweédr finot me MylameMbbeishMbéd e sel f

participantsd identities) is not originally d
As we dialogue about the poem, we are ablap into our own personal experiences as

reflected through the poem and refracted through our shamiehgollective witnessinig the

group. Totally empathy with Livingston or with the other participants is impossible, however, as

Pollock (2006) obsesrs wi t h her | i stening out | oud techni

disidentification help to shift the I/you, self/other relationship with which the participants

typically begin into a tentative I/thou ethic of respect and appreciation (p. 93). Thsetine

ALIi ft Offod served our group discussions as a

respectfuinteractions and relationshipsnong the participant$his process allows us tel&

expressome of our own closely held opinions and experiencesneigiative school experiences

by empathizing with and examining Livingstono
This led us to the Development/Transformation phase of the 3D rmbpleiformance

centered/outh engagementWe agreed that the most salient thethes arosdor us in the poem

were the threat of violence from the expectations of others (especially in the form of gender

stereotyping and racism) and the internalization of negative expectations that impact our own

mindsets. We considered holding arestlly Life Matterspublic performancén 2017 but the

youth suggested one ensemble performance this time. They wanted to tell one clear story that

would touch on al/l of these iIissues so that pe

that | wauld be the playwright and that the group would act as an active dramaturgical collective.

Throughout the summer, | would incorporate our poetry and transcripts from our workshops into

the play. We would continually workshop the script until it was a pieaewe all felt
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comfortable presenting to a | arger public. Th
we go througho as well as youth that could be
not alone. 0 TGuwr Wisdrnokhe 80enmethodiopérformancecentered
youthengagementAlthough we did not get to perfor@u r  &ublicly, lwe continued to edit
and embody its spirit throughout the rehearsal process that spanned from June 2017 through
December 2017.

Besides failitating gamesself-expression workshopand rehearsalsy consistent
presence at theuhmer Achievement Camgs a camp counselor was a crucial element of the
relational trust and intimacy that | developed with my collaboratssve learned the rhiyins
of every day camp life together, the kids and | learned each othesyafelel of sek
expressiorand responsability would grow in depth and breadth at unexpected times. For
example, on June 13, 2017, | started chatting about life in generalwitly Life Matterseens
at the playground. Somehow, the conversation turned to violence and incarceration. The female
teen talked about how being sexually abused as a 10 year old continues to affect her as a 15 year
old, as she has to repeatedly tesaifiyl go to court so that the assailant will have to face justice.
She was frustrated because she has to relive this trauma repeatedly, and the assailant oftentimes
doesndét even show up to court. She saiad, ANow
of that is because | 6m dealing with all this.
confusion into her poetry and theatrical performance Migh_ife Matters

The teen male recalled being Al ocken up. o0
and employment program called Tar Heel Challenge. He argues that he achieved this in spite of
his time in juvenile detention. He felt stron

made me wor se. I | ear n e dnaddition td revealing dnd rgfemingc a u g h
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biotropes, the process of reframing Black youth identity also requires that we address the
psychosocial experience of criminalization and marginalization that frame and condition the
lived experiences of Black youth. R$yatrist James Gilligan (2001), who served prisoners in the
Massachusetts penal system for 25 years, has observed that shame caused by societal inequity
and marginalization breeds violence. He describes prison as a place where punishment begets
shame,whih produces a A6pure cultured of violence

Theseacts of vulnerable sedxpressiomot only drew us closer as collaborators, but they
also empowered the youth by allowing them to name their struggles and begin to imagine
solutions and modes o#sistance. Sharing our collective trauma interpersonally and finding
ways to express it publicly through poetry and theater helped us to engage that enacted frame of
identity in a way that transformed our personal, relational, and communal sensesvisheelf.
my collaborators and | examined what we perceived to be the solutions to the criminalization,
racism, and violence that we had experienced, developing a sense of belonging emerged as the
most salient solution. Participants agreed that building pesiéilationships with peers and
trusted adults was a crucial help to making positive life choices and to coping with experiences
of racism and disproportionate negative experiences in education or criminal justice.

You can see this in the closing scenewfplayOu r 0 TVWe titld inglicates a
collective claiming of a place (Fayetteville) as home and a collective naming of this place with a
commonly wused colloquialism (AThe oVilleo). T
survive and thrive midst a myriad of threats to their existence. JOSEPH, an effeminate boy who
loves to dance and dress colorfully must confront his homophobic father, his inherited bully
tendencies, substance abuse, and suicidality. SABRINA, a strong athletic femaleschamast

confront the bullying that often comes from resisting gender norms, as well as an estranged
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relationship with her father whom she only sees on summers when she has to compete with her
step mother for attention. ANDRE is recovering from a pastadriceration and criminality. He
must confront negative interactions with poli
he has changed. He also struggles with finding belonging in a world where his father has been
Al ocked upo s iANAskugdies ® applyHeraeff to gchoolwbrk while protecting
her younger siblings from poverty, the violence in her neighborhood, and the chronic absence of
their substance addicted mother. All of them find a lasting sense of solace in their friemdship a
in their time at FAF. This play is centered around relationships, and may best be summed up by
one youthoés reflection on what he | i ked most
ltdos | i ke we all bel ong here. We familyo (Jul

When asked to submit photographs that articulated solutions to criminalization and
violence during the summer of 2017, several p
Lifeo showing some of the par t.iAltoftphegarticipantsi t t i n
agreed that they found this particular peer group to be a source of healing, coping, and hope in
the face of I|ifebdbs trials. Participating in t
critical analysis allowed thgouth to experience the joy and encouragement that comes from the
reciprocal process @oming to voice and witnessiag both artist/performers and audience
members/witnesses/researchers.

To achieve this level of collective consciousness and connetisalso crucial to
devel op a sense of community whereby individu
identity coalesce around some focal poBRT theorist Patricia Williams (1998) reminds us to
bewar e of fpr e mafalsersaesotconmmunitynthat nggbects or oversimplifies

the diverse oppressive forces present. To avoid such a pitfall, consider the power of storytelling
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to develop a deeper understanding of the self and group members. As Lee Ann Bell (2010)
obser ves, lingProjext MBdelcan e used to help teachers understand racial

positionality, think more critically about their practice, and develop curriculum that engages

students as social <criti cs -basaddnteaventionsraseaativd p. 6)
modes of storytelling that #Aplay an i mportant
taken and shared, and new norms established f

approach teerformancecentered/outh engagement revedlse power of the coming to voice
and witnessingrocess to develop relationships and activism, while keeping researchers
accountable and reflexive.

| have found that when students feel cared for and significant, they operate from a place
of positivity, dignity, and agency to participate driving and directing the process going
forward. Here we see how the enacted frame of identity is activated when we conceptualize
ourselves aMly Life Mattersparticipants when we partake in its/our rhythms and pattbats t
requireus to enact love and respect in relationtoselves and one another. This enacted frame
can shift the personal frame towar@asitive, dignifiedand agential sense of self as we learn to
share, give loving witness, and expect loving witrfeas others. All the while, the relational
frame of identity, which is based upon our sense of connectedness, positionality, and comparison
to others, unites us and drives us to hold each other accountable and to operate with purpose.
This dynamic frame ark, in turn, shatters the stigmatizing forces of racism, as we see our
potential as a collective of thinkers, poets, and storytellers. In this way, the performance process
begins to transmute the communal frame from a racialized one to a poeticizetbone

pipelines to pathways.
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Power Coming to Power by Coming to Voice

| have also witnessed how they employ performance as a means of communication and as
a subversive tactic to win hearts and minds in their efforts toward a more humane and
democraticsocety (Madison, 2010, p. 1)
I n t he spi r istorytelinga@iBotidteansimranatibnPipebnes to
P a t h warforsn@ncecenteredrocesses of identifyaming and claiming combiseritical
pedagogy, creative seatixpression, and storytellirig help communitie$o build affirming
relationships while developing empowered cousterytelling communities that confront and
resist theraciststatus quo (Bell, 2010, p. 11Bower plays a cruciable throughouthis
processilt is theproduct ofour coming to voice, theource of our responsbility, andtheforce
that drives the enactment ofir social responsibility to antiracist transformation. My
collaborators and | found that attention to personal afidative power dynamics helped us to
more clearly examine the impact thaatr stories haven our identities.
For example, during ontde June 21, 201focus group, 35 Black youth andliscussd
how we had experiencedblencein our daily lives and what we thought about its causes,
effects and possiblsolutions As collaboratorsye sharedour personal opinions and iighits.
Meanwhile,| wrote them on avhite boardfor the group to view and revisé&/hen | asked my
collaboratorsvhat they feared mosbne youngman e s pon d e d, vyifWiMol rébem tshcaanr eadn
of getti Mgd A trounebdl ewmds moarsssighs,randignirgied around the
room. After | petitioned my collaborators to expand upon this sentiment, | learned that the
overwhelming majority of these Black youth werenmaconcerned about experiencing daily,

unsolicited violence from their peers than from any other soudee collaborator lamented the

fact that kids in her neighborhood were not allowed to play outside that summer because of

This term, derived from fistolen, o refaurwarnningo being phy.
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Aibé&efbet ween tgangmemberivdagreed that weollectivelyperceivedhat
the most clear and present danger to our lives came from peers and those who ligsvim our
communities.

Inotherwordse x pandi ng from two of ouweexpressddabor at
as a group, our persistent experiences witletiaogenic forces (within our communities and
personal spaces) that pull tesvard violence and violent experiencée story was told by a
16-yearold young man who felt that he had to get into a fightabsl to prevent one of his
peers from attacking him first. The other story was told by-geEold girl who felt trapped in
her home all summer due to the threat of gang violéwoe her own community membei#/e
furtheranalyzedhesestories byapplying the SHOWED methodur response® theii Wh a t
can we Do abroauntg etdhifsr?o0m sptreepe mpti ve violence (e
could join a gango) to avoidanceaen@dindesf &s&Bay
kind of thingmakes some people Kill theyiel) We agreed that all of thesgtions delimited
oursenseofagency and made us f eel , wihmnegasddomeducingay s, @A p o
violence in our livesln fact, most of my youth collaborators expressed thatélRkpgrienced an
abidingintrapersonaéndogenic pull toward violence as a means ofdefiénse and saving face.

However, withregard to the exogenic pust@sviolence in our lives, we named racism,
gender stereotypebullying (which is inextricably bouthwith suicide in our perception), and
drugs (which is inextricably bound with gangs and general substance abuse in our perception). |
wrote these on the board and we voted on the exogenic sofirdelence that we thoughtere
most pressings. Racism,rger stereotypeand bullying/suicide rose as the top three exogenic

sources of violencéVe then, agreed to create a series of linked haikus from these statements

%2 Abiding conflict that demands a resolution before the conflicting parties eamyege peaceably.
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that soon morphed into a sotigat traced our perceptions of the pushes and pulls of e®lien
our lives One collaborator created a beat on a sdjathbedrum while others of us swayed and
chanted. We sang out the lines of the haikus in turn, sometimes as rap, sometimes as song, and at
other times as chant. We were overcome by a euphoise sfcommunitas. We collaborated to
write and perform the p(oeerm MP/dicecohbmatendia k e s Me
song, chant, rap and dance that names the impact that violence has had on us while allowing us
to voice our resistance toit O er i ence confirmed Camill eri 0s
collaborative song writing with youth:

the process of group songwriting is an excellent way to developselém and social

skills such as group cohesiveness, social interaction, communicatiorernysaiiing,

listening, and respect. Songwriting is an active process that requires a responsive and
energetic interplay between theople engaged in the procégs78)

Figure 6. AVi ol eummer20akes Me Feel , o
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Thus by attending to the variougersections of lived experiences and modes of
expression in the room and turning them intpaetic rendering of eollective story, we were
able to penetrate into a much deeper level of mutual understanding, belonging, and critical
awareness than we dhhefore we begawe were also empowered to navigate the tensiveness
that exists between the pushes and pulls of violence in ourNyeBeld notesfrom this
experience express the deepederstandinghat | personallgained from thigractice of
collaborative performative writing:
| see here that theffects of violencen these kids lives are powerlessness (lack of self
efficacy), a certain rushedness about life (time can be taken and moves fast regardless of
their input or needs)pneliness, feefig of rejection and neglect, they feel like they are
losing precious time and that incarceration takes potentially smart and strong people from
their community (Abeauti ful mi ndso) .
We later published this collective poem irhe Ravon Jordan My Life MatgeProject
(APPENDIXB). We also incorporated the two original stories that began this process into the
Our §APPENDIX A) script. This poem was one of many other poems and selected
Photovoice photographs that empowered ustoe our perspectives apasitionalities, and to
make a public calfor antiracist action on behalf of marginalized youth. In the words cddhg
we transformed from Apowerl esso to Apower f ul
The process by which one might build and tell her own stories and thereby trahsform
ownselffconcept as an act of r esiisatiaimsicallyt o Acol | e
communicative one, informed by tle¥'| frameworkand played out iErvingGo f f man 6 s
dramaturgical framework. Here,e c ht 6 s ( 2002) fcoakes ef wambs Gof f md
(1959) dAafr ont . andframeshelsiauatibnron those wiheobsemee perhaps

positive front manageme(reframing our stories and how they are ta@diiperformative face

modulation(claiming our right to come to voice astlare our stories from our own perspectives
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and through our own modes, moods, and meatieyariables accessible to individual youth that
will empower them to resist the powerlessness and inferiority complex that structures of
domination impose. Whenyauonsi der Gof fmanés (1959) content
constantly performing for other humans, it appears that there is a deep disconnect in the
audienceperformer dynamic that is exhibited in the relationship between the criminalized Black
youth and athority figures in the educational and criminal justice systems in the U.S. What
Goffman would refer to as incidents or fAperfo
many marginalized youth.

Reducing face threats and minimizing required face worlkutiir@ model of intentional
positive frontmanagemens one way taninimize performance disruptions andn@aximize
positive interactions between marginalized yotitieir peergnd authority figures. This research
reveals the great influence that interaics with authority figures and peers have on the self
concept, selexpression, and lived experience of marginalized youth. IiMtheife Matters
project, thgé conclusion was enacted August 5, 201@vhen 14of my collaborators and |
performed our poegrand prose in a public forum for an audience of 50 diverse audience
members, which includgaarents, family members, friendlge city mayoyand other
community stakeholders

The collaborative mode of poetic inquiry tidy Life Mattersoften employed élped my
collaborators andheto collectively and individually frame and claiour faces, as ve shared
responsibility for writing, and, eventually embodying and voicingabems and stories that we
collectively created. The pla@u r  Gs\aiprimle example of this. In addition to its inclusion of
a collection of individual and collaborative poetry, this play depicts four characters that stand as

composites of manily Life Mattersparticipants.
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