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Perry &. Hall

African-American Music

Dynamics of Appropriation

and Innovation

African-American musical sensibilities have profoundly affected mainstream
popular culture over the vears, appearances to the contrary i

During the 1930s, for example, Benny Goodman became the
ieading a mostly white band. It is true that in the course of hi

man, who was considered a progressive in racial matters, qaf t ;
gocd taste to feature several Black musicians and to evenwally hire Fletcher
Henderson as chief arranger.’ {Of course, Goodman’ rise to eventual corona-
tion owed something to the twenty-four arrangements he had bought from
Henderson earlier)® Otherwise, with the exceptions of “Duke” (Edward
Kemnedy) Ellington and “Count” {Willlam) Basie, among a few others, the

era was dominated, in terms of both mmage and economics, L} white bands

and white musicians who were adapting, imitating, creating v )
in other ways “playing off " inmovative sensibilines forged wholly within the
crucible of African-American suffering, struggle, and miumph.

At this and similar points in the history of Black music, it becomes clear
that a complex “love-hate” relationship connects mainsteam sociery and Af-
rican-American culture——in which white America seems to love the melody
and rhythm of Black folks’ souls while rejecting their despised Biack faces. [n

no area is this complex relationship more evident than in musical radition.’

The pattern of separating the art from the people leads te an appropriation of

3t



sesthetic innovation that not only “explons” Black cultural forms, comrer-
cially and otherwise, but alse nullifies the cultural meaning those forms pro-
vide for African Americans. The appropriated forms become ineffective as
expressions and affirmations of the unigue cultaral experiences fom which
they arise. Thus, at this and similar hastorical points new musical forms have
emerged that seemed once again 1o estzblish the distinctiveness of Black music
in a given socichistorical context. This ironic process seems o reproduce itself
perpetually as new forms are subjected o similar processes of cooptation and
appropriation.

In this essay 1 explore the dynarmzcs of diffusion and appropriation involved

m'

i this dizlectic process in which certain patterns and formations recur. In thi
process fundamental African-American cultural sensibilities are continually

L

Ia

reformed and co-opted, to be replenished and reformed again as 2 result of
contact and interaction with the dominant Euro-American cultuze. Thas
examination involves locking at the contexts and means by which innova-
ton and appxopriation tend to shape African-American popular music, the
centrality of traditional * h/oowmar and African-derived zesthenc sensi-
bilities i such inpovations, and the manner and result of their exposure in
and appropriation by the white-dominated wider culture. The essay’s inves-
tigations suggest that mainsiream absorption of aesthetic dimensions of
Black culture does not lead 1o comparable embrace of Biack culture at the
human level.

There are few today who will argue with the premise that African Amer-
tca’s contributions to American musical culture are foundational, definitional,
and immense. Yet any more than surface examination of the process by which
those contributions are reslized reveals nefariously ambiguous dimensions in
the cultaral relatdonship of America to its (arguably) favorite sons and daugh-
ters in this regard. Emergent forms are initially ridiculed and sublected to
attempted suppression. When, as is consistently the case, this resistance proves
futile as musical forms are absorbed, thev eventually become reshaped and
redefined, subtly and otherwise, in wavs that minimize their association with
“Blackness.” Award (1'ecogniu n} and reward (compensation) structtires often
evoive that grossly enrich white zppropriators, while only 2 few Black inno-
i
ar

vators have comparable lev El‘-‘. compensation.

Most poignantly, the Black human beings whose collecuve lving experi-

thv contribute innovative mmpulses o the music of the

4

ences most consiste
wider culture continue as despised, feared, rejected symbols o

This description does not refer specifically to indvidaal pe"forz*n s and artists
who bring innovation to the wider culnure, though many of them have in-
deed suffered abuse of various kinds in this process. Rather, it suggests that,

3z Perry A, Half

while the white-dominated wider culture absorbs zesthetic innovation,

continues to avoid engaging or embracing the human reality, the very human-
iy, of those whose shared living experiences collectively creared the context

in which such innovation i nurtured, maintained, cf SUDPC r:ed. in "'1:,

course of this appropriative process, these people and
connection to the aesthetics, have in essence become

purport to become “color-blind.”

Looked at from this perspeciive, the process of cultural ap proo*nt on as it
relates to Black music invelves not so much 2 “borrowing” asa

mining” of Black musical genius and aesthetic in
Ogy may appear extreme, it accurately depiets

cial, aestizetzc ci conomic value of

tion 15 mndanun ally exeracted and se

P . o
tive human

that cultivated it. Ane arguably this a')«.iogx exemplifies the more general

1anner 1w hlch people of color have given
much of their humanisy to the enrichment of Western life.

Dynamics of Innovation

The processes imvolved in innovation al culture invariabiv

involve senuments and sensibilities associated with ssimilated sectors
of the Black community. Contexts where dominant Ec e DOTINS are absent
or relatively inoperative, such as New Crleans’s f:-.mous Congo Square {=

enstaved Africans gathered by the hundreds outside the purview of

EE

ters), a slave quarter, or a basement “rent pa often function as re

for African-American caltural sensibilities in their most potent form. As
Black culture has :m'lsformcd throughout the decades, the least culs

assimilated secrors of the Black cultuzal landscape, where African ora

rhythmicicy are strongest, have tended to generally coincide with the o
$OCI0CCONOMIC strata among African Americans,

it rurps out, then, that sociostructural isolation leads not only to survi
fu i L

of these root sensibalities but also o culi hiy supportve of

significant innovation that engages Lhua sensibilitie is context forms of

Black music function to validate a distinctive sense of Biack husmanity

cultural spaces separated and differentiated from the do int culiure, spaces

in which the dominant culture’s scorn, devaluation, and refection are replaced

by affirmarive expressions of self. This is an especialiv salien

sic, among other expressive forms, in the folk/y popular red
those relatively unassimilazed segme £ Black communities.
33 African-American Music



White Reaction: The Dynamics of Interaction

Assessment of the role of white attitudes toward expressions of African cul-
tural sensibiicy in this ProCess 15 confounded br several fzctors. W hite Amer-

;
ica has often become exposed to emerging forms of Black popular music, for
example, as part of some more general confrontation of soczai irores and

cultural sensibili

s in which the source of these innovations is imvariably

dehumanized and devalued. Thus, although whites have consistently been
attracted by Black rhvthmic/muscial sensibilities, this attraction is often ob-
scured or distorted by vacist habits of thought and association that provoke
suppression 2nd denial, even while comjuring powerful attractions. Aestheric
attraction procduces a dissonance that must be resolved through interpretation

or incorporation of the attrzction in wavs consistent with the soctal consiruc-

ton of racial hierarchy.
Plantation disries and antebellum ravel reports consistently refer ro white

awareness of znd interest in Blacks’ rhyvthmic sense, along with other cultural

4

raits whites found peculiar, vet fascinaung, whether in the context o
gious worship, work practices, or other observed activities. I

servation of George W. Moore regarding the mistress of the Baring plantation

=

“I have often scen Mrs. Baring, when the Negroes were singing, catch the
motion of their bodies and do just as they did.”™ Likewise, New Orleans’s
Congo Square attracted not oniv congregations of blacks who re-creared as-
pects of the various African cultures from which they had come but also
attracted interested white observers whose recorded fascinztion now forms

part of our contemporary window to that time and place (throughout much
of the ant e:)efl period and into the 1880s) where African thythms reverbe-

rated, possibly in Liaeir most potent form in North America.”

As innovations like ragtime and jazz emerge from such relativelv unassimi-
lated cultaral spaces, they become wvisible to soine whites, who view them
initially from the safery of their own side of the cultural boundary. From this
perspeciive, whites often describe thelr fascmanion, sometimes disguised as
disgust or horror, in terms consistent with their own perceived cultural supe-
rioritv. This famework is incompatible with recognition of nnovation a3
genuine artistic or aesthetic achievement. Thus, initial reaction to new forms
of musical expression 18 consistentdy negative and resistant, at least on the

surface. R gﬂme, for instance, came to general awareness initialkhy
the “sporting life” 2z euphemism usually sssociated with brothels, bars. gam-
bling estat)hsnments, and other sites where sins of the spirit and flesh are
partaken--—and was therefore rejected by “'polite” society. Commenting on

what eventually turned out to be ragtime’s redefinition of the American piano

tradition in 1918, the New Orleans Timies-Picayune instructed its readers that

24 Perry 4. Hall

“rhythm, though often associated with melody and harmony, :
saridly music.” Indeed, thythun was an “atrocity in polite society, and . . . we
should make it a point of civic honor to suppress it. Its musical value is nil,

its possibilities of harm are grear.™ Eventually, however, ragtime revolution

[

ized American popular music, in addition to influencing such “serious”™ Eure
pean and American composers as Chude Debussy, Igor Stravinsky, and Charles

Tves.”

Jazz was similarly associated with guilt in connecton with the social emvvi-
ronment of its formative period, which overlapped and paralleled ¢
time, in the late mineteenth century. Indeed, during jazz's caﬂ/r ﬁ}m}.aﬁ\-‘e

5 -

period—~fom the mid-1890s untl around 1905 —the new sound was largely
mvisible to whites, indistinguishable from the “honky-tonk ™ and ragu
sic associated with fase, sinful living. Charles “Buddy” Bolde

o

ancestor claimed by virtually every one of the early New O:J‘seans
tors—was trying his new sound as early as 1893, And though the eveniual
contribution of Creoles to the transformation was considerable, light-skinned
Creoles initially scorned jazz as honky-tonk music, while “Papa”™ lack Laine,
considered z “white father” of New Orleans jezz, clai
of Bolden at this point, zlthough Laine apparent

'he had never hcarc‘l

the Creole players.”
Initially, then, the new sound remained unknown w the white

phenomenon of the folk/popuiar masses, the }easL

assimilated sector of the community. By 1903, howe
was thorou wm\' i1 tune with the new music, an C, ole musicians had been
won over or had adaptcd by necessity, Over the next ten vears t

city followed suit.” Although (or, perhaps, becaus

ated with jazz were probably quite familiar to n
press’s first nondercgatory mention of jezz did not ccour ungl 1933, accord-
ing 1o one source,”

Innovation: Weastern Form, African Essence

Ragume and jazz also illustrate how the emergence of new forms involves the
ascendance of or reemphasis on Afzicazz—derivcd musical senstbilities thar are
retamned in the folk, popl..lar. or traditional African-American cultura! refer-

ence frame and that coniribute cri tzcahy to the periodic reformation of dis-
tinctive musical forms. Piano r?g‘time was achieved fromn the imposition of

3
1
ey
o
=%
%3
1
s
B
I3
e
o

African rhythmic patterns on piano plaving styles—a syncopa
Western: musicological sensibility that subordinated and e.\:tended Western

harmonic COncepts with the drive of Africar

2
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Foro et damann
vad trom

transformed the piano mto a rhythin mstrume

an original “New Orleans sy " imvolving aesthetic dﬂd social slements
that met, merged, and mingled with the ancestra ] spizits of Co..;o Square 1
that city from the 1890s through the £ s century.

New Orleanss large Black population—especially |

laws defined the

,,
Q
<
<
3

e
post-Reconstruction Ji

Creoiei as Bia cix for segr ion 9 TPOSES == PTOV ;d

socially redirect itsc‘i, brought t

cle “T“d}tlon forced by Ji

o)

instrumenis and European training and performance seyles. Creole bands (said

to be adapned from the French sradition of milirary marchi

ch
orchestras, and other musical ensemble forms contributed new instrunents
and instrumental arrangemients that—Ilike ragiime m relavor i

=
o
o]
~
jory
Iy
£¥)
o
X
it
o
C|)

could be used to reexpress African-derived rhythnic, tonal, and improvisa-
tional senses, provided mostly by uptown Blacks.

The New Orleans tradition o
Storyville red-hight district), sporting

13t

like mad ie ita
significant center of ragiime piano music since such establ‘lshments were
prime empiovers of its players’™ T ! i
Mardi Gras, funeral and other parade
other mostly but not entrely Black

cienti‘y‘ organiz, d to support jazz s Innovators at hf urn of th

i

Blues, 25 2 musical force and as 2 uiuio%op s of hif

¢, Came '\'&
ing numbers of residents from the delta area
enclaves who were finding their way to the

i

Black urban environments, the equivalent of the fiel

the root from which rural blues grew in the laze 1800s—was heard in the cries
.1

and chants of street hawkers, sellis g xegccgbics and other

sozzmtimas accompanving themselves on harmonica. or home-

band per‘fomlance. The
sicia"ls 'nstead of one

freedom.” B;ues contr mee an approach. 4 psrﬁ:ormame style, b

t shape the sound of

he human voice,

melodies, 2 “vocal

ments—especially

rural cries, moans, and feld hollers), and 2 patiern of i unprovisational interpl

Thus, instruments designed in the Europesn literate tradition of “reading’

s

mnssic fixed on paper were adapred to the African oral uadidon of finding &t

36 Perry . Mall

£l

by ear.” Led or directed by fiuid, syncopated rhvthmic pateerns, this ©

b

proficiency enabled melodic variation or improvisation. Ensembles composed

of those instruments-—which in the European tradition plaved fixed

ments together—were redefined to accommodate fluid fights of polvp

7 T

in which the various insruments collectivelv improvised melodic variation

on a polvrhythmic foundation. This saturation of 2 Western form
can music sensibility vielded the emotional directness—a uniry

compositien and performance—characteristic of Black performance

From this synthesis emerged a musical form ¢ zind new, z form

that mvolved Euro-American forms, instruments
nonetheless wholly 2 product of Black experiences. As suc
compassed 2 reemphasm on “Black” zesthetic and culnn .cnsibim.— 11
form of African-derived oralitv and rhvthmicire,

Black New Orleans arcund the turmn of the century {

had one of the largest urban concentrations of African Americans) was a cru-
¢ible in which these sensibilities were forged and out of \'\'hwl*z boiled the

major musical innovation in North American historv. F:Om e rich be

nings jazz innovators eventually moved up the Mississippt valley to Chicago
{and places such as Kansas Ciry, St. Louis. and L g Awwiu\
potency spread into the consciousness of a broader world and became 2 scaal

wWhere 2z 5

phenomenon.™

Diffusion, Appropriation, and &H That jazz

The fact that jazz, ragtime, rhvthm and blues, and other forms have become

firmly entrenched in American musical culture in spite of ol

and rejecton affirms the premise stated earhier that, contrary

withstanding, white America has consistently been attracted by Bi«ck

sensibilities. {During the twentieth century in particular, «

had a connection to an innovation in Black :
mnovations eventually cross over into mainsire:
ican cultural traits manage 1o penetrate social boundari

As new forms emerge to influence and even dominate mainstr

culture, however, so also do events that lead to appropriation
levels, by the white-dominated wider culture of such aesthetic innovations.
Cme aspect of this process is the tendency of the forms to become dissociated,
in the discourse and perceptual framework of the white-do

stream, from the African-American experiendal context that cre

Actually, it seems more accurate to say that for the white-domunated

stream the separation of the musical phenomenon from the people, and hence

from previous negative associations with Black people and &

37 African-Aumrerican Music



necessary accommodation to the accomplished fact that such penetrarion has
occurred in spite of previous criticism and rejection.

At the point at which ragtime’s influence was expressed in the work of
classical composers, the “influence” seemed o be far separated from the folk
and the experience that had created it. As part of a “classical” composition, or
2 populer show tune, the thythmic mﬂueuce of ragtime (the name came from
the fact that the syncopated rhythmic approach sounded kike “ragged time” w0
Western ears attuned to conventional thythm) had become diluted and was
no longer connected to Blackness or to the stigmatized association with

“low™ life and culmre.

In addition to separation of the aesthetic and exper:b ial dimensions. the
perception of economuc value and the subseguent im of market forces
contribute to this dissociative tendency. In case ofjazz, both aspects are evi-
dent. The process of obscuring the association between Black culture and jazz
was evident before most New Qrleans jezz plavers had even been heard by

outsiders. Although riverboats and vaudeville tours had been spreading the
new jazz sound over many regions in the early 1900s, what became wi idely

accepted as jazz were der > original New Orleans synthesis that
came into wide popularity following the first release of 2 jazz record, made by
ig

1917.% In other words, by the sarly 1920s—when New

QZZ Bana —in

al Dixieland

ol le ; . I . 3oy
2 white—and inappropriztelv named “Ori

such as King Oliver “.z:»d has comc:zist Louis Armnm g, pianist Fe
“Tellv Roll” echet had settied
further c‘ieveiop "rzd expose the new art form--jazz was a ‘1

of many, assoclated with white musicians,

=

Armstrong and Morton, pivotal figures linking New Orleans jazz with

future forms, were in their most fertile, creative

ig the 1920s.” Under the precepts of the recording industry's segmented

Ve penods dur-

marketing systems, however, recordings of their music were distributed on

“race record” labels geared specifically to Blacks and remazined invisible to
most whites.”* By that time music recorded by white dance bands, led by Paul

Whiteman's, was being introduced to mainstrezin whites as “jazz” through
record lzbels and per‘fo:mance venues specificaily marketed to them.

The “symphonic jazz” of the 1920s was not particulazly or closely associ-
ated with Blackness or with the “low-culture” contexs in which these forms
had arisen. Whiteman octemibiv 'oerformed "syznphonic" jazz by “taming”

its Uprimuuve 1

The ironic result of this 2ppropriation was that the music eventually fost much

of the emotional directness and rhythmic vicality that had made it distinctive

t place.

by

and prmoked attraction in the firs
In cultvaung and x:fio ting this audience, Whiteman exemplifies one

38 Perry A. Hall

odicus resule of this pattern of appmpriation: and economic

profit from zestheric innovations emerging from the

1 of cultural sen-

sibiliry among ordinary Blacks, who remain mostly as dmc antaged and dis
enfranchised as ever. Whiteman became “King of

grossing $1 muillion in 2 single vear during the 192057

Among Armstrongs white fans during his eardy days
group of high schooi-age vouths, several of whom later |
jazz figures. This group included Bix Beiderbecke, descril
s the best white jazzman of the lamer 192057
Chicago, Beiderbecke went on to facilic
verines, a voung white band that played colieges,
sorts throughout the Midwest during d
dance bands he enlivened later in his career was thL Whites
his presence no doubt consttuted the

LICi'L'}".
Meanwhile, Jelly Roll, along with several other o

riginal innovators, was to

O
end his life in ignominious obscurity by the tume band jazz became “swing”

m the 1930s. Regarding Jelly Roll, who died in ’1941, One Wwriter obssz-ve i
“In Morton’s fifty-six vears . . . are o be found the ]

and jazz, their acceprance, their rejection, their ¢
spurtous ‘improvement’ by the music business,
trire masters between comparative riches and fame
Armstrong was more fortunate, althou
tenth of Whiteman'’s.™ Though man
“Uncle Tomism,” his career and
.

because he did successfully appea

—

Systemic Issues

Even though some individuals, such as Whiteman. could be accused of crass
commercial exploitation of aesthetic innovation, it would be i

that individuals necessarily orchestrate the struggle that seems o ensue

definition and ownership once a form is sbsorbed or accepted ino

broader culrural miliew. {This process ofa';.)pro; riation which

ferent or tragic results for Black mnovators.) At

ies and orientz

whites who are owners, producers, agents, or
cvmcally exploitive to wholly or at least relazivci\f sy
Bix Beiderbecke, Benny Goodman, or Johnny

blues ploneer). As for the results, in which whi

gonateiv recognized, rewarded, and compensated, it mav

ive individuals are more numerous or more powerful, Or such

'#

results mav
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struggle for culteral ownership is perhaps not espe-

sirply ilustrate that
cially a struggie of individuals—that systermic forces are prominent in this

ProOCEss.
The effects of racism, pr

judice, and stereotypes, along with customs and
habirs of thought, on white-dominated mainsireain social, instisutional, and
economic structures seem 10 move them inexorably, not needing any sel

conscious conspiracy of individuals to reproduce patterns of racizl inequality

matters of recognition and compensation. Indeed, the outcomes seem
shlivious to the individual wills of the Bix Beiderbeckes, Benny Goodmans,
Elvis Presleys, and John Lennons of the music world. Beiderbecke i3 often
considered 2 sympathetic character in the story of jazz, and some even portray
hirn as another victm of the process of appropriation.™ Nevertheless, the
market segregation practices of that ime meant that the millions of people be
mav have plaved for never heard of Armstrong, much less appreciated and
proportonately or aopmuriatelv rewarded his contributions o America’s
most original art form, In the instance of Beiderbecke, his presence in various
white bands in the segregated music world of the 1920s helped spread the idea
of jazz as & ™ 's'c not connected with the Black experience, no maiter his will
Or Intenuon.

As forms of jazz developed throughout the 1930s, the emergence of white
ing ba

SWIIL nds
cise, arranged style of “swinging” that became 2 national phenomenon

UQ

:d the Depression helped further legitimize this idea. The pre-~

emerged among 2 group of Black bands (Fletcher Henderson, Don Redmon,
Duke Ellingron, Jimmie Ldncexom among others) that played regularly for
predominantly white audiences.™ In adapting 2 “hot’ style of piav:

oeal to these audiences, those Black “preswing” bands may have been gus
by an optimistic sense that their merit as musicians and entertainers would |
recognized, accepted. and fairly rewa Likely. however, the very popu-

- 1l 3 1 LRI + oS JR TP .
arity among white audiences of the arranged, “riffing” style that vmc-‘gca
1

bt

berween 1929 and 1933 conwributed to its eventual appropriat
nztion by whites. The combination f the effects of the De p“"smon o1 re-

cording, broadcast, and performance and the & :LTDPU.Z}EIO’I of the swing stvle
by white bands, led by Goodman’s but including Artie Shaw Glezm Miller,

the Dorsey brothers, and a host of others, sever rely d Black exposure in
this mainstrearn market and led to disproportionate d stribution of the rewards
and recognition of swing.

In the recording industry, session opportunities for Black band musicians
became severely limited during the 1930s. Similazly. the 1ucracive big—band

1 )
dance/concert circuit of the

ol

19305 and early 1940s featured less 2 hancdful
of Blacks among the names associated with that storied era of swing. More-
over, so-called “jazz polls . . . began in the middle thirties wherein no Negro

43 Perry A, Hall

&

plavers won top positions,

James [Benny Goodman’s mumpeter] i
Armstrong.’

er Lous

Fletcher Henderson’s position as Goodinan’y chief arrai
prescribed pinnacle evailable to Black musicians in e
ognition and compensation. Nor were econonu on the only,
or necessarily the most Important, erms in be measured
here. Not onlv did the indusary built from
the very bosom of Black hife

cally; the music itself also was not even particularly associated wi

nger $upport Black mu
F

m the public mind. Ir could no longer funcuon as a ! tion and

Aing def
affirmation of what 12 meant to be Black in that time.

Appropriation and Cultural Meaning

Cooptation and expropriation of this kind tend to

music, language, or other cultural traiss inei"fecmz: 1

tion—of marking and affirming Black ethnicity
such episodes or tendencies are consistently accompanied and/or followed by
some kind of reformation of i zdlqenoh s African-American idenrim‘

fres and refocuses Black se .wbllmm and sets ¢ hcm c;ﬁ* from. those

thythmic techniques and other aspects of the oraiin .
Like Congo Square—which allowed 2 maximum degree of coales
and coherence among African slaves from many different cultores in an en

ronment outside of the immediate purview of thelr dominators—e

vative period or context features increased cohesion among Blacks
erstwhile disparate elements) as a community, the resalt of both exte

internal factors. The New Orleans jazz svnthesis occurred during a |

which cohesion had been largely imposed by |

1 Crow & tons of social
orientadon after the failure of Reconstruction. During the 19305, the sense of
hopeful inclusion that had been evident in the "}azz Age” of ‘.“L 19205 was

oura\'eo when economic GEIPTCSQIOJ forced maEny siclans out of the ma

aili-

i}

StTearm Imusic CCONOITY.

Thu& in some ways this thrust :mmrd new cohesion was iz:-mosed

Creoles together in New Orleans, so did Depression economics force

who had thought in terms of an integrated musical universe to rccons:dc:
their options. Sociaily alienated and economicaily displaced, Black musical
practitioners locked inward—in terms of comumunity and perhaps also in
terms of personal psychology

to find their aesthetic angd ccononuce mzastﬁm-
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ency. And while the white icons of swing raked in the big bucks, Blzck bands
pla}:ed 10, and were revitalized by, ali-Black audiences on this “chitlin circuiz.”

In some ways this turning inward was an aesthetic choice. With swing, the
thythmic sense of jazz became watered down, and Improvisation became fim-
ired and restrained. Before the crash “black musicians used more and more
Western song forms. incorporated Western harmony, and played for increas-
=¥ A11-Black bands on the chitin circuir, however,

ingly integrated audiences.
especially the Southwest circuit that mcluded Kansas Ciev. St. Louis, and
Oklzhoma, had, according to LeRoi Jones {Imamu Amuir: Baraka), “devel-

had

alweavs remained much closer to the older, blues tradition, even 3{’C€x hey
¥

oped very much differently than the big Northeastern bands. . . . They

hriaues of the Dg
began to master some of the Instrume ental techniques of the Eastern bands,

they still . . . relied heavily on “he blues.
Populer on that circuit were bands led by Bennie Moten and by Coum
Basie, where many future innovators, including Lester Young and Charhe

Parker, served apprenticeships.” In addition to theaters and other venues that
catered to Blacks along this chitin circuit, small clubs in ity neighborhoods,
southern rural roadhouses, and private house of rent parties—especially in the
South, Southwest, and Midwest regions. where African-American folkk masses
have historically been concentrated—were settings for a revitalization, a re-
connection to indigenous roots, to primordially African rhythms, residing. as
they always have, in the cultural world of the folk masses.

Relieved, in 2 way, of the need. or siripped of the motivation, to alwer

. - 1 i L TS S - ericicians found the
expressive modes to appeal to white sensibilities, Black musicians found te

space and the means to refresh their musical a1t by emphasizing those ele-

Lf

ments that made O&I{OITHEHCG SPaces dlstl-‘.ICL..\ African Amerlcan. remaking

Black identity in cultural terms, reforming the framework of ethmiciry tha
L iy J
defined Blackness and distinguished it from whiteness, Largely invisible to the
swing mainsiresmn, this fourishing Black “underground” moved contempo-
Hationist pretensions and back

5

rary Black expressive forins away from ass
toward the folk, popular, and African roots of core African-American culture.
The postwar era of the late 19405 and 1950s saw this underground culture

eTEIge in two Aot
raunchy, “jump-blues” band acts that became rhythm and blues. 1n both ca

.

innovative ll"\ﬁr.ﬁ—"chﬁ esoteric be- DODOCI‘S and the
)

the reascendance of or reemphasis on African-derived rhythmicity was o-f
central importance in reinforcing cheracteristics that most effectively distin-
guished the Black musical sensi bility Fom that of the non-Black. The boppers

brought a refocus on the primacy of syncopaied polvrhythims, while engaging

el
even more complex improvisational structures and extensions of Luropean
harmonic concepis. Jump-blues rook its rhythmic pulse from the “boogie-
woogie” sounds emerging from 1930s underground culture—a “fast shuffie”
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1

that anchored a pulsating dance rhythm at rent parties and juke Joints—and
came with an artdeade thar projected much more of what was considered
unpretentiouns, down to earth, even raunchy and “gut-bucket,” shour Black

cated azzd pretentious, It was

as if Black musicians were deliberately n uking cultural space betwes:

life and much less of what was considered sophist;

i“ ST

selves and perceived mainstream sensibilities, as 'f"me TV was 1o make sure

=

they were not mistaken for someone wrvin ng to appeal o “white” or other

haghfaludn’ tastes.

Postwar Popular Music

to the past. (A}t’nough bebop would reqmve

many of these patterns apply to it as well) As was the case in New Orleans,
some Blacks—in this case, mmd;e—c}ass, ass1mi£azion~n

ded, or ostens
sophisticated ones—-resisted the new “ethnicity” evident in the new o
and blues, characterizing it as “gut-bucket” and unrefined. And as «

case with the New Orleans synthests, this “underground”™ was i
ble o mainstrearn whites, Major record companies showed no initial inzerest
in this “lower-class” Black music. The result was that 2 bevy of smaller, inde-
pendent record companies, some which were Black owned, became impor-

tant institutions in the “thythm-and-blues world.™ In 1949 when Billboard
chenged the name of its Black pop-music chart from “race” to

blues,” it wasn’t setting a trend, but responding to a phrase and
independent labels had alreadv made part of the vocabuiz

Conceiva

bly. the perceived raw, raunchy attitude of early vy

nade 1t unattractive to major companies, as it was for som -class
Blacks. It is also conceivable that this very attitude, along with ting
rhythm, did help make it attractive w some voung whites, f the

swing generationr. With radio plaving an important role (records and radio
had been an important factor with jazz in the 19205 and 19305), the sound of

thythm and blues drified in and apparently was m

sic to the ears of 2 genera-

+

tion of young whites in search of causes for which to rebel ™ Evenwaally the

thythm-and-blues term rock and rofl (which referred to having sex) came to
serve as a label for a body of music that included some clements of rhvihm and
blues {for example, Bo Diddley, Chuck Berry, and Lirtle Richard) and z lot of

younger, mostly white, groups and musicians, Elvis Presleyv, Bill Halev, Buddy

Holly. trving to move with the pubating rhvthmic sense that

and bhues.

As had been the case in previous instances of assthetic appropriation, the
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evolution r thim and blues into rock and roll cvcmuah\ overshadowed the
connection f he Black music to Black humsnity. The initial rock- and-roll
e\(plo%ion seemed 0o CNEergize, even define, 2 new generauon of white vouth

it seems that

with elecirifying dance thythms. By 1960, howeve

mainstream; popular music

America was a SOITY Ong, with th

e

of rock-and-roll having been replaced by the plastic posturings of the Fabians

Nearly to the extreme of Whitemans “svmphonic

S

and Frankie Avalons.”

jazz,” in the 1920s, this rock and roll came o represent redefinition of Black

music forms for non-Black uses. Little Richard clearly understood this. remi-

5 H (R S R R sacie oF i
niscing on a2 Home Box Otffice television special shour how a version of his
o o e R S

rock anthem “Tutt Frutn” reached the number one spot on the pop chasts:

o the camera.

er

“By Pat Boone,” Richard said, grimacing

“Soul” music, which fowered in the 19605, seemed in part a reaction o
the rock-and-roll appro priation of earlier forms. Aesthetica ly, the evelution
of thythm and blaes into soul music em ged from 1930s innovators such as

Ray Charles and Sam Cooke, whoe Obx ared tenuous barriers between

s and brought gospe 1—' ﬁccwd harmo

R
b
5
h
2
=
ke

0%
o]
7,

g
#

t

sacred and s
style fervor {and cali-response m-cthm:cxrv‘; to their dec

for R)&Z]Ctﬁ SOCM l\ soul music funct ioned to T eestabls ish a distinctve Biack

i

Soul music’s efectiveness as an instrument of culrural cohesion as well as of

musical Innovation was in part related to the mainsweam music industrys

inability o control it. Although many of the early companies specializing o
rhvthm and blaes were no longer in business, independents were still control-
i Ty 1 ie bl 1t 3 £t} 2 A"’“"-‘:‘t -
ling the market as soul music bloomed hroughous the 1960s. The most im

portant independent companies were New York-based Atlantic Records,
¥ Widh

> pale imita-

Motown in D rroit, and Sm\ Volt, out of M»"np 1S, Iennesses.

s major compeanics i the lma 19505 and c;“I\ ‘96 s were of

small effect.

Adantic had survived froz the early postwar ez and remmined an Impor-

tant rhythm-and-blues institution unul the e 1970s. White owned, Atlantic was

i ne Aovalamed e e
Black criented from the start and was where Ray Charles developed his pi

oneering “soul” sound. Motown rose 1 the late 19505 and eswablishec a com-
inant 1960s scund. Owned by 2 now-legendary black entrepreneny, Motown

£ e Lol i S oamce T 1m
11')€x=...€ Vv DTOgIa smred some of 1t f_OE’OdL]C:.'i 101 the while — Crosiover

ket (Motown billed its

products as 'Thc Scund of Youm‘r *&me"lcx ; Al

though Motown pursuit of

white 2CCepance suggests 2 cex
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context of soul music, that wend was counterbalanced during the mid- and
late 1960s 25 a southern scul sound developed in Memphis {with Stax rec-
ords), Muscle Shoals {Alabama), and other southern centers. And akhough
this southern-based sound was aimed at the waditional, Black thythm-and-

3

blues market, white fans of 1960s soul also gravitated to this more “authentic”

Biack sound.” Eventually Motown counterbalanced itself,

Ing iy OwWn
version of this sound on a new label named “Soul.” where Junior Walker 2
the All-Stars, Shorty Long, and Gladys

The 19605 and 1970s then, like the l92 and 1930s, were 2 period wh
“the music of the black culture . . . became part of mzinsweam An
expression.” And like the 1930s, the 1970s turned out to be an era when the
potency of Black musical form (596% soul) m =rg>c’ :

TNeY

night and the Pips were recorded
(i

tf stream forms
and sensibilitaes to create a “raceless” (disco) phenomenon that cogd out that

postmodern decade. Souls success with crossover, like that of its popular cul-
ture predecessors, may have been a cause of its ultimate appropriation as disco.
Disco emerged i 2 period after the dominant Black or Black-oriented

independent record companies had come under influence or contol of major

srocess descril

record companies and other large corporations, a
wrzting detazl by Nelson George.™ Once agai
from African-American innovation and

i pene-
music forms thar had come

¢ were redefined, aesther-
ically and culturallv, as 2 result of white perticipation. In the 19705

furious evelution of media and comnmnicadon echnology, popular

music could not be as completely divorced ¢

Te 28 it ha
in the 19205 or 1930s, when market channels were so separate that
who were “lned up for Bessie [Smith} or Ma [Ramev], never heard of i>"=

Whiteman,” and vice versa.™ The channels of cultural separation were, by

comparison, considerably more porous. Eventually, however, the ;mgign thar
} F :

gt

“raceless mainstream” meant white in the dominan

as clear as the image of actor John Travolt:, whose “whitc—danc
acter in the movie Saturday Night Fever became, for i
star of the 1970s. Moreover, the brazen attempt o

238

with virtaally no videos by Black musicians (rationalized again
projected “mainstream” or “classic rock” market} showed a
tendency to redefine Blackness out of mamstream conc
music.

However, even though i

the 1970s, the countercurrents of 2 “funk undergr

g
=
)
fort
o)
0.
8]
£
o
o5
¢

same period as well—an underground, or counterculture, that rejected pre-
tentious sophistication In favor of the 'neIodicaH\; ripped dowil, z"*:-‘f“hm:i“
cally souped up riffs of James Brown’s 1' ’

the music of other stars of 1970s funl
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. . . N . Y
formative moments in Black music history, he ex eggem.e of
1970s involved a new synihesis of mainstream form with

rhythmic sense. In 'CfliS Casg LLLCQIZJ ed 1'1:t:umc”m Hstrumenta

05 that era. Like the previous LL“dc rground, the funk sound was especi
sudible in the South and Midwest, W here Black cOMIUNity coONCeniraions
sbounded. It was heard less distir hetly around the Bast and West Coasts, where

disco chique was ali the 1'age.‘"' And like thar previous counte cu’éturc‘ 1970s
3 1

funk connected with slement 1980s as rap,

other “radicalized” forms of Aﬁ ican-American musicai culture, beginning

ip-hiop, and
(22
g

once again the patters: of diffu g: nto and Janmor:mng mainstream culture
irsedfl

The recent eraption of black urban vouth cuiture as hip-hop and rap music
Jlustrates the continuation of dynamics accompanying the emergence of pre-
vicus forms. Just as early rhythm and blues expressed a e ejection of attempred

middle-class sophistication, rap IUSIC Tejects pretentious sophistication m fa-

e dhtho and
VOt ogknowmc' in be Smr,kesL rerms, “what nme it 15,77 Like ear Iy rhvthm and

S ¢ 7
blues in the late Os, rap imvally mriv d and g‘ew lergely on 1 independent
record labels, despite lack of imterest, rejection, and even attempted suppress:

on the part of the mainstream record CO‘npani es md :adio stations.”

Rejection, criticism, and atternpte d censorship by mamstreamn whites an ofs|
Blacks as well have not prevented large-scale identification among YOURg
Blacks with rap music and other hip-hop cultural symbols, such as lan r;u?gc
dress, and “astitude.” Moreover, the sign: fca 1t and growing attraction of 1
for some white middle-class youths affirms the historical pattern of diffusion
of indigenous cultural sensibilities into the wider culture. Although no espe-
cially dominant “white hip-hop” has yet emerged, the audience for this rene-
gade sound has become dominated by vet another generation of £ middie-class
white youths. This is one factor that may yet jead to a replay of musicai
changes in the familiar historical chord PTOEIession.

Appropriating the Meaning of Appropriation

Having exarnined the dynamics of aesthetic appropriation regarding African-
American musical sensibilities, T wish to point to the role that scholars,
analyses, and other formal observers may have in the process of separating
sesthetic innovation from its experiential context. There i, for example,
a2 tendency im jazz ht rature tO pronounce that the opening of the Benny
Goodman band at the Polomar in Los Angeles on August 21, 19
beginming of Swing 25 2 mainstream development in popular music.”” Such
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analyses may or may not also incorporate the broader

emergence such as is available in Thomas Hennesseys rz:centiy u;‘,éated ré-
view of jazz's historical pach into American mainstream culture.” {In id
erable depth, Hennessey highlights the Lmergencc during the E,:-.»:e 9

early 1930s of the arranged “riffin
phenomenon and that was prlzzapal}“y assoczated with black arrangers such as
Eletcher Henderson, Don Redmon, Duke Ellingron, snd Benny Moten)

Regardless of whether jazz writers do incorporate this broader historio-
graphic perspective. their assertions that Goodman’s band marks the begin-
ning” help subily shape discourse that diassociates aesthetic innovation from
jts experiential context. The language of the discourse has determined that

“the Swing era was the era of Benny Goodman, of Artie Shaw, Glenn Miller,
the Dorsey brothers, Charlie Barner, Harry james, Woody Hermen, Gene

1320

Krupa, and others.

strong advocates and affiliates. For example, aithough most writers almost
ritually acknowledge the African-American roots ofyazz Jamcc Collier, cred-
ited with among the most comprehensive of th ;

remnarkable alacrity that it is therefore surprising
the direct evidence for this belief 15 slim o nonexistent.”

somewhat startling assertion involves first nunimizing the
ures such as Buddy Boiden and then arguing that other orig,
Jellv Roll Morton, Kid Orly, and Sidney Bechet were Cr

in the ordinary sense of the word.”™

z vy

His argument seems to miss what may be a subde factor. Then Creoles
constituted a separate caste from Blacks in the Lowsiana sod al hierarc :
did not play jazz. In an otherwise lluminating summary of the Cre
tion in Louisiana history, Collier f2ils to note how Creole musicians,

of losing their “downtown’ jobs, where they worked with and among whites,

foliowing the enforcement of local segregation Eecfis;:-_uon, had to redirect

themselves aesthetically and economically toward the “uptow

Black com-

munity. At that dme, Creole musicians did, in faa. become
ordinary sense of the word,” and it was in this st secific context that thew

incorporating technigues they had learned from uptown B'iacks\ participated

in the creation of jazz. Indeed, it might be stated tha
jazz came directly as a result of the “discovery™ by
Blackness. In this context the answer to Collier’s rhetori

zctaally ‘expressive of and uniguely rooted m the experie

cans?’ "—is simple.” Yes. Emphatically ves. It s
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Conciusion

nly true, a5 Collier wants

. o \1 -
cived from Black innovation Tsurely ...
ieating the evolution of popular cu HJear
s, modern technology. ‘ﬂcd‘za, and

the distinction between what mu-

N ;i & eak of Black
sic or culture is or is Dot B ck. I has become less accurate 1o sp f Black

popular rusic than of the “Black influence on hopula MUSIC
However, the added complexity of “wdeun”\ has not C’“}ancui the hasic

v n, i n with respect o African-
dynamics of nnovalion. HIS101

;
i ical it e ¢ changing cukur z] bound-
American muasical sensibuit DLQ}J‘ re blurred or chai

; 1 ible folk/p £ A frican-American culture remains
aries, a discernible folk/por African-America

et

he chisfsource of distincuvenass

those Rlack musical sensibilities that éiﬁ"mc inm and are

white-dominated wider culture. .
sream of sensibilities connecting Black Am icans with an Afric

heritage has always been 'iocz.ted among the least assimilate

Black comrunity. Fistorically this was the South. Tod

teast assimilated, siructurally gsolated urban areas. . ‘ ‘
As nevs aesthetic energies emerge from such sectors, diffusion into the

white-dominzed wider culture provides motivation for Black m ch 'n s.to

shape their products to cater csnecially to thar interest, even wiilie it 2i50

mc; syate whites 1o mitate or reproduce lee new forms. In sacaaoz}' to profit

a5 2 motivaton for appealing w white audiences, A“rzcm American per-

formers and NnOVAIOTS may be molivated by the 1

nized and re o artists rather than rejected

e Tmelin and Tellv 1 both
Black enterta arlier periods were. (Scott Joplin and Jelly Roli bot
craved this yition—even more, perhaps, than the financial reward-—

rav £I118 A 100 H .

which tra '

ith mainstream cukture, the new music form

becomes a less authentic means of representing and C\'pmsvnw the peculiari-
B 1 P e e ] ~11 o

dies of Black “beingness.” 1n effect, h NIOW ;“Legm:m Oht.x non be

(".
[t

comes Tedeﬂned. and invanab

new concept Is “white” for di} pra

parposms it is no longer connected o blackness. Undoubtedly with the best

of intentions, Collier. whose logic seeks to separate jazz from Black culure
1 ;

i m T fazz has had a
per se, istrates how this hfmgem imost better than 1 could: 7} 7; :

primarily white audience for perhaps seventy-five years

J

1 white hands ever si

devised by whites and has been main

i‘lOﬂ, since it LU‘ai‘ te have a real existence in the €2

3 3 o 3 ﬂ»-.-»:-,-'% the 1970s . ..
dominated oy And ever since jazz began to revive in the 197(s
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white players . . . have done as much to

give the music direction as blacks
have, ™

Although some African-American artist been able over the vears to

mprove on the 1C€{aCI€§ of those ea-:l:ier creative bhut o ag_j iC

ment of whites, as consumers, performers, led OWTETS, witi‘} forms of Black
music has the result of keeping that number low and of rewardin

senses of that term, white appropriation more than Black 1zmomtion. More-
over, as the nnovations become dissociated from the experiental

7om which they arise, the

comntext
begin o lose their funcdons as statements of

\
affirmarion and humanity relative to those contexs. In the end the

e g.g prop
tive process accomplishes a destructive consumption of the dream
ative hearts, the very souls of Black folks. In some sense even

realtv billhons or erillions, of doliars reaped from “commerci

o

African—American aest’net‘;c Oenius can

loss, Tvis perh

ing, reshaping, and reaffirmi qg I I?CE\ h HManity.
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