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1 Introduction

Even a century after the “birth” of blues and jazzhe United States interest in these
music styles has not decreased. Innumerate -clubagarmes, books, films,
documentaries, reissues of past jazz recordingswad as new recordings by
contemporary musicians, renowned institutes for jeducation etc. point towards the
vitality of blues and jazz. These styles becam&esedulously successful that they soon
conquered not only the United States but the whedstern world. Most genres of
popular music today like R&B, Rock and Roll, Sdalink, Soul, Bluesrock, Fusion, Rap,
Hip Hop and many more would not exist without blaesl jazz. This music, which was
originally created by Afro-Americans and is nownfly integrated into the American
mainstream, was not imported into the United Statésevolved against the background
of black and white experiences and is appreciasethdependent American creation. As
Cataliotti explains:

[...] it is apparent that the music-making impulsethie African heritage has

dominated the European, and the music that consgpiise continuum is

regarded as the outstanding form of artistic exgoesthat has been produced

in America. For this reason, music that is chartieally African American is

considered characteristically American throughdw& world. (Cataliotti,The
Music, X)

Jazz, blues and all related styles of popular mhaiee had and still have a significant
impact on fiction. There is an abundance of creatiworks, by both black and white
writers, with a strong affinity to jazz and bluesuthors have been - and still are -
fascinated by the energy that emanates from thédess the improvisation and
spontaneity, the lifestyle of the musicians as aslthe intensity of the live performance
which is so utterly different from classical enaeniment. Jazz and blues incorporate
many elements of African music traditions that wialeen to the United States by slaves
and therefore represent the African heritage anl@ative roots that connects African-
Americans all over the United States today. Moreoweusic as an essential form of
expression in the black community is very much @ paeveryday life and is a device
for African-American authors to verbalize sociatlgolitical attitudes.

My thesis aims to give an insight into black andtefiterature in which blues and jazz

play an integral part. First, an introduction abih@ development of these musical genres
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will be given since this information is essential the political, social and musical
understanding of the texts. The central part otthiesis consists of six texts, among them
five short stories and one novel which were written five Afro-American authors
(Rudolph Fisher, Langston Hughes, James BaldwinyaVlengelou and Alice Walker)
and one white author (Eudora Welty) which will bealyzed. They will be presented in
chronological order. For the better understandihghe representation of music and
musicians, two additional chapters will deal witterature and the different usages of
music within African-American fiction from the Reustruction Era to the 1980s. The
appendix deals with the harmonic structure, chosattepns and improvisational
techniques concerning the blues, since this arhfavhich influenced jazz and gospel,
combines African and European stylistic devices cWwhidemand more detailed

explanation.
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2 The Blues

2.1 The economic situation

For the understanding of the blues and its useit@émature, the historical and the
sociological context of the South, especially thiss¥sippi Delta is significant. During

Reconstruction Era, after blacks were granted egjuilrights and anticipated a hopeful
future, the white population tried to re-establighite supremacy and the antebellum
status quo through various measures. The slaveemesftionship gave way to the
landowner-sharecropper and landowner-field haraticgiships.

After the Civil War most of the land remained initghhands as only few blacks could
afford the costs of establishing their own farmiserefore they opted for sharecropping,
which became the basic institution in the agriaalt&outh (see Cooper/Terill 424-425).
The arrangement stipulated furnishing by the lamtjlaneaning the provision of
accommodation (which in many cases was not mome ahdilapidated log cabin), tools
for farming, seeds and animals. The landlord alwecally advanced credit to meet the
living expenses of the cropper family - which inteebthe croppers even before they
actually had started to farm. In return for theoriy sharecroppers usually gained fifty
percent of the profit realized through crop sa@mppers were “legally bound to settle
their debts for land rentals and then for furnisffiobe they paid other debts or anything
for themselves” (see Cooper 427), a regulation dfteh made it impossible for them to
buy essential goods like e.g. clothing. Landowrsenservised their debtors very closely,
and interfered with decisions like when to plardrvest or repair fences. Since many
landowners ran their own stores and supplied theappers directly, they had an
overview of their tenants' consumption and thught tgrip on them. Due to frequent
illiteracy and inability to calculate expenses amdome, croppers often (rightly)
suspected that they had been cheated by the stoer gsee Cooper 430).

White landowners benefitted from that system ofesevdisadvantage that tied the
croppers to the rented land and made it almost ssipte to clear their debts. Although
many blacks left the South, the larger part staged was affected by that economic

system. Their farming knowledge and financial gitiraoften allowed them no other
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choice but to farm and plant cotton. The costddd sotton planting were comparatively
low and most tenants lacked the required -capital tip something different.
Unfortunately, there was not much industry in tloatB, therefore non-farming options
were scarce and seldom attractive (see Cooper 488y a few cities supported an
urban working class and in most counties there warly few manufactures like

sawmills and cotton ginning companies (see HaG®).1

2.2 Discrimination and segregation

Even before segregation was built into many camsbins of the southern states,
discrimination of the black population was custoynand a fact of life in the South.
Therefore, living conditions and social life wereesshadowed by violence and
disadvantage and this meant, resulting from ecocanfactors mentioned above, also
bad nourishment, high infant mortality and insuéfid medical care. The educational
standards were incomparably lower since school éisdgere unequally distributed (see
Harris 154).

The Mississippi Delta developed into an area “whexgemes of white affluence and
privilege were sustained by equally striking levat$ black deprivations and
powerlessness” (Cobb 153). This economic situgtiatected the wealthy whites from
any form of black competition and even if this agament could be eluded by some,
they had to be extremely cautious in order to aweldte resentment. Although poor
whites also took part in the landowner—sharecroppkationship and suffered severe
economic insecurity, the black population additipnénad to cope with political
confinement, daily humiliation, exclusion and viode. Blacks were seen as second
class people and the abolition of slavery by nomeezhanged that view. Humiliating
“traditions” like refusing to address them by thproper names - instead calling them

for instance “auntie” or “George” - remained in giiee for a long time (see Ayers 132).

Alan Lomax, in his bookrhe Land Where The Blues Begaptly describes such a
situation when he reports his encounter with therihof Tunica County. The music
ethnologist who worked for the Library of Congréssl visited the guitarist Son House
and had caused suspicion by interviewing and rewegritis influential blues artist. For

House's boss and the sheriff, Son House was jashan“darkie”, as black people were
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depreciatively called. Lomax was summoned to threxifils office by House's boss and
when he explains to him that Tunica County had \emy musicians, the sheriff asked

for their names, to which Lomax answers as follows:

“Well, Mister Son House is the-----" | knew | mademistake before the words
were out of my mouth. The Sheriff's red face turieet color. His eyes
narrowed to pinpoints. “You call a nigger Misteh& snapped. [...] You're
probably a spy. And I'm gonna hold you till we adreck the FBI. “ A big jall
door opened right off the sheriff's office. (Lom23)

Race regulations had to be accepted by both sabelsywhen they failed to be executed,
severe retributions were the result. Lomax furthglains:
Every county in the south is a small empire, withawn autonomous power.
This county system of government has the virtuallmiwing a small area, a

small parcel of votes, the opportunity to shapalldiéestyle, independent of
the state and national pattern, so often contrddiedarty politics. (Lomax 20)

According to custom, blacks and whites never shuakds or walked together in public.
Blacks lived in special areas of the town and vatieved to enter whites' houses solely
through the back door (see Ayers 133-134). A bfamison was expected to know “his or
her place”; acts of defiance resulted in severeighument, violence and often death.
Lynchings hit one peak in the 1880s and 1890s wiime regions having higher
numbers of victims than others. Two regions inipalar withessed substantial rates of
lynching: the Gulf Plain, stretching from Florida Texas, and the cotton uplands of
Mississippi, Louisiana, Arkansas and Texas. Thesrseto have been due to the immense
increase of the black population. Although othates, like Kentucky or North Carolina,
also experienced massive racial conflicts and werated up by populist campaigns
against blacks, lynching rates there were compeaigtiow (see Ayers 158). Very often
(allegedly) sexual assault on white women, xenophab hobos — vagabonds - and
itinerant men mobilized the mob. The absolute talbdointerracial sexuality was
characterized by a double standard where a mekedba black man towards a white
woman could entail lynching, which was juxtaposedat considerably more tolerant
attitude on the white side. “Even though strictreggtion was the order of the day, it
somehow seemed to have slipped at night” (Gliftéaylbert quoted in Cobb 157)
whereas “[...] he (the white man) acts if an attaploruor an approach to the white

woman were an attack on himself’ (Dollard quote€obb 159).

Suppression and intimidation in the South secursdiak prevalence for whites which
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was enforced through the so-called “Jim Crow” laWsese laws installed the systematic

racial separation on a legal basis which actudtgcted most public facilities.

Cities segregated cemeteries and parks; countigegaded court houses.
Churches quickly broke into different segregatimfsblacks and whites.
Hotels served one race only; blacks could see maisfrom the balcony or
separate seats; restaurants served one race edtbem in different rooms or
from separate windows. (Ayers 136)

In situations where interracial encounters coultlbe@avoided, like at work and travel,
Jim Crow laws were enforced. For other activitigsere these laws did not expressively
forbid black people to participate, separation bezacustomary (see Ayers 136).
Different measures were put in place to keep tpeiag black middle class, which grew
increasingly self-confident and which would notetaite inequitable treatment from an

insecure white population, under control. Gracedtleth Hale explains:

But in the aftermath of Reconstruction, despitevagive discrimination and
violent oppression, some African American obtaitieel education, financial
resources and respectability that signified middiéess status. Class and race,
then, became more visibly unhinged as railroadsugied local isolation, and
the possibility grew that whites might make a nkstan identifying strangers.
Confusion reigned. In an increasingly anonymousldvarhere class status
depended upon appearance, this uncertainty endahgfe very meaning of
white racial identity. ( Jumpin' Jim Crow 164)

Courts decided that facilities should be “sepatate equal” which meant that “equal
accommodation had to be provided for those who pgithl amounts for their ticket”.
This was often not the case; in reality blacksifistance were accommodated in cars of

inferior quality than the cars of whites (see Ayb42-145).

After the Reconstruction Era more and more blackseseded in their endeavor to gain
white standards of literacy, education, wealth, cess in business, politics and
landowning, Therefore Democrats, who held the pawehe South, enacted laws to
disenfranchise the black population. They passed @ make voter registration and
elections more restrictive, with the effect thatotbral participation by most blacks and
many poor whites began to decrease. This developrasnlted in the loss of federal
representation of these underprivileged groupsl@mdb high rates of black migration in

the 1880s and 1890s.
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2.3 The Origins of the Blues

No exact date can be attached to the birth of thesb since the blues is an
amalgamation of black and white cultures thatraxteed over centuries. Most certainly
it developed at the end of the™&entury in the Mississippi Delta. The term “Missizpi
Delta” itself does not refer to the area whererther enters into the Gulf of Mexico, but
to the territory bordered in the West by the Misgpi river and in the East by the Yazoo
River. It stretches from Memphis to Vicksburg aséiplain area which, due to countless
floods, became one of the most fertile groundfieentire South of North America (see
Oakley 43). The emergence of the blues was notircehfto the Delta - more likely it
“appeared almost simultaneously on the plantatenmd the logging and levee camps
throughout the Deep South” (Cobb 278) but a vastlar of blues musicians were born
and were performing in the Mississippi Delta in fbemative years of this music genre

(see Oakley 43).

Fig 1. see Cobb 278: Birth places of blues perfosnaeiring the formative years of the

blues.
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Blues drew on many sources, which demonstratesclibge interrelatedness of the
African heritage of the former slaves with featuoésvhite traditions (see Malone 5).
During the era of slavery, people of various regland tribal backgrounds were mixed
together, but they soon discovered common elemienttheir music, like the call-
response pattern, improvisation and the importaythmical sensibility. These building
blocks of African music were used to establish @& kend of music which generated
styles highly influential for the development ottblues. Among these influences were

the “holler”, the “work song” and folk music.

The holler has its origin in slavery times. Fielands and cotton pickers used hollers,
which could be heard over a great distance, to conicate with other slaves who were
working alone in a field. Another source was therkveong, which had its origin in
western Africa, where most of the slaves came frana, which was also performed by
slave gangs in America. In the home countries efdlaves, music played an important
role — “for almost every activity among the Africarthere was an appropriate music”
(Southern 5). The non-ceremonial type of musicudetl work songs often dealing with
planting and harvesting, which were transferrednwerica. They are characterized by
the “call and response” pattern, where the lead#nduces a phrase and the group
answers. The leader and the chorus parts can pvehnigthmically, thus creating
polyrhythmt, which is an important feature of African musiattound its way into
blues, jazz and gospel. Syncopafiand polyphonitelements were also transferred and
integrated into the new music style (see BarakaaB®@ 40). The work song of the
enslaved Africans went beyond the creation of t@stiexpression; it was a tool of
survival which beat set the pace for work, helpedocus energy, lowered fatigue and
made the day go by faster thus helping the slavdmgar the drudgery of forced labour
(see Lomax 260-263).

With the transformation of big plantations intorfes cultivated by sharecropper families,

Polyrhythm: overlapping of two or more simultansigwlayed or sung rhythms (triplets against
eights etc.) (see Korff 164, my translation).
In music, syncopation is the stressing of normatigtressed beats in a bar. [...] For example, in
4/4 time, the first and third beats are normalhested; if instead the second and fourth beat is
stressed and the first and third remains unstregbedrhythm is syncopated. Also, if the
musician suddenly does not play anything on beétat,would also be syncopation. The stress
can also shift by less than a whole beat so it falt an off-beat. [...] It is a fundamental
constant presence in such styles as ragtime and jaz

(see www.knowledgerush.com/kr/encyclopediat®pation/)
Polyphony: two or more different strands of musidependent of each other, sound together
like in a fugue or canon (seavw.musiklehre.at/fachwortlexikon/p.htrmy translation).
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these work songs gave way to a more individualifmdh of expression, which is
intensively reflected in the blues. Chester Bugniatbwn as Howlin' Wolf, one of the
most successful blues musicians in the 1950s, mspla
There was a lot of music around there. Work soBgsne of the fellows was
making songs like “I worked the old Maude, and Irkeml old Belle” - things
like that. They just get out there and sing as thexked. Plowing song, songs
to call mules by. They'd get out there mornings getdto plowing and get to

hollering and singing. They'd make these songssuthey go along. (Oakley
37)

The exposure of the slaves to the white environrkiehistarted an exchange of musical
ideas and they began to create “tlmeim music that satisfied theown standards.” (see
Cataliotti 90) On the plantations the slaves camie contact with folk music of British,
Irish but also German, Swedish, Italian and Freadfin. They sometimes had the
opportunity to learn a musical instrument (like.alge fiddle) and were made to play at
plantation balls and similar gatherings (see Malt8¢ These songs and ballads were

then adopted by blacks, who reshaped them andajmaethem further.

The melting of these retention (African elementstioé music like call-
response, improvisation and rhythm) with Eurocengétiements, such as song
forms, lyrical content, melodies, sophisticated nf@mic sensibilities and,
eventually European instruments and instrumentdirigues resulted in the
formation of distinctivelyAfro-Americanmusical expressions. (Cataliofiihe
Songsntroductionxii-xiii)

The blues in its rudimental form was played in 8with as a highly individual form of
music and was performed in a private setting. Witle minstrel shows, it got
disseminated throughout the US and was raisedrora professional level (see Baraka
98). Whites became interested in black music ayréadore the Civil War and at the end
of 1830s blackface minstrelsy came into existefbere were many touring groups like
The Virginia Minstrels or The Moore and Burges Minstrelgjhere white performers
showed parodies of black music and black sterestyipethese performances the slaves
were portrayed as simple-minded, good-hearted, ankwand lazy (see Oakley 22-23).
Composers of the minstrel songs were highly indebaeblack music, which they mixed
with white folk music in order to create a stylatthvas highly popular till World War I.
At the end of the ® century blacks entered this kind of entertainmmminess. The
early black minstrelsy groups still corked theicda and transferred the traditional
formal framework to their shows but they were mauthentic and humorous and also
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caricatured white behaviour (like with th@akewall. Minstrel Shows offered black
artists, comedians, dancers and also blues sisgeasly employment for the first time
(see Baraka 101-102)This created the opportunity for the highly taézhtblack
musicians to earn a living and often served a®ppsntg-stone for a solo career. W. C.
Handy, Ma Rainey and Bessie Smith worked as minstrrtainers and later achieved

success in the so-called “classical”’ or “urban’dslifsee Malone 24).

The blues evolved around the 1890s and was crégtdte black men and women in the
cotton plantation region. Due to the working coidis in the Deep South a large
number of men - among them many capable of plaginginstrument — and their
families were in constant movement, wandering fiora plantation to another in search
of fertile soil and a fair boss. Other itinerant meere seasonal workers seeking
employment as day laborers. Many of them were ho&tos, men on the road without
fixed abode who broke loose from the limitationgposed on them by the southern way
of living and enjoyed their freedom of ramblingds@akley 57). This constant stream of
migrants fostered the circulation of the blues,chihat the beginning was characterized
by the “finger picking style* and “bottleneck playing”and has become known as “rural
blues” or “country blues”. Delta musicians sanghwian unmatched intensity in a gritty,
melodically circumscribed, highly ornamented stylat was closer to a field holler than
it was to other blues” (Robert Palmer quoted inl2B2). Blues musicians would often
gather at house parties and dances. As Roebuc&sS@mmusician, recalls:
Everybody would go into town and those fellows liRbarley Patton, Robert
Johnson and Howlin® Wolf would be playing on theests, standing by the
railroad tracks, people pitchin' 'em nickels anchel, white and black people
both. The train came through town maybe once tit@treoon and when it was
time, everybody would gather around there, befor@ after the train came,

and announce where they'd be that night. And thdtsre the crowd would
go. (Cobb 281)

The desire to move on, to live a nomadic life, wagificant for the Delta musicians.
They were meandering throughout the Delta, thudritaning to the creation of the

stereotype of the hard drinking, fancy-free womanizvho abhors hard work and leads

Finger picking is a style of guitar playing. Itagplied especially in folk music, in which the
thumb plays bass notes and the index and middierfina syncopated treble melody, often with
the use of a special pick (fingerpick) made of {itasr metal that fits on each finger. (see
www.yourdictionary.confingerpicking)

An object, such as a piece of glass or metglassed across the strings to achieve a gliding
sound. (www.answers.com/topic/bottleneck)
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a turbulent and unsettled life (see Cobb 282). blnes musician seemed to reject the
moral standards and was therefore mystifying amdguing to the listening audience
(see Harris 191). This aspect, among others, mags lttractive for authors because it
showed a self-conscious and independent individtexhming from the black society,
actively participating in the establishment of aigt@r-culture. It was a culture which
developed a special vocabulary, a special way ofaer and thus created an “in-
crowd” that was hip.

For many black people, however, the blues wasrduimusic because of its frequent
sexual allusions and references to the devil. Buhé view of many musicians the two
oppositional standpoints of sin and holiness cindombined; some famous blues men
like Son House or Robert Wilkins even quit playiiog a time and became preachers.
Saturday night dance and Sunday morning servicenmach in common, as guitarist
Bobby Rush explains:

The people that go to church are the same peoplesge Saturday night, the

same one you see on Sunday morning. | talk abestis]lift me up. And on

Saturday night: Baby lift me up. You know | justne be lifted up by my

baby and on Sunday morning | wanna be lifted upngyord. No difference,

no difference at all. No difference in the dancey ylance for Satan like you

dance for Christ. (Bobby Rush interviewed in “Thea@ To Memphis”,
directed by Richard Pearce, my transcript)

This switching from blues to gospel is quite easnT the musical point of view since
many characteristics of blues can be found in dhumasic as well. Nevertheless, it was
- and still is - not acceptable to play blues dgranchurch service. God-fearing people
always kept their distance to blues musicians dradr tmusic and developed their
interpretation of Afro-American music. The old hysnsung in churches, frequented by
the black population, were altered in an astongshway. They were not sung in unison
but “there emerged a remarkable kind of harmonwhith every singer was performing
on the melody at his or her pitch” (Lomax 71). Tbadlective improvisation (an African
heritage) to which each member of the communitylcc@ontribute, was transferred to
blues and jazz and became another significant atelamding feature of these styles.
It was almost impossible to understand the exacting of the spirituals for
even the same singer never sings one twice exidelgame. The singer will
vary the words, lines, and melody every time...bggvith a simple sweet
melody, but as the singer becomes more...upliftedemthused by oft repeated

lines, all sorts of quavering notes and melodioupression will be
improvised. (E. A. Mc Ilhenny quoted in Oakley 22)
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The black spiritual is characterized by its emadism, a fact that also W. H. Holloway,

an educated black minister, stated in 1903:

[...] while we hate to confess it, the “supreme elathex most black worship
iIs emotionalism. The church which does not havesltsuting, the church
which does not measure the abilities of a preablyethe 'rousement’ of his
sermons and indeed which does not tacitly demants ahinister the shout-
producing discourse, is an exception to the ridariis 166)

The conveyance of a text through emotionalism rathan harmonic structure and
sophistication is paramount in blues and its mastinent style element. Blues
musicians, who often received their first and motnsive musical schooling in music
in church, were massively affected by the spirguathose many characteristics they
later adopted for their own musical expression. dséon Hughes in his noveéllot
Without Laughteillustrates the interrelatedness of the two gewfesfrican-American
music. When Aunt Hager one evening asks her sdawndimboy, who plays the guitar,
to play “something kinder decent” (meaning a spai}, “Jimboy, to tease the old
woman, began to rock and moan like an elder irSiduectified Church, patting both feet
at the same time as he played a hymn-like, lugubrtane with a dancing overtone” and
used blues lyrics to go with the song: “Tell mestesi, tell me, brother. Have you heard
de latest news?” Then seriously as if he were abmwinnounce the coming of the
judgment: A woman down in Georgia, got her sweet-noenfused Not Without
Laughter58-59).

The musician, providing entertainment, enjoyed atstanding position within the black
community. Therefore, a popular musician, althoptgying for tips at house parties,
would get an excellent pay compared to the dailgevaf a regular worker (see Harris
193). This male dominated environment produced @aly female blues performers in
the Delta. The insecurity and the vilification afick a life style made many women
choose the church choir rather than the barrellsoasean outlet of their feeling (see
Cobb 296). Apart from musicians like Memphis Minniho also played guitar, women
often chose minstrel groups, like e.g. the famoestrGde “Ma” Rainey, who led a
successful life, singing the blues later in the@®2Alan Lomax explains that “no truly

respectable woman was supposed to sing the bleesieyprivate.” (Lomax 358)

The rural blues was well known in the South - itswhe music that was played in

barrelhouses, brothels and honky-tonks - but tirougthe rest of the United States the
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blues was fairly unknown. Only in the middle of th@20s did this style become more
widely recognized (see Malone 44). This happened,ttee one hand, because of
composers like W. C. Hanllya black, trained musician and a band leader whwing
with a Minstrel Show, succeeded in reaching a walalience and who, most
importantly, published highly popular blues sheeisio. In 1912 he publishddemphis
Blues and in 1914St. Louis BluesUntil then blues had many different forms and
structures. With the publication and distributioh the printed versions, the blues
developed a coherent structure that was later addpg the majority of musicians (see
Oakley 42). On the other hand, the formalizationhef structure and popularity of blues
are also to be credited tace recordsyecords produced for the Afro-American market.
Because of the successddwnhomemusiciansmany Afro-American artists who were
popular within the black community were signed bgard companies lik®keh, Black
Swanor Vocalion (Guralnick 116-117). Before that, the blues formsvelminated by
local traditions but from the 1920s on, popularelslsingers and instrumentalists could
be copied more easily because they were availablghellack and thus the “classical

urban blues” was created (see Baraka 119).

2.4 The musical and textual elements of the Blues

As the blues evolved, performers used a myriadioh$ and textual contents to express
themselves. The musicologist Alfons M. Dauer ideedi over 180 different forms (see
Berendt 216). But eventually the structure was matky a twelve-bar form, consisting
of three lines with the first statement repeatedhi@ second line and a resolution or
supplement given in the third as demonstrated by $tanzas of Robert Johnson's
Walking Blues

®  The legend says that in 1903, when he and his, lhe&nights of Pythiaswere stopping in Tutwiler,

Mississippi, he heard a black musician playinglthges and singing “Going where the Southern cross
the Dog” which is a reference to the railroad lifff.he Dog” stands for “Yellow Dog”, which is a
slang expression for the Yazoo Delta Line) (seeatick, 12). The blues singer was sliding a knife o
the strings of his guitar. Handy was a trained wiasi who, when he first heard this raw rural blues,
could look back on thirty years” of band experiende was a multifaceted musician, touring with
different minstrels bands like tiidabama Minstrel Unitor theW. A. Maharas Minstrelg/hich had a
highly eclectic repertoire - they played everythingm marches to overtures. (see Malone 44) Handy
later became the bandleader of #eights of Phythiasand after encountering the blues he started
orchestrating local blues tunes.
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| woke up this mornin', feelin' round for my shoes
Woke this mornin' feelin round for my shoes
But you know by that, | got these old walkin' blues

Well, some people tell me that the worried bluedt diad
Some people tell me that these old worried oldhia't bad
It's the worst old feelin’, | most ever had

Regarding the text, the blues is a reflection o tlie and difficulties the black
population experienced. After the long anticipageshncipation and the great hopes that
were attached to it, there was a cruel waking upttfie former slaves (see Cobb 278).
Frustrations stemming from the continuous enduraofcaliscrimination and abuse
needed an outlet and it was the blues that helpedticulate this experience. Naturally,
this form of music was highly individualized and @mnal because it was also directed
at an audience that shared many of the experientethe musicians. But most
importantly, the blues was played to both divertl muse the listener; it may have
evolved out of a context of pain and poverty buvas not sad. The listeners wanted to
dance and have a good time and therefore, musibih$o be entertainers (see Malone
40). The writer Langston Hughes identifies the blas a source of inspiration for his
poetry: “I tried to write poems like the songs tlsang on Seventh Street (Washington),
gay songs because you had to be gay or die; sa$ $@mcause you couldn't help being
sad sometimes. But gay or sad, you kept on living ywu kept on going.” (Hughes
guoted in KentHughes22)

The early blues texts were composed of spontaneenses, dealing with everyday life.
Other verses apparently came from a more traditistogk, consisting of old folk song
lyrics, whilst others drew their material from pdguusongs of the time, like “ragtime”
song$ that workers would have heard at house partig¢skerjoints. Later texts became
more personal, describing one's own feelings amemances. But once a blues tune is
composed, it does not mean that the text has baentp its definite form: a song could
begin with a fairly fixed opening verse, then theger could improvise and cite from

other blues songs (see Harris 189). The versesv@mmhave a non-logical structure - the

Ragtime: a piano - based, predominantly composée where the left hand beats out a percussive
rhythm and the right hand plays a syncopated meRdgtime is not improvised as jazz and blues and
often consists of parts arranged in consecutiverdikle piano music of the ¥entury. (Berendt 21;
Malone 39)
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singer is free to operate. Blind Lemon Jeffersdyris of just one blues, for instance,
can range from loneliness, traveling, sexual imterse to marriage (Kengughes30).
As the railroad system developed, many of the textded to deal with leaving the Deep
South and moving northward in search of a better Ii

Took my baby to meet the morning train

Took my baby to meet the morning train

And the blues came down baby like showers of rain

(Charley PattonPony Bluey

or:

Got the blues, can't be satisfied

Got the blues, can't be satisfied

Keep the blues I'll catch that train and ride

(Mississippi John HurGot the Blues, Can't be Satisfjed

For families, leaving the South was a difficult @&mn, particularly because many
parents did not want to uproot their children aretevclinging to the hope for a better
crop in the following season, which would enablenthto become independent from the
landowners and to buy their own stretch of landrédwer, it was costly to move and
therefore beyond the means of many who had no &docar experience apart from
farming (see Cobb 284). Aside from the ramblingebluthe principal theme of the
country blues and virtually all other blues was itten-woman (sexual) relationship.

Been down hearted baby, ever since the day we met

Been down hearted baby, ever since the day we met

Our love is nothing but the blues,

Baby how blue can you get

You're evil when I'm with you and you are jealousanw we're apart
You're evil when I'm with you and you are jealousenw we're apart
How blue can you get baby,

The answer is right in my unhappy heart

(B. B King, How Blue Can You Ggt

Other themes like riding the train, leaving towmahcial problems, work trouble,

loneliness, alcohol etc. boiled down to this onetice theme of concern (see Oakley 55)
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Three quarters of the recorded blues songs focuglationships, on leaving, on being

left, on being mistreated, cheated on, on sadpesisusy and the hope that the partner
would come back. Sometimes it would deal with araget violence as well (see Oakley

56-57).

The blues draws a very authentic and emotionaupgcbf the musician and his/her
surroundings. Many musicians like John Lee Hookerewautodidacts and could not
even read music - but that was not necessarilyaeger needed. Many listeners with a
classical western trained ear might perceive thesloices “as harsh and rasping which
is attributed to a deficiency of musical schoollmg not to a desire to deliberately use
this effect.” (Baraka 44, my translation) Afro-Anmean music has a different cultural
background than western classical or folk music #rel performers favor different
ideals, forms and styles to articulate themselireshe case of the blues the emotional
expression is paramount and it does not aim atymiog art but a soulful and

spontaneous reflection of feeling (see Baraka 44-45

2.5 The further development of the Blues

During World-War I, migration to the North incredsdue to war-time labour shortage.
People from the Delta and the central Deep SouBfilatfama, Mississippi and Louisiana
followed the railroads to Chicago, Detroit and @ewnd. Big companies like the Ford
Company employed a huge number of Afro-Americard [@aid them, compared to the
southern standards, relatively good wages. Withdiearture from the South and the
adoption of a new life style in the industrial tasynthe black society changed
considerably. This also affected the blues (sealat03) and gradually the urban blues
developed in the decade 1910-1920. Urban bluesansigle detached from the fields,
the individual expression of music, and was set anmore professional and
commercialized level. It reflected the new selfstousness and the new way of life in
the urban surroundings. In 1920 the first bluesmiog was produced. Mamie Smith, a
black singer with a vaudeville and cabaret backgdouecordedCrazy Blues”, which
was a huge success. Many companies began to siglacipfemale singers like Bessie
Smith or Ma Rainey, anthce recordsbecame financially highly profitable enterprise.
The classical blues sound was almost exclusivehafe and urban, existing side-by-side
with the country blues style that was male domitased rural and which soon
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afterwards was followed the urban blues' path tht recording industry (see Oakley
76)

In 1929, the economy crashed and record companitxed the harsh impact of the
crisis. Nightclubs and cabarets had to close dowchthe number of recording sessions
decreased drastically. The urban blues era canatend. In the South, the country
blues remained popular, and since many bluesmenredntée the north and started
playing in bands there, a new style eventually geddrthe electric blues. (see Guralnick
19-24). During post war era many other differegtest like theBoogie-Woogiga piano
based blues fornRhythm and Blues, Rock and Roll, Soul, Fand Blues Rockvere
created. Blues also became an integral part of4aaebop in particular reclaims blues
and included it in the standard repertoire (likeaflie Parker'sNow's the Time,

Thelonious Monk'8lue Monk etc.).
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3 Jazz

3.1 Origins of Jazz

Similar to the blues, no exact date or place canpimgointed with regard to the
emergence of jazz due to the absence of writt@owiemporary recordings. Not even the
origin of the word “jazz’can be adequately explaink can only be said with certainty
that the rural South and the southeast of the Orfiates played a decisive role in the
shaping of jazz that presumably emerged in thedastde of the {century, In this
process New Orleans can be highlighted as an eanlter with its unique amalgamation
of Afro-American and white American musical elengetiiat were constitutive for jazz.
This was due to the extraordinary heterogeneityhiwithe new Orleans population,
which was composed of a high percentage of fordases along with French, Irish and
German immigrants and Creoles. The term “Creolesambiguous and stands in this
context for the descendants of white upper class amel black women. This last group
has been brought up like legitimate children, eimgya European style education - also
musical education - and has gained civil and econoights, which secured its members
high positions in the social as well as the culthrararchy. All these groups mentioned
brought their own musical backgrounds into the mit(see Jost 17-30), and thus jazz
was influenced by a wide spectrum of musical formBom the Afro-American work
songs, shouts and the blues, to dance and entagmainmusic, including ragtime or
minstrels. European dance and folk music, classreijious and military music of the
omnipresent brass bands, too, helped to createc@ssful popular music genre (see
Berendt 24).

3.2 The musical and textual elements of Jazz

Like the blues, jazz emphasizes individualism. Pleeformer is at the same
time composer, shaping the music into style anchféx traditional melody or
harmonic framework may serve as a takeoff pointifgprovisation, but it is
the personality of the player and the way he imew that produces the
music. Like the blues tune, the pre-existent cdrenosical material used by
jazz players is generally short. The length of jeez piece derives from the
repetition of the basic material. (Southern 376)
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An important feature of early jazz of the 1920s was collective improvisation where
the soloists in the band (cornet, clarinet, anantrone) improvised together and thus
created a balanced whole. With Louis Armstrong lisdgroupHot Five who performed

in the late 1920s, the soloist was backed by thed bend took on an increasingly
prominent role (see Baraka 170). The rhythm sectmmally consisted of drums, banjo,
bass and guitar. Later the piano was added, timeptibegan to replace the cornet and
the saxophones replaced the clarinets.

Another feature of jazz is interpretation. Unlikeestern classical music where a
homogeneous, standardized sound is important, jemtures authenticity and
expressiveness. The author Ralph Ellison, who hadiesi music at Tuskegee College,
reflects:
These jazzmen, many of them now world-famous, liweth and for music
intensely. Their driving motivation was neither negmor fame, but the will to
achieve the most eloquent expression of the ideatiens through the
technical mastery of their instruments [...] and ¢inee and takes, the subtle
rhythmical shaping and blending of idea, tone andgination demanded of
group improvisation. The delicate balance betwedrong individual
personality and group during these early jam sasswas a marvel of social
organization. | had learned too that the end ofhadl discipline and technical
mastery was the desire to express an affirmativeaftidife through its musical
tradition and that this tradition insisted that leaotist achieve his creativity

within its frame. He must learn the best of thetpasd add to it his personal
vision. (Living with Music in Cataliotti 121)

After a few notes, the listener of a jazz recoreh cay with great certainty which
musician is playing. With an orchestra it is muehrder to say who the conductor is or
who plays the first violin (see Berendt 198). Iratiarf helps to make a sound more
personal, the note does not have to have perfettt put can be bended — a method that
was introduced by southern jazz bands and wasdcdilgt” playing; the blues, too, uses
this element (see appendix) (see Southern 376 .-3#& musician Garvin Bushell
explains: “We later absorbed it [the blues] frore 8outhern musicians we heard, but it
wasn't original with us. We didn't put that quadttamne pitch in the music the way the
Southerners did. Up north we learned toward ragtowception — a lot of notes” (see
Bushell 19). Along with improvisation, and a peraband authentic sound there is a third

feature, namely, phrasing, which has its origirtha black heritage (see Berendt 200).

8 Intonation: a manner of producing or uttering ®respecially with regard to accuracy of pitche(se

www.answer.com)
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Phrasing means to rhythmically place a phtas® a musical context. The jazz musician
has uncountable possibilities of incorporating dridher interpretation of a phrase into a
chord progression, and the way musicians choose titeases also define their

individual sound.

Concerning the texts, jazz standards cover manygday everyday life but in contrast to
the blues, jazz texts do not express matters asidodlly and forthrightly. While the
blues does not shrink from bringing up topics diseand unadorned, jazz often limits
itself to describing romantic love like Fly me to the Moon:

Fly me to the moon and let me play among the stars

Let me see what spring is like on Jupiter and Mars

In other words: hold my hand

In other words: darling kiss me

Fill my heart with song and let me sing forever enor
You are all | long for, all | worship and adore.

In other words: please be true

In other words: | love you

(Fly me to the MoorBart Howard)

Problems in relationships are described too, butainharmless and tame way.
Commonplaces and well known phrases are used teseaand divert the listener whereas
religious, political and social allusions are searthis may be due to the fact that jazz
has an urban origin, where it has been played iblipwplaces like brothels and
barrelhouses right from the beginning in contrasthte blues that was created in the
private space. Moreover, jazz has not been develbpendividuals like the blues but by
Big Bandsand smaller ensembles, like the jazz combo (rhygbation with horns). They
commercialized the music sooner and wanted to tanmdooth black and white audiences

and thus the texts deal with neutral and inoffemsnatters.

3.3 Development of Jazz

An important pre-condition for the development azj was the Civil War and the

° Phrase: a tone sequence, built from figures, restand cells that has a complete musical sensg of i

own. (see Korff 162)
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abolition of slavery. After the Civil War, the cles had to face an abrupt loss of
privileges. The plantation owners and ex-slave éisldsoon torpedoed attempts at full
civil rights and every person with black ancestargl relations had to face racial

discrimination. A reluctant approach of the welliedted creoles towards blacks took
place. In both cultures music played an eminer, ralbeit with a different accentuation,

and because of this convergence each group aciualfiged from the other. Musicians

trained in classical repertory and able to readwant® music, soon played together with

autodidacts who improvised and used syncopatiomari€ial beneficiaries of this new

style, however, often were white musicians. Thepldshed themselves in the business
and in 1923 theOriginal Dixieland Jass Bandgonsisting only of white musicians,

recorded the first jazz album ever (see Jost 17-39)

With the migration of blacks to the north, jazz wdisseminated all over the United

States and its first station was Chicago. Like &luazz in the 1920s underwent a
professionalization due to the abundance of patkntbs it offered. An increasing

number of night clubs offered live music since oker-boxes or radios were available.
The type of the part-time musician, who had a ragdhy job to earn his or her bread,
was found less frequently in towns because pleigy tpr both backs and whites were
available. Moreover, the status of full-time muars - who in earlier times were seen as
dubious and shady characters at best - improveithelse years “black musicians of New
Orleans in the diaspora formed a strongly integrag®up with a distinctive feeling of

community” (Jost 45, my translation). At the endlod 1920s the jazz scene shifted from

Chicago to New York.

The expansion of jazz throughout the United Stateéke 1920s was fueled by
various impulses: the great migration of the blpokulation, [...] the traveling

shows, circus orchestras and riverboat bands; ealytthe media like radio

and records that had developed with immense vehesremd now transported
the new musical ideas even into the remotest backinres. (Jost 56, my
translation)

At the end of the decade New York became the cefttbe music industry and jazz
musicians, seeking a better income and fame, mawdte city. For black musicians,
Harlem was the center because almost all of theniment night clubs and therefore
engagements could be found there. For the blackbitdnts of Harlem, however, many
of the clubs were not accessible because they sefgeegated and only open to white

customers (see Jost 56-65). With the Great Demmestiie speedy life style of the 1920s
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slowed down and the audience craved for a moretifsental and restrained” (Jost 73,
my transcription) kind of dance music, that cleddyored the white kind of jazz with
moderate black elements. This style was cadlwithg. The wordswing actually has two
meanings: it denotes a rhythmically formative eletmaf jazZ° and it names the most
prominent jazz style of the 1930s. It is said thattermswing,that gave this musical era
its name, derives from Duke Ellington's famous jsiandardit Don't Mean a Thing if it
Ain't Got That SwingBig Bands, which played dance music and prefetined32 bars
popular songs of the time, came into fashion aricdsgocessful throughout the States and
even Europe. Although black musicians contributechuye share to jazz, mixed
orchestras and bands were almost non-existent. VBeeny Goodman brought Teddy
Wilson into his trio in 1935, he was the first whibandleader to hire a black musician
(see Southern 395). Even then, full emancipatioly @ook place on stage. White
musicians still occupied the lucrative studio jettsle blacks were underrepresented on
records. In segregated clubs, artists could perfoun after the show they were not
allowed to mix with the audience and were forcedtry backstage. The musical corset
of the swing big bands imposed heavy restrictiamshe creativity of the musicians. The
role of the entertainer and band member with omtyitéd possibility of individual
expression soon frustrated many and “after housiees’ became popular. There, the
bebopwasdeveloped (see Berendt 36)

The jazz combo was predominant and African elemiks“the rhythmic complexity
and the blues feeling” (Jost 90, my translatiorgt thad been suppressed by swing
enjoyed a comeback. Moreover, it was an instrunhestide without the so-called
“crooners” - romantic jazz singers who were poptule decade before - and if bebop
featured vocals, the voice functioned as instrumeend the singers scattédin the
beginning, bebop records actually shocked the aodidecause this new style was so
completely different from swingBebop,for many, was inaccessible at first and since it
clearly did not want to be dance mudicwas often rejected (see Jost 77-96). For the
biased listener, this style was characterized byaus phrasing, by tearing the melody
apart and leaving out every unnecessary note (seenBt 36). But it put the musician in
the centre of the music again and createdattiist as opposed to thentertainer.As
artists, the performers felt that they did not bgldo the usual crowd anymore and

10 swing rhythm: gets its dynamic because of theaigrway of accentuation (the second of two noted
eights is delayed). (see Korff 208)
' To scat: vocal improvisation with meaninglessatylés, which often imitates the sounds of instrumen
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success was not defined by the approval of theeaadi but by the acceptance of the
fellow bebop musicians! The adoption of the role of the outsider, [...] natly
influenced their [the musician's] mentality anditheay of thinking but shaped their
actions and their ways” (Jost 102, my translatiém).“in-group” evolved where fashion
and bop-talk was significant. Drug addiction alszdme a big issue in the bebop scene.
Drugs like alcohol and marijuana had been a path@imusical life right from the start,
but then heroin took over and many musicians redied in order to cope with the stress

of being “on the road” and to stabilize their erootl balance (see Jost 105-112).

Many life-style facets of thboppersas they were called, were taken over by the outside
white culture and their impact was felt especiafiyliterature. TheBeatnikslike Jack
Kerouac, Allan Ginsberg or William Burroughs in veeoliterary works music played an
important role, “protested against the uniformifyttte personality, culture and everyday
life, the pursuit of material prosperity and thesHu self-satisfied life of the despised
bourgeoise, thequares.”(Jost 116, my translation).

The white beboppers were as removed from socieNegsoes, but as a matter

of choice. The important idea here is that the @husicians and other young

whites who associated themselves with the Negraanigentified the Negro

with this separation, this nonconformity, thoughcourse, the Negro himself

had no choice. But the young Negro musician offthées began to realize

that merely by being a Negro in America, omas a nonconformist. (Baraka
188)

Whites, musicians and writers among them, feltteeldo the beboppers; Charlie Parker,
Thelonious Monk, Dizzy Gillespie, Miles Davies aAd Blakey became iconic figures
and role models (see Jost 113-117). The boppers ween as nonconformists who
separated themselves from the others. Other writertsbelonging to the Beatniks, set
their stories in the jazz scene, using the featafdhis special community but they also
showed parameters of the outside world that inftednthe protagonists like in “Sonny's
Blues” that will be discussed later. After the egsrce of bebop in the 1940s, jazz
generated other distinctive stylésard Bop, Cool Jazz, Latin, Fusieand many more.
Unfortunately, the framework of this thesis doeslaave enough space for more detailed
dwelling upon these musical genres. For the tesisudsed, the knowledge of the social
and musical background from the 1920s to the 198l0&e sufficient.
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4 The significance of music and musicians in Afro-Amecan
fiction from the 1840s to the 1930s

4.1 Early autobiographies and fiction

As explained above, music has always occupied &ratemwle in Afro-American life.
This fact is also reflected in literature, as musithin the oral African tradition has
historically been used both as an assertive modxmfession and to construct identity
(see Campbell and Kean 78). The depiction of Afronekican music, like blues, jazz and
ragtime and the music scene with its protagonisés, changed in time since it was
subjected to the same social and political pressAfeo-Americans themselves were
dealing with. Five of the six texts that will beadyred in this thesis were composed by
Afro-American authors, therefore chapters 4. andr8.devoted to a brief review of the
role of music in Afro-American fiction from the ndte of the 18 century to the 1980s
in order to portray the shift of codes and theed#ht symbolic presentations of music

and musicians in literature.

When Africans were brought to the United Statesy tWere striving to find a voice to
counteract the denial of their history, identitgligion, humanity and language.
American slaves lost their culture and mother tendgoecause of the forced
amalgamation of the various African tribes and gbparation of families. Gobel in this
context refers to a “forced cultural amnesia” (J6b8). Since no other channels of
communication were available to them, their waya$sing on their culture was orally
shaped and expressed through songs and storiesC@eebell and Kean 79-81).
Bontemps describes the situation as follows: “Dertiee ABC's, sensible blacks fell
back on the oral traditions of their forefathersAfrica and created folk music, the
spirituals, and adapted to their new situation fihig tales from Africa.” (Bontemps
Narrativesintroduction xvi) Despite the absence of handedrdtraditions and formal
education, Afro-Americans managed to generate a kied of music, an independent
form of expression, which, soon after emancipatioecame so successful that it was

absorbed into the American mainstream.

In the autobiographies, historiographies and fictiy Afro-American authors in the %9
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century, music is an integral element. First trackshe depiction of Afro-American
music can be found islave narrativesvhich were immensely popular in their tithe
The firstslave narrativewas published already in 176Gnd the genre continued to be
of relevance till the end of the Civil War and begiqBontempsGreat Slave Narratives
introduction xii-xvii). For Afro-American writers fofiction in the 28" century these
narratives were very influential:
From the narratives came the spirit and the wtadind the angle of vision
responsible for the most effective prose writing ldgck American writers
from William Wells Brown to Charles W. Chesnutiprin W. E. B. Du Bois to
Richard Wright, Ralph Ellison and James Baldwin. n§€nously or

unconsciously, all of these reveal in their writingdebt to the narratives.
(BontempsSlave Narrativegntroduction x)

Typical for these narratives is the structure inclththe tale of suffering and subsequent
deliverance is presented with an autobiographiagd&aobel 49). Out of the abundance
of works available, with regard to the music présdnonly three narratives will be
mentioned as examples. Frederick Douglass' Naerafithelife of Frederick Douglass.
An American Slavépublished in 1845) devotes several passagesetontsic of the
slaves and explains its importance for personatesgion and its function as outlet for
feelings (see Cataliotti 4-7). The depiction of mualso has a political aim and is
programmatically used to attack the inhumanity @Every and its effects on the
individual.

Slaves sing most when they are most unhappy. Tingssof the slaves

represent the sorrow of his heart; and he is retldwy them, only as an aching
heart is relieved by its tears. [...] | have of@mg to drown my sorrow but
seldom to express my happiness. (Douglass quotedsslen 34)

He further explains that “every tone was a testiynagainst slavery, and a prayer to God
for deliverance from chains.” He criticizes whit@sintaining the brutality of slavery,
the hypocrisy of the American democracy and Clamsty, the violation of the family
and the dehumanization of the masters (Cataliite, Songstroductionx).

Solomon Northup'Swelve Years a Slaypublished in 1853) offers an unusual plot for a

slave narrative. Instead of the usually depictedgsiie from slavery to freedom, he tells

12 TheNarrative of Solomon Northujer example sold 27.000 copies in 1853 and 18%84Faaderick
DouglasNarrativehad achieved seven editions after its publicatiobd54. (Bontemps GSN,
introduction xviii)

The Uncommon Sufferance and Surprising Deliverafid@&iton Hammon, a Negro MaBontemps
GSN, introduction xii)

13
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his story of being freeborn in New York and beirgdsinto slavery. Northup was a
musician himself, an accomplished fiddler, who Hmen kidnapped and brought to
Louisiana. He tells of the communal music and taecés of the slaves and gives first-
hand descriptions of the music he encounters (sealiGtti 6). Northup explains about
the life-saving importance of his fiddle: “Had ibtinbeen for my beloved fiddle, |
scarcely can conceive how | could have enduredathg years of bondage.” (Northup
guoted in CataliottiThe Music6). In William Wells Brown'Narrative of William Wells
Brown. A Fugitive Slavépublished in 1847) the author inserts lyrics l@ve songs.
Using this technique, he is able to point out theelty and injustice of the slavery
system in a far more effective manner than by symplating specific incidents (see
Cataliotti 12). Furthermore, Henry Bibb and Harrdgtcobs should be mentioned as

prominent writers of slave narratives.

Summing up, it can be said that music in the steareatives illustrates the importance of
music in the lives of black men and women as a m@drexpressing themselves and
coping with their situation. Moreover, music is ds&s a statement against slavery and it

decries the brutality of the South.

After the Civil War and due to the abolition of way, the realization of the promises of
emancipation replaced the tales of flights to thethN The writers after the war were
intent on achieving social change and equal rigihtsegard to education, politics and
social status; they were, like the author Charlediam Chesnutt, determined to
accomplish this aim by writing fiction (see EnsskE®65). Furthermore, fiction was
used to portray blacks authentically and to cléaf ithe stereotypes that prevailed in
white prose. Thus Afro-Americans were able to beeamware of their history and
identity was created. The writer Pauline Hopkinplaxs:
Fiction is of great value to any people as a pkeser religious, political and
social. It is a record of growth and developmeatfrgeneration to generation.
No one will do this for us, we must ourselves depethe men and women
who will faithfully portray the innermost though#md feelings of the Negro
with all the fire and romance which lie dormantaar history, and, as yet,

unrecognized by writers of the Anglo-Saxon raceogkins quoted in Ensslen
83)

Early examples of Afro-American novels are Williavlells Brown's Clotel, or the
President's Daughtgi1853) and Harriet Wilson®ur Nig (1859) in which the influence

of the slave narrative can still be felt (see G&Bl As music was part of everyday life
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and reflected the changes in society, it is onlyra that it left an imprint on literature.
Therefore, at the beginning of the™6entury, authors like Pauline Hopkins and Paul
Lawrence Dunbar, to name just two, integrated Afmerican music into their fiction. It
functions as “a link of the cultural expression thkir African and American past”
(Cataliotti 36). Hopkins, it€ontending Forcegpublished in 1900, uses music to express
the slaves' awareness of their situation and tjeetren of their exploitation. But she
also emphasizes the emergence of cultural prideecomg the originality of their art
that slowly awakes in Afro-Americans and which méluenced by but which is not a
product of white training and therefore is a ueiqultural achievement (see Cataliotti
29-37). Dunbar, infhe Sport of the Godpublished in 1902, introduces, like Hopkins,
the “professional” musician - the musician who isleato make a living out of
performing Afro-American art. This demonstrates sluecess of ragtime, spirituals and
blues with the white audience at least in metrgaslilike New York. This fact created
pride and opportunity in a world where possibiitwere otherwise limited and allowed

social advancement.

From the turn of the century on, the music creasd Afro-Americans became
increasingly popular. For the black population, mwgas not only an important part of
daily family and church life; it was played in cklhouse parties and the like and was an
essential part of leisure time. In addition it dedbthem to express their feelings and
thoughts and music opened the doors for Afro-Anagscto pursue a career as musicians
that made it possible to earn a living (see Catal®?-41). With this success and its
recognition by the white man, this music also bezansymbol for blackness with all the
implications entailed. As Cataliotti states:

Even though different forms appeal to differentgdepAfrican-Americans are

aware of the music's function as a touchstonedoial identity and recognize

the expressiveness, the inventiveness and théeresilthat enables the music
to renew itself. (CataliottiMusic Introduction x)

New York emerged as the centre of music and cuitutiee United States: theatre shows
and musicals were produced there and agenciesatetb¢heir offices to New York.
Many of the migrants from the South headed towérde Big Apple” in order to try
their luck in show business. Ragtime became adasand white and mixed clubs also
employed blues and jazz musicians for entertainniéaturally Afro-American authors

incorporated this recognition of music into theatibnal works. Many musicians were
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successful in their field thus showing the blackoaunity that “black artists could make
advances for themselves and for their race.” (Dus RBpoted in Cataliotti 72) This
development became a main target for writers, Viaussts and musicians in the first
decades of the century and was mirrored in the mew of the Harlem Renaissance,
where artists strove to improve the situation @fclkk. Music was one tool to achieve
this aim:

While music is an outlet for the individual, cre@tiexpression that can open

up opportunities and enable an artist to rise alpbwesical limitations, it also

provides a means for the uplift of the race and thubverts the racial status
quo in the twentieth-century America (Catalidiiysic 73).

4.2 The Harlem Renaissance

The term Harlem Renaissance refers to the culagtitities of Afro-Americans in New
York City during the 1920s and 1930s. Historiand &terary scholars disagree about
when exactly it started. One of its notable figuisia Bontemps, explains in his book
Harlem Renaissance Remembetkdt the movement was first publicly recognized in
1924. With the publishing of Claude McKayi®me to Harlen{1928) and his own work
God Sends Sunda1931) Bontemps felt that “the golden days werenejo(see
Bontemps 26). Other sources date the Renaissamwedye1917/1919 and 1930/1932.
(see Spencer, introduction xxi). Harlem played aseatial role at that time. As Alain
LeRoy Locke (publisher of the volumiéhe New Negrd observes, Manhattan not only
had the “largest Negro community in the world, the first concentration in history of
so many diverse elements of Negro life” (Locke gdoin Huggins, 49). Peasants from
the South but also students, business men, woaketsartists, all converged on Harlem,
attracted by the possibilities of a big city. Instltlimate, “a spiritual coming of age”
(Locke 56) of the Afro-Americans took place and wdhsplayed by a “remarkable
outpouring of literature, art and music” (see HmggB). The Harlem Renaissance not
only stood for the artistic output of the Afro-Anean intellectuals in New York, it also
aimed at a “vindication of the Negro” (a term calri®y Locke, see Spencer introduction,
xv). At the beginning of the Zdcentury, Afro-Americans became more self-confidant
regard to racial consciousness; they were demantheg legal rights and their
integration into American democracy. Therefore,rtit@/ement stands for more than just

the actual works of art it produced, and when aniafytexts of that period, one has to
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keep in mind that political and social standpoiplsy an important role and influence

the representation of life, music and the musiciarigtion (see Huggins 4-5).

A new consciousness emerged — blacks demandedlyoparticipate in society since
they fully carried out their duties to the statel dhis attitude was already voiced at the
beginning of the century. Important and influentithors, who preceded as well as
initiated the movement, were Booker T. Washingtatt \wis novelUp from Slaveryand
W.E.B. Du Bois, who published the magazirtee Crisis.With Du Bois' bookThe Souls
of Black Folk(1903), a statement against cultural suppressias made. Along with
James Weldon Johnson, the author ofAbwbiography of an Ex-Colored Mabyu Bois
was an important path-maker for the Harlem Renacsand established much of the
foundation for the artistic impulses to come (se¢aliotti 73). Johnson's work was first
anonymously published in 1912 and republished uh@ereal name in 1927 when the
Harlem Renaissance was already in full swing. “Majootives important to an
understanding of the Negro Renaissance were presenthis work” (Spencer
introduction, xvi), like defining oneself withinwahite society. He writes:

It is a struggle; for though the white man of theuth may be too proud to

admit it, he is, nevertheless, using in the contestbest energies; he is

devoting to it the greater part of his thought amdch of his endeavor. The

South to-day stands panting and almost breathtessifs exertions. And how

the scene of the struggle has shifted! The bat#le fivst waged over the right

of the Negro to be classed as a human being watuh later, as to whether he

had sufficient intellect to master even the ruditeesf learning; and to-day it
is being fought out over his social recognitiomhidson, Chapter V online)

The black community felt that whites wanted to kekp Negro “in his place” and

certainly Jim Crow laws successfully helped to kindeconomic and social

advancement. Johnson analyses the deep gulf betMa@ek and white and the envy of
white men of what blacks could achieve if they lllad same opportunities: “I am in
grave doubt as to whether the greater part of lsgaon in the South is caused by the
whites having a natural antipathy to Negroes asc®,ror an acquired antipathy to
Negroes in certain relations to themselves” (Johnsbapter V). Africans were defined
as inferior human beings and this system of dowdiggathe abilities and talents of
Afro-Americans helped whites to maintain their giaio power and thus to exploit them
economically (see Campbell and Keen 79). The mesnbethe Harlem Renaissance
fought against that conception of inferiority anged their literature as mouthpiece
against the stereotyped “aunties” and “uncles”, d@es” and coon characters which
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were so persistent in American culture. Music was important factor for the

recognition by the white society and the realizatd their aims.

Generally, the Harlem Renaissance used and wasoxadp by and
accompanied by music. The music of the black tmesdtews, the dance music
of the cabarets, the blues and ragtime of the gasids and rent parties, the
spiritual and the art songs of the recital and edandalls all created an
ambience for Renaissance activity and contempla{i®pencer, introduction
Xviii)

Johnson uses music to portray black society, tlegirs and struggles. He had written
lyrics for vaudeville songs and plays before wgtimovels and was on the pulse of time
concerning the emerging ragtime and blues (seeléfn88). He portrays popular music
of the time, folk-derived music, as inspiration fafrican-American artists and as a
means to enter a professional career. For him,rfalkic was something to be proud of
and nothing to be looked down upon, like many Wdattiemselves did. This kind of
popular music, he thought, was in no way comparabtk the socially accepted and
approved high art. Nevertheless, Johnson realikesmany authors of the Renaissance,

that the popular music of Afro-Americans was an zinghachievement. He writes:

It is my opinion that the colored people of thisintry have done four things
which refute the oft advanced theory that theyarebsolutely inferior race,
which demonstrates that they have originality antstec conception; and,
what is more, the power of creating that which taffuence and appeal
universally. The first two of these are the UnclenRis stories, collected by
Joel Chandler Harris, and the Jubilee songs, t@iwttie Fisk singers made
the public and the skilled musicians of both Am&ramd Europe listen. The
other two are ragtime music and the cake-walk. N® who has travelled can
guestion the world-conquering influence of ragtina@d | do not think it
would be an exaggeration to say that in EuropdJthieed States is popularly
known better by ragtime than by anything else & peoduced in a generation.
In Paris they call it American music. [...] These bower forms of art, but they
give evidence of a power that will some day be i@ppio the higher forms. In
this measure, at least, and aside from the nunfig@mominent individuals the
colored people of the United States have produttedrace has been a world
influence; and all of the Indians between Alaskd Batagonia haven't done as
much. (Johnson, chapter V)

In the 1920s whites became aware of and interastélde musical activities of Afro-
Americans and black cultur&huffle Along,an Afro-American musical, was a major

success on Broadway in 1921. This show, produceittew and performed by Afro-
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Americans” caught the attention of the general public aiitiated the beginning of the
“lazz age” (Wintz 147-152). Innumerable shows falém this first success and white
people began to come to Harlem in droves. Jazzsdtublarlem flourished and attracted
an increasing number of white costumers, albeit Wit disapproval of blacks since the
“tourists”, as they were called, literally annexbeé clubs and shut the black costumers
out. Harlem night life became very commercial ameteéfore the “Harlemites” organized
their entertainment on a more private basis. Hoase parties began to flourish, where
guests could enjoy the evening among themselvd®utitbeing stared at and where jazz
and blues were vital ingredients of the entertami{see HughesBig Seal76-181).
Also literature by Afro-Americans enjoyed wider ogaoition. Arna Bontemps

remembers:

Nigger Heavel? remained for month on best-seller lists, and wtiles
continued Harlem was discovered by the local, malioand international
smart set. They came in droves, as we sometimedrsay Park Avenue as
well as from abroad, and from remote parts of tlsntry. And, significantly,
this influx brought on phase two of the Harlem Rssance, the phase in
which the travail of the young black artists caudgii attention of more
mature, more “professional” whites and became astiexogue with the
cognoscenti. (Bontemps 24)

“Now books by Negro authors were being publishethwinuch greater frequency and
more publicity than ever before or since in histpiyangston Hughes reflects in his
autobiography Big Seal78). After authors like W.E.B. Du Bois and Janvésldon
Johnson, young artists like Countee Cullen, Jdssiget, Zora Neale Hurston, Claude
McKay, Nella Larson, along with Langston Hughes &dlolph Fisher, to whom the
following two chapters are devoted, took over tbeng and transformed their ideals and
ideas into a movement known as tharlem Renaissancén their books, race and self-

definition are the issues:

Afro American identity was then, as it is now, ajongpreoccupation with
black artists and writers. To be black in a whiteisty, African in the
“western world”, raised perplexing problems. Theespion, “who am |, this
Afro-American, this new man,” is a black versiontbe general American
question. (Huggins 11)

14" Shuffle Alongvas directed by the famous Hall Johnson and Will&rant Still. The music was written
by Eubie Blake and Noble Sissle. Florance Millsnal other stars, starred in the musical (see Hyghes
Big Seal75).

Nigger Heaverwas written 1926 by Carl Van Vechten, a white @ritvho was in close contact with

the members of the Harlem Renaissance.

15
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As to the success of the Harlem Renaissance, ésaigmt prevails among authors and
scholars. For a period of approximately ten yeatsn the “Negro was en vogu¥’'a
brisk cultural exchange between whites and blaock&k tplace, enabling many Afro-
American artists to publish their works. Criticgae that this movement was no self-
contained achievement, but that it was dominatedlinjes who had the financial means
to support artists and to influence them. Many avsitwere accused of catering for a
white audience, imitating its style of writing. Lgston Hughes articulated his view on

the end of the Renaissance as follows:

| was there. | had a swell time while it lasted.t Buhought it wouldn't last

long. [...] For how could a large and enthusiastiecnber of people be crazy
about Negroes forever? But some Harlemites thodghatmillennium had

come. They thought the race problem had at last bekred through Art plus
Gladys Bentley. They were sure the New Negro waoeddl a new life from

then on on green pastures of tolerance created dynt€e Cullen, Ethel

Waters, Claude McKay, Duke Ellington, Bojanglesd #&tan Locke. [...] The

ordinary Negro hadn't heard of the Negro RenaissaAnd if they had, it

hadn't raised their wages anBid Seal78)

With the depression, the interest in Afro-Amerititéerature abated and the second phase
of the Renaissance came to an end, revealing the peejudices blacks had to put up
with as before. Economic and political disadvantafighe black population had not
been solved, but perhaps a new self assertivenéss e educated class had evolved
and the racial question, the question of identlg problems blacks encountered in a
white society had been investigated more intengitlghn ever. Apart from presenting
the “Negro” in a different light and trying to biusaside preconceived ideas and
prejudices of whites, the works of the authors cdetlie everyday life of the various
social classes of Afro-Americans in Harlem. Therefthey function as documents of the
time, as a depiction of social realities of a mityorMusicians play an important role
since their music seems to be as new and thrilsghe newly adopted attitude of the
protagonists of the Harlem Renaissance. They mamew life style, a new self-image
and a counter-concept to the white puritan idealmerica.

8 This phrase was coined by Langston Hughes inthisbéographyThe Big Sea.
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5 Common Meter by Rudolph Fisher

The short story “Common Meter” first appeared ie Baltimore Afro-Americain 1930.

It was later republished in the collection “City Biefuge” named after Fisher's first
published short story in 1925 (see Lobbermann R8ylolph Fisher is one of the notable
artists of the Harlem Renaissance, a formally édimtellectual with degrees in art and
medicine. After studying biology at Brown Univegsibhe went on to Howard University
Medical School and finally opened a practice in Néwk. While in medical school, he

successfully started writing stories and laid thenidation for his writing career. Due to
his premature death at the age of thirty-sevenliteisary output has been rather slim,
consisting of two novels, various short stories arittles (see Tignor 87). Yet Langston
Hughes ranks Rudolph Fisher “among the wittieste ab exchange barbs with Alain

Locke” (Joseph McLaren 12). He explains: “His toaguas flavored with the sharpest
and saltiest humor. He and Alain Locke togetherewgreat for intellectual wise-

cracking. | used to wish | could talk like RudolBtsher.” (Tignor 86)

Harlem is at the centre of Fisher's fiction. Hizels and short stories are set exclusively
in this part of New York (LOobbermann 98) where hesdibes black social life and
everyday situations in Harlem's barbershops, clascleafes and dance halls of the
lower working class (see Chander 163-167). Hisiesoare full of realistic details that
give the reader a sense of the habits within thisrovuniverse. Ensslen attests him
therefore a “special mastery in comprehending $ospaces” (Ensslen 110, my
translation). In his work he demonstrates famityawith all social stratums and presents
a “wide-ranging social panorama” (Ensslen 110, ragglation). L6bbermann warns that
the reader should not expect an accurate portfattanlem in Fisher's prose - Fisher
rather tends to affirms the stereotyped pictureaaly existing in the reader's mind and
seasons his fiction with a strong dose of irony abgurdity. In contrast to other authors
of the Harlem Renaissance, who tried to promote gicture of an intellectual und
progressive Harlem, Fisher depicts a Harlem withtslpeculiarities, its multifaceted
inhabitants and slang expressions. He is partiguiaterested in thdlack vernacular

like “playing the dozeng”, the talk of distinct social and professional grewsuch as

7 *The Dozens" are an elaborate insult contest. Ralkizer insulting an opponent directly, a contestant

derides members of the opponent's family, usualiyntother. The dozens has its origins in the slave
trade of New Orleans where deformed slaves — giyeslaves punished with dismemberment for
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musicians, but also in everyday conversations, whie pointedly portrays i@ommon
Meter (see Lébbermann 100-102). Fisher, who is acquaiwitdevery class, gives an
“insider's view of Harlem and of the race, his dbtd and sophisticated treatment of his
subject, and his inclusion of a glossary of Harlsen®r those who did not understand it
opened up the black life of New York to the untiéd” (Tignor 91).

In his fiction, music plays an important role iretiportrayal life of Afro-Americans.

McCluskey, in his introduction to Fishe@sty of Refugefinds that Fisher uses music as
an active force, sometimes as foreshadowing, agant or as a metaphor. Music is not
only a backdrop but gives an insight into a tramsftion. The 1920s brought a change
for Afro-Americans in society and economy and witla racial awareness which was
also reflected in music. The author strove to edfthe forms and expressions of folk
culture to picture the complexity of black urbaigrt) life (McCluskey, introduction xi-

xii). Fisher had a sound knowledge in this fieldcg he regularly visited all the black

clubs:

In the late 1920s, during late evenings with higevar friends, Fisher visited

the many cabarets, speakeasies, nightclubs, aateteen Harlem. According

to his widow, they would visit the Savoy, "espelyialn bad nights” to listen

to music. All the while Fisher would be observingentally noting the

conversations and gestures of those in the audiéioluskey, introduction

XVii)
His familiarity with all the cafes and cabaretsalso demonstrated in his famous essay
named “The Caucasian storms Harlem”. Fisher givedetailed description of the
abundance of clubs at the time of the first Worldr\Whe Cotton Club, the Lybia, the
Capitol, the Oriental and many others were visibgdthe black in-crowd. Not many
whites, or so-called ‘'fays' (ofays), were seeneth&his territory belonged solely to the
inhabitants of Harlem. As Fisher puts it, “neved avhite guests come to the Oriental
except as guests of Negroes”. And if they did, tthen“group of ‘fays would huddle and
grin and think they were having a wild time” or “re@'t any too comfortable” at all (see
Caucasian76-77). The author James Baldwin later explaiesittimacy and the social

importance such clubs provided:

disobedience — were grouped in lots of a "cheajlbfor sale to slave owners. For a black to bd sol
as part of the "dozens" was the lowest blow possilfseehttp://www.louisianafolklife.org/LT/Articles
Essays/creole_art_african_am_oral.html)
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They know, on one level, everything concerning eattter that there is to
know: they are all black. And this produces an aphere of freedom, which
Is exactly real as the limits which have made gtessary. And what they don't
know about each other, like who works where and steeps with whom,

doesn't matter. No one gives a damn [...] in the .chid one gives a damn
because they know exactly how rough it is out thareen the club gates
close. Color 676)

The story “Common Meter” is set in the “Arcadia”’,hage ball room in Harlem and
consists of two parts. It starts with an eveningerehtwo bands are hired to entertain the
all-black audience. Right at the beginning Fisiioiduces the crowd: “People. Flesh. A
fly-thick jam of dancers on the floor, grimly josid) each other, a milling herd of thirsty-
eyed boys [...] a congregation of languid girls [...]restless multitude of empty-
romance hungry lives.” (CM 13) He portrays his pguinists, the two bandleaders, with
great humor. Bus Williams with his Blue Devils (ttegm blues is said to originate from
“blue devils”) with his brown countenance and rouade is well liked by the crowd.
His antagonist Fess Baxter is portrayed as a “@ieewred” (ibid.), ignorant
womanizer; nevertheless, he, too, has a successféstra which is popular with the

audience.

Fisher manages to compose a setting everybodymdida with in Harlem. His two
exaggerated characters and the setting conveyié and energetic picture of Harlem.
Fisher articulates the color conception in the 92§ a reflection of a the awareness of
racial problems transferred from the experiencestofe America into the black society.
A hierarchy with the individuals of the fairest cplexion on top mirrors the wish for
accommodation to the white society. Men, as tlosysshows, are fascinated by women
with amber or yellow skin. On the other hand, baake proud of their culture and their
achievements, therefore the fair skin-color of Heaster in the context of the story is
used pejoratively. “The snobbery around skin-colsuterrifying. The light-skins and
browns look down on the black; by some friendshifth ofaysare not tolerated” (see
Cunard 130). Langston Hughes, in his eslag Negro Artist and the Racial Mountain,
describes the grotesque color situation as indidtg whites and carried on by blacks:
“Father is often dark but he has usually marriesl lightest woman he could find. The
family attends a fashionable church where few yeadlored faces are to be found. And

they themselves draw a color lineRgcial Mountain306)

Jean Ambrose, an amber skinned young hostess, bscii@ object of rivalry between
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the two conducters. Baxter informs his trumpet etayerry Parker about his interest in
her. Bus Williams has also developed a liking feard but has far more serious intentions
than Fess. Jean at first avoids any closer comtdhtthe musicians and tries to stay
aloof. When Bus has to go on stage and Fess triyingpproach Jean, he lets his
orchestra play a blues. Fisher depicts the weigtitthe importance the blues has for the
audience. The people understand the emotional ingratits powerful expression and
react to it:

The blues were low down, the nakedest of jazz &esef periodic wails

against a background of steady, slow rhythm, eacimghng pulse descending

inevitably, like leaden strokes of fate. Bus founohself singing the words of
the grief-stricken lamentation:

Trouble-trouble has followed me all my days
Trouble-trouble has followed me all days
Seems like trouble gonna follow me always

The mob demanded an encore, a mob that knew is lalnd liked them blue.
Bus complied. Each refrain became bluer as it veagylst up by a different
voice: the wailing clarinet, the weeping C sax, theaning B-flat sax, the
trombone, and Bus' own plaintive tenor [...]. (CM 18)

Fisher is very interesting for the music-adoringder because of the vivid depiction of
the musical performance and the communication withe band. In his story the reader
almost participates in the dance and gets to knbat w was like to have a good time in
a ballroom in the “roaring twenties”. But underlgirthis depiction there are also
exaggeration and irony used to portray this “imniopdace. A substantial part of his

story consists of dialogues and conversations nmgothe vernacular of the crowd as
well as the “hipster talk” of musicians who are centrated on performing but

experienced and versed enough to have a chat osideevithout making mistakes or

missing a bar.

The next scene affirms Fisher's talent for insgréomical scenes into his short fiction:
when it is Fess Baxter's turn to play again with band, Bus Williams overhears his
conversation with Perry Parker in which he boabtsuaa woman who had apparently
fallen for him. Believing they are talking aboutadeWilliams, Bus runs across the
platform and starts a fight with Baxter. He attabks and forces him to reveal the name
of the lady who fortunately turns out to be onlylldeGrey. The atmosphere is very

tense and in order to cool down the hotheads, Wheep of the club proposes a band
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contest: “Listen. You birds fight it out with thefazz sticks, y'a hear? Them's your
weapons.” (CM 19) The winner can look forward te tward - the “lovin' cup” and,

presumably, the undivided attention of Jean Amhrose

The second part of the story depicts the nighthef ¢ontest. The two orchestras are
introduced to the audience and the rules are engdlaiEach orchestra will play three
songs in different styles and the band who evelytuateives the longest total applause
for all three performances wins the cup. For Budli&s, rhythm is paramount in his
music, the most important device for arrangingdiexes. Unfortunately, during the first
number, the band realizes that the drums had besrpoiated and cannot be used for
the contest. The people stop dancing since theisstauments are not backed by the
throbbing beat of the snare and bass drum. Baxitsups a different recipe for winning:
“Contrary to Bus Williams' philosophy, Baxter camsied rhythm a mere rack upon
which to hang his tonal tricks.” (CM 24) His arrangent ofJean, my Jears "delirious
with strange harmonies, iridescent with odd colmarges, and its very flamboyance, its
musical fine-writing and conceits delighted the dams.” (CM 25) With that strategy -
and with knifing the opponent's drum sheets - heoidfident to win. His plan seems to
bear fruits, the people applaud his orchestra ailéhiis' men are discouraged. But the
final piece each band has to play is a blues acldaihges everything. Due to the absence
of drums, following Jean's advice, Bus turns higeblinto a shout (which actually has a
long tradition in African-American religious serelc He makes his men stamp their feet

and he chooses the famous St. Louis Blues to fisrlutk around:
Clarinets wailed, saxophones moaned, trumpets wegiichedly, trombones
laughed bitterly, even the great bass horn sobliwdally from the depths.
And so perfectly did the misery in the music exprége actual despair of the
situation that the crowd was caught from the st&obn dancers closed their

eyes, forgot their jostling neighbors, lost themesslbodily in the easy sway of
that fateful measure [...] (CM 26)

Fisher subsequently describes the impact the lalnéshe stamping of feet and clapping
has on the crowd. The blues was very popular in®29s; it was around that time that
the first blues record was released and the colnhiigs was soon afterwards adopted for
the cabaret stage. In spite of the new interpetatit never lost its emotional core.

Connecting the blues with the shout shows the liakkto the Afro-American heritage:

They had been rocked thus before, this multitugke fiundred years ago they
had swayed to that same slow fateful measurendiftheir lamentation to
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heaven, pounding the earth with their feet, seekimgmercy of a new God
through the medium of an old rhythm, zoom-zoom. yrhad rocked so a
thousand years in a city whose walls were jungigehding the wrath of a
terrible black God who spoke in storm and pestigiiad swayed and wailed
to that same slow period. [...] Not a sound butearotion that laid hold of
their bodies and swung them into the past. Bluésvdown blues indeed —
blues that reached their souls' depths. (CM 26)

Here the blues evokes the times of slavery and,eweithe sub-conscience of the
audience, points to the African past of their atarss their musical traditions that were
transferred to America. Underlying all harmonicorations that were made in the new
world, there is this ancient rhythm, the most int@ot ingredient of the blues. Without
the shuffling rhythm, the significant beat, theddwcannot unfold its power. Eubie Blake,
the composer of the musicahuffle Alongdescribes the impact of rhythm:

“You know rhythm is the most - rhythm and laughisghe most contagious

thing in the world. I'm not a scientist, but I'nysgy that on my own. [...] See,

you don't have to have music. You can use a tom-émything. Just watch the

audience. See, that's how contagious rhythm is d.langhing.” (Huggins
338)

Fisher goes on describing the intensity of a blpegormance. Once the audience is
caught in that sorrowful feeling, the music staot®pen the flood gates and releases all
emotions. The listeners are able to participatdat process and under the guidance of
the band they let go of their suppressed sentimmmdsare thus able to expurgate their
souls. This fervor, released by the “common mettrg beat of the blues, reaches a
climax, where everyone joins the pulse and “becoores with the music and further,
one with a collective past.” (McCluskey, introdweti xxvi) After the culmination it

subsides into a relaxed and renewed spirit.

The rhythm persisted, the unfaltering common mete¢he blues, the blueness
itself, the sorrow, the despair, began to give wayope. [...] The deep and
regular impulses now vibrated like nearing thundemighty, inescapable, all-
embracing dominance, stressed by the contrastmd-tane; an all-pervading
atmosphere through which soared wild-winged birdRapturously,
rhapsodically, the number rose to madness andeaheight of its madness,
burst into sudden silence. lllusion broke. (CM 2g§-2

This collective experience of setting the emotifnee has a healing and strengthening
power. Insofar, Fisher's comparison of the anaieythm to religion, to a god, is not far-
fetched and is truly legitimate. Each side had be@mowing from the other as Nancy
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Cunard®, a white writer and publisher, who was closelytetl with African-American
writers and artists, aptly describes. She remembeeyival meeting with Rev. Cullen
(the father of the poet Countee Cullen), which lgaeat similarities with the
performance of profane blues described by Fisher:
They begin beat time with their feet too. The “#pirs coming with the
volume of sound. [...] the singing gets intensertdo@ating all around now,
bodies swaying, and clapping of hands in unison} The foot-beat becomes
a stamp [...] vibrating ecstasy. [...] It is impossilite convey the scale of
these immense sound-waves and rhythmical undeesuf@ne is transported
completely. It has nothing to do with God, but wlifie — a collective life for
which | know no name. The people are entirely duhemselves — and then,

suddenly, the music stops, calm comes immediatieigrlem Reviewed 126-
127)

After this communal, spiritual and almost religiaegerience nothing could compare —
Baxter's “subordination of rhythm to tone, his eéxabloring, all were useless in a low-
down blues” (CM 28). Although he knows that he katually been beaten, the total
applause for the three songs that he has been gia&es him the winner of the cup.
Under the protest of the crowd to which Williamsummer reveals the manipulated
drums, Baxter hands the cup to Jean Ambrose. ¥as the trophy and presents it to

Bus with the audience running wild.

In this short story, Fisher gives us a stunninggimsinto a world that is completely
different from everyday experience of Afro-AmerisanThe blues and jazz had
undergone an amazing development and had beconteopdine big entertainment
business that was created by and catered for blddkeg with the success of these
styles, the labour-situation of musicians changethining a job in an orchestra like
Baxter's or Williams' made it possible to makevanty and to abandon day jobs. But not
only financial security made the profession des&rabthe publicity did as well. Band
leaders and their musicians stood in the limeligiiike many other jobs, appreciation -
but surely also criticism — followed immediatelyteafthe performance; feedback was
instantly given by the crowd and that enabled thusioian to develop a completely new

self-confidence.

At the beginning of the “jazz age” many Afro-Ameit musicians were untrained and

had no formal education, but they were familiarhrmehurch music, blues and ragtime

18 Nancy Cunard: 1896-1965. (see cup.columbia.ed&/B@8-0-231-13938-0/nancy-cunard)
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from their early years on. Eubie Blake rememberanrinterview with Nathan Huggins
his first encounters with Jazz: “I am 90 year @ldd | heard that music when | was 5 or
6 years old: the band coming up the streets inBait, the colored bands. They would
go to a funeral. [...] Whatever they played going, thiey played the same thing coming
back, but to ragtime.” (Huggins 338) Many orchestt@ders did not demand that their
band members be able to read music. Therefore begammusician was a dream that
could be put into practice as long as the musiealirig and talent for the instrument
were provided. This enabled artists like Louis Aimmisg or Duke Ellington, who had
almost no musical education, to enter the scenditindzz up to higher grounds. The
musicians in both orchestras symbolize this newe tgp musician, who, due to the
financial improvement but also the approval by bblacks and whites, gains a new
assertiveness. I@ommon MetelFisher highlights the vernacular of the workingsd
attending such dances. With great humor he depicisicians as womanizers with a
certain amount of charm but also tendency to sassirwhen talking to women. The
women, on the other hand, are not shy either aad@ck at repartee.

“You look like a full course dinner — and I'm stads”
“Hold the personalities, papa.”
“No stuff. Wish | could raise a loan on you. Balwhat a role I'd tote.”

“Thanks. Look at the farmer over there hootin' ithwSister Full-bosom. Boy,
what a side show they'd make!”

“Yeah. But what I'm lookin' for is a leadin’ lady.”
“Yeah, | got a picture of any lady leadin' you armnasre.”
“You could, Jean.”

“Be yourself brother.” (CM 15)

Fisher constructs his story around the two contrgstharacters and solves the conflict
by letting the good win over the bad. He descrithes ability of Afro-Americans to

improvise in music as well as in life and paint&\ad picture of the scene in the 1920s,
but apart from depicting the black life-style argfnacular of his time, he also affirms
the importance of music in the community. Clubxtrie churches, are the social centers
in Harlem, they are “where it's at”, where everypadeets, and there the communal

memory is expressed by the blues, the testimorthefwhole race. The blues with its
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rhythm seems to be like a heartbeat accompanying-Afericans for generation, and
strengthening their corporate spirit. The musicibage the duty to let this memory stay

alive and keep it real.

Whites quickly became interested in cabarets. lhe*TCaucasian Storms Harlem”,
Fisher explains that African-American entertainmevds absorbed into American
culture and the clubs literally were invaded by tei The situation was now reversed —
not whites were the exceptions in the club but kdaand Harlem became a centre of
white entertainment and exploitation. The autharasnally found himself to be the
only black visitor in a formerly black nightclub éie was stared at. Fisher resents this
“taking-over”, the piling into a black domain anldetinterest in “those special Negro
features which have a particular and peculiar dppé@aucasians79). A new
fascination for “African-primitive” art and formsf @xpression was spreading among
whites. White modernists, tired of western repressiivilization, saw Harlem as an
exotic jungle, where the taboos of white societyen@verruled. Whites were fascinated
by the fervor, the intensity and enjoyment blac&s@ut of their music, but they did not
realize that Harlem soon commercialized this “ptiviem” and eventually provided
guests with a picture of the jungle they expectedseée (Lobbermann 95-96). The
majority of the white audience never revised thpjudices. “From all the time the
Negro has entertained the whites, but never beamgtit of by this type as possibly a
social equal” (Cunard 126). Soon blacks were ngdéomdmitted into their most favorite
haunts any more and therefore abandoned their olutrsler to seek their entertainment
elsewhere. Nevertheless, Fisher concludes his esghythe hope that this interest
signifies that whites were at least learning toagpthe (musical) language of Afro-
Americans. In spite of Fisher's popularity during hfetime and importance for the
Harlem Renaissance, his works were almost forgottetii 1959 when Sterling A.

Brown from Howard University initiated new studigsout the author.

Wealthy whites soon became attentive to the taleh#fro-Americans and started to
support artists as their patrons. The huge publerést in Afro-American art opened
immense possibilities, for its creators, not omyfinancially terms, but also in form of
publications and a wider (white) readership. Ondhe hand, such a symbiosis enabled
artists to pursue a musical career; on the othed e patrons held influence over their
artistic activities and could push them in a certdirection due to the monetary

dependency. The next short story, written by Lamystiughes, reflects the white-black
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power-relationship mirrored in the field of music.
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6 The Blues I'm Playing by Langston Hughes

Langston Hughes, a leading member of the HarlemaRsance, became famous for his
blues and jazz poetry. But apart from his lyricalrks he was also an accomplished and
versatile author of plays and novels, who becameslikknown essayist, movie script
writer, translator and librettist. Moreover, he alsucceeded in writing short stories.
“The Blues I'm Playing” appeared in Hughes' firsbg-story collectionThe Ways of
White Folksin 1934 (Miller Works, introduction xi). This collection comprises stories
dealing with the relationship between blacks andeglusing irony and sarcasm in order
to express the “predicament of African Americansthie United States — where the
difference between the perception of “white folksiid the reality experienced by
African Americans was so great that an ironic \siwas less a matter of aesthetic
choice than one of everyday fact” (Ostrom 6). Theuadity and dishonesty that often
characterize the interaction between blacks andtewhare central in his stories
(Bevilacque,DLB 143-145) Social criticism runs through all therg® where Hughes
demonstrates how racism operates with violencedimedt mistreatment of blacks. But
he also shows the polite condescension of whites alfjectify blacks and patronize
them, as inThe Blues I'm Playing.\What was clear, however, was Hughes' acute interest
in the question of social justice, as well as himgathetic feelings for the poor and
downtrodden.” (Rampersand, introducti@ollected Works 152) Hughes criticizes the
status quo of racial relationships and writes s dBsay entitletly America “All over
America, against the Negro, there has been an edormlor line of such severity that
since the Civil War we have been kept most effetyivas a racial group, in the lowest

economic brackets” (Hughes quoted in Ostrom 77).

Afro-American folk-derived music such as jazz aridel is an important factor in his
output, dominant in his poetry but also in his shfiction. He experienced the
emergence and the consequent success of these atglavas impressed by their social
impact. Blues and jazz became metaphors for affignai separate identity within a white
surrounding. Apart from their community-forming penvhe incorporated them because
of the rhythmical structure. Jazz, with its ownffmmon meter”, the swing phrasing, was
immensely suitable for his poetry. Hughes also lipomated the blues stanza with its

special form. In the mid-1950s he wrote:
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Jazz seeps into words - spelled out words. NeldgreA is influenced by jazz,
Ralph Ellison is, too. Sartre, too. Jaques Prelust of the best writers today
are. [...] Me as the public, my dot in the middl& was fifty years ago, the
first time | heard the blues on Independence Aveimu&ansas City. Then
State Street in Chicago. Then Harlem in the twentigth J.P. And J.C.

Johnson and Fats and Willie the Lion and Nappy iptaypiano - with the

blues running all up and down the keyboard throthghragtime and the jazz.
(see Ostrom 74)

Hughes speaks of the “undertow of black music wghrhythm that never betrays you,
its strength like the beat of the human hearthisor and its rooted power” (Kent,
Hughes22).

Blues as form of expression but also as meansrofifig a statement in white America
can be found inThe Blues I'm PlayingHughes tells the story about the relationship
between Oceola Jones, a young black pianist limiigarlem, and Mrs. Dora Ellsworth,
a wealthy white patron. Oceola is a member of tlaldin music scene and Harlem
community, trained in classical but also in poputarsic, teaching pupils, rehearsing a
church choir and playing almost nightly at housetipa or dances. She leads an
independent life devoid of major financial problemMsmusic critic, Ormond Hunter,
recommends her to Mrs. Ellsworth, an immensely nathow who has no children and
who invests her money in young artists. At firsieGla is not interested in giving up her
independence, but Mrs. Ellsworth is determinedakether “under her wings”; she
arranges a teacher, buys a grand piano and sugpartsubstantially for many years.
Oceola at first seems to mistrust this extraordirggnerosity “for she had never met
anybody interested in pure art before. Just to ibengthings forart's sakeseemed
suspicious” Blues,63). As the relationship develops, it becomes dieat the patron is
not only interested in supporting her protégéedis in reshaping her art and her life.
Mrs. Ellsworth is captivated by the musician Oceata her talent for playing the piano,
but she also perceives her as something exotiegard to sexuality. “Mrs. Ellsworth
couldn't recall ever having known a single Negréobein her whole life, so she found
Oceola fascinating.”She did not know why she waes rtiost interesting of her artists
“unless it was that Oceola really was talented;lbr alive, and that she looked like
nothing Mrs. Ellsworth had ever been near befotehSa rich velvet black, and such a
hard young body”Blues65-69). To fill the gap of her ignorance of bldif& and culture
she tells her housekeeper to order a book calleggt Heaven” and everything about
Harlem. “She made a mental note that she must gharp sometime, for she had never
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yet seen the dark section of New YorBles65).

By giving her a monthly cheque which enables Océwlstudy without having to teach
pupils and drill the choir, her patron tries todurer out of her black community. Mrs.
Ellsworth thus interferes with her private life.Stents an apartment on the Left Bank
and arranges for her to study abroad for a whilethiermore, she wants Oceola to play
only classical music and abandon entirely her waankcerning jazz and blues — she only
appreciates spirituals, which she sometimes rebsavgth her protegée. Oceola, on the
other hand, likes the company of the so-called “tiwwn folks”, the people who enjoy
their gin on Saturday night, the music, the easinbscause that is where she comes
from and they give her the feeling of belongingr Hatron naturally does not approve of
her mingling with the “common element”. SubconsesiguMrs. Ellsworth also “projects
her own fastidiousness and fear of men onto Ocd@atrom 14). The man in Oceola's
life, first introduced as her “flat mate”, fills ¢hpatron with mistrust because art should
suffice for her protégée as it fulfills herself. W¢hMr. Ellsworth is arranging a concert
tour for her, Oceola ends their relationship byidieg to marry and to devote her life to
more than music and art. “When she (Mrs. Ellswosth)y how love had triumphed over
art, she decided, she could no longer influenceofatelife. The period of Oceola was

over” (Blues75).

The story shows parallels to Hughes' own life. tde, like so many others at that time,
had an influential and rich patron. In 1927 he iMe$. Charlotte Osgood Mason, who
also supported the famous writer and sociologistaZdeale Hurston. In 1930 they
determined their relationship. Hughes recalls:
During my last years at Lincoln, one of my week-efiglts to New York, a
friend took me to call on a distinguished and qutéerly white lady who
lived on Park Avenue. [...] | found her instantly oagthe most delightful

women | had ever met, witty and charming, kind agthpathetic, very old
and white-haired but very modern in her ideBsgy Sea234)

Mrs. Osgood Mason offered Hughes to cover Hughgperses in the following
summer, in order to enable him to begin with hisreloNot Without Laughter.
Subsequently, she financed the following years isfvriting and she supported his
family and an intense relationship developed betwikenefactor and writer. “I was
fascinated by her, and | loved her. No one elsedvad been so thoughtful of me, or so

interested in things | wanted to do, or so kind gaderous towards meBig Sea236).
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When Hughes wrote the socially critical poédvertisement for the Waldorf-Astoria,
Mason did not approve of it and from that point ans Hughes sensed a gradual
change in their relationship, which made him feeleasingly insecure.
She possessed the power to control people's liygsk-them up and put them
down when or where she wished. She wanted me tgrhmeitive but
unfortunately, | did not feel the rhythms of thenutive surging through me,
and so | could not live and write as though | dicdinly was an American
Negro - who had loved the surface of Africa - buaswnot Africa. | was
Chicago and Kansas City and Broadway and Harlenmn 8te end it all came

back very near to the old impasse of white and dlegiain, white and Negro -
as do most relationships in AmericBiq Sea242-243)

This was a blow for the author from which he evatiyurecovered, albeit very slowly.
Disillusioned by the true character of this symlsdse writes: “I thought she likeghe
my patron. But | guess she only liked my writingdanot even that any moréBig Sea
245).

The combination of white patron and black artisistittontained preassigned tensions.
This constellation embodied an unequal power kalatiip; the benefactor, on the one
hand, having the means to support the artist's waowk with the artist being wholly
dependent on their good-will, on the other. Expemta on both sides differed
immensely. With regard to music, the situation présd itself as follows: The black
artist in the 1920s usually met with success infigsld of gospel, blues and jazz. Many
black composers did not want to be limited in thaisical expression and composed
works of serious music like Nathaniel D&ttHis sophisticated arrangements and
compositions, often based on spirituals and foliksgs, were criticized for being “too
white” in their style. The white public felt thated was influenced too much by white
culture and that he had become a “westernized Negno forgot his “primitive roots”
and the “racial quality* which, it was thought, keas expected to incorporate in his
work (see Spencer 42). The audience demandedpiniatials of slavery times should be
preserved in their authentic form - they were ngiposed to be transferred into some
refined composition. Whites adored and appreciAfeatAmerican spirituals and songs
but did not allow the artists to move an inch aviiayn their traditional music. “[The
American white people] are very persistent in uggihe Negro to 'stick to them' (the

spirituals), yet they have apparently never entegththe idea of the universal use of the

¥ R. Nathaniel Dett (1882-1943) was one of the nsosicessful black composers He was head of the
Hampton Choir, for which he composed innumerabéegs (see Spencer 38-71).
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songs for worship”, Dett complains (see Spencer BE2)m the reactions of whites,
regarding serious music written by Afro-Americaasge can glimpse the respect for the
craftsmanship of Afro-American composers, but dse aenses their reluctance towards
letting them into a field of classical and abstramisic formerly dominated by whites.
The white society seemed to be displeased withdba of Afro-American composers
composing at the same level or maybe even ovegakiem in an area that was once
reserved for whites only. They tried to “put thegeat his place”. A colleague of Dett,
William Grant Stilf®

became increasingly dismayed by those whites, tii@arcritics among them,

who wanted the new Negro to remain old - those eghivho supported

Negroes working within the musical idioms of therigpal and jazz but cast

'definite aspersions’ on black composers trying riee to a higher
compositional level. (Spencer 85)

Composers thus were motivated to show their abiitpomposing universal music and
their success allowed them, according to Spencéreap glorious revenge” and pay off
an “old and bloody score” (Spencer 56). Becauski®iinyielding attitude towards the
wishes of the Hampton authorities for a more “Nemterpretation” of the spirituals,

Dett broke with his benefactors and supporters $gEcer 63-64).

When the musicians stuck to their jazz and blues, situation was just as tense. As
mentioned before, whites stormed Harlem, fascinatedhe new rhythms, the way of
improvising and interpreting music as well as teersingly carefree life-style, which
was so different from their own. They enjoyed nagtiand blues and here, too, a further
development of these styles was received with tahoe. Still explains: “It is true that
some people incline to 'stereotype’ a Negro compes@ecting him to follow certain
lines, for no sounder reason than that those hme® followed in the past” (Spencer
73). The clubs like th€otton Clubhired bands playing the “jungle styl& emphasizing
the “primitive and exotic character” of the Afro-Asmican. Suddenly a “Negro purity”,
meaning that the Afro-American is uncorrupted bysteen civilization, was discovered
and demanded from artists. Langston Hughes saralgtdescribes this fact and the
bourgeois white attitude towards Blacks living iarlém in his short stor§lave on the

2 Wwilliam Grant Still (1895-1978) was a successflalssical composer but he also arranged for W. C.
Handy, Eubie Blake'sShuffle Alongand wrote film music. Still was the first Afro-Amean to
compose a symphony that was performed by a famgopl®nic orchestra, théfro-American
Symphonyin 1931 (see Spencer 75).

2L Jungle stands for jazz that should symbolize thatie and mystic world of the jungle. The most
striking element of this style was the new growlgmgind of the trumpet.
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Block (in: The Ways of White Folksh young white and wealthy couple, living in
Greenwich Village, pretending to be artists andngbkpride in their relationships with
blacks are the main protagonists. They perceivekblas naive and primitive and yet in
spite of all their outward benevolence they areistac looking down on them in
condescension. They are full of ignorance of theiadorealities of blacks and the
experiences of race discrimination they make edasy Here, Hughes offers a :
critical backward glance at the 'cult of the Negnothe Harlem Renaissance,
especially as it manifested itself in the glorifioa of the primitive, a Freud-
inspired curiosity about the habits and pleasufeéuminhibited” blacks and
the often manipulative interest of white patronsfastering Afro-American
growth. [...] He shrewdly connects the fashionatd@ception of blacks as

exotic primitives to the earlier stereotype of tbentented slave.” (Bevilacque
145)

Langston Hughes also had experienced this demarhe tprimitive” and display an
African culture, although it was obvious that aft@wving lived for centuries in America
the assimilation of blacks into a white society wasvitable. Moreover, the concept of
the “African” is a preconceived, theoretical constr which can never be fulfilled
anyway. InThe Blues I'm PlayingHughes shows a more differentiated and far more
complex picture of the patron-protégée relationsind reverses the conflict. Oceola is
not pushed into playing jazz and blues - quite dbmtrary: it is expected from her to
give up this kind of music and to concentrate ontevhlassical music. Mrs. Ellsworth
seems to be on a mission to redeem her of herakfieritage and to open her mind to
the only true and pure art.
She spent her days practicing, playing for friemdisher patron, going to
concerts, and reading books about music. She ngetohad pupils or
rehearsed the choir, but she still loved to playhimuse parties — for nothing —
now that she no longer needed the money, out @rdbee of jazz. This rather
disturbed Mrs. Ellsworth, who still believed in aftthe old school, portraits

that really and truly looked like people, poems whoature, music that had
soul in it, not syncopatiorB{ues68).

She wants Oceola to sublimate her soul and to igite the higher, more worthy art.
Even blacks had a deprecating opinion about thesblEor a long time it was frowned
upon by decent people and perceived as sinful ntasiegh it was hugely successful
from the 1920s on. Spencer illustrates this attittmdvards popular music with Nathaniel
Dett's experiences: Coming from a “respectable’kgemund himself, Dett understood

that in those days (his youth) black music was gelyeassociated with ragtime which
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was a music intended for dance or to ridicule da@pencer 73). But Oceola grew up

with blues, spirituals and jazz and thus black musiturally belonged in her repertoire.

Hughes presents his heroine as a very talentedlsetvery practical person. She feels
that music should not isolate a person from othetsshould integrate him or her into
the community. For her, music should not be comzkdlehind theoretical ideas - she
prefers the direct approach and the courage tdipeait. Having grown up in adverse
financial conditions she “wouldn't stand looking e stars” Blues 78) as Mrs.
Ellsworth would like her to, but stands with heetfen solid ground:

She met many black Algerian and French West Inditadents, too, and

listened to their interminable arguments, rangiramf Garvey to Picasso to

Spengler to Jean Cocteau, and thought they all beustazy. Why did they or

anybody argue so much about life or art? Oceolelpdived - and loved it.

[...] Only the Marxian students seemed sound to pet, the rest of the

controversies seemed to be based on air. [...] Odeatled most artists, too,

and the wordart in French or English. If you wanted to play thenmar paint
pictures or write books, go ahead! But why talkvaach about it?Elues70)

In this short story blues again plays a specia &d it did in “Common MeterHughes
adds a new component to the significance of theslit functions as counter concept,
standing in opposition to the artificial and inésllual approach of classical (white)
music. He satirizes the, in his opinion, sere amdspired lifestyle of whites which they
are desperate to escape from by storming Harlengatiohg superficially involved with
blacks. Contrariwise, they are afraid of adoptingtsa lifestyle and fear to lose control
and countenance. From the music theoretical pdinti@wv the blues has a simple
harmonic structure; it is straight forward, higldgnotional and unsophisticated, yet not
trivial. Because of Mrs. Ellsworth, Oceola focusssely on classical music in her
training but she always returns to her roots. Intast to classical music, the popular
and sacred music she plays privately has an urivappeal, attractive to the lower and
middle class, which makes it a reflection of urdaack life. It gives her immense
pleasure and freedom of interpretation, and enalesto express her love for life.
Therefore, every once in a while, she plays in €while residing in Paris:
Oceola would take the piano and beat out a blueBrick and the assembled
guests. In her playing of Negro folk music, Ocep&ver doctored it up, or
filled it full of classical runs, or fancy falsise In the blues she made the bass
note throb like tomtoms, the treble cry like litfletes, so deep in the earth and

so high in the sky that they understood everythfgd when the nightclub
crowd would get up and dance to her blues, andk&ncwould yell, “Hey!
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Hey!” Oceola felt as happy as if she were perfogranChopin étude for the
nicely gloved Oh's and Ah'ers in a Crillon Salorugit to Oceola, demanded
movement and expression, dancing and living to glo v (Blues71)

Oceola revolts against the pressure Mrs. Ellswmrtputting on her. It is not a violent
and overt resistance but a subtle and artistic wh&h is no less effective. She makes a
statement by turning her back on the so-calledH'luglture” and embraces her African
heritage by eventually playing the blues to hergmtwho associates Afro-American
folk culture with “low art” and who feels her poviessness in regard to Oceola. This
quiet but determined rebellion tells her:wlill be who | am” in the face of the wealthy
white patron who suggests she should change arinsi her soul (see Ostrom 54).
Hughes deconstructs the pretentious distinctiowden “high” and “low” art, categories
he connects, on the one hand with white hypocrisg esepressed sexuality, and

liveliness, earthiness and integrity represente@bgola on the other (ibid 15).

Oceola gladly gives up her musical career, theopage of Mrs. Ellsworth and the
money connected with it. Enjoying life and givirigdepth means more to her than to
encapsulate herself within a romantic idea of &ytigsvhich has its focus on masterly
technique but offers only loneliness. For a shortef Oceola had taken what Mrs.
Ellsworth had given her - she consumed the lessonwoved her technique and gave
concerts; but she never betrayed her principlesvaawls. Therefore she makes a final
statement at their last meeting: she plays thesblue
And her fingers began to wander slowly up and déenkeyboard, flowing
into the soft and lazy syncopation of a Negro bl@eblues that deepened and
grew into rollicking jazz, than into an earth thbadg rhythm that shook the
lilies in the Persian vases of Mrs. Ellsworth's mu®om. Louder than the
voice of the white woman who cried that Oceola vdeserting beauty,
deserting her real self, deserting her hope intife flood of wild syncopation
filled the house. Then sank into a slow and sindhges with which it had
begun. [...] This is mine....Listen! ...How sad aray/ gt is. Blue and happy-

laughing and crying... How white like you and bldiéle me... How much like
a man... And how much like a womaBles77)

At the end of the story, Oceola emerges as a wdradeunbended character. She does not
assimilate or give in to the demands of her pabmaincherishes her African roots. After
cutting off her ties to Mrs. Ellsworth, her futuree may be economically uncertain but
because of her determined and self-assured beh#veoreader senses that she would

make her way as a musician and as person. She waulg, have children and her art to
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help her live a fulfilled and happy life. She knothsit she is capable of standing on her
own feet. Oceola's rejection of the patronage stiands for her identity. She always had
known where she belonged, but having acceptedfteelwy her patron, she asserts the
value of African art and casts off the narrow digfom of white art. She definitely rejects

the subliminal racism and embraces her sexual amadienal identity (Ostrom 54-55).

Finally, Hughes makes Oceola the organ of his ideesepted by the Harlem
Renaissance. Having written the story in the fyedrs of this movement, it seems that
the author has no idealistic thoughts about “advanthe race” through art. It appears
rather naive to him that art alone could be the sainedy for fighting racism; it is rather
“another instance” of white exploitation (Ostrom)13The Renaissance had come and
gone, leaving Hughes with deep ambivalence abocdh sun artistic movement, the
nature of white artistic patronage [...] and thearection between art, politics and
society.” (Ostrom 5) Oceola formulates her ideasth

And as for the cultured Negroes who were alwaysngagrt would break

down the color lines, art could save the race aeggnt lynchings! “Bunk!”

said Oceola. “Mama and pa were both artists whearite to making music,

and the white folks ran them out of town for beohgssed up in Alabama.

And look at the Jews! Every other artist in the Mfsra Jew, and still folks
hate them.Blues73)

In a community that is politically and economicatlpminated by whites, “where the
desire to pour racial individuality into the moudfl American standardization”, music,
respectively blues and jazz, remain unique formsxpfession. Hughes writes: “But jazz
to me is one of the inherent expressions of Neijgoin America; the eternal tom-tom
beating in the Negro soul - the tom-tom of revgaiast weariness in a white world”.
(Racial Mountair308).
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7 Powerhouse by Eudora Welty

After two Afro-American writers a white author, Eurd Welty, who depicts jazz and
blues musicians in her short story “Powerhouset bel presented. Eudora Welty ranks
among the most successful and acclaimed female iamewriters of the 20 century.
Born in 1909 in the Deep South, she began herngritareer in the 1930s and produced
a comprehensive corpus of work. Her achievements aieeady recognized during her
life time - she was awarded a number of prizes, rmibem the Pulitzer Prize, and
numerous honorary degrees from notable universitsd®e wrote three novels, two
novellas and couple of essays on literary criticibont her focus lay on the short story
which was her major field of work (see Marrs, imtugtion x). Before starting a
professional career as a writer, Welty tried t@lelssh herself as a photographer, inspired
by her father. During the Great Depression, sh& tnemorable photographs of people
from all classes and social backgrounds, partibutarblack people (see Marrs 42). Her
greatest interest lay in writing fiction. Her firstiory, “Death of a Salesman”, appeared in
1936 and was eventually published in 1941 in hest ftory collectionA Curtain of
Green. This collection comprises previously published shstories and includes

“Powerhouse”, one of her most famous works (sediDé&y.

In “Powerhouse” Eudora Welty creates a story arcafezz musician. To her jazz has a
different significance than for the authors disealss the previous chapters. John Panish
emphasizes the importance and the symbolic measfingzz and the depiction of its
performance in Afro-American literature “as a pofuemetaphor for larger issues such
as the historical experience of racism, group soiig the expression of intensely felt
emotions, and the development of an Afro-Americahliuce” (quoted in Bouton 79).
Langston Hughes, for instance, as explained irptheious chapter, repeatedly takes up
the topic of race relationships in America. His ex@nces as a black person shaped his
perception and became part of his everyday redlsturally, these experiences are
expressed in his writing, not only as a reflectodmeality, but also as a reflection of his
concern for making his readers aware of the stnatf blacks. Through fiction the

reader's attention is drawn to the social circuntsta of the black community.

Being born and having lived her life in the Deeuto Welty was frequently confronted

with the reproach that she did not incorporate rasees in her work. In her esdslyist
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the Novelist Crusade8he argues that, for her, portraying the individisathe most
important thing, as well as a diversification of hepics. “When we [Southern fiction
writers] write about people, black or white, in t8euth or anywhere, if the stories are
worth the reading, we are writing about everybo(Bhoenix's Grandso811). Eudora
Welty is aware of race problems in the South aedpitessure they create in the society,
but among the various reasons for not making palitstatements in her fiction, she
mentions the following: “What matters is that aterriis committed to his own moral
principles.” Phoenix's Grandsoi809) Moreover, she argues that a writer should not
“correct and condone, not at all to comfort, butnb@ke what's told alive.” (ibid.)
Therefore “Powerhouse” was not written with a pedit or social intention but to
portray a black bandleader and his musicians torg svhere "two worlds of dream and
actuality are becoming less clearly distinguishdb(éande Kieft quoted in Wakoning
229)

The time span covered by the narration amountstelya couple of hours; the concert
itself. It gives a detailed description of Powerbeuhis habitus as a bandleader and the
way he performs in front of an audience. His bamayp at a white dance in the
segregated South. Right at the beginning, the regeéés a vivid picture of the
protagonist.
He has pale grey eyes, heavy lids, maybe hornyalikeard's, but big glowing
eyes when they're open. He has Africa feet of tleatgst size, stomping both
together on each side of the pedals. He's notldaak - beverage colored -
looks like a preacher when his mouth is shut, bentit opens - fast and
obscene. And his moth is going every minute: like@nkey's when it looks
for something. [...] There he is with his great hefad,stomach, little round

piston legs, and long yellow-sectioned strong bigdrs, at rest about the size
of bananas. (PH 29-30)

Listeners “laughing as if to hide a weakness, salbner or later hand him up a written
request” (PH 30). He does not tell his musiciama@af the songs he intends to play but
gives them a number, a “combination of figures” (BH which could be anything, the
tempo or a secret code that refers to the nextgemzdard. The musicians, all of them
frantic and behaving like children, stop their teation due to the strong and powerful
physical presence of Powerhouse. “His hands owerkdys, he says sternly “You-all
ready? You-all ready to do some serious walkingaits - then, STAMP. Quiet. STAMP,
for the second time. This is absolute.” (PH 31) Tliee band starts playing and when

Powerhouse plays the piano, his whole body is ca@tin music and he is totally
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absorbed in it — it's “the end of any known discie! (ibid.) Powerhouse improvises and

offers his audience, that does not dance but whtehand, a real display of passion:

Powerhouse seems to abandon them all — he hinesetislost — down in the
song, yelling up like somebody in a whirlpool — mptiding them — hailing
them only. But he knows really. He cries out, bet must know exactly.
“Mercy!... What | say!... Yeah!” [...] He's goingouhe keyboard with a few
fingers in a very derogatory triplet-routine, hesgleigher and higher, and then
he looks over the end of the piano, as if oveiifa Blut not in a show-off way

- the song makes him do it. (PH 31)

The audience does not really appreciate his shbey Teel that black musicians should
not make such an effort, “giving all they've gotr fan audience of one... When
somebody, no matter who, gives everything, it madexsple feel ashamed for him.” (PH
32) Powerhouse is the central person of the bahdd®us not the only soloist and he
encourages his fellow-musicians to play a chdrus two. He approves of their

contributions and strengthens feeling of commuwitin the band.

The first part of the story is dedicated to theidgpn of the fascinating musicians and
their way of playing their gig®In the second part Powerhouse gets bored with btieo
requests, the jazz standard “Pagan love song”semth an improvisation on the lyrits.
He introduces his first verse with “You know whaipipened to me? | got a telegram my
wife is dead.” Rather than to take it seriouslylbasidd members encourage him to go on.
“Uh-huh?” They ask: "Gipsy? Why, how come her tedDidn't you just phone her up
in the night last night long distance?” (PH 32-33)e lyrics and the improvisation
Powerhouse uses are in a way reminiscent of Sosé#tDeath Letter Blues® In the
story, dream and reality seem to blur. The musg&dm not appear to be shocked by the
news (as suggested by Wakonig) but join in and séenbe used to that kind

improvisation. Powerhouse carries his idea a bith&r and gives them more

22 A chorus: the form of a jazz standard played tgtoance (normally 16-32 bars long)
% synonym for concert

2 Come with me when moonbeams, hah-hah

Light Tahitian skies

And the starlit waters

Linger in your eyes

Native hills are calling, hah-hah

To them we belong

And we'll cheer each other

With the pagan love song

| got a letter this morning, how do you reckoreiad?
"Oh, hurry, hurry, gal, you love is dead"

| got a letter this morning, how do you reckoneiad?
"Oh, hurry, hurry, gal, your love is dead"

25
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information. He tells them that a certain Uranusogkwood had signed that telegram.
The musicians emphasize his remarks with theiruns¢énts. They shout: “Tell me, tell
me, tell me” (PH 33) and this leads up to the tleindrus and finally to the intermission
at midnight. It is not clear whether Powerhousesimts the story, or if it's partly true, but
nevertheless “the content of his story signals stumeliness within him, the loneliness

of a traveling musician.” (Bouton 82)

During the break the band decides to go to the #WBdfé in Negrotown, a place which
would serve black customers. Valentine and Scaét,niusicians, take Powerhouse's
small change and walk over to the nickelodeon, thhiooks as battered as a slot
machine, and (they) read all the names of the dscout loud.” (PH 36) Within the
black community, the names of the songs are spolenn contrast to the jazz standards
written by whites that are communicated through bers. The nickelodeon
unfortunately doesn't play Powerhouse's requeatdties: “Empty Bed Blues”, a song
by Bessie Smith. Again the protagonist takes uptdlesgram theme. It functions like a
musical riff being varied as the story developse Bhack listeners immediately respond
to his story about his wife missing him, gettingzy and finally jumping out of the
window. The audience “burst into halloos of laughRowerhouse's face looks like a big
hot iron stove” (PH 39). They encourage him andiftesvith “Ya! Ha!”, joining the
story in a “call and response” way. Like a preadineinflames them by his statements,
he is getting them excited by his remarks and theswering. After the story had
reached its climax it subsides slowly. “Everybodythhe room moans with pleasure.”
(PH 40) The waitress asks Powerhouse if his s®ryut he does not answer her and
leaves the Café for the second set of the gig. @oaffers an interesting thought about

the reasons of Powerhouse's ambiguity:

The waitress's doubt reflects just how the primaicyhite written discourse
forces a dominant melody over all dissonant choft® band, who knows
that no written telegram exists, cringes at whawé&bouse might do to
sustain his story. His threat to show written probfa telegram results from
the frustration with these non-believers who fad tnderstand his
signifyin(g)*® Though his intent does not seem as malicious eaatidience,

% Bouton, in her essay, | Gotcha! Signifying and Mus Eudora Welty's “Powerhouse”, adopts the
definiton of signifying from Henry Louis Gates', wtuses the term “to represent the rhetorical
strategies in which black speakers make a “norvg@atianguage their own; signifyin(g) promotes
bonding and community and preserves a black heritagt spans several hundred years. [...] It allows
the speaker to even the playing fields againstr thwiite, governing audience and it enables the
speakers, who ordinarily have no voice, to engagevisionary tactics for the benefit of themselves
and their community. (see Bouton 77)
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he weaves his story to tease a reaction from teeace. (Bouton 85)

For the last time he takes up the theme and anesutiat he would write back a
telegram saying: “What in the hell you're talkinigoat. Don't make any difference. |
gotcha! Name signed: Powerhouse.” (PH 41) As dast away all his doubts concerning
his private life and his relationship with his wifee makes an effort to appear strong and
confident again. The band plays “Somebody Loves ,Maving the big and

“monstrous” Powerhouse wondering: “Maybe it's yo{(PH 43)

The figure of Powerhouse had been inspired by laaréiat, Fats Wallef’ Eudora Welty
explains in an interview how the story came about:
| loved the music of Fats Waller and had all hisords. He played here in
Jackson at a program, sort of like the one, wed#t fike the one | described. |

went and watched him, and | was just captivatedhleypresence, in addition
to the music, which | already knew and was famiNgh. (Penshaw 327)

Unlike Langston Hughes and Rudolph Fisher, who wmeusicians themselves and had
close contact with the jazz scene, Eudora Weltyrmdhusical background, except her
personal listening habits. When she stayed in Nevk Yor a couple of months in the
1930s, she “came to appreciate the world of jazithe African American jazz artists
she had heard at the Cotton Club and Small's R&'a@arrs 40). By that time, the club
had already been abandoned by the notable persesalf the Harlem Renaissance and
by the musicians responsible for the success otlile but nevertheless, Miss Welty
most certainly saw Duke Ellington, Cab Calloway amuimie Lunceford there. In her
story Welty tries to capture the presence and &valer conveyed to her. The same

night of the concert she sat down and wrote itne go:

What | was trying to do was to express somethirapaithe music in the story.
| wanted to express what | thought of as improwsatwhich | was watching
them do, by making him improvise this crazy stavizgich | just made up as |
went. Nothing like that, of course, happened. inditiear anything like that.
But | made it up to illustrate the feeling | gos@nse of among the musicians;
how they talked to each other. [...] | had no ide&ak going to write anything

2" Fats Waller (Thomas Wright Waller), born on May'2D04 was a jazz pianist, organist, composer and
comedic entertainer. He composed famous Jazz sttlke Honeysuckle Rose, Squeeze me, Ain't
Misbehavin'. Fats Waller's big break-through oocedrat a party given by George Gershwin in 1934,
where he delighted the crowd with his piano playangl singing. An executive of Victor Records, who
was at the party, was so impressed that he arrafiogdehts to record with the company. Throughout
the 1930s and early 1940s Fats was radio staregl@y nightclubs and toured Europe. He died
unexpectedly of pneumonia, on board a train neansks City, Missouri, in 1943 (see
http://www.redhotjazz.com/fats.htrf.7. 2010)
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when | went to that. | would've thought, rightlyfydu don't know anything.”
It's true, | didn't. But | was so excited by theeeing, that | wrote it, after | got
home. [...] But | did have the sense to know thatdlveas no use in me trying
to correct or revise or anything. It was that othimoy because it had to be
written at that moment, or not at all. (Panish 328)

Bouton states: “This is as close to performancé/ally can come.” Although she later
revised parts of “Powerhouse” for the collectidrCurtain of Greenthe story is based

on the live performance of that night, incorporgtithe concept of “being in the
moment.” (see Bouton 76) Welty explains that “Pdveeise” is a “one time thing” that
cannot be repeated. Welty was well acquainted Witlller's music but she was not
familiar with the musical practice of improvisatiand the vernacular of Afro-American
musicians was thus unable to create another stihynwthis setting. The author is able
to mimick black forms but is not acquainted enowgth the improvisational skills of

jazz musicians. Yet, Bouton states, “the vibrantyRowerhouse” attests her skills in

incorporating the form of jazz into her fictionibid.)

Eudora Welty's story leaves much space for intéapon - what exactly is truth and
what mere fiction is left for the reader to judde.her essay “Is Phoenix Jackson's
Grandson really dead?” she argues against toeetendd explanations that can mislead
the reader: “It's all right [...] for things to be waththey appear to be, and for words to
mean what they say.” On the other hand ambigugyinaPowerhouse, can be part of
reality and is deliberately used by the author's“lall right too, for words and
appearances to mean more than one thing — ambiguatyact of life.” (Stories 816) In
the end it is left open whether Powerhouse is tblaend his relationship, which is in a

crisis and eventually find a solution that consatés his marriage.
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8 The significance of music and musicians in Afro-Amecan
fiction from the 1940s to the 1980s

The depression may have led to the decline of tiekh Renaissance but the artists had
nevertheless achieved a wider recognition withgrtbommunity as well as among the
white readership — a fact that was often viewedh wistrust and suspicion by the black
readers. In their fiction, Afro-American authordadsished the value of folk culture as a
touchstone for racial identity and pride. Music hdved to be an important factor in
the life of the black community; therefore it waatural that musicians would chose to
develop their music further using the well-knowrkfaraditions of blues, jazz and
gospel as a basis. They “strove to achieve newhteigf emotional expressiveness in
terms of spontaneity and inventiveness, in impetid® and rhythmical interplay.”
(Cataliotti, The Musicl28). Therefore, new approaches towards literatbheg,embraced
the musical traditions and that investigated tHépmrception and political and social

changes, were found.

The blues still played an important role. While tlassic blues declined in popularity,
the country blues got widely recognized also duth&field recordings by Alan Lomax
and others. With the constant migration to themdtte various styles were taken to the
cities and underwent further development. From 1B80s on, jazz, too, became an
integral part of the musical setting in America aflodind its way into mainstream
entertainment aswing In the late 1940s improvisation and a personahddecame the
trademark of musicians who experimented with chmatterns and harmonic structures
thus eventually creating one of the most creativé autstanding forms of jazz, the
bebop.lts most famous exponent was Charlie Paffeho had been referred to more
frequently than any other jazz musician. His sedorhan individual sound and his
swimming against the (musical) current inspirechatg to integrate his personality, his

% Charlie Parker: his nickname was “Bird”. He wasrbm Kansas City in 1920 and died in 1955. At the
age of thirteen he started to play the baritoneghane to which he added the alto as well. Parker
developed a new style of improvising and at firsisveonfronted with fierce criticism. Together with
Dizzy Gillespie and his Charlie Parker Quintet\{ihich he featured the young Miles Davis) he made
landmark recordings for the bebop. Many of Parkedegs have become standards, like “Billie's
Bounce”, “Confirmation”, “Ornithology”, “Anthropolgy”, “Thriving on a Riff’, and “Now's the
Time” to name just a few. He introduced revolutighharmonic ideas including a tonal vocabulary
employing 9ths, 11ths and 13ths of chords, ragidlylied passing chords, and new variants of altered
chords and chord substitutions. He died of a hatack which was probably caused by drug and
alcohol abuse (see Berendt 124-135).
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lifestyle and his attitude towards music into thigstion like James Baldwin did in his
short story “Sonny's Blues”. His innovative apptoaowards music as well as his early
death contributed to his legendary status and dysilarity (see Albert, Introduction xi).
Ralph Ellison considers him to be as importantha tevelopment of jazz as Louis
Armstrong, and states that “he became a centratdigf a cult which glorified in his
escapades no less than in his music” and thatooel gespecially for the white hipsters)
for a “suffering, psychically wounded, law-breakinkfe-affirming hero” (seeOn
Birdwatchingin Shadow and A@22-228).

In the years after the Depression, the acquistidlegal rights was a major concern for
the Afro-Americans and this concern was reflectedhie literary output that followed.
Richard Wright and his contemporaries ushered aptesge of literary production: Afro-
American authors not only strove to present themmunity and their new discovered
pride but tried to make the society aware of racgsrd discrimination. They wanted to
change the situation more radically than the HarlB®naissance attempted to.
(Puschmann-NalenzAfro American Short Storied50) Politically and ideologically
motivated approaches were more appealing thandsihetic and cultural examples of
the Harlem Renaissance and thus the awareness liitgbocorrelations increased
(Ensslen 124). In this chapter an overview of tlestimportant authors and their usage

of music from the 1940s onwards will be given.

8.1 The 1940s and 1950s

In the 1940s a new generation of writers, like RrchWright, Ann Petry, James Baldwin
and Ralph Ellison emerged. Wright, a communist, vemsmissed the work of the
Harlem Renaissance, was convinced that “only thep@ah of a Marxist political
consciousness could allow for any effect or viaddéon by a black man in America”
(Cataliotti, The Music137). In his fiction he uncompromisingly refusesnove the
readers emotionally but instead articulates anrgutc order to shake them and make
them aware of socially generated violence thatctdfehe relationship between black and

white (see Ensslen 128).

His collection ofUncle Tom's Childremndhis novelNative Sorare saturated with black

folk music, the blues, spirituals and worksongst ste music is often presented as an
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insufficient tool — i.e. it has a positive but li@d role in changing the situation of Afro-
Americans and transcending the racial barriers faegd.. “There is an insistence on
Wright's part that music can only provide transesmoe for the black character if it goes
beyond a culturally specific nationalism and embsathe Communist political agenda.”
(Cataliotti, The Music133) InNative SonBigger's (the protagonist's) mother frequently
sings gospels but Christian faith does not helpsberin his struggle and flight. It is his
reflectiveness and the help of the Communist Partpodied by Max, that enables him
to look at his life from a different angle. Thisasso true for his character Sue, in his
short storyBright and Morning StarShe is an old woman who is deeply rooted in the
Christian faith but who eventually sacrifices hee ffor the Communist organization.
Gospels are her musical heritage and provide theristrength that enables her to

undertake her mission but she realizes that shéotesions in order to change things.
He walks wid me, he talks wid me
He tells me Ahm his own..

Guiltily, she stopped and smiled. Looks like Ah pent seem t fergit them ol

songs, no mattah how hard Ah tries... She hasddatimem when she was a
little girl living and working on a farm. Every Maday morning from the corn

and cotton fields the slow strains had floated flwen mother's lips, lonely and
haunting, and later as the years had filled with gae had learned their deep
meaning. Bright and Morning Star’)

In her novel,The StreetAnn Petry drastically portrays the inability of hemotagonist,
Lutie Johnson, to break free of the ghetto and Eddimane life. She fails because of
the inescapable conditions of “the street” thatalisage and inhibit her attempts to
support herself and her son (see Ensslen 148). sisghe mother, living in Harlem
during World War Il., she is under constant thtedbse the ground beneath her feet and
to end on the street. She seizes the opportunibgiofy a singer in a big band and to earn
some extra money but that dream is shattered wthkeecomes obvious that the band
leader does not intend to pay her. Lutie is reduoeatrading good, a sexual object that
can be used by men any time. Unprotected and dg»amglloited, she excludes herself
from the patriarchal system by the murder of hessband as a consequence, pays dearly
for it by being forced to abandon her son (see Gib&-115). Unlike Langston Hughes'
Oceola, she is no spokesperson, no spiritual leater with the help of Afro-American
folk derived music, helps to forge an identity amdsense of pride. “[Lutie] is not

concerned with artistic creativity or communal eegsion or spiritual transcendence.
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Like practical, hard-working Ben Franklin, she seéks position of a vocalist with
Smith's band as purely and simply a job” (Catalidtihe Musicl40). In the novel, black
music again is an ineffective tool to transcendala@conomic and sexual oppression.
Both Wright and Petry portray protagonists, who dnigen by social circumstances into

committing murder.

In Petry's short story “Solo on drums” music ieganted in a more positive light. Her
protagonist Kid becomes a communal spokesman wha#se of his African roots, of
his heritage, and introduces this cultural traditto the audience. Moreover, he uses
music to overcome his personal problems, eventtialis his inner strength and is able
to channel his negative feelings of the separatath his wife into creativity (see
Cataliotti, The Musicl44-146).
He forgot the theater, forgot everything but thands. He was welded to the
drums, sucked inside them. All of him. His pulsatbéie had become part of
the drums. They had become part of him. He maddithelrum rumble and
reverberate. He went a little mad on the big drAgmain and again he filled
the theater with a sound like thunder. The sourdngel to come not from the
drums but from deep inside himself; it was the sbilmat was being wrenched
out of him — a violent, raging roaring sound. Asgued from him he thought,

This is the story of my love, this is the storynoy hate, this is all there is left
of me. (Petry50lo58)

James Baldwin, also a major artist in the 1940sp wicorporated music of Afro-
American descent into his work, will be discussethie following chapter.

In 1952 Ralph Ellison wrote his groundbreaking ndweisible Man The complex and
dense text tells the story of the protagonistss $ifarting from the moment of his high
school graduation in the South to his emigrationtheo Harlem where he decides to
make an inner retreat and becomes an invisible Ragarding communism, the author
is not convinced that it is able to improve thedaiion for blacks.
The protagonist goes overnight from being a favofddalso carefully
governed) student in a black collage in the Sonitheing an unwitting outcast
who is “kept running” through a kaleidoscopic wodtauthoritarian business
organizations and authoritarian political groups) the one hand, and

disorganized but rebellious and explosive individuan the other. He has the
curious attribute of being a misfit everywhere. ¢ke 99)

The work is “an ironic reversal of the coming-ofeagovel” (Ensslen 141) because,

instead of increasing his life- and educationalegigmce, Ellison's protagonist finally
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casts off all the unfeasible roles offered by siyci&llison, who had studied music at
Tuskegee College, Alabama, was an expert in AfrceAcan music, a fact which is
highly visible in many of his ess&ysnd also in the novel he wrote. Musical forms, like
the call and response technique and analogue edialiques are omnipresent (Ensslen
139-142).
The anonymous narrator's encounters with musicodiner expressive forms
of the African-American oral tradition play a sifjoant role in the quest to
figure of trumpeter and vocalist Louis Armstron¢pys a pivotal role in the
narrator's examinations of these identity issudsiih recognize his identity as
black man in America and ultimately grapple witle tthallenge of defining

what it means to be American. Jazz, particularly pinologue and epilogue
that frame the story of his life. (Catalioffihe Musicl43)

In the prologue and epilogue, music, especiallyis dumstrong with hisVhat Did | Do

to Be So Black and Blubat is referred to several times, presents themthgme of the
work. As the protagonist muses: “Perhaps | like isoArmstrong because he's made
poetry out of being invisible. | think it must bedause he's unaware thatifevisible.
And my own grasp of invisibility aids me to undewsd his music.” (IM 8) For the
“invisible man”, Armstrong, with his biography artis improvisational creativity,
functions as role model and as signifier of theigdin-American experience (Cataliotti,
The Music 144-145). Polyrhythm, syncopes, blue ndtethat expand the diatonic
system, improvisation angblaying dirty (introduced by Louis Armstrong) which
revolutionized the established norms of taste, Imegan this novel metaphors for the

fight for freedom of development (see Gobel 59).

Summarizing, one could say, that the impulses wthehHarlem Renaissance initiated,

were aimed at political- and self awareness inl®w0s.

We moved from the posture of Richard Wrigiite Man Listento one of
Black Man Speaks To Black Peopldis is the stage where black American
consciousness overcomes at least the division deace, the twoness in
vision becoming more evident, foregrounded by a agwreness of African
American writers forming a link with Du Bois and @ay back at the
beginning of the century. (Puschmann- NaleAfrp American Short Story
introduction 14)

After the 1950s, the works become more radicaleaslenced by the Black Arts

Movement but they also become more individualisaind the authors started to

2 To be found in the essay collectiBhadow and Act
%0 See Appendix for explanation
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investigate their African roots. Also, due to tmereasing number of female writers,

texts start to focus on the role of women withinérman society.

8.2 1960s to 1980s

From the late 1950s to the end of the 1960s th& Right Movement took place. It was
an effort by Afro-Americans to transcend the limidas of racism and to achieve
equality through political and communal effort. 8abe optimism towards the hope of
achieving a change in the American society vanigtretiwas replaced by a more radical
attitude, embodied in thBlack Powemovement, which had a new definition of African
American identity (see Ensslen 156-157). In literaf this change was reflected by a
“critical, even aggressive approach against thensasf the dominant culturas well as
the recollection of specific Afro-American tradmi®, history and collective norms and
values” (Ensslen 163, my translation). In the 19@@®8lack Arts Movememas formed
and writers like LeRoi Jones a.k.a Amira Barakdocosome extent Henry Dumas made
political statements via their fiction. (see PusenmNalenz,Afro American Short
Stories150)

The writers of the 1960's and 1970's repoliticizled discourse on racism.
They also reformulated it in far more complex terlRacism now belonged to
a larger system of social repression in which ta@&ame one, not necessarily
the most important coordinate. Race, Gender, arassCformed the new
paradigm within which to rethink and rewrite majghminority relations.
(Karrer 3)

Literary productions aimed (in connection to pohlicommitment) at independence and
empowerment, at awareness and celebration of thek liultural heritage and roots.
(Cataliotti, The Music204) Therefore, a new self-perception, that celelraAfro-

American language, music and history, developedhvhontinued to play a pivotal role
in literature. Authors who did not use politicaldigalness concentrated on the oral
tradition, music and magic to depict Afro-Americlamms of expression. This focus on
the history by African-Americans, who were cheated of their cultural heritage and
the representation of history in official books,oped to be paramount for the
construction of group identity and self-discovelfyom the 1970s on, an increase in
feminist literature can be noticed (see Gobel 54 &01). “And gender, defined as

related sex roles of “femininity” and “masculinityemerged as the most powerful
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category to dissect double and even triple reppass{Karrer 2) An erratic increase in
literary output took place and led to a new Remaise which was not only confined to
Harlem but encompassed the entire United States Essslen 159-163). Due to this
abundance of works, only some representative asittealing with music and musicians

can be presented in this thesis.

The approach to a new self-awareness and definibbndentity through a (re-)
constructed history and dealing with one's roots wembraced by, among others,
Margaret Walker. Based on the stories that her gramdmother told her about her
ancestors, she chronicles the lives of the mulsiiitwe woman Wry Brown and the
freeman Randal Ware in her noukibilee(1966). Walker begins each chapter with an
epigraph that is taken from the lyrics of songsvl@ar songs, spirituals, work songs -
folk songs and popular tunes which reflect thegraérole of folk derived music. Wry,
listening to her aunt's singing, learns how musit lselp people deal with their lives and
understands that it functions not only as reliefrfrphysical work but also as a survival
mechanism that gives strength in times of trouBlatgliotti, The Musicl87-192).

With his novel A Drop of PatienceWilliam Melvin Kelly adopts a similar attitude
towards music. He portrays a blind jazz musiciarowies to define his position in
white America and to cope with racism. In comparism Ann Petry's Lutie, he can earn
a living by playing the saxophone. He also expenitmevith sound and creates the new
approach to improvisation, which is modeled after innovative approach of Charlie
Parker in the 1940s. After a personal blow, whiddmhim stop playing his horn, he can
reconnect to his Afro-American culture. For thehaus in the years after the Harlem
Renaissance and the following decades, exploriagdbts, being aware of one's own
history and oral tradition and thus being ableind fdentity, has been crucial (Cataliotti,
The Music192-196).John A. Williams is also an author who uses musi@aaentral
theme in his work. In his novéllight Song(1961) his protagonist is modeled after
Charlie Parker. As well as generating energy anehgth for the community music is

also described as an effective tool for forgingnittg (see Ensslen 170).

Baraka, who initiated the Black Arts Movement isaamninent figure in Afro-American
literature and regarded music as the most impordanstic form of Afro-American
expression. In his short story “The Screemers” tealks with the traditional form of the

short story. The beginning is like a jazz improtima - fragmentary and disjointed - but
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at the end it clearly expresses its massage. Ding istset in the 1950s in a jazz club in
Newark. The saxophonist Lynn Hope plays a powetfiythmical riff that makes the
audience and band follow him into the Newark street
Then Lynn got his riff, that rhythmic figure we kmene would repeat, that
honked note that would be his be his personal atialu of the world. And he
screamed it so that the veins in his face stoodikeitneon. “Uhh, yeh, Uhh,
yeh, Uhh, yeh,” we all screamed to push him furtBerhe opened his eyes for
a second, and really made his move. He looked loigeshoulder at the other

turbans, then marched in time with his riff, on togs across the stag@hé
Screemer266)

They are attacked by the police who interpret tiitatal performance as labour riot,
“nigger strike” or anarchists rampaging through 8teeets. The “sweet” revolution,
carried out by musicians and a peace-loving audiefails to initiate a change. The
participants return to their homes misunderstooatdlidtti, The Songs206-211).
Dumas, in his “Will the Circle Be Unbroken”, hasnare radical approach and goes a bit
further. He sees the Afro-American music as a weaptich in his story is symbolized
in his story by the “lethal vibrations of the neausd” (Will the Circle180). Every white
person, who enters the club and is exposed toitirations, dies. In the story, a black
community is created through music - a new musat Whites don't understand and to
which they are not allowed to have access like thag before. One evening, three
whites demand access to the club. At first theywaamed about the fatal vibrations, but
after displaying a very patronizing attitude anilirig to understand the significance of
the music, they are allowed to enter the club aedesentually executed by the “shock
waves” Will the Circle182).

In the Post Black Arts Movement the representatibmusic continues to play a key
role in fiction. Ishmael Reedzayl Jones, Toni Morrison and finally Alice Walkeo,
whom one of the next chapters is dedicated, areodisnmexponents of that literary
movement. These artists, too, embrace the orat@iritradition and cherish the huge
influence that Afro-American music has on the bladknmunity in regard to identity
and equality. They added magical elements inta fition and female authors started
emphasizing the “womanist” point of view and “canéf rewrote the black experience
in terms of gender, race and class” (Karrer 4).

Reed's multi-faceted novbumbo Jumb@1972) has strands that are not easily put to a

coherent plot. It starts in 1920 in New Orleans almgpicts the struggles of "The
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Wallflower Order”, dedicated to the white traditsoand culture, against the "Jes Grew"
virus, the *“(dis)embodiment of the creative enemy the African oral tradition”
(Cataliotti, The Songsr). Black creativity expressed bjes Grew,who disclose a
conspiracy of thevhite culture, stands opposed to norms like disogplnd order (see
Ensslen 172)Cataliotti further explains: “The African rootedatlition has been denied
legitimacy in Western culture, addumbo Jumbas concerned with finding (writing) the
text that will authenticate this legitimacy.” (Chddti, The Songgl) With a kind of roll
call, Reed includes Afro-American artists such dmrie Parker, John Coltrane, Fats
Waller, Louis Armstrong, Bessie Smith and othets inis fiction, all carriers of thées
Grew virus and therewith makes references to the powedie music plays as a
touchstone for racial identity (see Cataliotine Song46).

In Toni Morrison'sJazzand Song of Solomothe importance of music within the black
community as contribution to western culture, asamseto change society and to
investigate the African roots via Afro-American Kadong, is a major theme. Bong of
Solomon(1977) the African oral tradition is presentedotigh a folk song that appears
as recurrent theme throughout the story. This sengresented at various times and
enables the protagonist, Milkman Dead, to explaeefamilial and cultural heritage.
During a journey through the South he renews thenection with his ancestors. By
finding out their stories and names he rewriteglblaistory and finally understands the
role music plays in the preservation of oral cidtand he realizes the significance of his
heritage for his own identity (see Gobel 126-127¢. finally actively participates in
Afro-American culture and thus transcends his moddisconnected existence. “In the
Song of Solomomorrison acknowledges the importance of the oaition in keeping
African-Americans in touch with their identity ameritage.” (CataliottiThe Song$0,
130-131)

This brief investigation of Afro-American literatiand its representation of music from
the 1940s onwards does not claim to be completmeSaf the major and influential

exponents of Afro-American fiction have been préseérbut there are numerous writers,
among them Al Young, Ntozake Shange, Walter MosBBbe Campbell, Toni Cade

Bambara, Xam Wilson Catier, Nathaniel Mackey arttert who published their works

in the 1970s and 1980s and onward, who use mugimaent motif in their work.

One of the most famous Afro-American authors is earBaldwin, whom the next
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chapter is dedicated to. In his short story “SusirBlues” he focuses on the identity-
forging and healing power of blues and jazz forliteek community. Music is described
as a powerful tool to find inner peace and undeditey, which enables people to
reconnect with other members of the community. Afroerican music also makes it
possible to choose a life which does not aim atrakgion but rather accepts and

incorporates different values that are not necédgseatues of the white society.
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9 Sonny's Blues by James Baldwin

“Sonny's Blues” was originally published in tiartisan Reviewin 1957 and was
reprinted in the short-story collecti@doing to Meet the Mam 1965 (see Reilly 139).
This collection comprises eight stories presentngomplex picture of the social
situation of Afro-Americans (see Ensslen 165). Hdspa clear emphasis on the
relationship between whites and blacks and triesxpyess the situation of the black man

in America. He deals with the “lack of sense ofbaipve self-identity (Dance 55).

“Sonny's Blues” is basically the story of two brets who have chosen different ways to
cope with life in the ghetto of New York, and thegconciliation through Afro-American
music, the blues. The narrator, Sonny's brothegpsehname is not mentioned in the
story, has obtained a college education and evintudigh-school teaching job. He is
seven years older than Sonny and “his respondeetodnditions imposed upon him by
racial status was to try to assimilate himself asl ws he could into the mainstream
American culture” (Reilly 142). The narrator attaspo design his life according to
middle class traditions and tries to acculturatadalf to white America. In contrast, his
brother, Sonny, had chosen to become a jazz pidestuse of their different lifestyles
and attitudes, the two siblings have ceased to keepact. When the narrator, at the
beginning of the story, reads in the newspapertitgabrother had been institutionalized
by the police because of drug abuse, he admitgedif that he had tried to ignore his
brother's condition. He has had his suspicions'tieikept putting them away” (SB 110)

because he wanted to maintain his facade of micldkes respectability.

On the one hand, his inability to accept Sonnytssiten to become a musician makes
the narrator dissociate himself from his brothee fdars that Sonny is one of those
“good time people” (SB 110) who takes no respolfisdgs. Therefore, he tells a friend of
his brother, who tries to sensitize him to the naed troubles of Sonny: “Look, | haven't
seen Sonny for over a year. I'm not sure I'm géingo anything. Anyway, what the hell
can | do?” (SB 95). On the other hand, he feels$tyg@or not fulfilling his mother's
request to take care of his brother (see Reilly).14Be narrator recalls the scene when
he saw his mother for the last time. She told hma $tory of his uncle, an amateur
musician, who had been run down on a dark coumiag tby a car of drunken whites.

His father had witnessed the scene and had nevevgothis experience and feeling of
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helplessness. Her story of Sonny's father and ufurietions as a parable of proper
brotherhood.

She explains:

I ain't telling you all this to make you scaredwtter or to make you hate
anybody. I'm telling you this because you've gbt@her. And the world ain't
changed. [...] You may not be able to stop anythimogifhappening to him but
you got to let him know you's there. (SB 107-108)

The narrator represses his pricks of consciencauseche is aware that he did not even
try to protect his brother from coming to harm damd remorse is transformed into
disregard and distance. Sonny's decision to be@jaez musician is not compatible to
the ambitions of the narrator and he first suggéss$ Sonny should get a classical
education: “[...] it's not going to be funny wheauyhave to make your living with it”
(SB 109). The narrator's concern is not with theative process but with the necessity of
earning a living which is understandable since §dmas no parents to support him. But
the brother actually does not believe in Sonny hisdability to take care of himself.
Moreover, in the middle-class world the narrateesé in, jazz and blues clearly have a
negative reputation. The narrator perceives thisienas “something black and bouncy”
(SB 96), which makes him unable to understand whiyn$ “would want to spend his
time hanging around nightclubs and clowning arotmachdstands [...] It seemed —
beneath him, somehow.” (SB 110) In the conversatidh Sonny, the brother appears
ignorant of the current Afro-American music subtarg. His ignorance of the cultural
significance and innovations in that genre by Afmmerican musicians makes him
consider jazz as an unimportant art form and tleeelie elevates classical music, and
hence white art, above it. He associates jazz thgh‘old fashioned” Louis Armstrong
style and has never heard of Bird (Charlie Parkbe),main protagonist of the bebop era

who also functioned as a role model for the yousigegation of the 1940s.

Bebop in “Sonny's Blues” represents the spirithef young generation of the 1940s and
1950s and is not only a musical style but a lifiestgncompassing fashion, talk - and
also walk. The narrator realizes that Sonny “hakw, loping walk, something like the
way Harlem hipsters walk, only he's imposed on hiesown half beat. | had never really
noticed it before” (SB 119).

In its hip style of dress, its repudiation of mieldirow norms, and its
celebration of esoteric manner the bebop sub-ailtumde overtly evident its
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underlying significance as an assertion of Blac&nidy. Building upon a
restatement of Afro-American music, bebop becamexpression of a new
self-awareness in the ghettos by a strategy obeddd non-conformity. (Reilly
142)

Sonny has decided to become a jazz pianist and olaissical pianist - he has opted for
jazz because this distinctly Afro-American art foaftowed him maximum personal

expression. One of the outstanding characterigsicgazz, as mentioned before, is
improvisation. Within a certain chord progressioa frame - the musician can quite
spontaneously voice his or her ideas and this gpeitly could also be found in the
Harlem scene. Ralph Ellison, a writer, trumpetett aonnoisseur of classical and Afro-

American music states:

| had learned too that the end of all this disaland technical mastery was a
desire to express an affirmative way of life throuts musical tradition and
this tradition insisted that each artist achiesedneativity within its frame. He
must learn the best of the past, and add to itpkisonal vision. (Ellison,
Shadow and Act89)

Especially bebop is a jazz form that stands forividdalism and radicalism, and
Baldwin deliberately makes his protagonishigster in order to depict a musically
emancipated and self confident person, who is awafraes present and past (Cataliotti
149). The ignorance and depreciation of Afro-Amamicculture on the part of the
narrator signify an alienation not only from hisothrer but also from the black
community and his own roots. For Sonny, music bexoan existential necessity which
actually urges him to become a professional asingt he points out that the narrator
focuses on wrong values. He rejects the narratwoion that one has to make

compromises and to back down in order to live olife's

Everything takes time and - well, yes, | can maleviag at it. But what |
don't seem to be able to make you understand tistthéhe only thing | want
to do. [...] I think people ought to do what they wémdo, what else are they
alive for? (SB 111)

The narrator is not able to accept this standpamat dismisses Sonny's ambitions as a
fancy. He prefers a secure life, a middle-class Mhich he does not have to question,
but which also offers no perspectives for the fat@onny's insecure and, in the opinion

of the narrator, idle life does not suit his cortagfpa successful existence.

At this point in the story, Baldwin starts to pastrthe complex picture of a person who
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is becoming an artist. Sonny opposes the narrgicgjsidices and becomes a seriously
determined pianist. He practices obsessively,nste records over and over again and
accurately copies phrases in order to acquire aicalugocabulary and be able to
reproduce these passages in his own solos. Soraliy loses himself in a world of
sound. For the family of Isabel, the narrator'sewiivith whom Sonny lives after the
death of his parents, his permanent practicing inesoa burden. When Sonny realizes

that, he enlists in the army and escapes as fa aan.

The breakup of the siblings manifests itself atrtlest meeting when Sonny throws his
brother out of his apartment and replaces his famith friends he can relate to. The
brothers lose contact for a couple of years ang whien the narrator's daughter, Gracie,
dies of polio at the age of two, this stroke ofefainites the two brothers again. The
narrator begins to communicate with Sonny via tettand because of his own
experience he starts to comprehend the complexiegpl feelings of pain his brother has
faced in his life. When the two brothers meet,ibgator realizes that all his attempts to
escape the racial restrictions imposed upon hine leaen futile and that all the energy
he had invested into his attempts to leave theidyikilling streets” of their childhood,
like Lennox Avenué; behind, are useless since
[...] boys, exactly the boys we once had been, fahedselves smothering in
these houses, come down into the streets for laghkd air and found
themselves encircled by disaster. Some escapettapemost didn't. Those
who got out always left something of themselvesitmhas some animals
amputate the leg, and leave it in the trap. It migh said, perhaps, that | had

escaped; after all, | was a school teacher. OrSbany had, he hadn't lived in
Harlem for years. (SB 101)

He starts to question his life and “gradually disers the significance of his brother's
life” (see Kinnamon 144). In the second part of ttery, the musical theme is
predominant. Baldwin introduced further events bemjig with a Revelation meeting on
the streets. For the author himself, church musis ighly influential in his youth. His

stepfather, David Baldwin, had been a laborer bsb @ Baptist minister, who had
preached in New Orleans and later in Harlem. Baldwmself, at the age of fourteen,
joined Fireside Pentecostal Assembly and begamdach there. He turned his back on
the church when he was seventeen, but the chueaesk not to have left him, and

31 Baldwin himself was born in Harlem Hospital at hex Avenue and spent his childhood in Harlem
(between 13D Street and 135Street), just like the two brothers in Sonny'seldlid (see Campbell 3-
4).
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eventually became his major inspiration (see Cafh@b&0). The first and only kind of

music he was able to discover while his father stdsliving was gospel music. After

his father's death, James Baldwin often visited shelio of the painter Beauford
Delaney, where he began to listen to Ma Raineyjd.Aumstrong and Bessie Smith and
where he realized that these forms of African-Aeani music they were performing
stemmed from the same roots and that between sarr@dsecular music there was
virtually no difference: “Worshipping at the tempdé the spirit or the body, Southern
blacks in a Northern Street were driven by the séngbourine and piano, the same

rhythm and the same beat.” (see Campbell 35)

For the two protagonists, such meetings were a camsight since church permeated
every part of Afro-American life. The narrator obses that the power of music “seemed
to soothe a poison out of them [the listeners]” (8B). The performance of the singers
who address themselves with “brother” and “sisferictions here as a catalyst which
brings the relationship of the brothers onto a hewel. The shared experience of music
enables them to engage in an uncomfortable yetrtapioconversation in which Sonny
openly talks about his drug abuse. The narratdenspted repeatedly to voice moral
judgement but restrains himself, sensing that th@ment is crucial for their future

relationship (see Reilly 143-144). Sonny explaitigriakes you feel- in control.” (SB

121) He professes that he did not need drugs tp lpainstrument but rather to cope
with life and to “keep from shaking into pieceshi¢l.). Baldwin, in this passage, brings
up the musician-drug relationship that reflects $itaation in the music scene where
heavy drugs started to play an important role fribia 1940s on. Before that time,
alcohol and marihuana were predominated, but wahng's hero, Charlie Parker, as
well as with John Coltrane and Billie Holiday, hiex® took over and their drug abuse

became publicly known.

Cataliotti explains that “Sonny is aware of howesaly his possibilities are limited. The
menace of American racism is so overwhelming tleain$g succumbs to the quick fix of
drugs in order to insulate him enough to play.”téllatti 149) Sonny does not depend
on drugs because they make “something real to (8B’121) or in order to be able to
play complex and complicated solos. It is obviduet fprogress in proficiency can only
be achieved by intense practice. Sonny Rollingnaolus tenor saxophonist belonging to
the circle of Charlie Parker, for instance, regylaracticed up to sixteen hours per day

and drug abuse would certainly have been rathemaediment than a help. Sonny is
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aware of this fact; he had taken drugs in ordecdpe with the suffering, the “storm

inside”, and to “keep from drowning” (SB 122-128)e realizes that there is no escape
from suffering, a fact the narrator himself paihfubxperienced after the death of his
little girl. For Sonny, drugs are a strategy tortée pain, but after his detoxification he
manages to face his feelings and channels thensorteething else: his music. He thus

stays sane and is able to mature, as the folloasr@gmost important passage shows.

Together, the brothers enter the club, where Sammyeeted by fellow musicians and
other people who have become his family over tregsyand who appreciate his music.
The concert starts like a church service, wherengato testify to the power of music,
and at first he is unable to let out the “roamgsfrom the void and impose order on it as
it hits the air” (SB 127). He struggles to find thight keys to voice his innermost
feelings. There, the narrator senses the tenudasioreship between musician and
instrument, and the passion that allows him to espthimself through it. When Sonny
starts to play “Am | Blue”, things change.

Creole [the bass player and leader of the bangipsté forward to remind

them that what they were playing was the blues. Crdole began to tell us

what the blues were all about. They were not abaything very new. He and

his boys were up there keeping it new, at the ofskuin, destruction, madness

and death, in order to find new ways to make ustisFor, while the tale of

how we suffer, and how we are delighted and howwveg triumph is never

new, it always must be heard. There isn't any othler to tell, it's the only
light we've got in all this darkness. (SB 129).

The blues signifies the legacy that had been passddr centuries and that had been a
tool for expressing the “black experience”. It algdlects the history and the present
situation of the black community. Although many feliént and financially more
successful styles emerged out of the blues andcalugirms related to it, “the blues
endured as a vital and poignant artistic and calltmadition which conveyed the essence
of what it meant to be black in America” (Catalioiti8). The author Ralph Ellison
confirms the important function of music: [...] eadolo flight or improvisation,
represents a definition of his identity, as a mendée¢he collectivity and as a link in the
chain of tradition” (see Kent 17).

The blues has often been perceived as being pramagtind many jazz musicians refused
to play it because of its simple form. But exadhis form enables the musician to fully

concentrate on the sound and the improvisationowittbeing distracted by difficult
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chord progressions. With Duke Ellington, who inamaied blues as a major ingredient
into his repertoire and later on with the beboppets resented the whitewashed jazz of
the swing era, the blues became respectable ag#ie jazz scene. Sonny avails himself
of this art form in order to bear witness to hisenself. The blues with its emphasis on
emotion and personal experience makes it easilgsadade for the listeners. Reilly
explains:

[...] the blues functions as an art of communions ppopular rather than elite,

worldly rather than otherwise. The blues is an eggion in which one uses

the skills he has achieved by practice and expegi@morder to reach towards

others. It is this proposition that gives the blitssmetaphoric significance.
(Reilly 145)

The blues plays a significant role for Baldwin.His essay “The Discovery of What It
Means to Be an American” he acknowledges Africanefincan music as a key for the
discovery of his racial identity. Living then in small village in Switzerland, the

expatriate writes:

It was Bessie Smith, through her tone and her cagemho helped me to dig
back to the way | myself must have spoken whend wagickaninny, and to

remember the things | had heard and seen andl fieétd buried them very

deep. | had never listened to Bessie Smith in Atadout in Europe she helped
me to reconcile me to being a “nigger” (Catalia4i)

In the second set, the musicians have attuned #ieess to each other and a
communication between the musicians starts. The baswers and encourages Sonny
to testify, and, buried deep within the blues, fhable to speak for himself. He takes his
time and, through music, talks about his life areddast experiences . He has understood
that if he wanted to survive and if he wanted toeligp his personality, he had to deal
with the dread, the terror and all the negativeeeigmces, and convert them into sound.
Music therefore has a therapeutic function for Solbecause instead of using drugs, he
surrenders to music and opens himself up. He coaslygi looks at his problems and the
racial situation he is in. At this point “[...] Soneybrother begins to understand not so
much Sonny, as himselfis past,his history, his traditions and that part of himself he
has in common with Sonny and the long line of peopho have gone before them.”
(Williams 148) Music enables him to break free lo¢ ttonventions that had alienated
him from his brother and black culture. Pratt exahe fundamental situation:

Thus, Sonny's brother became liberated from théaeing image of himself
projected by white society. He has recovered aopaitshistory and an ethnic
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pride, excavated from the ruins of his wrapped qreabty. He is now free to
discover his own destiny (Pratt 34)

He surrenders himself to the power of music altimolig knows that there is a hard life
waiting outside the club. A club like the one tharator visits with his brother is a place
of freedom, an urban retreat where the black conmiywean, without white disturbance,
enjoy themselves. The black nightclubs are plachsrey through music, identity is
formed, “because of the way of life which has prtlit, and the peculiar needs it

serves” Color 677).

In the final scene Baldwin takes up the religiomset again. The musicias depicted as
a redeemer able to free his listeners, who, takintgs music, his gospel, are helped to
see the truth. “And he was giving it back, as etreng must be given back, so that,
passing through death, it can live forever.” (S®)LBhe narrator buys Sonny a drink of
scotch and milk — “a cup of trembling” (the quotande found in Isiah 51,17) - "which
can be seen as a symbol for human life and whigetigsally a mixture of pain and joy,
intoxication and disillusionment, that should bensomed with caution and reason.
Sonny is aware of that fact. He accepts his lifatas, including the pain, which it
entails” (Huke 181, my translation). Sonny is agsmare of the problems of blacks in
America. The individual triumph over the pain ahé thaos inside signifies, according
to Huke, an identification with the black communéwgd its history (Huke 181). Keith
Byerman agrees with him insofar as he claims that drink transformed into or
interpreted as a “cup of trembling” suggests ndy @enrelief from suffering but it also
makes it easier for Sonny to cope, since from thatent on, the narrator shows

willingness to become involved in Sonny's life (&x&ical Essays202).

"For James Baldwin the black jazz and blues musioe&comes a ritual leader, who does
not push away the racial question but faces it, @hd can communicate his way of
dealing with it to his audience. He is able to shthke people up and motivate them to
search for their individuality and thus contributesthe process of establishing a self-
confident culture. Baldwin explains in his essayol®” that “everything done by
Negroes in this country is, in a way done in inaatof the white people.”Gollected
Essays675) Baldwin feels that the black man is tryingaapt himself to the white
standards, just like the narrator does. Sonny,nthsician, offers a counter image: he

actively explores his origins, his past; he strivtesdefine his own image and, thus
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overcomes the limitations of the society he livegsee Pratt 34). Through the positive
ritual act of making improvised music, the musicparticipates in the communal act of
creation and thus contributes to the developmemieof perceptions, self-definition and

attitude towards life. This new self-image does depend on the norms of the white
society, but can be experienced within the blagkmaoinity (see Ensslen 166-167). The
musician, as Master of Ceremony, has great redpbtysi because not only is he

accountable for questioning his own life but heodlas the duty to show the audience

how to cope with their own.

Ann Williams explains the position of the musicianJames Baldwin's fiction:

He is the hope of making it in America and thedsithockery of never making
it well enough to escape the danger of being blalek, living symbol of

alienation from the past and hence from self amdrktythmical link with the

mysterious ancestral past. That past and its gaaiways an implicit part in
the musician's characterization in Baldwin. Musicthe medium through
which the musician achieves enough understandidgsaength to deal with
the past and present hurt. (Williams 147)

Baldwin in Many Thousand Gonerote: “We cannot escape our origin, however hard
we try, those origins which contain the key [...Jaibthat we later become.” (quoted in
Dance 56) The musician in James Baldwin's fictiolds up that key and through music,
the narrator infSonny's Bluesttains inner peace. Sonny is eventually able #ndpbe

eyes of his brother and his audience by dealiny Aito-American heritage and culture.
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10 The Reunion by Maya Angelou

Short stories rank among the lesser known artistiput of Maya Angelou, who is not
only a writer, poet and autobiographer, playwrightm-maker, teacher and editor, but
has gained fame as dancer, singer and actress lagGeaversations47). The short
story “The Reunion’was first published in 1983 i€onfirmation: An Anthology of
African-American Women Writersdited by Amiri Baraka. Maya Angelou is primarily
famous for her series of four autobiographical wuds covering her childhood and adult
experiences. The first book of the serieknow Why the Caged Bird Singsas highly
acclaimed and is still seen as one as her mostriarmgonvorks. Maya Angelou focuses
on the relationship between blacks and whites agidights in particular the situation of
black women in a male dominated society. Her ‘ditgrsignificance rests upon her
exceptional ability to tell her life story as bothhuman being and black American
woman in the twentieth century” (Bloom, 3). She lakgs in an interview: “You see,
black women have been incredibly free to strugglenundreds of years. And the story
of the black woman is about the most noble stdtpdw of mankind, in the history of
man” (Conversation®0). Angelou grew up in the segregated South aswhéel what it
meant to be a black person in a world whose boueslavere set by whites. She
experienced the inequality and the powerlessnessréisulted from it and deals with

these experiences in works likbe Reunion.

The main protagonist in the story is Philomena tenkalso called Meanie. It is 1958,
and she is the pianist in Cal Callen's band, wipidys a Sunday matinee in the Blue
Palm Café. They start off with a blud3, B. Bluesby Lester Yound? Callen's favorite

piece. The audience is predominantly black, witly afew white customers who are
“trying hard to act natural...like they come to tBeuth Side of Chicago every day or
maybe like they live there” Reunion 223). Suddenly Philomena spots an old
acquaintance of hers, Beth, the daughter of the Siguthern family that she and her
parents had worked for when she was a child. Aluhpleasant memories of her youth,

the humiliation caused by “Miss Cotton Queen BabkfGeorgia”, the blue eyed and

32 Born: 27" of August 1909, Woodville, Mississippi; Died: 16f March 1959, New York City. Young
started his career playing the tenor saxophonéeicirer Henderson's and Count Basie's Orchestea (se
Berendt 115-124). He worked with Billie Holiday,l&Fitzgerald, Oscar Peterson, Charlie Parker, Nat
King Cole and many more and developed a new stylplaying that was copied by many tenor
saxophone players of the subsequent generation.
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blonde Southern Belle and her family, begin to tipanside herReunion223). Beth is
accompanied by a black man, “the grooviest lookeag I'd seen in a long time”
(Reunion,224) and Philomena cannot stop thinking about ghisation while the band
continues witrRound 'bout Midnighta famous jazz standard:
That used to be my song, for so many reasons. kerBthe only time | could
practice jazz, in the church, was round 'bout ngbhiWhen the best chord
changes came to me it was generally round 'bounightt When my first
lover held me in his arms it was round 'bout mitihigJsually when it's time
to play that tune | dig right into it. But this texl was too busy thinking about
Beth and her family. [...] Then I took thirty-two lsarMy fingers found the
places between the keys where the blues and ttirel&iphiding. | dug out the
story of a woman without a man, and a man withayeh | tried to wedge
myself in and lay down the groove between B-flad &natural. | must have

gotten close to it, because the audience broughoumevith their clapping.
Even Cal said, “Yeah baby, that's itRgunion224)

Philomena channels the intensity of her feelinde mer music and becomes aware of
the pain inflicted upon her by whites. The humitiatand arrogance she had to feel day
by day still have an effect on her. After her sabe asks herself: “How did she like
them apples? What did she think of little Philomémat used to shake the farts out of
her sheets, wash her dirty drawers, pick up afegrstovenly mama?”’Reunion224).
Maya Angelou herself experienced segregation whilag in Stamps, Arkansas, with
her grandmother. Dental care, for instance, wagseddn her by a white doctor who said
that he would rather stick his hand into a dog'sittndhan into a nigger's, and the Ku
Klux Klan constantly threatened the inhabitantStaEmps (see Bloom, 4). Blacks held a
life-saving distance to whites:
In Stamps the segregation was so complete that biask children didn't
really, absolutely know what whites looked like.ejhwere different, to be
dreaded, and in that dread was included the hgstifithe powerless against
the powerful, the poor against the rich, the workgainst jobless and the

ragged against the well dressed. | remember nealeaving that whites were
really real. Caged Bird25)

Apart from the physical violence, the threats amshits, the debasement of blacks by
whites was a source of great frustration for thecklcommunity — they conveyed the
feeling that blacks would never be able to overcdims situation. Maya Angelou
describes this feeling of hopelessness and thetaffead on her in her autobiography.
At the graduation ceremony at her school a whitegktofficial held a very patronizing

speech and Maya Angelou thought: “It was awful @oN®egro and have no control over
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my life. It was brutal to be young and alreadyrtesi to sit quietly and listen to charges
brought against my color with no chance of defel¢e should all be deadCéaged Bird
180).

During intermission, Philomena stays at the bar @miérs a drink. Beth seems to have
left the Café and Philomena imagines what she wbakk told her had they spoken.
Her accusations are bitter and sarcastic; she réersnhe hypocrisy of Beth's father,
who had fathered three children with a black womam] the alcoholism of Beth's
mother, who had called Philomena's mother a gemhandather a treasure. Suddenly
Beth appears at the bar and Philomena can remenaner of her previous thoughts.
Beth explains that she is engaged to that black, mvin is a college teacher, and tells
Philomena about her parents' resistance to therriaga. It is obvious that Beth is
completely ignorant of the indignities blacks haskib forced to suffer back in Georgia
and, without doubt, throughout the United Statése &efends her home town by saying:
“I know that there is a lot wrong with Baker, btisimy home” Reunion,227). In the
course of their conversation, she narrowly avoiddi@of the tongue — she is about to
utter the word “nigger” and corrects herself omythe last moment, substituting it with
“black man”, This incident demonstrates that thentalty, albeit suppressed at the
moment, had sadly not change after all these yBath. explains: “I just wanted to talk
to somebody who knew me. Knew Baker”. She everteshilomena to her wedding
but it is apparent that she had never really undedsPhilomena and has never reflected
on the political and social situation in the Solrhilomena has left the South behind her
and cannot accept the hypocrisy and ignorance amg.riself-confidently, she expresses
her opinion of both Beth and her parents: “Good-Bgéh. Tell your parents | said go to
hell and take you with them, just for companiRe(inion,228). When the second set
starts, Philomena sits down at her piano and sheeftects upon the encounter at the
bar. She frowns upon Beth's ludicrous problemswkng that everything will work out
for her because she is white. There is one thathglitconsoles her: “She had the money,
| had the music. She and her parents had had thergo hurt me when | was young,
but look, the stuff in me lifted me up high aboveermn. No matter how bad times
became, | would always be the song struggling thdaed” Reunion228).

Maya Angelou herself is deeply rooted in African-&mean music. She had been
brought up in the South where the church and tbezejospel music played a significant

role in social life. Her grandmother had been ativacmember of the church and
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regularly sang solo hymns at church services. Bayavalso got in touch with the blues.
In her autobiography Know Why the Caged Bird Singbe explains the connection
between the two styles in a scene where, aftervav&emeeting, the church members

pass a juke joint on their way home:

Passing near the din, the godly people dropped Hezids and conversation
ceased. Reality began its tedious crawl back iher treasoning. After all,
they were needy and hungry and despised and desgses$ and sinners the
world over were in the driver's seat. [...] A strang¢e the music could not
have made a distinction between the songs sung anfautes ago and those
being danced to in the gay house by the railroadkg. All asked the same
question. How long, oh God? How long?a@ed Bird,132)

Angelou aptly describes the blues with its Africaiots as something that cannot be
pinned down to the Western music tradition. Theebllies between two keys — it is
neither B-flat nor B-natural (see citation on p) 0% exactly any of the remaining ten
keys. That accounts for the fascination that eneanfiom the blues. There seems to be a
slight inharmoniousness, to the western ear, whisb thrills because the listener longs
for the dissolution of the harmonies into familiahord patterns (see appendix).
Philomena describes that space between the keyplase where the blues, but also the

truth lays hidden- the truth of Afro-American eriste and experience.

Maya Angelou herself was active as a musician.9%7] at the age of 27, she recorded
her only album to datéliss Calypspon which she sang and for which she wrote half of

the material herseft (see www.cduniverse.coln She also appeared in the musical

comedy Calypso Heat Wavefor which she wrote the songdnversation32).
Moreover, she had joined the castRargy and Besshe famous jazz opera by George
Gershwin in 1954 and toured Europe for a year whig group Conversations3l).
Philomena is presented as a musician who is ageecby her fellow musicians and her
audience. It is noteworthy that she achieved suds@ectable position as one of the rare
female instrumentalists. In those days, as Selwydj@ explains, black women “never
really seemed to have lives worthy of emulationeyinvariably seemed to live for
others, for black men or white, for children or guats; bereft always it appeared, of an
autonomous self” (Cudjoe, 11). Women working in thesic business were mainly
singers but Philomena managed to gain a reputdbonbeing a highly regarded

3 Calypso: musical style and dance developed inidaty mostly in 2-to-the-bar or 4-to-the-bar
rhythms. It became popular in Europe in the 1980% famous representative of this style was Harry
Belafonte). (see Korff, 34)
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instrumentalist. Apart from guitarists like Memphiinnie or Sister Rosetta Tharpe,
who were successful from the 1940s onward, fenmastgumentalists have only managed
to gain national and international recognition dgrthe last thirty years. In the South,
the educational standard for blacks was low andesscdo Higher Education often
limited or even completely barred, and thereforeirthcareer opportunities were
restricted. In the field of music, blacks have beemensely innovative and have played
at the same eye level - albeit not under the sawnditions - as white musicians. The
white audience appreciated black music and viditedperformances of black artists.
Philomena sarcastically comments on this situatiewjng been humiliated and belittled
all her life by whites; she is now in the positionsell whites what they wanted. “I guess
what | wanted was to rub her face in “See now, Yymught all | would ever be was you
and your mama'’s flunky.” And “See now, how folksee you, pay to listen to me” and
“See now, I'm saying something, nobody else can Nay the way | say it, anyway”
(Reunion225). As the popularity of jazz and blues grew, tedistrove to copy these
styles and eventually tried to internalize the Aftmerican feeling for music. It fills
Philomena with satisfaction to see that her racespite of all impediments, has
accomplished to create music that has a major dnfla on American mainstream.
Whites used this music to express themselves antbnitna refutes the white
conviction of black inferiority. In her autobiogiay Maya Angelou remembers a boxing
match between Joe Lodfsand his white contender when she was a little. giHe
discrimination and debasement endured for centunigsge heroes like him a symbol of

black pride and self-esteem:
If Joe lost we were back in slavery and beyond .higlgould all be true, the
accusations that we were lower types of human kei@uly a little higher
than apes. True that we were stupid and ugly azyldad dirty and, unlucky
and worst of all, that God himself hated us andaiored us to be hewers of

wood and drawers of water, forever and ever, waittiout end. Caged Bird
135)

Music fulfills the same function as the boxing niatd enables blacks to realize what
capacities they actually posses and helps themvéocome prejudices and the limits
imposed upon them. It is a useful tool in the gdestself-identity and the claim for a

legitimate place in society. Philomena is awarehat fact, but she is at the same time

3% Joe Louis was born on the 13 of May 1914 in Lafieyé\labama. He started his professional career in
1934 and could defend his heavyweight boxing changhiip 25 times. In 1951 he retired from boxing
(see www.whoswho.de/templ/te_bio.php?PID=2440&RIp=1
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aware of the price her people had to pay in thegintffor a better future.

To illustrate the influence of jazz and blues @eaerator of identity and possibilities, of
independence and self-realization, but also as ansméo overcome male hegemony,

Walker'sThe Color Purplewill be discussed in the following chapter.
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11 The Color Purple by Alice Walker

The Color Purple Walker's third novel aftefhe Third Life of Grange Copelarahd

Meridian, was published in 1982. It won both the Pulitzae®and the American Book
Award for Fiction and in 1985 it was made into gty successful movie that was
directed by Stephen Spielberg and featured Whoapilierg and Oprah Winfrey (see
Winchell 85). In addition to her novels, Alice Watkhas published four collections of
short stories and several volumes of poetry, essay$ non-fictional work (see

www.alicewalkersgarden.com

Although the novel includes a number of letterst genCelie by her sister Nettie, the

story is primarily told by Celie, a poor, uneduchsouthern woman, who is addressing
her letters to God in the black folk idiom (see Herson 68). The story is set in the rural
South during the early decades of thd' 2@ntury (see Cataliotti 91). Celie, the main
protagonist, tells the story of her abuse and ggwe by men and her fight for

independence and self-determination. At the agewteen, she is repeatedly raped by
her father (who later turns out to be her stepfatlad bears him two children, a

daughter and a son, both of whom she is not alldawd@ep and who are taken away by
her tormentor. After the death of her mother anel tbmarriage of her father, she is
married off to a widower, whom Celie calls Mr.-She takes care of his four children
and does all the farm work and domestic choresowitlany help by him. She does not
experience any love from her husband, quite theraon the marriage perpetuates her
plight - she is beaten, overworked and treated &kslave. Her sister Nettie aptly

describes the situation Celie has to deal withs ‘like seeing you buried” (CP 19). In an
interview in June 1982 Walker revealed that Celatiaracter was modeled after her
grandmother, who was raped at the age of twelvadryslave owner (see Henderson
67).

After being harassed by her stepfather, Nettie af@hort time, lives together with her
sister and her husband but is soon forced to leaveehalf of Mr.--- since she does not
acquiesce in his sexual advances. When the ssagrgood-bye, they promise to write
to each other regularly but no letter from Nettirerearrives. Years later Celie discovers
that Albert (which is Mr.---'s Christian name) Haeen intercepting Nettie's letters from

Africa, where she has gone with Samuel and Cor@nmissionary couple who have
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adopted Celie's two children, Olivia and Adam. €eé# caught in a patriarchal system
where black men abuse their women and children.iSls¢ruggling to cope with the
constant physical and psychological abuse:
He beat me like he beat the children. Cept he d@ver hardly beat them. He
say, Celie, git the belt. The children be outsitge toom peeking through the

cracks. It all | can do not to cry. | make mysebhod. | say to myself, Celie,
you a tree. That's how come | know trees fear rf@R.23)

The Olinka tribe, with whom Nettie and the childies@ in Africa, fosters this system as
well. Suppression of women and female circumcisioa traditions that have been
handed down for generations. Men @res familiasdemand subservience from their

wives and deprive them of education and autonomy.

But it is not only Albert, who is trying to imposeale dominance on his family; this
patriarchal oppression has already been practicelimm by his father who dissuaded
Albert from marrying Shug Avery, the true love a$ life. Albert passes his frustration
on to Celie and eventually on to his son Harpo, whne detains from marrying Sophia.
Harpo defiantly marries her in spite of his fathespposition and although he is very
happy with his wife, he adopts the system of domdeafor his marriage. Albert advises
his son to beat her: “Wives is like children. Yoavh to let 'em know who got the upper
hand. Nothing can do better than a good soundrgea(iCP 35) This finally leads to the
break-up of Harpo's relationship and brings mudiress and pain to his family (see
Henderson 70). Celie accepts the life imposed on he
Over and over again, Celie accepts abuse and wvietiion. [...] Unlike
Sophia, Celie submits to a system of beliefs anldiegawhich reinforce
conventional notions of race, class and sex — alejate her to a subordinate
status. Celie submits to male authority becauseashepts a theology which
requires female subjugation to father and husbfndi it is a theology which
validates her inferior status and treatment asaakbWwoman in a racist and
sexual culture. Not only does she devalue herbatfshe attaches little value

to a world which reflects her as “black, pore and@nan... nothing at all”.
(Henderson 70)

The encounter with Shug Avery is the pivotal pe@mCelie's life after which she starts to
change. Shug has had an on-and-off relationship Alltert for many years and is the
mother of his three children. She lives an indepeahdife as a blues singer known as
“Queen Honeybee”, performing in bars and juke piall over the United States.
Albert's father describes her as “black as tar, shppy headed. She got legs like
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baseball bats” (CP 20). But for Celie, “she wasanan. The most beautiful woman |
ever saw. She more pretty than my mama. She bodhéeisand times prettier than me.”
(CP 8) When Shug becomes ill and is treated likeaticast, Albert brings her to his
house. Mad with concern, he advises Celie to take of her. While Celie is nursing
Shug back to health, an intimate friendship dewelbptween the women, and Shug
teaches Celie self-respect and respect of her I8ity.also supports Celie's endeavor to
earn a livelihood through her creativity and indyst

Shug is the complete opposite of Celie; she is awaher good looks and the effect it
has on men. She values stylish clothes and adasolile of the blues divas that were
popular in the 1920s . She “is a liberator and mewho inspires Miss Celie and Mary
Agnes (“Squeak”) how to break free from male opgieas and become blues women in
their own right. Through her art and her approamhkards life, Shug shows Celie and
Mary Agnes “how to do it,” how to enrich and enlartheir views of existence.”
(Cataliotti, Songs91) Walker acknowledges the impact of blues womaah &s a model
for the character of Lilly “Shug” Avery:

When | started working on “The Color Purple,” | wistening to a lot of

Bessie Smith and Ma Rainey, the women on the 'Mdathers' album. |

loved the way they dealt with sexuality, with tiedationship with men. They

showed you had a whole self and you were not tewub to be somebody
else's - as they would say 'play toy' (see Catal®bng91)

Shug's songs and their texts relate to Bessie Snsthngs, which had an explicitly
sexual content and were very self-confident; theyenapparently used by Alice Walker
for being symbolic for female emancipation (see &@49). Shug has a reputation of
leading an extravagant and glamorous life and lyamimerous affairs. Being an artist
also gave her greater freedom than most women,wdne caught in their conventional
lives in the 1920s. In the rural South, optionseton money and an independent life
were extremely limited since women were usuallg tie their families and children and
had to support them financially through hard phgisiabour (see Cataliot&ongs,91).

In Shug, Celie has found a person to confide in erghtually the two women enter a
sexual relationship where Celie for the first timeher life is not abused and exploited,
but experiences love and sexual arousal. Afterritarecovered, Shug revives her career
and sings a blues gig at Harpo's juke joint. Shentmally gets her band together again
and tours the States. “She singing all over thentguhese days. Everybody know her
name. She know everybody, too. Know Sophie Tudiesw Duke Ellington, know folk
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| ain't never heard of. And money. She makes schrmuaney she don't know what to do
with it.” (CP 101)

But Shug pays dearly for her freedom. She has ntacbto her parents and her children
who live with them on account of her professionli€eeports about her parents'
reaction, when they hear of her illness: “Her mansay she told her so. Her pappy say,
Tramp.” (CP 42) The church community, too, slandexs “Even the preacher got his
mouth on Shug Avery. He take her condition for teiet. He don't call no name, but he
don't have to. Everybody know who he mean. He &hiut a strumpet in short skirts,
smoking cigarettes, drinking gin. Singing for moraad taking other women mens. Talk
about slut, hussy, heifer ad streetcleaner’” (CP. 4®r independence and social

flexibility provoke jealousy.

Shug, the musician and artist, breaks free fromctiverentions dictated by both black
and white communities. The blues has enabled heveéoccome all the impediments and
therefore she becomes a role model for Celie ang/ Mgnes, giving them the strength
to realize their human worth and to take theirdiugo their own hands:
First Shug sings a song by Bessie Smith. She sagi®@somebody she knew.
Old friend. It call “A Good Man is Hard To Find.”"h® look over at Mr.---
when she sings that. [...] And Mr.--- looking at Slsulgright black red dress,
her feet in little sassy red shoes. Her hair sigiminwaves. [...] Then | hear my
name. Shug saying Celie. Miss Celie. And | lookwiere she at. She say my
name again. She say the song I'm about to sirglidess Celie's song. Cause
she scratched in out my head when | was sick. Birathum a little, like she
do at home. Then she sing the words. It is all asome no count man doing
her wrong, again. But | don't listen to that palvdk at her and hum along a

little with the tune. First time somebody made stiimg and name it after
me.(CP 69-70)

Shug initiates Celie's transformation from a “nartitg” (Cataliotti, Songs95) into a
self-determined person. With Shug's help, Celiddiout that Albert has been hiding her
sister's letters in an attempt to separate her fitmenonly person she loved. After this
discovery she is in a shock and she feels she dalildlbert, but she manages to
channel her feelings into verbal accusations tosvaith. She finally declares that she is
leaving Albert and accompanying Shug to Memphisou™a lowdown dog is what's
wrong. | say. It's time to leave you and enter i@teation. And your dead body just the
welcome mat | need. Say what? He ast, Shock” (OB. 18aturally, Mr.--- tries to

dissuade her from leaving and attacks the littleesteem Celie has managed to build
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up:

You'll be back., he say. Nothing up North for nopdiéte you. [...] You ugly.

You skinny. You shape funny. You too scared to opear mouth to people.
All you fit to do in Memphis is to be Shug's mald..] Look at you. You

black, you pore, you ugly, you a woman. Goddamsdye you nothing at all.”
(CP 186-187)

But Celie has overcome her former submissivened$iad undergone a metamorphosis.
She answers him: “I'm pore, I'm black, | may beyughd can't cook, a voice say to
everything listen. But I'm here.” (CP 187).

In Memphis, she manages to earn a living by sewmgself-designed trousers and is
finally able to open up a business. When her saéipef dies, she finds out that the store
he had possessed for years had in fact been |béirtand Nettie, and she decides to use
it for her clothing business. Shug finally leaves.-M because she wants her freedom
more than his love. In her eyes, Albert has praedae a weak person unable to stand up
to his father, and she cannot forgive him the m&iment of Celie, one of her dearest
friends. Albert becomes depressive and secludesdfiilut he finally opens his eyes to
the pain he has caused to others through his liyugald oppression (see Byerman 65-
66). Therefore Celie is eventually able to makecpeaith Albert, because she “not only
has the power to free herself from unjust oppressiot also the potential to release
Albert from the burden of his own oppressivenes&e(Henderson 75). At the end of
the novel, “like in a womanist fairytale” (Byerm&9), all the characters are united and
freed from the oppression and cruelty of both naale white worlds (see Byerman 66).

In The Color Purpleplues is not a tool used to reconnect to the pagtxplore the roots
of Afro-American culture and the African heritadat the black community shares; it is
a tool to live a financially independent life, alloat the cost of social ostracism by some
groups. This independence allows them to shakthefshackles of male dominance and
enables them to find their own way through thekicof rules and limitations imposed
on them. The blues is rather a medium of commuioicdietween men and women than
a symbol for an Afro-American culture (see Huke R22@oreover, it can channel the
negative experiences into creativity. Celie obsgrv&/hat | love best about Shug is
what she been through, | say. When you look at Shexyes you know she been where
she been, did what she did. And she know.” (CP.284ug not only influences Celie,

she also has a major impact on the life of Squteksecond wife of Harpo, who at the
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beginning of their marriage has been as subseraedtquiet as Celie. After hearing
Shug sing, she decides to pursue a career as bingsr and Shug encourages and
mentors her: “Let's go sing one night at Harp's@lde like old times for me. And if |
bring you before the crowd, they better listen wigkpect.” (CP 104) Having found her
voice, even though it is apparently not an impresgine - Celie compares it to the
meowing of a cat - she stands up to Harpo and assumrar right to her given name,
Mary Agnes. Vocal technique is not as importanth@sexpression and authenticity - the
personal style of the singer. It is more relevahaithe artist has to say and how he or
she says it — the people will listen to the messagerefore, the blues is more than
entertainment; it is something Shug is taking \aagiously. As Cataliotti observed:

She insists on commanding respect in the commuatanhg of the juke joint

because she is conscious of the majestic achieveafemer blues singing

sisters — the construction of a public platformt thfiords African-American

women the opportunity for self-expression and sathowerment in a society
which has attempted to relegate them to silencataf{otti, SongL96)

The blues song functions as public testimony - woen convert their experiences into
songs that are appreciated and respected by tixel ctbalso gives them the possibility
to find their own voice and offer their own integpation, which is a major element of
Afro-American music (see Huke 219). Blues singingnven, with their ability to

express their thoughts, desires and wishes mayneecole models for those who are

still without voice.
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12 Conclusion

This thesis deals with texts that were written @mious decades of the 2@entury by
both black and white authors, texts that possegsumifying element: the music, in
particular jazz and blues. These styles enjoyedsdificenjoy great popularity with all
age groups and social classes because of theiitwitand spontaneity, which are
experienced best in live performances. Althoughomés and CDs are available they
cannot replace the impact jazz and blues have whew are played by talented
musicians in a club. The communication between omuss and the audience is
something special that, in contrast to visual anvoting, happens in the here and now.
Eudora Welty and Rudolph Fisher make the readédrafedf he or she was sitting in a
club and was watching Afro-American musicians ifazz concert. They take a close
look at the band leaders and at the way they conuatenwith the band members and
the audience. Thus, they are capturing the spidtthe power of creativity displayed on
stage. With the presentation of the jargon the oiass use, the “hipster talk” is
presented. Welty and Fisher depict how music woitkis spontaneous and emotional
and it relies on personalities that are able tdicaje the audience.

Due to the success and popularity of jazz and blaed the impact it has on American
society, Afro-American writers use these stylestfansporting more than just American
culture, life-style and creativity — blues and jaze used to articulate political and social
concerns, to discuss racism, feminism and gendereter, as the analysis of the texts
has shown, Afro-American music, especially the gJus the reflection of the “black
experience”, and stands for Afro-American cultund aentity.

Writing has, of course, often been claimed as acession to contrasting

cultural demands. Orality appeared as the “natuaatistic expression of

African Americans. But writing also has come torkgarded as a means of

survival for black Americans, in addition as an tinment to liberate
themselves. (Barbara Puschmann-Nalé&fdcan American Short StogR)

Langston Hughes and Maya Angelou not only deal tighperformance situation of the
artists but they also broach the issue of racishe musicians presented in their works
know that jazz and blues emerged to a large pam the creativity of Afro-Americans.
The protagonists are proud of their heritage aedagrare of the identity-forging power

music has for the black community. Oceola, Baldsviméroine, is interested in both
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white classical music and popular Afro-American musut she refuses to give up
playing the “low-brow” blues and does not allow Hhsenefactor to patronize her.
Philomena, the protagonist fthe Reunionrecognizes the importance of Afro-American
music for American culture. Jazz and blues develope spite of slavery and

discrimination and Philomena demands respect fsrathievement. Blacks like herself
and her family had to suffer great injustice andl ta lead a submissive life but
Philomena believes that music helps to lift blagksand make them free.

James Baldwin and Alice Walker deal with racism blso take a closer look at the
motivations of artists for becoming musicians ah@ fpersonal development they
underwent. Sonny, iBonny's Bluegries to find his place in a society that is donhécia
by whites and where blacks have to adjust to wiitens. In spite of all difficulties and
the ignorance of his brother, Sonny succeeds irbgry a musician and eventually
comes to terms with his life. Baldwin describes 180s passion and the determination,
his drug addiction and his problems but he alsdotte@m personality that stays sane
because of music. Shug Avery, the major charantédice Walker'sThe Color Purple,

is not only a musician but a woman. Banned fromfaerily and black community who
disregard the blues, she seems to lead a cardksssdrning enough money to support
herself and touring through the United States. 8uiig has to assert herself in a white
and male dominated society and defies male violenceagpression. With the help of
music she is able to lead a fulfilled and independiée and helps women close to her to

love themselves and fight against suppression.

An abundance of texts that employ music has bediighed in the past decades.
Although this thesis can only present a limited p&this multitude of relevant works, it

nevertheless mirrors a cultural achievement thdtah&uge impact on black and white
societies. Jazz and blues are not only musicakstyl they stand for the American
society with its racial and social problems bubdlsr a new type of musician: one, that
is able to express himself spontaneously and chshmeexperiences and emotions into

a wonderful new form.
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13 Appendix

The majority of blues pieces consists of three dhawhich are built on the tonic, the
dominant and sub- dominant Each of these chords is a dominant seventh chad
major chord, consisting of root, major third, petfefith and minor seventh.

Accordingly, a frequently used blues scheme lotesthis:
| 7 | IV7]17] 17|
V7| IV7] 17] 17|
V7| IV7| 17| V7

This structure is sometimes varied and extendesl j&thz blues has additional chords)

and also minor blues chord schemes can be foutiekistandard blues repertoire.

The text, too, has a certain structure: in the firee a statement is given. The singer
normally uses only two bars to express his or heughts, the two last bars are used for
solo instruments to improvise or are simply left fwstrumental accompaniment. In the
second line the statement is repeated on the subdotnwhich creates a more intensive
sound. The last line ends on a “authentic conchi&fo(my translation) which directly
leads up to the next stanza. Textual examples edound in chapter 2.4)

The blues is, harmonically speaking, very spedraiesa dominant seventh chord is not
only played over the dominant but also over thact@md subdominant which would
normally demand a major chord or a sixth chord (Beebat 36-38). This chord
progression is chosen because it is accompanymgdicte in the most suitable way,
especially since blues vocalists use the so-cdlbbae notes”. Blues singers tend to
intone the third and the seventh a tinge too ldwytflatten them. This diminishment
clashes with the dominant seventh chord and theates that typical “blues feeling”,
which is done deliberately in order to create temsirhe use of dominant seventh chords
and the blues scale, which does not include a ntlajat, creates a tension that is mainly

due to the harmonic clash between major and mhad.t(see Haunschild 112) Another

% Tonic: the first tone on the major scale. Subd@minthe forth tone on the major scale. Domindre: t
fifth tone on the major scale.
% Authentic conclusion: the dissolution of a dominiato its corresponding tonic.
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tension is achieved by the use of the perfect fiftthe chord and the minor fifth in the
melody and blues scale. This is the sound thah#@sacteristic for blues and makes it
very distinct from other styles.

These “blue notes” seem to have their origin in &fgcan tradition and are only
perceived as flattening a tone in the western w(iHd African pentatonic scales cannot
be compared to the European systems of the welpderd tuning) (see Berendt 216-
217). With the rise of bebop in the 1940s when ja&aditions underwent radical
changes, the minor fifth became very important. friiene, which in classical, church
and folk music was avoided, was then frequentlyduse the “boppers” and was soon

added to the blue notes.

The blues is very popular for musicians who areregys of improvisation because it
enables the player to improvise with just one sdhle blues scale - consisting of minor
pentatonic scale with an added diminished fiftre (Blunschild 112). This technique is
called horizontal improvisation, in contrast to thegtical improvisation where the scales
change with the chords (see Burbat 38). Verticgrowisation is mainly used in jazz
because harmonic patterns are complicated andrypescale cannot cover the material

presented.

The blues may consist of a simple chord progresgiahcan be easily memorized and
gives beginners an easy access to improvisationnometheless, it not easy to sing or
play. The chords allow the musician much room fo presentation of a theme, no
version of one and the same blues will ever sodedtical. Even more, it actually is not
allowed to sound identical. Many vocal and instramaé blues lickd’ must be
internalized to make a blues authentic but thegretsinterpretation is paramount.

37 Typical musical phrases that will be repeatedrdys performance of a song.
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15 Zusammenfassung

Die vorliegende DiplomarbeiThe Representation of Blues and Jazz Musicians in
American Fiction from the 1930s to the 19&@schaftigt sich mit der Darstellung von
Musikerinnen und Musikern in Kurzgeschichten undnf@aoen der amerikanischen
Literatur und gibt einen Uberblick Uber die Veranoe des Musikerbildes in funf
Jahrzehnten. Der Musiker als 6ffentliche Persom Brisizieren auf der Buhne sowie
seine Funktion als Spiegel sozialer und politiscVerhaltnisse werden in dieser Arbeit
beleuchtet.

Im ersten Teil der Arbeit wird ein kurzer Uberblickber die Entstehung und
Entwicklung der zwei Stile gegeben. Es wird auf dnes und seine Wurzeln, sowie
auf den Jazz, der Anfang des 20. Jahrhunderts alseith Siiden der USA entstand,
eingegangen. Die Darstellung beider Stile ist rhe\fir das Verstehen der Texte, da in
diesen natirlich die stilistischen Elemente, bangsweise die sozialen und
historischen Bedingungen unter denen Blues und &agtanden sind, nicht beschrieben

werden. Musiktheoretische Erklarungen zum Blueddimsich im Appendix.

Im zweiten Teil der Arbeit wird die Musik in Zusaremhang mit der Literatur gebracht.
Der Analyse der Text€ommon Metervon Rudolph FisheThe Blues I'm Playingon
Langston HuhgesPowerhousevon Eudora WeltySonny's Blueson James Baldwin,
The Reuniorvon Maya Angelou und’he Color Purplevon Alice Walker, werden zwei
erklarendes Kapitel zur Musik in Afro-Amerikanischiateratur hinzugefiigt. Da funf
der sechs Texte von Autoren afro-amerikanischetakbsung verfasst wurden, bietet
diese Einfuihrung einen Uberblick Uber die Verwerglwon Blues und Jazz als
wichtiges Mittel des Ausdrucks und der Identitdtdfing. In den Texten werden die
Kunstler nicht nur wahrend des Musizierens auf 8&hne dargestellt und ihre
Kreativitdt und Spontaneitdt gezeigt - die Analgss Texte demonstriert, dass Blues
und Jazz auch als Transportmittel sozialer Gegebmrh und wichtig fur die
Erforschung der eigenen Geschichte ist. Der BlimsBesondern, beinhaltet wichtige
Elemente des afrikanischen Erbes und wird als Awcsdder Erfahrungen der Afro-

Amerikaner begriffen.
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