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1. NARRATIVE

A. NATURE OF THE REQUEST

WNET is seeking a production grant from the NatldBadowment for the Humanities for a 90-minute
documentary film based on the life, career, art l@gdcy of singer Marian Anderson, to be broadoast

2021 as part of the AMERICAN MASTERS series on pullevision. The U.S. Department of the
Treasury has announced plans to release a newlgsigned $5 bill featuring her likeness on the back

new film illuminating Anderson’s story is timely dmesonant.

Born in Philadelphia in 1897, Marian Anderson waddad by freedoms her grandparents had not enjoyed.
Yet, Anderson’s life was shaped by her ability tavigate America’s deep-set and pervasive racial
problems. Her exceptional career was propelleddnyaktonishing talent, but also steered by soatibfs

well outside of her control. She is perhaps bestnfor her legendary outdoor concert on April 939
when, in a bold protest against racial intolerasbe,sang before a diverse crowd on the stepg diticoln
Memorial in Washington, D.C. In that moment, Anaers-despite being a fiercely private person—was
transformed into a symbol for the nascent CivillRggMovement. However, there is far more to hetysto

This exceptionally gifted pioneer, whose strengthswooted in family and community, overcame
humiliation, prejudice and financial hardship t@bme a trailblazer for other black musicians, a&dor
justice, and an internationally-renowned mastdresfcraft.

Marian Anderson: The Whole World in Her Har(dsorking title) will explore the historical, cultal and
musicological context of Anderson'’s life, careet,and legacy, incorporating much of the vast aite

of footage, recordings and photographs availabid, a diversity of well-researched perspectives and
arguments. The film will be developed by WNET, proer Philip Gittelman, and director Rita Coburn, in
association with Black Public Media (BPM), and mnsultation with a team of humanities advisers. A
$650,000 production grant from the National Endowtrfer the Humanities would be essential support
for the completion of this project, which has atdtudget of $1,356,535.

B. PROGRAM SYNOPSIS

“What | heard today one is privileged to hear amige in a hundred years.”
Arturo Toscanini, after Anderson’s 1935 SalzburgsMuFestival performance

Marian Anderson (1897-1993) was an iconic Amerigatist, a contralto gifted with extraordinary
musicality and poise, who became affectionatelyvkmdo American audiences as “The Lady from
Philadelphia” and “The People’'s Princess.” Her pariances were world-renowned; she impressed
international figures including Albert Einstein,nRish composer Jean Sibelius, Spanish poet Federico
Garcia Lorca, Mexican artists Frida Kahlo and Di®jeera. Thanks to the development of new media
including LP recordings, radio and television, sb&ched broad new audiences, and helped pave the wa
for many musicians who came after her.

Marian Anderson’s career, which exemplified thegheiof artistic achievement, was also intricately
entwined with the fight for equal rights in the téd States. Thanks to her 1939 performance atitttaln
Memorial, Anderson became an inspiration and an.i@gith this public concert she not only inspired a
young Matrtin Luther King, Jr., then a 10-year-otoyyistening to the radio broadcast, but she atdpdd
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inaugurate the relatively new Memorial as the aeotémerican protest for generations to come. $jnor
before she retired from public performance, Andenssiurned to the Lincoln Memorial in 1963 to sing
“He’s Got the Whole World in His Hands,” as partloé March on Washington, immediately after Martin
Luther King, Jr. gave his legendary “I Have a Dréapeech.

Anderson lost her music-loving father to a worlkatetl accident when she was twelve. As the eldest of
three daughters, she eventually became her famihds source of financial and practical support.
Growing up in a house filled with music, she exptbher gift for singing at the family’s church, Oni
Baptist in Philadelphia. A versatile vocalist abidesing both soprano and alto parts, Anderson gbthe
church’s prestigious adult choir at the age oftéein, and toured with the group all over the Nashe

Reverend Wesley Parks, Anderson’s minister at Umaptist Church, and the highly-trained musical
directors fostered a musical environment at theahand created many opportunities for musicians to
perform. He invited the great African American terRoland Hayes, to the church’s annual gala cancer
which, in part, benefited Anderson’s musical edacatAt Hayes performance, Anderson recalls hearing
for the first time, “Old Italian airs, Germdreder, and French songs.” In her autobiography, Anderson
notes that at this performance, “Even people witle lunderstanding of music knew it was beautiful
singing, and they were proud that Mr. Hayes wasajrbeir own and world-famous™My Lord, What a
Morning).

Anderson sang for Roland Hayes and he recognizeat gromise and recommended to her grandmother
that she receive professional training with hisies in Boston, but Anderson’s family preferredt thliae

stay close to home. Reverend Parks and his cortigredaegan a collection for “Our Marian,” for funds
that would allow her to study and perform. Rolanalyets arranged tours for her to African American
colleges and churches in the region when she weserager and thus she began her decades-long
performing career. But, while she was able to dngyher and higher performing fees, Anderson became
more aware of the need for formal musical educaste yearned to learn and perfect the art soras th
Hayes performed.

In 1919, Anderson was introduced to voice teacheiséppe Boghetti. She auditioned for him singing
“Deep River,” and he was so moved he immediatetgpted her as his student. As his student, she was
able to begin learning the repertoire she would &im the rest of her life: the art songs of congredike
Schubert, Brahms, Schumann, Rachmaninoff, andréke ganon of operatic arias.

Marian Anderson was the antithesis of the sterécgygliva; relentlessly modest, throughout her $ife
consistently expressed gratitude for those who @tip@ her pioneering journey as a contralto. Always
grateful for the community that helped shape hesioal development, she credited her mother Anna for
instilling in her a compassionate and empathetjgr@gch to the world. In a 1957 speech, Anderson
described how her mother always taught her thatu ‘iypust be able to put yourself as nearly as plessib
into the place of the other fellow, in order thatiymay be able to see his point. You may disagiteiiv
heartily, but unless you are able to see his gbar you have not the intelligence to deal withghablem
that you should, and you cannot expect for any geedit.”

Anderson’s community, and her personal inner stieagd determination, helped her on the long and
challenging road to success. She benefited dirécity a strong black musical community in Philadhidp

and its prominent figures. These figures includéelxaAnder Robinson, the director of the junior clair
Union Baptist Church and leader of the Arion GléebGvhich was “one of the largest and most impdrtan
black choral groups in Philadelphia;” E. Azalia Mey, the renowned black singer and teacher who
founded the People’s Chorus of Philadelphia (wheeganderson solos and encouraged her to aspire to
higher things); Reverend Wesley Parks of Union Bagthurch who took up a special collection for Mar

on more than one occasion to help her achievedreecgoals; and many others. Singing as a teemaager
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the Abyssinian Baptist Church in Harlem on tourhwier church choir, Anderson felt the influencehsf
New Negro Movement and the Harlem Renaissance; iinddooked to Roland Hayes as an exemplary
New Negro figure. She attended the first meetinthefNational Association of Negro Musicians in 991
in Chicago and became the first recipient of itsotarship in 1922. In 1927 she successfully coutted
Julius Rosenwald Foundation Fellowship Programatm e financial award that helped her achieve her
burning goal: to study her chosen repertoire—EunopEt songs—in Germany.

Marian Anderson studied and performed in Europe twe course of several years in the late 1920s and
early 1930s. Like many other black Americans whagbd opportunity overseas, Anderson found a very
different cultural and artistic landscape abroadnter-war Germany and across Europe, Andersondfou
ample opportunities to perform and master her chaft her race was inextricable from her profession
life. European audiences were eager to learn aBowtrican black culture, and helped foster an
environment where black musicians could explordcaft American musical traditions, like the Negro
spiritual. However, racial attitudes remained caswplAmerican black culture fascinated many who
projected on it their interest in primitivism, in age when artists of all disciplines were shruggiff the
bonds of the Romantic age and experimenting wilicednew ideas and influences. Ultimately, Andearso
joined forces with Finnish accompanist Kosti Velraaad achieved unprecedented success with audiences
across Europe, presenting recitals of traditiorain@n, French and Italian art songs, as well asrisare
spirituals.

In 1935, the powerhouse manager Sol Hurok begarseeimg Anderson’s career in the U.S. and promoted
her throughout the country. Many, but not all, whkmerican audiences embraced Anderson’s talent.
Within this eager audience, Anderson found farBrasident Roosevelt and First Lady Eleanor Roosevel
who invited Anderson to sing at the White Housd 935; this performance began a lifelong friendship
between Marian Anderson and Eleanor Roosevelt. iJddeok’s skillful management, Anderson became
one of America’s most popular concert artists, iegran astounding $238,000 in 1938, the equivalént
the salary of a leading Hollywood actor.

Despite great success in many parts of the Unitatt§ segregation created obstacles for Huroken t
Deep South, as theatres excluded black audienogéshe concert hall became yet another battlegréamd
integration.

“Many managers were wary of presenting Andersomgsghpresence they feared would
encourage blacks to challenge local traditions. BRoderson, obstacles posed by
segregation were far more burdensome. She hadtovite the disappointment of having
much of the south closed off to her.”

Allan Keiler, Brandeis Universityylarian Anderson: A Singers Journey

Even by the late 1930s, after years with Hurokrelveas little progress breaking into major venuethe
South; in 1937, Houston was the only Southerninity forty-concert tour. Though Anderson had become
an indelible part of the American musical scenerished by the black community and presented migh t
Spingarn Medal by the NAACP in 1939, segregationai@ed firmly in place across the United States—
both in law and in custom. However, new technolbglped bridge some divides.

“Radio helped introduce Anderson’s voice across Acae With the weaning of economic
hardships left behind by the Depression, radio dppdies for classical artists, including
black artists increased significantly. Radio beeefblack artists like Anderson, especially
in the South where it helped neutralize the inatjgalcaused by segregation.”

Allan Keiler, A Singers Journey
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Despite Anderson’s congenial reception at the WHibeise in 1935, these segregationist policies én th
nation’s capital prevailed when, in 1939, Andersas denied use of Constitution Hall—the only venue
of appropriate size for the vast audiences shedvadtdw—by the Hall’s managers, the Daughters of the
American Revolution (DAR). Anderson, a deeply privperson, suddenly found herself at the centar of
national conversation that was both saddening apgly disturbing. Despite her trepidation, she e

this larger role in the fight against injustice firforming on the steps of the Lincoln Memoriapnotest.
Anderson’s choice of repertoire was deeply meaningfmany: alongside traditional classical piechs
also performed African American spirituals. Thiseet; which later became known as “The Freedom
Concert,” helped inspire the growing Civil Rightoiment, and transformed the reticent Anderson into
a symbolic voice for those who had long been veg®l

Beyond her role in the struggle for civil rightsaan Anderson also stands out for her signifieatistic
merits. This film seeks to deepen public understandf a musician whose symbolic status has temaled
overshadow her life story in its full cultural ahibtorical context. Anderson’s natural gift was Wwhigw
York critic Herbert Peyser in 1929 called “one bktrarest voices of the time—a noble contralto,
spontaneous in utterance, amazingly rich in timbielends itself most beautifully to sustainednd-
breathedcantilena.. A ravishingly and jointless legato, flowing dikoil, is probably the chief glory of
Anderson’s singing.” On her Paris debuteaJourcritic raved “MARIAN ANDERSON. Don't forget this
name, it will be famous before very long in Pafinderson...possesses one of the most beautifulattmt
voices at present, wonderfully steady, of a tintwéh full-bodied and agile, of an astonishing expess

of diction that brings her interpretations integgel life.”

Mastering her craft in Europe in a very brief spénime, Anderson continued to perform in fronttioé
most exacting audiences in Europe. European cdtiedled on “the astonishing empathy and adaptgbili
with which Anderson made the specifically Germarogomal world of the Schubelied her own” Neue
Zeitung June 1950). During her 1953 tour of Japan, @canititing for an English language newspaper
enthused, “She is at home in every style, and givesch selection its intrinsic quality with a satility
that is little short of miraculous.” Anderson’s penful performances could move audiences to teads an
uplift them; throughout her career she receivedynetters testifying to the strong and deep ematioer
singing elicited.

Anchored by certain key performances, this filmliaw on a treasure trove of sources includingorad
and television interviews, newsreels, home mowead, Anderson’s extensive personal correspondence to
reveal the woman behind the icon, and how her qgeeius and breathtaking voice set the stage for a
greater role for black performers in classical rouand a louder voice for civil rights in the Unit8tates.
The film will examine how Anderson was able to ¢ee@nd maintain her exceptional career, and how her
empathy-based philosophy of nonviolence helpeddeatify with the core of the music she performed.

The program will also highlight one especially sfgant moment in the history of classical music:
Anderson’s barrier-breaking role as the sorcerdgsdln Giuseppe Verdi's opetin Ballo in Maschera
(A Masked Ballat the Metropolitan Opera in 1955.

Marian Anderson: The Whole World in Her Hansls portrait of an extraordinary woman who perSedi
tenacity, grace, artistry, privacy and principtdasithe story of an exceptional artist who becansgmbol
and inspiration to so many in ways far deeper ganexpected. Balancing Anderson’s public triumjh w
her personal struggles and resilience, this filmrththe pioneering impact of one of the world'sajest
singers, whose career provides a window into a éfreeismic historical change in our nation.
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C. Humanities Themes
1. Barriers for Black Artists and the Paradox of Jm Crow

“Things are changing in our country, and | am hapeBut | cannot suppress a private
regret: | still wish that | could have gone to nwsthool.”
Marian AndersonMy Lord, What a Morning

A heartbreaking and pivotal moment in Marian Andeis life was the blunt rejection she received9i3
at the age of 18 when she inquired about attendartte all-white Philadelphia Musical Academy. Yea
later she would telLadies Home Journghe rejection provided a “painful realization ofiat it meant to
be a Negro.” She refused to pursue enrollmentmusic school for years after that, rememberingydiild
not risk rejection again, and for some years tea mas not mentioned.”

This was just one dramatic example of the deepadisgs between the opportunities available fockla
and white musicians—and all artists—in the Unitedt&s. Segregation, whether by law or by practice,
filtered down to most aspects of life for Africam&ricans for the majority of t/29" century. The musical
world, especially the Euro-centric discipline adss$ical music, was no different.

The arts in black communities after the Reconswadiad to develop alongside, and separate froen, th
mainstream art world of white America. Ironicalbecause of Jim Crow laws and the barriers thatezkis
for black Americans, black businesses, newspapetsgs institutions were created to fill theseggap
deep and longstanding tradition of black classimabkic performance remains a largely overlooked but
important piece of American classical music histdi/hat Anderson... perhaps did not even recognize
consciously was the significant hardening of radations in cities like Philadelphia during thesfitwo
decades of the twentieth century,” wrote projectismt Raymond Arsenault in his seminal worille
Sound of Freedom: Marian Anderson, the Lincoln Meahoand the Concert That Awakened America.

Anderson was first exposed to music at a youngaugfell in love with it; music was part of théfe of
both her home life and her church life at Union 8apChurch. InMarian Anderson: A Singer’'s Journey
music historian and project advisor Allan Keileisdgbes the environment Anderson was raised in: “By
the turn of the century, Philadelphia had the Isrddack population of any city in the North, maéhan
half living in South Philadelphia, so many of tHadk churches had large enough congregations ablee

to hire well-trained musicians and to support gégorogram of musical activities.”

Anderson began singing in the church choir at &geasd showed tremendous promise and enthusiasm
from a young age. She transitioned into the safioir as a young teenager under the directiorhoglaly-
trained director that Anderson identifies only &ér. Williams” in her memoir. Mr. Williams was yet
another black musicians barred from teaching iroeenformal setting because of race, and he ancette

of the Union Baptist Church music staff helped éost vibrant musical environment for the parishiene

One of the singer’'s most vivid young memories widglio Williams surprising Anderson, then in her mid
teens, with the challenge of singing the soprano isothe difficult Rossini aridanflammatus “The high
C's did not daunt me at all,” remembered Andersomataral contralto with an astonishing range—in her
autobiographyMy Lord, What a Morning‘l was happy to have a chance to sing them, heg tame out
with no effort. They may not have been perfect,they certainly were uninhibited.” The high calilugr
this musical education, helped Anderson developphisticated musicality early in life. This settings
also a source of support, as parishioners ralliedrad Anderson, supporting her financially whenisbgan
private lessons.



WNET / AMERICAN MASTERS: Marian Anderson

Anderson grew up with opportunities to witness eésiggl musicianship in the Philadelphia area even
though the performing arts world during Andersachiddhood and early adulthood was very segregated.
Paradoxically, segregation spurred the developrokseveral excellent all-black musical organizagion
These all-black musical organizations regularlyfgrened in the Philadelphia/New York City area, and
Anderson was able to regularly attend concertseptes all-black orchestras, choirs and other enksmb

In an important moment of her artistic developmesfie was introduced to Germareder at a gala
performance in her church organized to raise fdadber education, and to showcase the great diyers
of talent in Philadelphia; Anderson was struck g talent of acclaimed African American tenor Rdlan
Hayes, who would become a friend and mentor.

Her early musical education would also instill inderson a deep love and knowledge of Negro splisitua
and she would share this love with the world focadies after by “desegregating” the repertoire of he
programs. Just as her childhood had been a mixtucdfferent traditions, so were her concerts, with
powerful songs like “He’s Got the Whole World IndHHands,” “Deep River,” and “Nobody Knows De
Trouble | Seen” performed alongside Schubert’s “Maria” and “Der Erlkonig.” (Granted, not all black
classical singers in the 2@entury agreed with this approach: it was, artlistia matter of debate about
whether to sing spirituals on classical recitalgpams.)

Anderson’s career, like Mr. Williams’ and thosenoény others before, was directly shaped by racisin a
discriminatory practices in both the United Staded Europe. Though some black singers were making
inroads in the opera world in the early 1900s, Asde’'s specialty—art songs and spirituals in ataéci
setting—grew in part out of the barrier placed lesw her and the opera world by companies who would
not hire her due to her race, or due to her inegpee caused by gaps in her educational opporsniti

“If you are a black woman with talent and you haweat everyone is discovering to be an
amazing voice - there are a couple of choices ybat have. You can try to go to a
Conservatory of Music in the States and try toigefhat is tricky though if you are a
young black woman because there are racial bariibere are special conservatories of
music that don’t let in any black students untieafl950. So, you can try to do that. [Or]
you can try to make your way through the world lafssical music by auditioning and
studying with teachers privately. The third optiomer time becomes increasingly
appealing in the 20th century which is to justdoing to Europe to see if you can study
there.”
Kira Thurman, Assistant Professor, German and Histdniversity of Michigan

As she matured, Anderson felt her musical educdisxh been piecemeal. She could not find adequate
training for GermanLieder in the United States, but thanks to her supporteenmunity and her
performance fees, she was able to repeatedly ttavelirope in the 1930s to seek training and gaim n
performance experience. Europe helped transforme/soah into a celebrated contralto and, once she
signed with influential manager Sol Hurok, she \ah$ to nurture her career in the United Statelh wit
renewed energy.

By the late 1930s she was able to draw audiencteithousands, but once again, racial discrinonati
was the force that shaped the defining moment otaeeer. The idea for the 1939 “Freedom Concert” o
the steps of the Lincoln Memorial grew out of thitrage over the Daughters of the American Revaiigio
refusal to allow Anderson the use of Constitutiall - preferred venue capable of holding a largevd.

Though she may have found her public role heawiymags, Anderson was called on to chip away at the
walls separating black musicians from the mainstrparforming arts world. Having never pursued opera
in part because opera houses were not acceptimgroAnderson finally broke an important color barr

on the operatic stage; in 1955, Anderson perforatethe Metropolitan Opera in Verdildn Ballo in
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Maschera.lt was late in her career (decades overdue in yles ef many), but ihelped to make the
mainstream art world more available to black masisj opening the door for the successful opera and
performance careers of Leontyne Price, KathleetléBahd many others.

2. Art and the American Civil Rights Movement

“She sang [...] with tears in her eyes. When the warid'America' and 'Nobody Knows
De Trouble | Seen' rang out over that great gathyethere was a hush on the sea of uplifted
faces, black and white, and a new baptism of §hejuality and fraternity
Martin Luther King, Jr. on Anderson’s “Freedom Cant;”
from his 1944 high school essé&yhe Negro and the Constitution”

Marian Anderson’s protest performance on the sbépise Lincoln Memorial on April 9, 1939 is credite
with kick-starting the modern American Civil Rightlovement-at least metaphorically. The fight for civil
rights in the United States was already well undgrisy 1939. The previous decades had brought gimnac
shifts in black thought; the death of the leadirfigoan American spokesperson Booker T. Washington i
1915 symbolized the rising influence of the NAACRIahe progressive W.E.B. DuBois, who fiercely
advocated for equal rights for blacks, in oppositie Washington’s more conservative, gradual aptroa
As African American life went through huge shiftgiwthe Great Migration during the first decadeshef
20" century, this period also saw the rise of the drbaague, the birth of influential black publicat#o
like CrisisandOpportunity and the increasing role of black women activistdhe Black Women'’s Club
and others.

Anderson, with quiet and committed dedication,agtto develop her artistry during this dynamiceias
black arts and culture itself was undergoing a @ti&rstrengthening and unification. Due to longwer
segregation, black music, dance, theater, visua) and literature had stood on their own for desad
During the early 20 century, black artistic movements were experinmgniiith louder, more mainstream
voices such as black musical theater Stmiffle Alongtransnational performers like Josephine Bakat, an
through movements like the Harlem Renaissance. idefson prepared herself for the national stage, so
too did black artists all across the country. Mahyhese artists were ready to provide anotheupcof
African American performance beyond the pervasiugstrelsy tradition, and explore the complex themes
and emotions of the Civil Rights Movement throuheit art.

Anderson’s 1939 concert at the Lincoln Memorial destrated the value of Negro spirituals as a
fundamental component of the growing Civil Rightevdment. Spirituals were used by activists across
the country to uplift, inspire, and unite those whbaght for equal rights, and reinforce the vayidiind
unique power of the black cultural heritage. Thegrevsongs of inspiration, they were emotional algpea
to the humanity in all people, and, just as theyewe the 19 century, they were also subtle—sometimes
not-so-subtle—songs of protest.

“For Anderson, full understanding of her appearatdbe Lincoln Memorial would come
only later, when the events in Washington gradualtged her to assume a role of social
and historical importance that she felt unequél to.

Allan Keiler, A Singers Journey

“Spirituals, begun in slavery, still have much &y 4o us. They have always been songs
from the heart and soul. And more and more, ingela more frightening world, we must
learn to speak from one soul to another.”

Marian AndersonMy Lord, What a Morning
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“The seventy-five thousand assembled listeners3batlay heard not just one black artist
but four. Anderson embraced the compositions byicAfr American composers and
concluded her concert with their arrangements -p@b3rain, by Henry T. Burleigh;
Trampin, by Edward Boatner; My Soul’'s Been Anchairede Lord by Florence T. Price.
Doing so, Anderson brought these artists to thdigaleye and ear.”

Ellie Hisama, Professor of Music, Columbia Universi

The concert also demonstrated the value of stafjétotest. Her performance was influential tgoaing
Martin Luther King, Jr., who remembered the momeelt enough to describe it years later in a highost
essay. The Reverend King was well aware of thednelous power of song in conveying his message of
peace and progress, and in 1963, he asked Andersmce again sing at the Lincoln Memorial durihg t
March on Washington, as homage to her contributions

While black artists faced persistent discriminatiorthe practice of their crafts, art was one o fhw
disciplines that could sometimes cross color limethe United States during these years of segmgat
Many battles protesting segregation during the IGirghts Movement were pitched by artists of all
disciplines, and certainly countless other muskiarcluding Ella Fitzgerald, Roland Hayes, and Paul
Robeson. Artists with enough fame and public demaawd their powerful supporters—had unique
opportunities to make inroads for civil rights arde and small ways, from insisting on equal treaitnat
hotels and restaurants, to pushing for desegregatdidnce seating, as Anderson did for all of leacerts

in her later career—certainly those at Constitutitedl in D.C., after the Daughters of the American
Revolution apologized and changed its booking pesic

3. American Restriction and European Opportunity for Black Artists

“The minute a person whose word means a greatddeak to take the open-hearted and
courageous way, many others follow. Not everyore lm& turned aside from meanness
and hatred, but the great majority of Americanseading in that direction. | have a great
belief in the future of my people and my country.”

Marian AndersonMy Lord, What a Morning

Marian Anderson was part of a long tradition ofdsl@merican artists who traveled to Europe in dearc
of opportunity and fewer social and professionaltrietions. Despite achieving a degree of American
success in the 1920s, including a debut at Carrtégllieand touring engagements at prestigious venues
across the country, Anderson felt the constantgstif racial prejudice and embarrassment over her
incomplete musical education. In Great Britain,r®ttaavia, and Germany, Anderson found environments
far less hampered by the daily indignities endumglacks in the United States. In Europe, Andersas
given opportunities to study Germaieder and advanced vocal techniques from experts—inciutlie
renowned Sara Charles-Cahier (another Americanteagamand champion of many black artists) and Kurt
Johnen. Moreover, she found an eager audiencéuttlatl a successful and robust touring careerh@s t
birthplace of Western Classical music, Europe eflelar more performance opportunities and a greater
audience appetite. The United States in the e@fhc@ntury may have been an incubator for exciting ne
forms of music — jazz and the Broadway musical nppeminently —many of its symphony orchestras,
however were not created until 1900 (as in Philaitia) or later. But early 20century Americans were
rapidly gaining appreciation for classical musiowever, and there was a greater demand for regsdin
and performances.

While Paris is historically known as the centravdvafor African Americans throughout the'2€entury,
Germany between the World Wars—before the violemiad shifts of the mid-1930s—also provided
tremendous freedom for artists compared to theegeded United States. In Berlin in the early 1920s,
number of African Americans lived and thrived icw@ture that nurtured jazz and other art formghia

8



WNET / AMERICAN MASTERS: Marian Anderson

unique environment, Anderson was able to studyrthsic of some of her favorite composers in the land
of their birth and the cradle of theedertradition. It was a brief moment, however, as i, so important

in Anderson’s artistic and personal developmenigkdy became a fiercely inhospitable environment as
fascism and racism took hold.

Nazi rallies, stink bombs in concert halls, bansiagt performers, and death threats
accompanied nearly every performance by a bladsital musician in Central Europe in
the 1930’s up to the annexation of Austria in 18&ck musical life did not simply stop
in 1933 with Hitler’s rise to power. If anythinghdy simply shifted in location. The
majority of black performances before the outbreB®/WII took place in Austria.
Kira Thurman,
Singing like Germans: Black Musicians in the Lafh@ach, Beethoven and Brahms

In performing for engaged European audiences, hiagsicians and artists were able to explore what it
meant to be African American. Because of Europea&iesy’s avid interest in African American culture,
many black American artists who lived in Europe detp re-assess what it meant to be black and to be
American. One prominent example was Langston Hugiresof the founders of the Harlem Renaissance,
who spent early formative years in Europe as pattieblack expatriate community, and returnechi t
United States with a unique and valuable perspectiv

There was a great interest in black music and ilitu the artistic circles of Europe, and tremersdou
demand for Negro spirituals, which had been pofmddrby recordings and performances like thosb®f t
touring Fisk Jubilee Singers, and put into sheesimform by composers like Anderson’s friend, the
classically-trained composer and baritone HarrBUrleigh. This interest was a complex one, howeagr,
in some places, Germany being a prominent exarimgkrest in black culture was sometimes simply an
interest in a culture some considered “primitive™quaint.” Despite its source, this interest wastpf a
great hunger for new ideas in the earlif' 28ntury, as artists shrugged off the restrictioinhe Romantic
period and audiences were interested in expantiig horizons. This fascination with new perspegiv
helped fuel the explosion of European creativitynasic, dance, and the visual arts in the firsades of
the 20" century.

Classical music in the United States, until the ymece of the “unique American sound” in the mid:20
century, was deeply connected to the EuropeantitadiBlack musicians were equally connected to
Europe, but also had special influence on Europeanposers. When Czech composer AntoniniBko
traveled to New York in 1892 to teach at the newidtal Conservatory, he met Harry T. Burleigh, who
introduced him to spirituals, prompting the Eurapezaster to write an article entitled ‘the Real véabf
Negro Melodies’ in 1893, and influencing his compos of The New World Symphony. The “unique
American sound” developed later in part by whitenposers like George Gershwin, Aaron Copland, and
Samuel Barber, is directly influenced by these “Mdemelodies,” American jazz, and the larger embrace
of America’s unique folk heritage by American coraprs (including by African American composers like
William Grant Still and Florence Price).

“We think of black singers very well in blues, spials, church music, Motown, Funk, in
a sort of popular music and church thing. But wa'dalways think of them in classical
music and what American music can be. Elizabethor&yreenfield and Sissieretta Jones
sang opera but gave recitals, because the opesafimeren’t hiring them, black churches
were doing Verdi’'s Requiem with all-black casts andsicians. If we begin to think of
American music as having both of these straing) the tapestry of American music has
yet to be told.”

Naomi Andre, University of Michigan
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Finally, Europe offered another important contribntto African Americans. Many black Americans gaft
living or traveling in Europe and experiencing #ydife free from much of the social and institmtialized
racism common in the United States, returned to aaewith a deeper conviction that their homeland
should offer them the same basic rights. This phmmmn, very common among Gls returning home after
fighting America’s 26 century wars, helped instill an impatience forrd and a newfound sense that
this change might be possible in one’s lifetimeisThesh perspective, gained across the ocearrnefd
Marian Anderson’s ongoing desire to integrate lieliences, and to agree to perform her Lincoln Méahor
protest concert in 1939.

D. CREATIVE APPROACH

We will bring Anderson’s story to life using a vety of storytelling tools, including on-camera mviews
with scholars, experts, and Anderson’s contempesarind friends. Anderson’s own voice will also fieat
prominently, thanks to ample archival footage, memoirOh Lord, What a Morningand her own letters
to her family and wide circle of friends, includivg.E.B. DuBois, Duke Ellington, Martin Luther King,
Jr., Shirley Chisholm, and Langston Hughes. Ouwn filill benefit from the vast array of audio recongs
(commercial, noncommercial and private), films,oaghd television programs, and archival footagidén
United States and Europe that can showcase Andensowerful performance style.

Anderson’s own sheet music complete with her naed remarks, archived at the University of
Pennsylvania Kislak Center for Special Collectiaieng with her other papersnay also provide
interesting opportunities for graphic treatmentse Viewer will experience a concert of sorts over t
course of the documentary, hearing Anderson siegtgeuropean classics, spirituals, and other pieces
recorded over the decades of her performing cadfeeroriginal score, weaving together the music of
Anderson and her contemporaries, will completentiisical soundscape of the film.

In our efforts to look beyond Marian Anderson asadic icon, we will highlight her personal thougjlaind
ideas, set in the context of her time. We will @ygmh critical moments in Anderson’s life and carfeam
both a public and private point-of-view, blendingderson’s voice with atmospheric archival image wi
interview commentary. The style will feel fluid,rlgal, dynamic and intimate to reflect both Anderso
public and private sides.

The film will provide opportunities to bring emotial depth to a complex story with strong historizad
cultural threads by showcasing important musicasagfes throughout. Our goal is to elicit the same
reactions from our audience that audiences atitte éxperienced, like journalist Vincent Sheeanpwh
reported on her singing in Salzburg in the 193@e’ sang a spiritual ‘They Crucified My Lord and He
Never Said a Mumblin’ Word.” Hardly anybody in thadience understood English well enough to follow
what she was saying, and yet the immense sorrow-ethomg more than the sorrow of a single person—
that weighed her tones and lay over her dusky agdlar face was enough. At the end of the spirituaie
was no applause at all—a silence instinctive, mhtmd intense, so that you were afraid to breathe.

Songs of particular power and significance willibeluded to show her growth and influences, from he
childhood singing in the Union Baptist Church chtar her international stardom. “Everyone has his
favorites,” Anderson once described. “I supposesmaire ‘Ave Maria,” ‘Begrussung,’ ‘Komm, susser Tod,
Bach’s ‘Es ist vollbracht,” ‘The Crucifixion,” anderhaps most precious of all, the spiritual ‘He Kz
Whole World in His Hands.” This spiritual reminds oot to lose sight of the fact that we have aues

of extremity and that there is a Being who can lslpt such a time. It takes in everybody.” Ingnagram,
we will include an array of this music, as rightelaecordings are available, to reflect Andersoicls and
versatile talent; a selected discography is lisildw.
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E. DIGITAL COMPONENT

While the film, when completed, will be accompanigdwrebsite and social media assets, and—depending
on fundraising—educational resources and possiifyagement activities, these are not included is thi
proposal or grant request.

F. COLLECTIONS

This production will utilize collections housedarvariety of places. The essential treasure troWanian
Anderson’s personal papers letters and photograpgtmised at the University of Pennsylvania RarekBo
& Manuscript Library and the Kislak Center for SpgcCollections. This remarkable collection is
controlled by the estate of Marian Anderson, andfea (see attached letter) will cover the usellobfa
these materials in the film. Other notable archodlections germane to the project reside at Hdwa
University, National Film Preservation Foundatitire Works Progress Administration Collections, ©dit
Nations Photo Library, Philadelphia Orchestra Avelsi United Nations, EMI Music, National Archives,
Museum of the City of New York, American Baptistségiation, Carnegie Hall, Schomburg Center, UCLA
Film and Archives, Marian Anderson Historical SogjéNational Portrait Gallery, Museum of the Citly o
New York, the Library of Congress, and various\si®en stations including NBC, CBS and the French
national television archives Institut National dsuldiovisuel (INA). The vast store of materials dahle
include many important newsreels, radio interviemgvision pieces, and musical recordings. Below i
summary of many that could be included in the film.

Newsreels:Marian Anderson was featured performing in a mudiét of newsreels from Washington D.C.
to Paris to Delhi. The most important newsreetllids film is footage of her 1939 Freedom Concert.
Some other examples of Marian Anderson performimgewsreel include: Marian Anderson performing
at a public concert given at the Champs Elyseesehén Paris by the RTF National Orchestra unler t
direction of Jasha Horenstein, 1934; Marian Anderperforming at her Town Hall debut in New York
City in 1935; Marian Anderson singing at NBC Stigjiblew York City in 1943; Marian Anderson sings
three songs during a concert in the United Statd951; Marian Anderson performing at The Second
Inauguration of President Eisenhower in 1957; MaAaderson's public performance in Delhi, India in
1957; Marian Anderson performing at the InauguratbPresident John Fitzgerald Kennedy in 1961;
and Marian Anderson singing to large crowd at theedln Memorial in Washington DC at Civil Rights
March in Washington, DC, 1963.

Television AppearancesMarian Anderson was featured in many televisiorcgte from the 1940s
through her retirement in the 1960s. A selectiothese television specials incluti®44 'Christmas
Carols' Featurg(1944), the CBS specigamous Mother$1945), The Lady from Philadelphia: Through
Asia with Marian Anderso(1957) narrated by Edward R. Murrow, an episodé/bat’s My Ling1957),
India: Marian Anderson's public performance in Diglh957), ands. Hurok Presentdl966).

Radio, Sound Interviews and Other VideoThere are extensive archival recordings of Marian
Anderson’s radio interviews and performances froendarly-to-mid 20 century. Anderson was featured
on radio shows throughout her decades-long careduding the Swift Garden Hour on National
Broadcasting Co in 1931, The Music You Want Whem Ydant It on Radio Corporation of America in
1940, The Bell Telephone Hour on NBC Radio multijptees throughout its run from 1940 — 1968, Over
Jordan on Radio Reader’s Digest in 1942, the Weitdlir Special on National Broadcasting Co in 1945.

Sound interviews and other audio and video recgsdiof Anderson are also extensive, and include
numerous concert appearances, footage of her a Hoing activities and singing in 1952, d"Hirthday
celebration at Carnegie Hall, recordings of hefgrering vocal coaches and rehearsing with vocatise

11



WNET / AMERICAN MASTERS: Marian Anderson

1964, a lecture she gave at the Hartt School ofidims1974, interviews with Studs Terkel, and with
Howard Taubman in preparation for Anderson’s memoir

Home Movies:Anderson’s home movies were humerous during tHestageral decades of her life.
Footage exists of many things, including homeadiflarianna Farm with herself, her mother, Orpheus
Fisher, and other family and friends; family anérids while traveling and on vacation; Andersorhwit
famous friends including Diego Rivera, Frida Kalbmlores del Rio; Anderson with her professional
colleagues including accompanist Franz Rupp andag&mSol Hurok. Significant footage also exists of
Anderson and Orpheus Fisher traveling internatlgnal

Select Discography:

Marian Anderson:

RCA/Victor
+ Softly awakes my hegi®aint-Saens), 1930
* He was despiseHandel’'s Messiah), 1930
» Laksin mina kesayona kaymaanTuku-tuku lampaitanftraditional Finnish, arr. Sibelius), 1936
» Zitti...l'incanto non desi turbar& Re dell’abisso affrettafjVerdi's Un Ballo in Mascherg 1955
 Dere’s No Hidin Place Down der&937
* Deep River1938
* Alto RhapsodyBrahms), 1939
e Crucifixion, 1941, 1952
* Were You ThereP947
* My Lord What a Mornin1947
 Sometimes | feel like a Motherless Chil852
« He's Got the Whole World in His Handk961
e« Dere’s No Hidin Place Down Derd 961
* Joy To The WorlgHandel), 1961
* Es st Vollbrach{Bach’sSt. John Passion}941

Eklipse
* Heav'n Heav'n1924
* Ave Maria(Schubert), 1936
* What a Beautiful City1941
» Erbarme dich(Bach’sSt. Matthew Passign1946

Nimbus
e Sometimes | Feel Like a Motherless Chllg37
«  Were You There?937

* He was despise@andel’'sMessial), 1930, 1940

* Plaisir d’amour(Martinini), Memoir Classics, 1930

* America (My Country Tis of Thed)egendary Recordings, 1969
* Joy to the WorldHandel), New York Webster Hall live, 1961

e Im Feld win Madchen singSibelius), Vai Audio, 1936

* O mio FernanddDonizetti), Magnum, 1970

» Elegie(Massenet), Pearl, 1941

12
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Paul Robeson:OI' Man River, Columbia, 1947The House | Live InColumbia, 19471t Ain’t Necessarily
So0,1947

Roland Hayes:Die Liebe Hat GelogefSchubert), Vanguardso Down, Mosesyanguard, 1922Deep
River,VanguardBist du Bei Mir(Stblzel/ Bach); Vanguardju Bist die Rul{Schubert); Victor; 1927

Alberta Hunter: Risque Bluesvol.4, Acrobat Records; 2012.

Josephine Baker:Revior Paris Mercury, 1951Boneca De PixieMercury, 1951.

G. PRELIMINARY INTERVIEWS

The media team has conducted audio or on-cameiiatergiews with:

¢ Raymond Arsenault (authdrhe * Nina Eidsheim, (UCLA)
Sound of Freedom » Carol J. Oja, (Harvard University)

e Kira Thurman (University of * Alisha Lola Jones, (Indiana
Michigan) University)

* Naomi Andre (University of » Ellie Hisama, (Columbia University)
Michigan) « Salamishah Tillet (Rutgers University)

Other important potential on-camera intervieweefo film include the above as well as:

Academics, Experts and Family Members

Bertice Berry (sociologist)
Christopher Brooks

Lucy Caplan

Allan Keiler (biographer and project
advisor)

Alexandra Kori Hill

Marti Newland (Executive Director of
the Harry T. Burleigh Society)

Performers and Other Admirers

Kathleen Battle

Harry Belafonte

Tony Bennett

Beyonce

Angela Brown (opera singer)
Jeri Lynne Johnson (Black Pearl
Chamber Orchestra)

Rosalyn M. Story (musician and
journalist and author oind So | Sing
Portia K. Maultsby (Archives of
African American Music and Culture)
Lonnie Bunch (Smithsonian
Institution)

Sandra Grymes (Anderson’s cousin)
Ginette De Priest (Anderson’s niece)

Jessye Norman
Leontyne Price
George Shirley
Oprah Winfrey
Wynton Marsalis
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H. RIGHTS AND PERMISSIONS

At the outset of the project, we optioned Raymondefault's bookThe Sound of Freedom: Marian
Anderson, the Lincoln Memorial, and the ConcerttThaakened Americevhich will allow us exclusive
access to the material in this invaluable book plusArsenault’s notes, research materials, souates
his on-camera expertise.

We have negotiated the rights to the Marian AndeEstate with the sole owner Ginette DePriest thinou
the Estate’s representative CMG Worldwide. The nlteof the Estate have been given to the Unitsersi
of Pennsylvania and are housed in the Rare Book @ uWdcript Library Image Collections, Marian
Anderson Collection of Photographs 1898-1992, hadiislak Center for Special Collections, Rare Book
and Manuscripts, Marian Anderson papers, 1900-1988. Estate represented by CMG Worldwide has
agreed to a licensing fee of $12,500 for the rightall media in perpetuity worldwide. Within tHiedy of
material, there are copyrighted photographs; tikéiébave to be negotiated separately with thevidiial
photographers’ representatives during the prodangigriod. We will also need to secure rights tadpiae
audio recordings of excerpts from two publishedkso®larian Anderson’s autobiography Lord, What

a Morning; andMarian Anderson: A Portraiby Kosti Vehanen.

In 1991, Marian Anderson was interviewed for anmgmoous public television documentary, produced by
Dante James for WETA in Washington DC. The hourldogumentary program itself is overly narrated
and under researched, but it does contain invatuiminitage of Ms. Anderson along with interviews of
some of her now deceased colleagues such as aatistrip@nz Rupp. We can license all the matenial i
the film, and WETA is currently searching its catien to see if it retained the outtakes from ghrisgram.

For a list of additional licensors, please se€'Llig of Collection Materials.” Securing all rightfor ten
years, for home video, streaming on the web, for écational and for ancillary materials, including
website and potential educational models will aosire than $380,000, the bulk going toward music
licensing and broadcast archive sources.

AMERICAN MASTERSis extremely experienced in licensing materials] amost of all, trusted by third
party licensors. Music rights and footage costscaresiderable for this production, but we are abarfit
that our experience and impeccable track recottinarea will enable us to clear any and all Igieg
hurdles on this project.

I. HUMANITIES ADVISERS

Naomi André is Associate Professor in the Department of Afreacan and African Studies, Women'’s
Studies, and the Associate Director for FacultthatResidential College at the University of Micg

Her research focuses on opera and issues surrgugdider, voice and race. Her publications include
topics on ltalian opera, Schoenberg, women compaaed teaching opera in prisons. Her current book
manuscriptBlack Opera: History, Power, and Engagemeésiforthcoming from the University of lllinois
Press in 2018. Her earlier book&icing Gender: Castrati, Travesti, and the Sec¥vidman in Early
Nineteenth-Century Italian Oper@006) andBlackness in Oper&2012, co-edited collection) focus on
opera from the nineteenth to the mid-twentieth wees and explore constructions of gender, race and
identity.

Raymond Arsenault is the John Hope Franklin Professor of Southerstdiy and Co-Director of the
Florida Studies Program at the University of Sdtltirida, St. Petersburg, where he has taught 4i886.
He brings to the project a deep knowledge of thohy of the freedom struggle, an unparalleled Kedge
of Marian Anderson and a personal knowledge o$tactperformance in Europe at the end of the 18th a
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turn of the 28 century, as his great-grandfather was a well-kn@mger and performer in Norway.
Contractually, AMERICAN MASTERS has exclusive accés Mr. Arsenault and his boolsound of
Freedom: Marian Anderson, the Lincoln Memorial, dhd Concert That Awakened Ameritaaddition,
producer-director Laurens Grant has worked witreAeault after producing the Peabody and 3-time Emmy-
winning documentarfFreedom Riderswhich was based on his book of the same namenarst is the
author of: the 2018 bookrthur Ashe: A LifeThe Wild Ass of the Ozarks: Jeff Davis and thedb&zses

of Southern PoliticsSt. Petersburg and the Florida Dream, 1888-1,9&0d numerous articles on race,
civil rights, and regional culture.

Christopher A. Brooks is Professor of Anthropology at Virginia Commonedniversity in Richmond,
Virginia. He is the general editor of the 1,600-@agference workhe African American Almanac 11th
Edition (Cengage/Gale 2011). Brooks wrote several majaptehs for the volume including “Africa and
the African Diaspora,” “Blues and Jazz,” and “Afiic Americans in the Military.” His other publicat®
include chapters in thAfrican and African-American Religiorend Religion and Warolumes in the
Religion and Society Series published by Routle@®®1 and 2003 respectively). As an internationally
recognized biographer, Brooks has produced selecd-length manuscripts including a book on thegre
American tenor, Roland Hayes, a figure of greanifitance for any documentary portrait of Marian
Anderson. This boolRkoland Hayes: The Legacy of an American Tepablished by Indiana University
Press trade division (January 2015), was awardetNBIEFAB Book of the Year Award’'s Gold Medal
(Adult Nonfiction 2015) and became a national lsedier.

Lucy Caplan is a lecturer of History and Literature at Harvasdiversity. Caplan’s PhD dissertation
project at Yale University focused on opera andoaft American culture during the late nineteenttd an
early twentieth centuries. Her article, publishadlThe New Yorkemagazine in 2017, “A Small Step
Toward Correcting the Overwhelming Whiteness of @genighlights recent moves in the genre to eschew
color-blind casting decisions to ask “how opera approach canonical works in ways that illuminatd a
critique their racial biases rather than elidingl amplicitly condoning them.” She was awarded the
distinguished Rubin Prize in Music Criticism in 201

Allan Keiler is Professor Emeritus of music at Brandeis Uniterslis essays on Marian Anderson have
appeared iThe Scribner Encyclopedia of American Liagsl theDictionary of American Biographyis
articles on Liszt and the history of music theoayd been published in many journals, includifgsical
Quarterly, Nineteenth-Century Musiand Music Analysis His interests center around musical theory,
analysis, the history of music theory, and 19thtwgnmusicology—especially relating to Franz Liszt—
and African American studies that relate to thejesttbof his biographyMarian Anderson: A Singer’'s
Journey

George Shirleyis The Joseph Edgar Maddy Distinguished UniveRityfessor of Music at the University
of Michigan and one of America's most versatileotarwho has won international acclaim for his @cit
work and performances of 80 operatic roles ovesfian of his 56-year career. He has worked withesom
of the world’'s most renowned conductors and accomspa including Solti, Klemperer, Stravinsky,
Ormandy, von Karajan, Colin Davis, Bohm, Leinsd&bulez, and Bernstein. A graduate of Wayne State
University, George Shirley was the first African Artan to be appointed to a high school teaching
position in music in Detroit, and the first Africédmerican member of the United States Army Chorus i
Washington, DC. He was the first African Americamar and second African American male to sing
leading roles with the Metropolitan Opera, whererbmained for eleven years as leading artist. In
September 2015 President Barack Obama bestowedothé National Medal of Arts. At its National
Convention in Indianapolis, Indiana in January 2aGhé National Opera Association (NOA) honored him
with its Lifetime Achievement Award.
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Kira Thurman is Assistant Professor of History and GermanicgLeges and Literatures at the University
of Michigan, and is a classically trained pianigtorgrew up in Vienna, earning her PhD in histognir
the University of Rochester, with a minor in musogy through the Eastman School of Music. Her
research, the results of which have appeared iG#mman Studies Review, Journal of World
History, Journal of the American Musicological StigiandOpera Quarterlyfocuses on the relationship
between music and national identity in Europeariohys and Europe’s historical and contemporary
relationship with the black diaspora. A Fellow bétAmerican Academy in Berlin, Thurman is working
on her first book projectSinging like Germans: Black Musicians in the LarfidBach, Beethoven, and
Brahms Based on archival research in Germany, Austrid,the United States, she traces the history of
black classical musicians in Central Europe froe70s to the 1960s, including that of Marian Arsda,

to ask how racial identities are reinforced or @vajed through musical performance and reception.

J. MEDIA TEAM

Michael Kantor, Executive Producer, AMERICAN MASTER S

Prior to becoming Executive Producer of the AMERNCMASTERS series in April, 2014, Michael
Kantor produced 21 hours of television for natidmaladcast. In addition to winning three PeabodyAis
and the Primetime Emmy for Outstanding Nonfictioari&s, Mr. Kantor's productions have been
recognized with six Primetime Emmy Award nominasicand one Writers Guild of America Award
nomination. His six-part serieBroadway: The American Musigakas honored with a special screening
in Washington on the occasion of the National Enaewt for the Humanities’ 4Danniversary. Along
with the films that he has created under the Ghigsit Films banner, Mr. Kantor direct&@lperheroes: A
Never-Ending Battl¢funded in part by the NEH), served as Producerhef Thomashefskys: Music and
Memories of a Life in the Yiddish Theageritten and hosted by Michael Tilson Thomas), Eascutive
Producer orGive Me the Banj¢narrated by Steve Martin, directed by Marc Figlds)d wrote, directed,
and produced the award-winning profi@uincy Jones: In the Pockdbr the AMERICAN MASTERS
series. With Laurence Maslon, he co-authored thapemion books to his popular series, including
Superheroes! Capes, Cowls and the Creation of CBmik Culturg Crown Archetype)Make ‘Em Laugh
(Twelve) andBroadway: The American MusicéBulfinch). His most recent documentary wBr®adway
Musicals: A Jewish Legacyhich won a Peabody Award in 2014. Mr. Kantowvesras a hominator for
the Tony Awards, and holds a B.A. in Theater Stafiem Cornell University and a M.F.A. in Directing
from the University of California, San Diego.

Philip Gittelman, Producer

Philip began his career at CBS News, where he regpowrote, produced and directed many programs,
series and investigative specials, including thebiedy Award-winnerThe Hidden Revolutioseries with
Edward R. Murrow. His biographical seri@ertrait debuted with a profile of Marian Anderson. Phéipo
created and produced the network’s first medicalsn@nd features progra®@rand RoundsObservations
on the nature of friendship and privacy were exaowith the poet Robert Frost in the production
Reflections by Robert Frodt was at CBS that Philip also pioneered theafsariginal still photography
in documentaries, beginning, most notably, idgtween Two Worldabout the lives of the Oglala Sioux
in South Dakota. He left CBS to found Magnum Filmasjoint venture with Magnum Photos, the
distinguished international agency of photojoustaliAchievements include the powerful award-wignin
production,America and the Emmy-award-winninghe Last Journewhich utilized still photographs
smuggled out of the Soviet Union documenting wkatained of Jewish life. Gittelman’s clients oves th
past few decades have been Fortune 500 compa#i8s Hertune, and others.
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Rita Coburn, Director

Rita Coburn is the Peabody award winning Co-Ding€io-Producer of the first feature documentary on
Maya AngelouAmerican Masters — Maya Angelou: And Still | Rise award winning multi-media writer,
director, and producer, Rita’s television work eat8 Emmys for documentari€rators of Culture,
Remembering 47th StreandAfrican Roots American SoRita’s work has also been featured on C-Span,
Harpo, and The History Channel. Rita is the owneREW Media Productions, Inc., a multi-media
production company. Coburn’s value is such thatksigges the gap between generations and preserves
African-American history. Through her work, sheauély addresses topics from a multi-generationa le
with a passion for impacting others through theolahstories of prominent figures and key idealsvaht

to African-American culture.

K. PROGRESS

The program was initially conceptualized by Phijitelman, inspired by his work with Anderson héfrse
on a pilot, in which she starred, that became @essful series for CBS News entitl®drtraits. He
discussed the possibility of developing a programAMERICAN MASTERS with Executive Producer
Michael Kantor. Kantor and his team secured right®Raymond Arsenault’s biograpfiyhe Sound of
Freedom: Marian Anderson, the Lincoln Memorial, ahd Concert That Awakened Ameriga;luding
not only his research but the exclusive right ttdes him on-camera in the documentary film.

In the summer of 2018, WNET won a development ghamh the NEH which allowed Gittelman to lay
the groundwork for a production phase by condugtirgiminary interviews, researching collectionsl an
licensing costs, identifying interviewees for th@duction, and other activities. A story treatmerats
created, along with a trailer for fundraising pwes. The project took a quantum leap forward when
director and co-writer Rita Coburn joined the teanthe spring of 2019. Coburn’s work developing th
acclaimed Peabody Award-winning documentdgya Angelou: And Still | Riséegan in Dr. Angelou’s
home, where Ms. Coburn was conducting a serieadibrinterviews for Oprah Winfrey’s network. Her
prowess as a fundraiser, her passion for reseather penchant for black cultural history make ther
ideal director of what we hope will be a landmankl @efinitive biography.

L. DISTRIBUTION PLAN AND AUDIENCE

Marian Anderson: The Whole World in Her Handdll air nationally on PBS as part of WNET's
AMERICAN MASTERS series, and will be released irs@sation with Black Public Media (BPM).
WNET and BPM will work to ensure that the programmludes a seamless presentation of broadcasteonlin
content and promotional content. We anticipate tiiatdocumentary will air in 98% of the country@ss

the PBS network. In addition to the national bra@mticfMarian Anderson: The Whole World in Her
Hands online streaming of the film, and a DVD for PBi8leo, cross-promotional opportunities will be
available thanks to BPM and other potential pagner

AMERICAN MASTERS has long-established success éntftoadcast arena. Nielsen ratings confirm high
audience loyalty, with an average audience peodpisf one million viewers nationwide, with thoudan
more engaging with our content online. Throughdwt production process, broadcast and beyond, the
AMERICAN MASTERS team strives to make connections areate relationships that will deepen the
impact of our shows and strengthen their viewergieigching out to new and diverse audiences irticeea
ways. Through a variety of outreach efforts, tHe lnd impact of each AMERICAN MASTERS
production, including the one for which we are regfing support, is extended far beyond its initial
broadcast. AMERICAN MASTERS PICTURES, the theatribeand of the AMERICAN MASTERS
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series, ensures select films reach new audienaasgtthe film festival circuit and theatrical rage world-
wide.

Each program has a dedicated page on the awardngiRPBS website and is accompanied by a package
of related resources, including thematic essayditiadal video footage, transcripts, career bacugos,
timelines, and extended interviews. Traffic to BMERICAN MASTERS website remains high; in the
last twelve months, over two million unique visgdnave explored the treasure trove of supplemental
materials that we have made available. Subjeagldsrand clearances issues, programs may aldwbed

into educational resources for distribution throlRBS LearningMedia.

M. PROJECT EVALUATION

WNET will use several methods to document the irhpdichis documentary: reviews from the press;
audience response, traffic on the program’'s websi@wver requests for more information, national
carriage, and requests for DVDs of the programaddition to these conventional methods to gauge the
program’s effectiveness, the project’s communitgagement plan will include an evaluation of outreac
screenings, discussions, and local tie-in broadca8e will send all funders periodic updates on the
project’s funding and productions status, awardsesg reviews, film festival and community outreach
screenings, distribution outlets, web site and rotivdine activities, and broadcast information. Mos
importantly, our comprehensive Post-Broadcast Ref®inils the full reach and impact of all our effo

Should educational materials be created from timg feachers, students and the general publichave
access to an online curriculum will be availabld & million registered users of PBS Learning Med=
well as anyone who logs on to the series websitgdars to come. Each AMERICAN MASTERiBn has

its own subpage on the series website, accompagiacgackage of related digital-only resourceshsisc
thematic essays, additional video footage, traptgricareer backgrounds and timelines, and filmmake
interviews. This deepens each film's impact and/igles another measurable avenue for engagement.

N. FUNDRAISING PLAN AND PROJECT COSTS

The total project cost for production is $1,356,38BIET is seeking a grant of $650,000 from the Nation
Endowment for the Humanities. The remaining shitbrifél be met through AMERICAN MASTERS
funding (currently a minimum of $250,000 is pledgeshd donations from funding entities including
JustFilms, ITVS, Pare Lorentz Film Fund, Fork Filmsd the Sundance Documentary Film Fund. In
particular, the Corporation for Public Broadcastings been an important supplemental funder of
AMERICAN MASTERS programs such as the upcoming $ilon Helen Keller and th8o Unladylike
digital initiative, and anticipate both productiand outreach funding from this partner. FilmmakéaR
Coburn has already reached out to two potentiabrm@gnors, one of whom, Regina Scully of Artemis
Rising, has indicated that she would like to makermmitment (the exact amount has not been detetmin
as of the time of this submission). Executive Btioe of Black Public Media, Leslie Fields-Cruz, Wil
likewise search for completion funding, and we exiis film will have international appeal becauge
Anderson’s European and Scandinavian ties. AMERIQANSTERS is currently working with BBC
Studios on a film about artist Keith Haring, anddotober, at the international premiere in Londbthe
AMERICAN MASTERS filmMiles Davis: Birth of the Coph meeting has been set with BBC Music head
Jan Younghusband to discuss the a co-productitdaoiin Anderson: The Whole World in Her Hands.
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O. WORK PLAN

Prior to the start of the NEH grant period, theriesll complete the fundraising, research and dgwelent
phase of the project, including assembling a ceimguteam, identifying individuals for the produanrti
team, developing the production schedule, and Beginterviewees and insurance.

May 2020 — July 2020 Pre-Production

» Anderson Estate Rights secured

* Principle production funds secured

* Production Office opens

* Production Team, including Music Researcher ifiedtand hired
* Music Supervisor hired

* Film Researcher hired

* Archival material identified, logged and datadxhand negotiated
* International archival material identified andearched

» Identify celebrity and other characters to benwewed

» Shooting schedule is drawn

July 2020 — September 202@®roduction

* Interviews conducted

* Transcripts for all interviews

* Recreations filmed

» Photo-Animation designed and filmed

» Music Composer identified and hired

 Continue to identify and collect scan and datsebausic and audio-visual material
* Rights to select Archival material negotiated

* Celebrity voice for Marian Anderson selected andotiated

September 2020 — December 202Post Production Phase 1 — Rough Cut
* Editing Room opens

» Editing staff hire

* Rough cut is delivered

» Advisors screen Rough Cut and discuss

January 2021 -February 2021Post Production Phase 2 — Fine Cut
* Polish Script

* Consultants and AMERICAN MASTERS give notes onggc

* Finalize all deals for selected music and audso:ad material

 Fine Cut delivered

» Advisers and AMERICAN MASTERS offer final comment

March 2021 Post Production, Phase 3 — Final Cut

* All selected archival photographs, motion pictimetage and music are ordered at highest resaolatol
licensed

» Sound Designer/Composer scores the soundtrack

* On line edit and sound mix

* Closed captioning and Packaging

* Deliver Final Cut
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P. ORGANIZATIONAL PROFILE

One of the United States’ major cultural and edooat institutions WNET was the first station of the
Public Broadcasting Service, and currently suppdiesgnificant percentage of all prime-time progsam
aired on PBS. For over fifty years, the stationdddressed the varied interests of the U.S. ptddbeision
audience with acclaimed and long-running seriet sistNature, Great Performanceand AMERICAN
MASTERS. Our specials and short series suchtesStory of the Jews, The African Americans: Many
Rivers to Cross, Shakespeare Uncoveraad American Epicroutinely incorporate educational and
humanities programming into their distribution,lumting web-based and in-school components. Hundreds
of honors—Emmy Awards, Peabody Awards, CINE GolHagles, DuPont-Columbia Awards, Academy
Awards and more—testify to the consistent high ipaf the station’s programs. Off the air, thetistia's
Education Department is a leader in creating meltiia learning materials that extend the educational
value of public television.

AMERICAN MASTERS has been called “the best biographical series &veappear on American
television,” (Philadelphia Inquirer)and “one of the greatest cultural storytelling fraises in American
life” (Baltimore Sun)Over its thirty year history, the series has set standard for film biographies,
winning 74 Emmy nominations (and 29 awards—inclgdien for Outstanding Non-Fiction Series since
1999). Other awards include thirteen Peabody Awahdse Grammys, an Academy Award, two Producers
Guild Awards for Outstanding Producer of Non-Fintielevision, and the IDA Award for Best Continuing
Series. AMERICAN MASTERSs a production of THIRTEEN Productions LLC for WNE

This program will also be developed in associatiith Black Public Media (BPM). Founded in 1979 as
the National Black Programming Consortium, BPM @mmitted to a fully realized expression of
democracy. BPM supports diverse voices by devetppiroducing and distributing innovative media abou
the Black experience and by investing in visionawgtent makers. BPM began because there was a need
to encourage the development of films and telemigimograms about the black experience that involved
creative risks and addressed the needs of unsanedinderserved audiences. Dedicated to creating a
pathway for funding and distribution for Black sttallers, BPM provided seed money for projects glon
with opportunities for distribution through PBSorfmany filmmakers like Spike Lee, Julie Dash, &gn
Nelson, Shola Lynch, and Byron Hurt, BPM becamesacbn of support at the earliest stages of their
careers. Inspired by a spirit of excellence inisgabout the Black experience, BPM’s thoughtfull a
compelling approach to selecting projects has resguh supporting a host of award winning and natad
films. By 2006, with an expansion of funding supgporinclude content exclusively for the web (Black
Folk Don't, Evoking the Mulatto, Ask A Muslim), BPMas been able to engage the public in necessary
conversations about race, history, and social ssfueugh short narratives and online propertieslay,

after nearly 40 years of historic work, BPM con&suo leverage its expertise by investing in intioea
content creators, and bringing dynamic programsiatie Black experience that provoke, educate, and
entertain on and off the screen.



MARIAN ANDERSON:
The Whole World in Her Hands

Script treatment by Philip Gittelman and Rita Cobur

PREFACE

To the reader:

When Marian Anderson received her Medal of FreedbmWhite House ceremony in 1963, the citation
read: “Artist and citizen, she has ennobled hee et her country, while her voice enthralled tloelav”
This statement lies at the heart of our film.

Music and singing were central to Marian Andersdifis as they will be throughout this documentary.
The reader should assume that all music in theifilaung by Ms. Anderson, unless indicated otherwis
We reference many of her greatest performanceshavelincluded images in “Attachment #6: Images”
that illustrate important moments from her life vitever, as so much of the story is driven by her
tremendous talent and musicianship, we have atdodead links to brief examples of her incredibléceo
in the same document.

The script does not include narration, and repitssamly a portion of the archival material thatlvoié
woven throughout. The text in this draft of theigicis derived from video and phone interviews veedn
conducted with our consultants, as well as excdrpis print interviews, quotations from books,
speeches, and archival footage from a variety ofcgs including interviews conducted for a 1991ligub
television documentary entitled “Marian Anderson.”

Whenever Marian Anderson speaks in the script, ave lincluded the letters (OC) to indicate her
presence on-camera and (VO) suggesting a voicereading. The voice-over source material is drawn
from a variety of sources, including some hithempublished material held in the University of
Pennsylvania’s library collection. We are prepatingecruit leading talent to perform Marian
Anderson’s words in these voice-overs; our top @micurrently are Angela Bassett and Viola Davis.
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MARIAN ANDERSON:
The Whole World in Her Hands

Script treatment by Philip Gittelman and Rita Cobur

PROLOGUE

REENACTMENT

We see the back and shadow of a little black gitkimg along a street of brownstones and we hear
classical piano music being played. Inside a braams we can see a woman playing the music, and the
girl gazing in the window.

MARIAN ANDERSON VO: My father saved to buy the fdyna piano, but there was no money for
lessons. | was walking along the street one dayicara basket of laundry that | was delivering riay
mother, when | heard the sound of a piano. | krtemas wrong to peep, but | could not resist the
temptation. There was a woman seated at a piaayginglever so beautifully. Her skin was dark, like
mine. | realized that if she could, | could.

MUSIC: “HE’S GOT THE WHOLE WORLD IN HIS HANDS”

The girl continues to walk down the street as war IMarian Anderson singing, “He’s Got The Whole
World In His Hands.” We cross fade the younger wiith an older girl, a teenager walking as lingegin
shots, archival interspersed with photographs bunld sequence showing black neighborhoods and
churches, then symbols of Revolutionary Philadetpimdependence Hall, the Liberty Bell in front.eTh
sequence travels through streets of the histotig t#ading to a sign that says Philadelphia Music
Academy.

MARIAN ANDERSON V.0: “We don't take colored.” | don't think | said andol just looked at this
girl and was shocked that such words could coma fsne so young...l was as sick as if she’'d hit me
with her fist. Right in the middle of my stomach..dahen I'd think, “Can’t | sing, can't | be a singe
because I'm colored?”

ARCHIVAL: Photos of Anderson’s blooming later career: ogesia Austria, and other images
culminating in Anderson standing in front of thewds at the Lincoln Memorial; photos accompanied by
Anderson singing the final passag€e'ldé's Got the Whole World in His Hand#t the end of the song,
Marian Anderson saysBut how?” in a very sweet yet slightly facetious, wonderiogd.
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ACT ONE: THE GIFT

RAYMOND ARSENAULT, Author, The Sound of Freedom: Marian Anderson, The Lm&t¢morial,

and the Concert that Awakened Ameritamediately after Martin Luther King, Jr. took thege to give
his immortal “I Have a Dream” speech in front oe ttincoln Memorial, Marian Anderson began singing
“He’s Got the Whole World in His Hands.” For Anden, it was a kind of homecoming, as she was
returning to the very spot where twenty-four yesagier she had vaulted to national prominencesHer
was not the stirring voice of the preacher and cights leader, instead she had heeded a diffé&iadtof
calling.

MARIAN ANDERSON OC: | don't think | had much toysa choosing it -- | think music chose me. I'm
not to this day a real great fighter for anythifere are people who if they want something theglytfi
fight, fight. They don't mind -- with their feet @ntheir hands and everything. And those peopleang
very necessary. But there are some who hope thtayifare doing something worthwhile that IT must
speak for them.

ALLAN KEILER, Author, Professor Emeritus of MusiBrandeis University: By the age of four, Marian
Anderson’s family in Philadelphia had recognizeddji& for singing. And just after her sixth birthg
Marian joined the junior chorus of the Union Bap@hurch. Alexander Robinson, its director was the
first professional musician to recognize her extlagry voice, with its well-developed lower rarthat
extended upward nearly three octaves, which waswmusual in a young child.

MUSIC: “Deep River”

RAYMOND ARSENAULT: Philadelphia drew many Africéamericans during Reconstruction and
during the decades after. Her father sold coalarmeventually liquor. Her mother worked as a
domestic. Marian and her two younger sisters anat Mary attended a well-known, moderately funded
politically-active church. That is where her voigas discovered.

ANGELA BROWN, Opera Singer: A contralto is the lastieegister for a female singer as a baritone is
for a male singer. So, to be able to sing in r@h tones at an early age is somewhat extraordinary.

MUSIC: “Inflammatus,” by Gioacchino Rossirs{abat Matey

LONNIE BUNCH, Secretary of the Smithsonian Insiitat Within the church community, there were
many performance opportunities for Marian at régjteoncerts, and expos. These concerts were seriou
entertainment, in the age before television and eadio was widespread.

REENACTMENT

Archival photos of Marian and her sisters in Eadtennets fade into a long shot of the back of angou
girl walking down the street, she sees a flyer,fsliews the blowing flyer and eventually pickgpt We
see the recreated flyetMARIAN ANDERSON: Come hear the baby contralto, years old.’Family
archival ends the montage

MARIAN ANDERSON VO: Each year my father would piokit our Easter bonnets and Aunt Mary
would take me to concerts.

ALLAN KEILER: Aunt Mary and Marian were close. AuMary helped foster a love of music in
Marian. She took her to concerts, and would fingastunities for Marian to sing. Marian started nmaki
25 and 50 cents to sing at social gatherings, smeilials and events. This fee grows year after, yeal
she is able to help support her family.
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MARIAN ANDERSON VO: Life with Mother and Father, wa he lived, was a thing of great joy.

RAYMOND ARSENAULT: When Marian is 12, her fatherhfoAnderson, 34 years old, suffered a
serious accident at work and languished bedriddea fnonth. The night he died, the family was broke
and had to move out of their home.

ARCHIVAL : Family photos, Anderson as a high school girl
MUSIC: “Sometimes | Feel Like a Motherless Child”

ALLAN KEILER: Marian’s mother, Anna, is working ia tobacco factory and scrubbing floors at
Wanamaker’s Department Store. She moves her 3igivith John'’s parents who have two sons, their
children and boarders. Marian’s grandmother, Idapelas a very difficult woman to live with. There
was a great deal of verbal abuse.

BERTICE BERRY, PH.D, Sociologist and Author: Marwaas really sort of persecuted by her
grandmother Isabella in multiple ways. One of theags is a holdover from slavery: it's a sort of an
inter-race hurt among black people. Writer Zorallsléturston would call this phenomenon “color
struck.” The house Negro and the field Negro ligie skinned black revered over the “darker brothe
Marian’s grandmother treated her poorly partly lnseaof her dark skin. Isabella was part Indiaghtkr
skinned, and considered her skin tone a designafieaperiority over Marian.

MARIAN ANDERSON OC/VO: Mother though, we didn't kwdt, but Mother was one of a kind. We did
not know how exceptional she was until we got alderfMother always taught us that you must be able t
put yourself as nearly as possible into the pldt¢heother fellow, in order that you may be albles¢e his
point. You may disagree with it heartily, but udegu are able to see his point then you havehwet t
intelligence to deal with the problem that you ddpand you cannot expect for any good result.

NAOMI ANDRE, Associate Professor, Women's Studied Afroamerican and African Studies,
University of Michigan: In addition to supportiniget family Marion Anderson's mother helped pay for
voice lessons. A neighbor Mary Saunders Pattereoarbe her first singing instructor.

MARIAN ANDERSON OC: At that point Mrs. Saunders epad my mother only one dollar a lesson for
me. Maybe | wasn't worth any more of that at thmet But in any case she did a great deal for ntle wi
the lessons and with her friendship. Now | remendmer of the concerts, she gave up one of her egenin
dresses so that | could have one to wear to oherafoncerts. | carry until this day a part of thess

that she gave me.

MUSIC: “My Way’s Cloudy”

RAYMOND ARSENAULT: Mother wants Marian to continwégth her schooling and attend high school,
but Isabella insists Marian has to quit school twkv she makes more money singing, and it's egdent
to help the family. Fortunately, her work was simggiso when she was not in school she was singing.
Marian doesn’t end up finishing high school untiess 22.

ARCHIVAL IMAGES: 1900-1920 Photos and early film clips
MUSIC: “Ebarme dich, mein Gott,” by J.S. Bac®t(Matthew Passidn

LONNIE BUNCH: At the same time, Jim Crow laws, everthe North in some states, keep structural
oppression of African Americans strong. This wasatvery violent and troubled time.
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RAYMOND ARSENAULT: In 1911, miles away from Mariadnderson’s home, a man named
Zachariah Walker, accused of killing a white polad&cer, is dragged out of jail by a mob of whitsd
burned on the church lawn. This would have hadyarbpact on Marian as a young girl, as this affeécte
her community. No, she didn't live in the Deep 3oUthis violence was everywhere.

LONNIE BUNCH: Racial tensions are growing across tountry, and Philadelphia’s black population
triples between 1886 - 1920, in part because oGiteat Migration: so many blacks are looking for a
refuge from violence of the South.

ARCHIVAL: Photos and footage of Early'®2Gentury Philadelphia; Roland Hayes; church scenes

RAYMOND ARSENAULT: Philadelphia becomes a hub fdiriéan American culture, and ironically
because the community is very segregated, this sriglank culture thrives and these major black
institutions are established. This includes CladdWusic—orchestras, choirs. Across the UnitedeStat
there is a massive network of performance venuesldck musicians to perform for black audiences.

LONNIE BUNCH: Churches especially grow in suppdrbtack entertainers. On the so-called “chitlin
circuit” of night clubs, theaters, cafes and otvemues where blacks could perform, churches made
dinners and took up collections for black perforsn&lack churches and their leaders become cultural
centers that are leading the push for social chdbgeesistance against segregation and the inhifyna
of Jim Crow.

ALLAN KEILER: Union Baptist Church has a tremendaussic program. It is a relatively well-funded
program, and well-funded church because of thagtheof its community. The church had a concert
series that drew some of the biggest names. In B®#ldnd Hayes visits. This is a big turning pomt f
young Marian.

MUSIC: “My Lord What a Mornin™

ROBERT SIMS, Biographer of Roland Hayes: What Haa@somplished in the early 1900s to the 1920s
was unprecedented. He was a massively successtulwdno was incredibly popular in both black and
white classical music worlds. This same year, 1®Hyes helped turn the tide for record comparges t
begin recording black artists, when he records sgpi@uals for Columbia, with the Fisk Jubilee
Singers.

ROLAND HAYES VO: | can say truly that never in my whole life Bdwvished | were a white man; but
| confess that there were times, long ago, wheadtmed difficult to be a Negro in a white worldtHa
South, | had been carefully taught my "place," &ddl not suppose that in the North my place wddd
in the beginning, less restricted than at home;lthad somehow hoped that | would not so frequéigly
reminded of it.

RAYMOND ARSENAULT: Meeting Roland Hayes changed MarAnderson’s life. From the time she
heard him singing in 1911, until his death in 197& served as her primary role model and mentor.

MUSIC: Roland Hayes singing “Bist du bei Mir,” by J.Sadh (BWV 508)

MARIAN ANDERSON OC: My hero was Roland Hayes. Hesveatremendous figure in the concert
world. He carried with him a wonderful manner. Hene in my early years to our church every year to
give what the Reverend Parks, our pastor, calletba concert” and | know when one day the perdon a
church who was looking after the music said, “Hoauwd you like to sing on the program with Roland
Hayes?” Well, 1 don't know how | slept those daysceding the appearance. But like everything, s do
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time pass, by for even that. And | understand...n@eople who clapped for me because | was a member
of the church, not because | was delivering thaiqaar day, because my mind and | were so fartapa

MUSIC: Roland Hayes sings “Every Time | Feel the Sps&tueing to Marian Anderson’s version

CHRISTOPHER BROOKS, Professor of Anthropology, Wirg Commonwealth University: Anderson’s
reputation was rising, as Hayes was establishimgélif as a leading tenor. In an Easter season
performance of Handelidessiahin which they both were soloists in 1916, the eger wrote of
Anderson's voice, "most exquisite was the darkeswall-blossomed contralto, Marian Anderson, who
felt with her soft strong voice the sorrows of GBdw voices have ever sung 'He was despised and
rejected of men' with so deep feeling and signifiza It brought a sob to the throats of two thodsan

ALLAN KEILER: Still no white teachers will take hers a student. During this time the Philadelphia
Music Academy rejects her inquiry to study thenmmpdy because of her skin color. It is a huge shock

RECREATION: Reuvisit the Philadelphia Music Academy scene frowidgjue.

MUSCIAL INTERLUDE

MARIAN ANDERSON SINGING: “He was despised,” by G.F. Hand®lgssiah

He was despised and rejected of men, a man ofwerand acquainted with grief. (Isaiah 53:3)He gave
his back to the smiters, and His cheeks to thetrnpllnaked off the hair: He hid not His face fronaste
and spitting.

MARIAN ANDERSON VO: It was a painful realization @fhat it meant to be a Negro.

ALLAN KEILER: Critics begin to play an important l®in Marian’s career; after a solo with the
Philadelphia Academy of Music, a critic applaudsridia’s voice, writing she is good enough to go
commercial. The critic adds, however, that withmatre study she would risk mediocrity. This is
something Marian was perfectly aware of.

ARCHIVAL: Photos of Boghetti

RAYMOND ARSENAULT: Music teacher Giuseppe Boghefigr first formal teacher - he drops his fee
to coach her, moved by her gift. He systematioalbyks with Anderson to improve her skills, using hi
own ltalian bel canto training.

MARIAN ANDERSON VO: Shortly before I left high scbbl was introduced to Giuseppe Boghetti,
who remained my teacher for many years, with bréake and there, until he died. At that first megpti
he was severe, even gruff. He began by declareighin had no time, that he wanted no additionaillup
| did not look at Mr. Boghetti as | sang, and mgewere averted from him when | had finished. He
came to the point quickly. "I will make room foryeight away," he said firmly, "and | will need gnl
two years with you. After that, you will be ablego anywhere and sing for anybody."

ARCHIVAL : Image of Marian Anderson with her black acconigamilly King

MARIAN ANDERSON OC: When Billy King and | were dagnconcerts together, we listed the number
of engagements we had for that year. And in thalimost all of them were churches. They were the
churches of the ministers who draw big crowds &irtbongregations, and we had enough churches to
make a concert season.

BERTICE BERRY: So, you have a young black girl,equnot a great student academically, but in love
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with music and possessing this magnificent taleat.years, at home she is told she is not goodginou
by her grandmother, but now as a young adult, thedabegins to tell her otherwise. Now she can earn
her own money, because she has a valuable gifithabe can take away from her, and she is evdn tol
she is beautiful. All she knows is that she waontsd a vocal artist, and she reshapes the worlthdrber
through her determination, so she can live herrdrea

MUSIC: “Oh, What a Beautiful City”

MARIAN ANDERSON OC: One of the happiest momentsmf life is when one day | was able to call
the person for whom she worked at Wannamaker's stod say to her... “my mother will not be in to
work anymore.” | was coming in from high school dntsed to stop at the Wanamaker’s store. You'd
see Mother scrubbing away in a corner where somebad left everything they shouldn't have left eher
And she was digging, digging, digging, as if theddalepended on her getting that little corner cleso
came the day when | was getting five dollars ordelhars for singing two groups of songs on a paogr
and | felt, | started to say duty bound -- but ifegas a duty to get my mother out of that situatidnd

so it was a great lift from my shoulders when lldaay mother won't be in to work anymore. “You get
you can get somebody else.” | didn't slagtto her, of course, but that was the meaning.

REENACTMENT/ARCHIVAL FOOTAGE: As the camera travels from a white neighborhooda to
black one, it focuses the backs of a mother angftau as they take their walk to the poorer section
Train scenes, recreating a walk to the “Jim Crow.ta

RAYMOND ARSENAULT: In 1917, Marian visits Deep Saufor the first time. She is already a well-
established professional with a touring scheduld,teer mother travel to Georgia to take part imla g
concert of black folk music by the Glee Club at @eorgia State Industrial College for Colored Y outh
Savannah. This is an extremely important trip f@ridn, as it forces her to see certain realitiestHe
first time.

MARIAN ANDERSON VO: Mother had come from Virginiand we had friends who had come from
farther South, so | had heard about Jim Crow, bedting it bit deeply into the soul. At Washingtoa w
changed trains, and this time our bags were takémetfirst coach, the Jim Crow car! The windowseave
badly in need of washing, inside and outside tleves not clean, and the ventilation and lightireyev
poor...| had looked closely at my people in thainr Some seemed embarrassed to the core. Others
appeared to accept the situation as if it were heyepair.

RAYMOND ARSENAULT: Another important trip was a vigo Chicago in 1919.
ARCHIVAL: CHICAGO SCENES circa 1919

NAOMI ANDRE: Chicago was a booming town for bladessical musicians. Just like in Philadelphia,
but more so, blacks had their own classical musae. It was thriving. There were the African-
American groups performing around the city, blapkra companies. There were successful, published
black music critics, male and female as early asl8th century.

RAYMOND ARSENAULT: In 1919 Marian takes a trip wiilly King, her accompanist, to Chicago to
participate in a new vocal contest establishechbyGhicago-based National Association of Negro
Musicians, which offers a scholarship and a perforoe opportunity to the winner. Anderson is there f
two historic events: the first meeting of the NatibAssociation of Negro Musicians, and, unfortehat
for the Chicago race riots of 1919.

ARCHIVAL : Footage and photos of Chicago Race riots
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GRAPHIC TREATMENT : Letter from Marion to her mother.
MUSIC: “Go Down Moses”

LONNIE BUNCH: The Chicago race riot of 1919 wasefigays of terrible destruction, arson and murder
mainly perpetrated by whites against African Amani. This summer was called Red Summer, because
there were so dozens of race riots across the mowvith hundreds of deaths, but this was the wofst
them.

RAYMOND ARSENAULT: The contest is rescheduled besmof the violence. But when it is finally
held, Marian Anderson becomes the group’s firsbkakship award recipient in 1919.

MUSIC: “Von ewiger Liebe,” by Johannes Brahms

GRAPHIC andVO:

“The greatest height was reached when Marian Anoiera high school girl, exhibited a voice equal to
that of Rosa Raisa, the wonderful contralto of@ecago Grand Opera Company, and everyone stood
and acclaimed her with cries of bravo, while teafgoy were in the eyes of many of the musiciars wh
felt that a new era in music has arisen for ourgded NORA DOUGLAS HOLT, Composer, Music
Critic, 1919

RAYMOND ARSENAULT: Anderson returns from Chicagdlfaf conflicting images, from burning
buildings and rioting in the streets, to standimgtmns and dreams of celebrity. She will not ble &t
separate racial tensions and contradictions fronpaesonal artistic achievements. Whether she knibws
or not, Marian is becoming a bridge between blagkwahite communities.

MUSIC: “Trampin™

MARIAN ANDERSON VO: The occasions when | sang imcert halls and theaters before audiences
not confined to my group increased. Notices in alibns other than Negro ones began to appear.
Possibly some critics had come out of curiosityt, dmmments were encouraging.

MARIAN ANDERSON OC: | had a special feeling for yiee at least a half a dozen of the spirituals
because they pictured to me what was even goiraj tirat moment that we sang it. Say for instance
“Tramping Trying to Make Heaven my Home.” You soimads say, “Wait a minute - I'm a part of that.”

CHRISTOPHER BROOKS: Marian for the rest of her eamsill blend black spirituals with classical
repertoire on her programs. This becomes a resfigrdial part of her performing persona and carSer.
not only has she began performing for integratesvds, but she has integrated her programs, too.

MARIAN ANDERSON VO: Spirituals, begun in slaverjlshave much to say to us. They have always
been songs from the heart and soul. And more amd,rimoa larger, more frightening world, we must
learn to speak from one soul to another.

ARCHIVAL: Publicity images for a series of recordings feaiynderson.

NAOMI ANDRE: In 1923 Anderson makes her first regdor Victor Talking Records of Camden, New
Jersey, recording the two songs "Deep River" ardiiiSo Glad" and the next year she is able to buy a
house for herself, her mother and sisters acrasstthet from Union Baptist Church.

ALLEN KEILER: But 1924 turns out to be a very ddtilt year for Anderson. In April, Anderson
presents a very ambitious concert of Gerilieth a style she is not accustomed to, at New York's iTow
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Hall as an attempt to move further into the ma@westn with a concert in New York. But it almost derai
her career. She takes too big of a jump, withourtgbeechnically prepared, and it doesn’'t go well.

MARIAN ANDERSON VO: | was embarrassed that | hdaddrto sing in one of New York's concert

halls without being fully ready, and | went backRbiladelphia deeply disturbed. | did not wantee s

any music; | did not want to hear any; | did nomvi» make a career of it... | stopped going redyla

Mr. Borghetti's studio. He realized how much tteséio had shaken me, and he did not make an issue of
my irregular attendance...The dream was over.

LONNIE BUNCH: Since 1914, the NAACP Spingarn Mebtak been given each year “for the highest or
noblest achievement by a living American Negro migithe preceding year or years.” In 1924, Marian’s
mentor Roland Hayes receives this award.

RAYMOND ARSENAULT: Hayes asks Marian Anderson tagit his ceremony. Still hesitant about
her voice, she agrees to sing to honor Roland Hayesreviews are favorable. Marian begins to sing
again.

MUSIC: “O Mio Fernando,” by Gaetano Donizetti

ARSENAULT (con't): The mood really lifts as Andersenters a contest sponsored by New York's
Lewisohn Stadium in conjunction with the National$ic League, in 1925. Full of fears about her
interpretive shortcomings, and suffering an absoehlsr ear from swimming lessons, Anderson still
wins first prize, and appears as soloist with tlesvN ork Philharmonic at Lewisohn Stadium on August
26, 1925 in a powder blue dress. She sings “ORg¢imando” from Donizetti's opettaa Favoriteand
wows the enthusiastic crowd. Philadelphia celelsrhgr triumph and a crowd of 1,000 gathers to
welcome her home.

REENACTMENT: Train scenes from earlier, and archival footagklatk and white audiences

MARIAN ANDERSON VO: That fall, when Billy King andiresumed our concerts, the effects of the
contest and the stadium appearance were noticaélelbdad invitations from Canada and the West Coast.
Even in the South the nature of audiences changjgeaWhen there was a concert in a Negro school
auditorium, there would be white people in the ande. The fees went up to three hundred and &fig,

five hundred dollars in special places. There wagmess. There was also a long hard road to trawel,

a lot to learn on the way. When we went South wiegstt Bert 13, the Jim Crow car, and we still Had

put up at the homes of kind acquaintances.

RAYMOND ARSENAULT: After appearing as a soloist@arnegie Hall with the Hall Johnson Chaoir,
Arthur Judson, who represented the top in concartagement, came to see her and signed a contract
with her.

ARCHIVAL MONTAGE: Performing a wide range of music in different gowns

MARIAN ANDERSON VO: | might add that | began to fiea, particularly when | appeared in the
South, how important one's appearance was. | thistkmy people felt a sense of pride in seeing me
dressed well. It made them feel good, | found twusee one of their own pleasantly got up.

MUSIC: “I Am So Glad”

ARCHIVAL MONTAGE: Newsreel and photos of changing circumstancessicduntry, letter from
Billy King, and the following words superimposeden\a sheet musit:still wish that | could have gone
to a music school.
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MARIAN ANDERSON VO: Things are changing in our cdyy and | am hopeful. But | cannot suppress
a private regret. | still wish that I could havengao a music school.

KIRA THURMAN, Assistant Professor of History and iG&nic Languages and Literatures at the
University of Michigan: There are some conserva®of music that don't let in any black studentslun
after 1950. You can try to make your way throughwlorld of classical music by auditioning and
studying with teachers privately. But then thedlaption over time becomes increasingly appeating
20" century. Which is to just try going to Europe ésf you can study there.

LEONTYNE PRICE, Opera Singer: By now, musical tastad changed. Marian had studied bel canto,
as many people did when she was starting out. 8@gbds Mozart. It's Donizetti and Rossini. It'gilal,
crystalline, and...some might call it “fluffy.” Butytthe 1920s German composers like Wagner have had
a huge influence and bel canto was largely seendny as old fashioned. The Gerntigal of Schubert

and Beethoven and so many others are extremelylgrdpu their drama and darkness and weight.
Anderson was fascinated by capturing the spirefmanlied. And studying in Europe would have been
the key to unlocking that.

MARIAN ANDERSON VO: The decision to go to Europeswaot taken lightly. Mother and | discussed
the matter at length. | was going stale; | hadetbagvay from my old haunts for a while; progress wha
stand-still; repeating the same engagements eactpgehaps a European stamp would help.

ACT TWO: EUROPE AND STARDOM

REENACTMENT: Black entertainers mingling in a stylish Europealwos, interspersed with actual
photos of entertainers from the time.
MUSIC: “Elégie,” by Jules Massenet

ALLAN KEILER: She knew her voice was excellent linettime she went to Europe. She knew that she
had the voice to do it but she wanted more of thsical training, the intellectual training, to figuout

how to make the aesthetic choices, the musicatebopto really become a sort of masterful singer of
German art song.

KIRA THURMAN: Marian Anderson first heads to Eurojpel927, the same year that America became
infatuated with Stepin Fetchit, the black movie stho made forty feature films playing a dim-witted
lazy, stammering “coon” character which spawneelgioin of imitators. For Anderson, Europe means
leaving all that behind - no Jim Crow cars. Sudgesthe can stay in any hotel she can afford, ants sh
singing recitals in all the major concert hallseSihso gets to meet other black artists who areiriyr
Alberta Hunter, Josephine Baker and Paul Robeson.

ARCHIVAL: Photos and Footage of Paris, London and Europe20s interlaced with images of Paul
Robeson, Alberta Hunter, Josephine Baker and angramatment of Marian Anderson’s letters.
Headline from the Neues Wiener Journal heraldirsggpbine Baker as “The Negro Singer with the White
Soul.”

MUSICAL MONTAGE : PAUL ROBESON sings: “OI' Man River”; ALBERTA HUNER sings:
“Risque Blue”; JOSEPHINE BAKER sings: “Revoir Pdris

KIRA THURMAN: | call Marian Anderson the anti-Jod@pe Baker in many ways, that she really

represented a different portrayal of black womeRumope. Josephine Baker had sort of dominated the
media for such a long time. She would appear ihafescandalous clothing, in a banana skirt, dagci
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really provocatively. So, for a long time the imdbgat Europeans had of black women were theseyhighl
sexualized sort of scandalized images, with kirldrdalized African overtones. Marian Anderson
presented such a completely different portrait bbwlack American women were. She dressed really
modestly; she was a devout Christian. And she ea$yrfirm and steadfast in who she was and how she
should be treated. And | think it is part of thagen why so many audiences just were simply stubped
her. They just hadn’t seen anything like that.

ALLAN KEILER: Anderson returns to Europe in 192%dashe spends most of her time there until 1935.
She focuses on studying Germaaderin Berlin and touring extensively all over. Eurapempared to
Jim Crow America is a relief, and a place of gaggtortunity.

MARIAN ANDERSON VO: [COPENHAGEN] “Even at thhotel | was made as welcome and
comfortable as if | were among my own people andest friends. People seemed happy to be with you;
they sought you out. They accepted you as an itgialiin your own right, judging you for your quadis

as a human being and artist and for nothing elgen Ehe first curiosity about my outward differerveas

in no way disturbing or offensive, and it seemely @axmoment before that dropped away. There was an
eager warmth in these people that | shall neveyetot

RAYMOND ARSENAULT: On a tour engagement in ScandiaaMarian Anderson meets Kosti
Vehanen who becomes her accompanist, to the gessgtpintment of Billy King. But Vehanen works
very closely on the concert music and they formeebdly close and tight bond where they understand
each other as intellectuals and musicians. Skearsihg German well and able to infuse the musih wi
its subtleties.

ARCHIVAL: Montage of Anderson all over Europe, blended wetteks home and other personal
documents. Various gowns and graphics.

KIRA THURMAN: Like any musician, African Americagoncert singers going to Germany to study the
German lied understood that they were embarking sort of musical pilgrimage, one they were eager t
undertake. They understood the same message dlsatozll musicians and music educators had been
preaching from both Europe and the United Statethimg could compare to studying the German lied
from a German teacher, in the original languagd,ianhelied's “Heimat.” African American concert
artists knew that their experiences abroad woultnip®ssible to recreate in the United States.

MUSIC: "Der Erlkonig,” by Franz Schubert

KIRA THURMAN: In the years before Hitler took poweahe Germans really recognized her amazing
talents for their language and their music. Thisiowas really embraced by Germans as a symbol or
embodiment of their heritage; these wasn'’t flowksian arias, these were settings of Goethe paerds
other German poetry. And to see a black Americamarostand up and sing these songs to them so
expertly, and in their language - this was deepmigressive. And they gave credit where credit was du

GRAPHIC TREAMENT

BERLINER MORGENPOST
This strange woman sang German lieder at that, wittonchalant command of style, a language
so meaningfully accentuated, [and] with convincmgsicality."

DEKUTCHE ALLGEMEINE ZEITUNG

Imagine this: she is a member of the black raceardist through and through, and she began her
evening with lieder from Beethoven, continued withgs by Wagner, Liszt, and Grieg (all sung in
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German)...And she sang these German lieder by Besthwith such a mature understanding, so
soulfully inspired and deeply musical; you donahgomething like this every day.

KIRA THURMAN: She really was this master of langeagof cultural fluency. She had captured the
German spirit — the music of Schubert and Brahkesro one else had.

MUSIC: “Im Feld win Madchen singt,” by Jean Sibelius

ALLAN KEILER: Anderson’s accompanist Kosti Vehanemranges for her to sing for the Finnish
composer Jean Sibelius, who would later dedicabeet@ song he wrote called “Solitude.”

MARIAN ANDERSON VO: | sang one of his songs thatl@German text. When | was finished he
arose, strode to my side, and threw his arms armeah a hearty embrace. "My roof is too low fouyo
he said, and then he called out in a loud voidadavife, "Not coffee, but champagne!"

MUSIC: “Plaisir d’amour,” by Jules Massenet

ALLAN KEILER: As Marian Anderson’s popularity in Eape grows, she is besieged by suitors. A man
she had known since childhood, Orpheus “King” Fiskethe only love that Anderson ever admits to
publicly, and he reaches out to get back in herihis own marriage doesn't suit him it seems—hbut
Marian is surrounded by appreciative men.

MARIAN ANDERSON VO: Dear Ida, now then, read catful have had a most wonderful time.
Two men made violent love to me in one night - eigaorant of the other’s interest. It was too much.
I must tell you, when | went to bed that night uttbnot sleep. Too much I tell you, too much.

ALLAN KEILER: Making love in this case does not nmeahat it does today. Even though Marian made
it clear to Orpheus “King” Fisher that she wouldyoconsider marrying him once she felt secure about
her career, they had shared a tacit understankaigitey would be married. Orpheus had proposed
marriage in a way that Marian would remember fargdo come. "Marian | sure do miss you terrible",
he wrote to her while she was on tour. "And when saturn | will have to ask you if our laundry dag@
returned in the same basket from the laundry. Ehbs little phrase isn't too deep for you dear."
Marian's single minded focus on her career wagdifffor Orpheus and he married a young medical
student, but that did not prevent him from spenditage time with other women, some of them white.

CHRISTOPHER BROOKS: At the same time that sing&esRoland Hayes and Marian Anderson are
navigating white society in Germany and Austrighi@a 1920’s and 30’s, there is the rise of Fascisth a
Nazism. So, a lot of Germans and Austrians arerbaw increasingly outraged at the presence okblac
people in Germany and Austria. There is a big dehfanAfrican American spirituals and other music
from the culture in Europe in general, and in Gerynlaefore the rise of Hitler, but for both positiarad
negative reasons—some Europeans are fascinatdddkydulture because they consider it an example of
a “primitive race.” So, Europe offers tremendoupanunities, while there are still racial conflickait

they are of a different nature than those in the US

ALLAN KEILER: By 1933 in another tour of Europe, Man Anderson is told that she would not be
allowed to continue her scheduled concerts in Deknfiar the ostensible reason that “foreign artists
were taking too much currency out of the counttye Environment is quickly becoming more hostile.

GRAPHIC TREATMENT of letter from Marian Anderson to her frieR®: "l wish | were mistaken

about the real reason for the government's probibdf foreign artists, | feel Nazism come sneakimg
on us dictated by Hitler.”
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MARIAN ANDERSON VO: Sometime after the Hitler reggmiook power, when | was doing a great deal
of singing in Scandinavia, my Stockholm manageeirgsd an inquiry from Berlin, asking whether |
would be free to sing in Germany. | was not eagexppear in the Germany of those days. But | wanted
the satisfaction of returning under different cmgiances. The fee also was acceptable. There Was on
one other question - was Marian Anderson an ArjdynPnanager replied that Miss Anderson was not
one-hundred-per-cent Aryan. That ended the correlpce.

MUSIC: “Der Tod und da Madchen,” by Franz Schubert
GRAPHIC TREATMENT: Map of Marian Anderson’s European travels 1930-1935

RAY ARSENAULT: Following her Paris debut, in 193¢ renowned concert promoter Sol Hurok
becomes her new manager and guides her careetiedrtime on.

MARIAN ANDERSON VO: When he saw me backstage He toe he would like to see me in the office
the next morning. And he wanted to know how manyceots | had on my next tour in America, and as
far as | knew there was only one. When we finistied conversation Mr. Hurok had offered a minimum
of seven concerts. “Could | be able to do severeds?” This to me was big time.

ALLAN KEILER: Hurok has a reputation for what we wld call branding today, he’s shrewd, capable,
connected, a fighter and his representation is ttacdme by. She is now booked to sing with thea bes
orchestras in Scandinavia, Holland, Belgium, Fraarue Switzerland. She will continue to tour adding
Central and Eastern Europe, Warsaw, Vienna, Pr&uagpest - Monte Carlo Italy where she will give a
special to Crown Princess.

MARIAN ANDERSON VO: | learned from another sour¢eat when Mr. Hurok returned to America and
reported that he had signed me, a person who kmewancert business said, “You won't be able te giv
her away.” Mr. Hurok brought a deep personal irgete my career. | owe more than | can say to this
fabulous man.

RAYMOND ARSENAULT: The reception of Anderson’s cats offered wonderful surprises.
MUSIC: “Heaven, Heaven”

MARIAN ANDERSON OC: When we gave our first concebelieve was in Leningrad. When the
concert was over, there's a tremendous rush, @t@owus noise. And we looked at what was going on.
And the people from the back of the concert hadl heshed forward and gotten to the podium to thgest
and began pounding on the stage with their fidgtgyTwere calling out “Heaven, Heaven!” and “Deep
River!” I'd never seen that done before and | usi@erd that if they like something that is what tde:

MUSIC: “Heaven, Heaven” concludes

ALLAN KEILER: By this time Marian Anderson is comtted to her repertoire, spirituals are always an
intimate part of her concerts.

MARIAN ANDERSON VO: They are my own music, but & mot for that reason that one loves to sing
them. | love the spirituals because they are tagiritual’ in quality. They provide an aura oftfai
simplicity, and hope. And | suppose the spirituals universally loved because they express faitutih
humility and hope through simplicity, and thatpsrhaps, the finest thing that any work of art can
achieve.
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ARCHIVAL FOOTAGE andMUSIC: “Crucifixion”

MARIAN ANDERSON VO: I'm reminded of a time when &sg “The Crucifixion” in Oslo. The
spiritual is one of the most deeply emotional btla songs | know. In its simple words and moving
music it captures the terror and tragedy of th&tubmoment. | was so deeply stirred myself thatlsvon
the verge of tears, and | believe that some iratitkence did weep. There was so much applausé that
could not go on to the next number.

KIRA THURMAN: When she was in Vienna in the ear§3Ds, the Archbishop of Salzburg heard
Marian Anderson perform. And he immediately falléve with her voice, and who she was. And he
invited her to come to Salzburg to perform as pathe famous Salzburg Festival in 1935. The only
problem was the Salzburg Festival was becomingasingly a center for fascist ideas. And she was
initially rejected and not allowed to perform a¢ th935 Salzburg Festival, or to be a part of it $he
insisted on going anyway, and she prepared a progra

ALLAN KEILER: This was a very gutsy move. Andersbad backbone. She was going to stand up for
herself, because being blocked from the Festivedliee of racial and political reasons, that jusinita
right.

KIRA THURMAN: She was allowed in last-minute, withe understanding that she would not be part of
the official Salzburg Festival. From the moment gbethere she was a walking symbol of resistance.
And so she had a big recital in front of about 30W) guests, everybody who was anybody was there.

LEONTYNE PRICE: Including Toscanini, it turned othie most famous conductor—and possibly the
most influential musician—in the world.

MUSIC: “Ave Maria,” by Franz Schubert
ARCHIVAL: Salzburg Festival photos and footage

MARIAN ANDERSON VO: The day finally came, and | wesady to begin the program when | was told
that Maestro Toscanini had indeed arrived. | wasesigous as a beginner. At intermission time Madame
Cabhier arrived with Maestro Toscanini. The sighhiof caused my heart to leap and throb so violently
that | did not hear a word he said. All | couldwlas mumble a thank you, sir, thank you very mual, a
then he left. Madame Cahier, however, was not seons. She heard and told me of Maestro's words:
"Yours is a voice such as one hears once in a kdngrars."

GRAPHIC TREATMENT: "Yours is a voice such as one hears once in a bdngrars." --Maestro
Arturo Toscanini

MARIAN ANDERSON OC: He was the “it” in conductoos musicians, and the name Toscanini would
open many doors. | have never said anywhere thatarini had said this that and the other. | don't
believe in it that way. But it was used for pulifcand | was sure whoever gave that out the finst tvas
one of those who think you'd give a boost to theea

ALLAN KEILER: At the close of the festival, Vincer@heean wrote a moving portrait of Anderson’s
singing at that recital.

GRAPHIC TREATMENT with VO:

Her superb voice commanded the closest attentitimabfudience from the first note. In the lastugyo
she sang a spiritual, They Crucified My LordandHe Never Said a Mumblin® WortiHardly anybody
in the audience understood English well enouglolfoWw what she was saying, and yet the immense
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sorrow — something more than the sorrow for a gmugrson — that weighted her tones and lay over her
dusky and angular face was enough. At the endeddptirituals there was no applause at all — a sikn
instinctive, natural and intense, so that you wafraid to breathe VINCENT SHEEAN

KIRA THURMAN: She really represented this momentefiance and really tried to create a spirit of
universalism in the state of nationalism and radisfBurope. And this moment marks when Marian
Anderson truly becomes an international music demsa

ACT THREE: THE CONCERT

RAYMOND ARSENAULT: Marian Anderson returns to thenited States in 1935. Billy King had not
gone to Europe with Anderson on her two tours. Kéehanen was Marian’s accompanist in Europe, and
they worked very well together. When she returnth¢ostates in 1935, she takes the agonizing and
controversial step of permanently replacing Billpé& with Vehanen as her accompanist.

ALLAN KEILER: Billy felt betrayed. The idea was deinly unprecedented. At the end of every concert,
Anderson and Vehanen — a black woman and a white wizuld take their bows, holding hands. This
was absolutely shocking, but it simply reflected thesire for racial harmony.

BILLY KING VO: Don't you feel that you are making the mistakeafrytife in attempting to force a
proposition of this kind down the throats of Amangeople?

RAYMOND ARSENAULT: Hurok, armed with the Toscaniguote booked a 15-city 9-week tour from
the Northeast to the Deep South. A decade aftefidsmo at New York’s Town Hall, she returns, in
1935, for a concert and garners rave reviews. Makiederson is invited to the White House. She takes
her mother and they arrive in a limousine. Shesgperstar at this point.

ARCHIVAL : Martin Feinstein, Vice President, Sol Hurok PreseAt that time blacks couldn't sit in the
orchestra of an auditorium. They were always cadfito the last row of the balcony or someplace like
that. And our contracts for Miss Anderson's datesughout the South said that there would be equal
seating. And at that time the house was vertiadiihided with the blacks on one side and the wiotes
the other. This was the first time that blacks @reafly could sit in the orchestra of a concert tdim.

So, in her own quiet way there was really no aights movement at that time, Miss Anderson was
already breaking barriers for artists that folloviest.

NAOMI ANDRE: Eleanor Roosevelt's daily colunly Day, February 21, 1936, in the Washington
Daily News raves about Anderson.

GRAPHIC TREATMENT: In a private concert at the White House, arranggdHoward University,
we had the rare treat last night in listening to fiéa Anderson, a colored contralto who has made a
great success in EuropeEleanor Roosevelt

LONNIE BUNCH: As the threat of war grows in Européarian Anderson is singing across the United
States and Hurok is working behind the scenesdotdising a large concert in the nation’s capital.

ARCHIVAL: TODD DUNCAN, Opera Singer: Cecil Cohen who is heathe Lyceum at Howard
University was saying that they had a problem Wilihs Anderson. And | said “How's that?” And he
said, “Well, you know our chapel where we give tbacerts only seats about eight hundred, andists |
not big enough. People want to hear her -- thousaraht to hear her -- and we don't know what to do.
So | just said, in half jest but meaning it too, é&lMvhy don't you get the Constitution Hall?” Hadsa
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“Oh, come on, Todd. You know we can't do that.dilds “Yes you can just go on and get the Constituti
Hall.”

NAOMI ANDRE: Anderson's manager tried booking Cdatagion Hall, but couldn’t because the Hall
was owned by the Daughters of the American Revatytand they had a “whites-only clause” in every
contract they issued to performers.

LONNIE BUNCH: The Daughters of the American Revauat at that time, it was a prestigious
membership organization that boasted Eleanor Retisev a member. To be a member you had to trace
your lineage back to the United States during teedRitionary War, and, until the 1970s, it was agso
unspoken rule that you had to be white.

RAYMOND ARSENAULT: The refusal triggered a tidal waof criticism from a wide range of
organizations including the National Associationtfie Advancement of Colored People, the American
Federation of Teachers and others. But the mostaita moment came when Eleanor Roosevelt, who,
without mentioning Anderson or the DAR, wrote irr hationally syndicated newspaper column that she
was resigning from an organization that had vialdke principles of American democracy. It was
explosive.

MONTAGE: ARCHIVAL footage of newsreels and photos of notaldach as Eleanor Roosevelt, Mary
McLeod Bethune, Walter White, Harold Ickes.

MUSIC: “Hear Da Lambs a-Cryin™ performed alternately byaNan Anderson, Paul Robeson and
Roland Hayes.

MARIAN ANDERSON / ROBESONY¥ou hear the lambs a-cryin / Hear the lambs a-dri#ear the
lambs a cryin / O Shepherd, feed my sheep.

GRAPHIC with Eleanor RooseveWO: | have been debating in my mind for some time atgqrewhich
| have had to debate with myself once or twicereafomy life the question is, if you belong to an
organization and disapprove of an action whichygc¢al of a policy, shall you resign or is it bette
work for a changed point of view within the orgatian? ...

MUSIC: My Savior spoke these words so sweet. O Shepkediniy sheep. Sayin’ Peter if you love me,
feed my sheep. O Shepherd, feed my sheep.

GRAPHIC with VO : In the past when | was able to work actively in arganization to which |
belonged, | have usually stayed in until | hadestst made a fight and been defeated. | belong to an
organization in which | can do no active work. Tieye taken action which has been widely talkethon
the press.

MUSIC: Lord I love the Thou dost know. O Shepherd, feedhagp. O give me grace to love Thee more.
O Shepherd, feed my sheep.

GRAPHIC with VO: To remain a member implies approval of that actanmg therefore, | am resigning
--Eleanor Roosevelt

GRAPHIC TREATMENT: Chaotic sound and visuals of telegraph wires poun from across the
country

MARIAN ANDERSON VO: | am not surprised at Mrs. Rewglt's action because she seemed to me to
be one who really comprehended the true meanidgmicracy.
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RAYMOND ARSENAULT: Roosevelt’'s actions had its sapiers, especially in the north. But there
were other voices.

GRAPHIC TREATMENT with VO: “ There is little doubt that the entire row was inegiby

Communists, and a few self-appointed agitatorsi@fcblored race, who have little regard for theirfeit
welfare of their people in trying to force them anpgbe whites and promote social equality, whichds
only undesirable for both races but as impossibl¢ ia to mix oil and water.” —1939 newspaper ewui

RAYMOND ARSENAULT: Sol Hurok seized the opportuniiynd, in the week, following the
resignation, he mobilized his many contacts adtussnusical and theatrical world, convincing dozehs
prominent celebrities to speak out against the DAR

RAYMOND ARSENAULT: The discussions of where an Ansten concert should take place took many
turns, and credit for the suggestion of the stépkeothen 17 year-old Lincoln Memorial is shargd b
Walter White, the head of the NAACP, Lulu ChildefsHoward University and Sol Hurok among others.
But there were concerns that the event would tegrimpted by protests from the Klan, or other
segregationist groups. Approval for the use ofsiteehad to come from the Secretary of the Departme
of the Interior Ickes and in turn, the Presidergogevelt had heard enough about Anderson from ifés w
to last a lifetime. He wanted the controversy td and so he declared, “She can sing from the taipeof
Washington Memorial of she wants to.”

MARIAN ANDERSON VO: | have been in this world lormough to know that there are all kinds of
people, all suited by their own natures for diffareasks. It would be fooling myself to think tHatas
meant to be a fearless fighter; | was not, justveas not meant to be a soprano instead of a dumtés
| thought further, | could see that my significamsean individual was small in this affair. | hastbme,
whether | liked it or not, a symbol, representing people. | had to appear.

ARCHIVAL: Material to underscore the national story, inclgdiewsreels, photos, radio broadcasts

MARIAN ANDERSON VO: We reached Washington earlyttBaster morning and went to the home of
Gifford Pinchot, who had been Governor of PennsyilvaThe Pinchot’s had been kind enough to offer
their hospitality, and it was needed because tihel$arould not take us.

MUSIC: “America (My Country Tis of Thee)”

ARCHIVAL : HAROLD ICKES OC, introducing Marian Anderson

In this great auditorium under the sky, all of us &ee. Genius, like justice, is blind. Geniuswlsano
color lines. She has endowed Marian Anderson with & voice as lifts any individual above his feko
as is a matter of exultant pride goes any race. sa\dt is fitting that Marian Anderson should raiser
voice in tribute to the noble Lincoln, whom mankivitl ever honor. We are grateful to Miss Anderson
for coming here to sing to us today.

MUSIC: “My Country Tis of Thee” continues

MARIAN ANDERSON VO: | had a feeling that a greatweaof goodwill poured out from these people,
almost engulfing me. And when | stood up to sifgitifor a moment as though | were choking. For a
desperate second, | thought that the words, wélkasw them, would not come. | sang, | don't know
how.

MUSIC: “My Country Tis of Thee”
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RAYMOND ARSENAULT: “My Country ‘Tis of Thee” wasnformally considered the National
Anthem in the ‘30s and prior to that. Famously Aqmil 9, 1939, Marian Anderson changed the lyric
from "I" to "we,” which can be heard as an embraoglying community and group responsibility.
Although she wasn't a civil rights activist, Andaemsbelieved in her community.

ARCHIVAL TODD DUNCAN OC: My feelings were so deep that V@aever forgotten it and | don't
think until | leave this earth | will ever forgdt.was the same feeling | had when we heard thelgite A
Dream” speech -- it was the same feeling. Number bve never been so proud to be an American.
Number two, | have never been so proud to be anrisareNegro. And number three, I've never had
such pride in seeing this Negro woman stand ugtivith this great royal dignity and sing. Back o m
was the Tidal Basin and Washington Monument. Undgfeet was the grass. To the side of me, the
walls were beautiful trees, and in front of me wibrese wonderful majestic stairs going up to thectin
Monument and there stood Miss Anderson. The highl§ that day, when this thing became a
wonderful citadel - a cathedral. My highlight wag first words that she sang, “My Country Tis oE&h
Sweet Land Of liberty, Of Thee | Sing...”

MUSIC: “Nobody Knows the Trouble I've Seen”

LONNIE BUNCH: A 10-year old Martin Luther King Jis listening to the radio, and sees the newsreels,
and feels the power of this amplified black voisdrbnt of the entire country, and one that wagisig

black spirituals. We can only imagine the profoimg@act this had on him and what it meant for the li
ahead of him. We do know that he won a high schoation contest with a speech about that moment,
five years later.

GRAPHIC TREATMENT from Matrtin Luther King’s papers witiO: “The nation rose in protest, and
gave a stunning rebuke to the Daughters of the AmemRevolution and a tremendous ovation to the
artist, Marian Anderson. Ranking cabinet membedsajustice of the Supreme Court were seated
about her. When the words of "America" and "Nob&apws De Trouble, | Seen" rang out over that
great gathering, there was a hush on the sea iffagplaces, black and white, and a new baptism of
liberty, equality and fraternity.”

NAOMI ANDRE: At 42, Anderson faced her biggest cobyet: 75,000 people. But it didn't stop there.
NBC broadcast the concert, and it was filmed favsreels that played across the country. This protes
actually meant she reached hundreds of thousandspeople than if she had she been allowed toising
Constitution Hall.

ELLIE HISAM, Professor of Music, Columbia UnivenrgifThe seventy-five thousand assembled listeners
that Sunday heard not just one black artist but. fAnderson embraced the compositions by African
American composers and concluded her concert Wwéin arrangements— Gospel Train, by Henry T.
Burleigh; Trampin’, by Edward Boatner; My Soul's@eAnchored in de Lord, by Florence T. Price.
Doing so, Anderson brought these artists to thdigaleye and ear.

MARIAN ANDERSON VO: Spirituals, begun in slaverjlshave much to say to us. They have always
been songs from the heart and soul. And more amd,rmoa larger, more frightening world, we must
learn to speak from one soul to another.

MARIAN ANDERSON OC: | am overwhelmed. | can't tgibu what you have done for me today. |
thank you from the bottom of my heart again andraga

MUSIC: The closing lines of “He’s Got the Whole World InsHHands”
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ACT FOUR: MARIAN’S LEGACY
ARCHIVAL : Montage of photos, newsreels, letters and piggsiregs

RAYMOND ARSENAULT: Now there is a push to desegrig@onstitution Hall. Marian
Anderson opens the World’s Fair and sings for tbh#iyood premiere of Young Mr. Lincoln,
held at the Fox Theater.

ALLAN KEILER: Eleanor Roosevelt presents Marian Amgon with the 1939 NAACP’s Spingarn
Medal —the same medal won by her mentor and ingmir&oland Hayes in 1924—and their
friendship continues. Marian is shortlisted for 8&homburg’s Study of Negro Life and History for
those who have done the most to approve raceaesatShe attends charity concerts, visits hospital
wards and military bases.

NAOMI ANDRE: She wins Philadelphia’s Bok Award aodes the $10,000 prize, which is like
$145,000 today, to establish the Marian AndersdroBeship Fund for Voices to encourage young
singers to train. As America goes to war, Andensses her newfound celebrity to promote the
launch of the SS Booker T. Washington, the fir§terty Ship named for an African American at
the California Shipbuilding Corporation's yarddAéitmington, California.

ALLEN KIELER: After the controversy over their wieg-only policy, the Daughters of the American
Revolution entity is under public and political gsere to integrate their Constitution Hall concerts

LONNIE BUNCH: By December 1942, DAR officials filgalagree to Marian Anderson performing
before an integrated audience in Constitution ialblenefit the war relief efforts. Anderson decided
donate the concert proceeds to United China R&iafyer Paul Robeson's bid to perform a benefit for
that charity at Constitution Hall had previousleheaurned down, and the “whites-only” policy would
actually stay in effect at Constitution Hall foradher ten years.

RAYMOND ARSENAULT: Anderson was never fully comfafile in the role of an activist. Yet within
the limits of her personality and professional catnmants, she maintains and deepened her connections
to the ongoing struggle for civil and human rights.

MARIAN ANDERSON OC: I can tell you this about Itnever or hardly ever talk about it because |
think it was an unfortunate time for the people wheye involved in it. And | think in this case thds
nothing to be gotten from discussing it at thisnpoit's over and done with - | say done with. B'stover
in any case, and | think it's like beating a deaé.

ARCHIVAL: Montage of images of Marianna Farm in Connectidatjerson singing at home
MUSIC: “Oh, What a Beautiful City,” reprise

RAYMOND ARSENAULT: In 1943, after what has beenexteedingly long courtship, the purchase of
a home, the waiting for the finality of his divorddarian Anderson ultimately marries Orpheus “King”
Fisher, who has become a well-regarded architect.

ALLAN KEILER: Marian had fallen in love with hinmi high school, and his long history of affairs with
white women didn’t seem to bother her. They bowgfarm in Danbury, Conn., after being unable as a
black couple to purchase land in other suburbamuanities. “Marianna Farm” became their home;
Fisher designed and constructed the main residarzarn and a recording studio for his famous wife.
In fact, some feel that the only way that they wedske to purchase Marianna Farm was because he
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“passed” as a white architect.

MARIAN ANDERSON VO: When we were married we madans to have a family. But | had more
concert work than ever before, and we postponegt otfings. We both felt that we wanted to raise our
own children, not turn them over to nurses. Celyairdid not want to drag a child with me on my
travels, remembering that seven nights in a weekngét spend five or six in different beds. | adenir

the women in my profession who manage to sustagirgj careers and raise families. Perhaps | should
have been more daring. But one has to be truedis own nature, which left me no choice but to make
this additional sacrifice, which King shares.

NAOMI ANDRE: She lives on the expansive Mariannarsin Connecticut, as one of the wealthiest
black women in the nation and continues to tour.

ALLAN KEILER: Orpheus “King” Fisher wants a moreattitional marriage, but Marian is the major
earner, and King is a womanizer. Marian is al&mtacare of her mother and sisters to some exitéat.
sister Alyson has a drinking problem and it is oféeconcern. The farm is a true farm with animals a
large vegetable gardens and it is expensive.

RAYMOND ARSENAULT: Letters from Marian Anderson teer mother and her husband and her sister
give a picture of her routine on the road, withalwtes conveying how Kosti Vehanen had become
seriously ill while on tour with Anderson in St LisuAnderson had turned to Franz Rupp, a giftedngo
German pianist under contract with Hurok, a Jew Wwad escaped from the Nazis. While on tour in
Birmingham, Alabama in 1943, they encountered FR&VS at a train station.

ARCHIVAL FRANZ RUPP, Accompanist (OC): When they left artthere was always a sign, for
colored and for white. German prisoners of war cahhey came from North Africa as prisoners and
they were brought to Birmingham. They were feda imaiting room, first call. And Miss Anderson, the
famous artist, had to sit outside and eat a sardwidgch we brought her, and then | thought, sonmethi
is wrong.

MUSIC: Excerpts fromJn Ballo in Mascherdy Giuseppe Verdi

ALAN KEILER: Finally, in 1953, Anderson was able $tng a concert to an integrated audience at the
DAR Constitution Hall in the nation’s capital. Bilere were still many institutions, including the
Metropolitan Opera in New York, which were de faségregated and never hired black performers for
principal roles. All that would begin to changel®54 at one of Sol Hurok’s parties.

MARIAN ANDERSON VO: When | saw Rudolf Bing, the Genal Manager of the Metropolitan Opera,
coming toward me, He did not stand on ceremonycamte to the point immediately. “Would you be
interested in singing with the Metropolitan?” h&exs | looked at him with surprise. “Would you be
interested?” he repeated. “I think | would,” | sdiging also to be casual. “Would you call me torow
morning? “Yes, | will.” | said. The role they offed was Ulrica, the old sorceress in Verdiis Ballo in
maschere- the Masked Ball.

NAOMI ANDRE: Given her background, talent and yeairstudy, the honor was long overdue. It came
very late in her career but the invitation to simghat house was not something to turn down.

ANGELA BROWN, Opera Singer: Presenting recitalerig area of expertise, and opera presents a new

set of challenges. Now she is confronted with actifour personality must fill both the stage anel th
auditorium. It must jump off the stage! You musttmme something that you are not.
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MUSIC: Ulrica’s “Zitti I'incanto non dessi turbare” arieom Un Ballo in Maschera

CAROL OJA, Professor of Music, Harvard Universi§n January 7, 1955—with Roland Hayes in the
audience—Marian Anderson made her debut at theddelitan Opera, becoming the first singer of color
in the company’s history to be given a principaérdo achieve this milestone Anderson challenged |
standing structured racism in a company that was sieventy-five years old. She had sung to standing
room only crowds on that same Met stage in 1948waig never invited to be a part of a production. |
calling out the Met's practices a striking and uysected voice came from a white critic for the Nearkf
Times, Howard Taubman, who in 1943, the same yga&naderson’s first solo concert on the Met stage,
published a book for fans of classical music titléde Negro in Music.”

HOWARD TAUBMAN, New York Times Critic

How can we expect a hospitable approach to the dNegrsician from the Metropolitan house when some
of its patrons will not even tolerate the preseata Negro in an adjacent seat? If Negro custorbenss
tickets directly from the box office — precauti@ms taken to give them aisle seats and to teahap t

ticket for the neighboring seat, so that no whiren will have to rub shoulders with a Negro. Even
when business is good this practice is followedopera official explained with a long face, “the

sacrifice had to be made.”

ARCHIVAL: Curtain rising in theater, stills of Anderson penfing

MARIAN ANDERSON VO: | had always assured peopletthaas not nervous about singing, but at that
moment | was as nervous as a kitten.

RAY ARSENAULT: As soon as the audience spied albldbrica stirring the witches brew, a long and
thunderous ovation filled the hall and delayedgtene’s opening for five minutes.

MARIAN ANDERSON VO: When the audience applauded apdlauded before | could sing a note | felt
myself tightening into a knot.

NAOMI ANDRE: Marian Anderson’s historic debut aetMetropolitan Opera in 1955 was so pivotal for
so many singers who came after her, and were alglieitly opera. Anderson herself is part of thedgga
of the trailblazing black singers who came befageihcluding Elizabeth Taylor Greenfield, Sissexett
Jones, Marie Selika, Flora Batson, all born int8&century. And | think part of Anderson’s legacy
includes singers like Leontyne Price, Shirley Vari@®race Bumbry, Florence Quivar, Denise Graves,
Angel Brown, just to name a few.

LEONTYNE PRICE: | could become the fifth African Agmican woman to sing at the Met because she
was the first.

MUSIC: Un Ballo in Mascherands dramatically

ALLAN KEILER: Marian Anderson would now insist thatidiences be integrated and that blacks be
allowed to sit wherever they wanted at her concettsok would lobby for integrated audiences, ¢jtin
the Lincoln Memorial concert and other politicatjanizations, like the NAACP, would forward the same
argument.

ARCHIVAL: Montage of Marian Anderson visiting foreign couess;i featured on CBS Program “The
Lady from Philadelphia,” 1957

LONNIE BUNCH: Marian Anderson becomes a culturabassador, literally and figuratively. The State
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Department sends Anderson on a 10-week tour ofladd the Far East in 1957. In 1958, President
Eisenhower appoints Anderson an alternate delégdke General Assembly of the United Nations,
where she served for one session. She continuas an Ambassador to the United Nations.

ARCHIVAL of Anderson on-camera performing for Malaysianostthildren

MARIAN ANDERSON OC: There is no doubt in my mindatrsome of you who sit here today will have
the destiny of this country in your hands. Itasvery important that you do not let little thingisings

like hate and fear destroy you, restrict you fraemly the kind of big person you could be... Hate and
fear are two things with which babies are not bamg | have this morning a song which epitomizés th
statement:

You've got to be taught to hate and fear,
You got to be taught from year to year,

It's got to be drummed in your dear little ear,
You've got to be carefully taught.

You've got to be taught to be afraid,

Of people whose eyes are oddly made,
And people whose skin is a different shade,
You've got to be carefully taught.

MARIAN ANDERSON VO: There are so many misconcepsiohhe main feeling is that America has a
lot of money and is attempting to buy what it lik&dot of people don’t want to be bought. Theyemts

it. Especially since we give people what we thimy ought to have not what they should have. The
important thing is to find out what they really dee

MUSIC: “Deep River”

SANDRA GRYMES (Niece of Marian Anderson): It wasirmae when family was important to her, but so
were the people of the world. She had seen so n8lehwanted to give back. She maintained friendship
with people like Albert Einstein, who told her albout disenfranchised people, from Jewish Holocaust
survivors to the impoverished in India.

LONNIE BUNCH: In January 1961, at the very tail esfcher career, Anderson sings the national anthem
for the inauguration of President John F. Kennédyer that year she receives the Presidential Mefdal
Freedom Award.

ALLAN KEILER: Marian’'s nephew James DePriest isiaternational conductor and on a cultural tour,
but while traveling in Thailand, he has a cripplimout of paralytic polio and is airlifted back twet

United States. Marian and her husband along withmwther and aunt are there to meet him. Orpheus is
showing some signs of diabetes and there is adiabmeed for them to downsize their home. Thely sel
part of the farm, and build a smaller home.

LONNIE BUNCH: She returns to the Lincoln Memorial1963 to sing before a crowd of 200,000 "He's
Got the Whole World in His Hands" as part of themeamarch on Washington at which Martin Luther
King, Jr. gave his "l Have a Dream" speech. In Nolver President John F. Kennedy is assassinated.

MUSIC: “Softly Awakens My Heart,” by Camille Saint-Saens

RAYMOND ARSENAULT: Anderson performs a high-profifarewell tour. The NAACP'Erisis offers

22



WNET—AMERICAN MASTERS:MARIAN ANDERSON
Script

a tribute: "We salute Miss Anderson, the superalgrited and gracious Lady from Philadelphia...ln he
long career as a concert singer Miss Anderson devagrself fully to her art but was never unawdre o
her obligations to her people and her nation.

ANGELA BROWN: Marian Anderson gave her final cortaen Easter Sunday, April 19, 1965. | had
just been born when she sang that concert, butdreer birthed mine.

ARCHIVAL: Images of her being introduced by Harry Belaforttdhe Kennedy Center Honors,
montage of family photos and award ceremonies

MUSIC: “Sometimes | Feel Like a Motherless Child”

SANDRA GRYMES: It is a time of mixed blessings. Heother dies in 1965 and her sister Alyson dies
soon after. While she is taking care of ailing flmmiembers she begins to be showered with honors,
well-deserved awards and acknowledgements. Andwfse, we just know her as Aunt Marian as do alll
the children in the area and in the family.

CHRISTOPHER BROOKS: In 1972 Marian Anderson comgsod retirement at 75 to sing on the stage
of the Metropolitan Opera House during the intesmis of Verdi's Don Carlo to sing "Auld Lang Syne"
to Rudolf Bing on the occasion of his final broagtcas manager of the house.

RAYMOND ARSENAULT: Marian Anderson was rightly hored -- she received over fifty honorary
university and college degrees, hundreds of awfands countries around the world. And in Americag sh
received the Presidential Medal of Freedom, awabyetbhn Kennedy and presented by Lyndon
Johnson. President Jimmy Carter presented herahgr€ssional Medal, and she gave a number of
dramatic readings as the narrator in Aaron Copklndcoln Portrait

AUDIO andARCHIVAL of Marian Anderson performing:

...from these honored dead we take increased deuatitbrat cause for which they gave
the last full measure of devotion -- that we hdaghly resolve that these dead shall not
have died in vain -- that this nation, under Gdahlshave a new birth of freedom -- and
that government of the people, by the people hipeople, shall not perish from the
earth.

ALLAN KEILER: Anderson’s spends much of her latyears on the farm, and Orpheus dies in 1986,
and Marian stays at what is left of Marianna Fantil & year before her own death.

MUSIC: “My Lord, What a Morning”
GRAPHIC TREATMENT: Marian Anderson died on April 8, 1993, at 96, omg dhy of the fifty-
fourth anniversary of the Lincoln Memorial concert

ARCHIVAL: Marian Anderson on a United States postage stamg 2005, and montage of striking
images of her.

LEONTYNE PRICE: Her example of professionalism, ampromising standards, overcoming obstacles,
persistence, resiliency and undaunted spirit ieshine to believe that | could achieve goals that
otherwise would have been unheard of.

JESSYE NORMAN: She wore the glorious crown of heice with the grace of an empress and changed
the lives of many through the subtle force of hgrisand demeanor. It the planet Earth could sing,
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think it would sound something like Marian Anderson

MUSIC: “He’s Got the Whole World in His Hands”

RAYMOND ARSENAULT: It is not surprising to me thtarian Anderson may end up on our five-
dollar bill. 1think one of the great lessons oalN&n Anderson’s life and career is the power of an
individual to change the course of history. Onesper full of talent, full of grace, but at the satime
humble and respectful, can change everything.

MARIAN ANDERSON OC: | used to say and | used tonthand maybe | still do, that if from our
concerts or if from people knowing about me thaad left something which at one time or anotherhinig
have healed a wound or lifted a lid, or let fly sothings which we have felt many people needecte h
happen for them. | haven't set out to change thédvim any way because | know | couldn't. Whatelver
am it is the culmination of the goodwill, the hetipe understanding of the many people whom I've met
around the world who have, regardless of anythisg, saw me as | am, not trying to be somebody else

END
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