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About Raisin’ Cane

- IMPORTANT FIGURES -

by Harry Clark

It was an exceptional time. It was our time. It was time.
Time: 1920s. Place: Harlem, New York, USA.
The Harlem Renaissance was a pent-up explosion of brilliant prose, poetry, politics and music of African-Americans ready to say their piece.

Literature

Claude McKay (1889-1948)
-biography by Freda Scott Giles

Claude McKay, (Sept. 15, 1890 - May 22, 1948), poet, novelist, and journalist, was born

The words and thoughts of Langston Hughes, Countee Cullen, George Schuyler, Zora Neale Hurston,
Claude McKay, W.E.B. Du Bois, Gwendolyn Bennett, Father Divine, Georgia Douglas Johnson, and
many others are woven into a panoramic theatrical narrative that scans an extraordinary outpouring
of artistic endeavor lasting a decade untill the Great Depression brought all to an end. Jean Toomer’s
seminal work Cane, the incomparable short novel that started the sparks flying, is given its full due in
this musical theater work. The theatrical narrative is a tour-de-force for an African-American actress to
embody the thoughts and emotions of such a powerful and diverse set of thinkers, artists, religious leaders and politicians. Raisin’ Cane has found just such an actress and entertainer in renown film, television,
and stage actress Jasmine Guy.
With a superb original score by New England jazz master bassist/composer Avery Sharpe, the music and
words become one. Composed for the trio of bassist Avery Sharpe, brother Kevin Sharpe on many percussion instruments, and jazz violinist great John Blake, the music is suggestive of the period. At times
the score supports the spoken word, at times interacts with the spoken word, and it also has its space to
shine solely on its own. A special feature of “Raisin’ Cane” are visuals, photos and paintings of the key
artists, plus striking photos and paintings of the period showing Harlemites in everyday work situations
and in joyful celebratory dance and musical jazz settings. The text is taken from writings of W.E.B. Du
Bois (Returning from War), Zora Neale Hurston, the novel Cane of Jean Toomer, poems of Weldon
Johnson(O Southland), Claude McKay(If We Must Die and “The Tropics in New York”), Gwendolyn Bennett(To Usward), Lanston Hughes(“I, Too, Sing America” and “The Negro Speaks of Rivers”),
Countee Cullen(“Nothing Endures”), and Georgia Douglas Johnson (“I Want to Die While You Love
Me”).

Festus Claudius McKay in Sunny Ville, Clarendon Parish, Jamaica, the son of farmers,

Thomas Francis McKay and Hannah Ann Elizabeth Edwards. The youngest of 11 children,
McKay was sent at an early age to live with his oldest brother, a schoolteacher, so that he

could be given the best education available. An avid reader, McKay began to write poetry at

the age of 10. In 1906 he decided to enter a trade school, but when the school was destroyed
by an earthquake he became apprenticed to a carriage and cabinetmaker; a brief period in

the constabulary followed. In 1907 McKay came to the attention of Walter Jekyll, an Eng-

lish gentleman residing in Jamaica who became his mentor, encouraging him to write dialect

verse. Jekyll later set some of McKay’s verse to music. By the time he emigrated to the United

States in 1912, McKay had established himself as a poet, publishing two volumes of dialect verse, Songs of Jamaica (1912) and
Constab Ballads (1912).

Having heard favorable reports of the work of Booker T. Washington, McKay enrolled at Tuskegee Institute in Alabama with

the intention of studying agronomy; it was here that he first encountered the harsh realities of American racism, which would
form the basis for much of his subsequent writing. He soon left Tuskegee for Kansas State College in Manhattan, Kansas. In
1914 a financial gift from Jekyll enabled him to move to New York, where he invested in a restaurant and married his childhood sweetheart, Eulalie Imelda Lewars. Neither venture lasted a year, and Lewars returned to Jamaica to give birth to their
daughter. McKay was forced to take a series of menial jobs. He was finally able to publish two poems, “Invocation” and “The

Harlem Dancer,” under a pseudonym in 1917. McKay’s talent as a lyric poet earned him recognition, particularly from Frank
Harris, editor of Pearson’s magazine, and Max Eastman, editor of The Liberator, a socialist journal; both became instrumental
in McKay’s early career.

As a socialist, McKay eventually became an editor at The Liberator, in addition to writing various articles for a number of
left-wing publications. During the period of racial violence against blacks known as the Red Summer of 1919, McKay wrote
one of his best-known poems, the sonnet, “If We Must Die,” an anthem of resistance later quoted by Winston Churchill

during World War II. “Baptism,” “The White House,” and “The Lynching,” all sonnets, also exemplify some of McKay’s finest
protest poetry. The generation of poets who formed the core of the Harlem Renaissance, including Langston Hughes and

Countee Cullen, identified McKay as a leading inspirational force, even though he did not write modern verse. His innova-

tion lay in the directness with which he spoke of racial issues and his choice of the working class, rather than the middle class,
as his focus.
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Claud McKay cont.

McKay resided in England from 1919 through 1921, then returned to the United States. While in England, he was employed
by the British socialist journal, Workers’ Drednought, and published a book of verse, Spring in New Hampshire, which was re-

leased in an expanded version in the United States in 1922. The same year, Harlem Shadows, perhaps his most significant poetry collection, appeared. McKay then began a 12 year sojourn through Europe, the Soviet Union, and Africa, a period marked
by poverty and illness. While in the Soviet Union he compiled his journalistic essays into a book, The Negroes in America,

which was not published in the United States until 1979. For a time he was buoyed by the success of his first published novel,
Home to Harlem (1928), which was critically acclaimed but engendered controversy for its frank portrayal of the underside of
Harlem life.

His next novel, Banjo: A Story Without a Plot (1929), followed the exploits of an expatriate African-American musician in

Marseilles, France, a locale McKay knew well. This novel and McKay’s presence in France influenced Léopold Sédar Senghor,
Aimé Césaire, and other pioneers of the Negritude literary movement that took hold in French West Africa and the West
Indies. Banjo did not sell well. Neither did Gingertown (1932), a short story collection, or Banana Bottom (1933). Often

identified as McKay’s finest novel, Banana Bottom tells the story of Bita Plant, who returns to Jamaica after being educated in
England and struggles to form an identity that reconciles the aesthetic values imposed upon her with her appreciation for her
native roots.

McKay had moved to Morocco in 1930, but his financial situation forced him to return to the United States in 1934. He

gained acceptance to the Federal Writers Project in 1936 and completed his autobiography, A Long Way From Home, in 1937.

If We Must Die

CLAUDE MCKAY

If we must die, let it not be like hogs
Hunted and penned in an inglorious spot,
While round us bark the mad and hungry dogs,
Making their mock at our accursèd lot.
If we must die, O let us nobly die,
So that our precious blood may not be shed
In vain; then even the monsters we defy
Shall be constrained to honor us though dead!
O kinsmen! we must meet the common foe!
Though far outnumbered let us show us brave,
And for their thousand blows deal one death-blow!
What though before us lies the open grave?
Like men we’ll face the murderous, cowardly pack,
Pressed to the wall, dying, but fighting back!

The Tropics In New York

Bananas ripe and green, and ginger-root,
Cocoa in pods and alligator pears,
And tangerines and mangoes and grape fruit,
Fit for the highest prize at parish fairs,
Set in the window, bringing memories
Of fruit-trees laden by low-singing rills,
And dewy dawns, and mystical blue skies
In benediction over nun-like hills.
My eyes grew dim, and I could no more gaze;
A wave of longing through my body swept,
And, hungry for the old, familiar ways,
I turned aside and bowed my head and wept.

Although no longer sympathetic toward communism, he remained a socialist, publishing essays and articles in The Nation,

The New Leader, and the New York Amsterdam News. In 1940 McKay produced a nonfiction work, Harlem: Negro Metropolis,

which gained little attention but has remained an important historical source. Never able to regain the stature he had achieved
during the 1920s, McKay blamed his chronic financial difficulties on his race and his failure to obtain academic credentials
and associations.

McKay never returned to the homeland he left in 1912. His became a U.S. citizen in 1940. High blood pressure and heart

disease led to a steady physical decline, and in a move that surprised his friends, McKay abandoned his lifelong agnosticism
and embraced Catholicism. In 1944 he left New York for Chicago, where he worked for the Catholic Youth Organization.
He eventually succumbed to congestive heart failure in Chicago. His second autobiography, My Green Hills of Jamaica, was
published posthumously in 1979.

Assessments of McKay’s lasting influence vary. To McKay’s contemporaries, such as James Weldon Johnson, “Claude McKay’s
poetry was one of the great forces in bringing about what is often called the ‘Negro Literary Renaissance.’ “ While his novels

and autobiographies have found an increasing audience in recent years, modern critics appear to concur with Arthur P. Davis

Bibliography:
The bulk of McKay’s papers is located in the James Weldon Johnson Collection at Yale University. Numerous letters are widely scattered; some sources
include the Schomburg and H. L. Mencken collections at the New York City Public Library; the William Stanley Brathwaite Papers at Harvard University; the
Alain Locke Papers at Howard University; the NAACP Papers in the Library of Congress; the Eastman Papers at the University of Indiana, Bloomington; the
Rosenwald Fund Papers at Fisk University; and the Countee Cullen Papers at Dillard University.
Selected Poems of Claude McKay, an extensive collection, was published in 1953. American Mercury, The Crisis, The Liberator, and Opportunity are among
the wide range of periodicals in which McKay’s poems, articles, book reviews, and short stories appear. Early poems can be found in the Jamaican newspapers Jamaica Times and Kingston Daily Gleaner. Late poems appear in Catholic Worker. Extensive bibliographies can be found in several unpublished
dissertations.
Published full-length biographical and critical studies including Wayne F. Cooper, Claude McKay: Rebel Sojourner in the Harlem Renaissance, a Biography
(1987); Tyrone Tillary, Claude McKay: A Black Poet’s Struggle for Identity (1992); and James R. Giles, Claude McKay (1976). Stephen H. Bronz, Roots of Negro
Racial Consciousness: The 1920s, Three Harlem Renaissance Authors (1964); Addison Gayle, Claude McKay: The Black Poet at War (1972); and Wayne F. Cooper, ed., The Passion of Claude McKay (1973), are also useful bibliographic and biographical resources. An obituary appears in The New York Times May 24,
1948.
Source for bio and works: Reuben, Paul P. “Chapter 9: Harlem Renaissance - An Introduction.” PAL: Perspectives in American Literature- A Research and Reference Guide. URL: http://web.csustan.edu/english/reuben/pałchap/intro.htm

that McKay’s greatest literary contributions are found among his early sonnets and lyrics. McKay ended A Long Way from

Home with this assessment of himself: “I have nothing to give but my singing. All my life I have been a troubadour wanderer,
nourishing myself mainly on the poetry of existence. And all I offer here is the distilled poetry of my experience.”
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Important Figures In Literature

Countee Cullen (1903-1946)
-biography by Gerald Early

Poet, anthologist, novelist, translator, children’s writer, and playwright, Countee Cul-

len is something of a mysterious figure. He was born March 30, 1903, but it has been

difficult for scholars to place exactly where he was born, with whom he spent the very
earliest years of his childhood, and where he spent them. New York City and Balti-

more have been given as birthplaces. Cullen himself, on his college transcript at New

York University, lists Louisville, Kentucky, as his place of birth. A few years later, when
he had achieved considerable literary fame during the era known as the New Negro

or Harlem Renaissance, he was to assert that his birthplace was New York City, which
he continued to claim for the rest of his life. Cullen’s second wife, Ida, and some of his

closest friends, including Langston Hughes and Harold Jackman, said that Cullen was
born in Louisville. As James Weldon Johnson wrote of Cullen in The Book of American

Negro Poetry (rev. ed., 1931): “There is not much to say about these earlier years of Cullen--unless he himself should say it.”
And Cullen--revealing a temperament that was not exactly secretive but private, less a matter of modesty than a tendency
toward being encoded and tactful--never in his life said anything more clarifying.

Sometime before 1918, Cullen was adopted by the Reverend Frederick A. and Carolyn Belle (Mitchell) Cullen. It is impossi-

ble to state with certainty how old Cullen was when he was adopted or how long he knew the Cullens before he was adopted.
Apparently he went by the name of Countee Porter until 1918. By 1921 he became Countee P. Cullen and eventually just
Countee Cullen. According to Harold Jackman, Cullen’s adoption was never “official.” That is to say it was never consum-

mated through proper state-agency channels. Indeed, it is difficult to know if Cullen was ever legally an orphan at any stage in
his childhood.

Frederick Cullen was a pioneer black activist minister. He established his Salem Methodist Episcopal Church in a storefront
mission upon his arrival in New York City in 1902, and in 1924 moved the church to the site of a former white church in

Harlem where he could boast of a membership of more than 2,500. Countee Cullen himself stated in Caroling Dusk (1927)
that he was “reared in the conservative atmosphere of a Methodist parsonage,” and it is clear that his foster father was a

particularly strong influence. The two men were very close, often traveling abroad together. But as Cullen evidences a decided
unease in his poetry over his strong and conservative Christian training and the attraction of his pagan inclinations, his feelings about his father may have been somewhat ambivalent. On the one hand, Frederick Cullen was a puritanical Christian

patriarch, and Cullen was never remotely that in his life. On the other hand, it has been suggested that Frederick Cullen was
also something of an effeminate man. (He was dressed in girl’s clothing by his poverty-stricken mother well beyond the ac-

ceptable boyhood age for such transvestism.) That Countee Cullen was homosexual or of a decidedly ambiguous sexual nature
may also be attributable to his foster father’s contrary influence as both fire-breathing Christian and latent homosexual.
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Cullen was an outstanding student at DeWitt Clinton High School (1918-1921). He edited the school’s newspaper, assisted
in editing the literary magazine, Magpie, and began to write poetry that achieved notice. While in high school Cullen won

his first contest, a citywide competition, with the poem “I Have a Rendezvous With Life,” a nonracial poem inspired by Alan
Seeger’s “I Have a Rendezvous With Death.” At New York University (1921-1925), he wrote most of the poems for his first
three volumes: Color (1925), Copper Sun (1927), and The Ballad of the Brown Girl (1927). If any event signaled the coming of
the Harlem Renaissance, it was the precocious success of this rather shy black boy who, more than any other black literary

figure of his generation, was being touted and bred to become a major crossover literary figure. Here was a black man with

considerable academic training who could, in effect, write “white” verse-ballads, sonnets, quatrains, and the like--much in the
manner of Keats and the British Romantics, (albeit, on more than one occasion, tinged with racial concerns) with genuine

skill and compelling power. He was certainly not the first Negro to attempt to write such verse but he was first to do so with

such extensive education and with such a complete understanding of himself as a poet. Only two other black American poets

before Cullen could be taken so seriously as self-consciously considered and proficient poets: Phillis Wheatley and Paul Laurence Dunbar. If the aim of the Harlem Renaissance was, in part, the reinvention of the native-born Negro as a being who

can be assimilated while decidedly retaining something called “a racial self-consciousness,” then Cullen fit the bill. If “I Have
a Rendezvous With Life” was the opening salvo in the making of Cullen’s literary reputation, then the 1924 publication of

“Shroud of Color” in H. L. Mencken’s American Mercury confirmed the advent of the black boy wonder as one of the most exciting American poets on the scene. After graduating Phi Beta Kappa from NYU, Cullen earned a masters degree in English

and French from Harvard (1925-1927). Between high school and his graduation from Harvard, Cullen was the most popular
black poet and virtually the most popular black literary figure in America. One of Cullen’s poems and his popular column in

Opportunity inspired A’Leila Walker--heiress of Madame C. J. Walker’s hair-care products fortune and owner of a salon where
the black and white literati gathered in the late 1920s--to name her salon “The Dark Tower.”

Cullen won more major literary prizes than any other black writer of the 1920s: first prize in the Witter Bynner Poetry

contest in 1925, Poetry magazine’s John Reed Memorial Prize, the Amy Spingarn Award of The Crisis magazine, second prize

in Opportunity magazine’s first poetry contest, and second prize in the poetry contest of Palms. In addition, he was the second
black to win a Guggenheim Fellowship.

Cullen was also at the center of one of the major social events of the Harlem Renaissance: On 9 April 1928 he married

Yolande Du Bois, only child of W. E. B. Du Bois, in one of the most lavish weddings in black New York history. This wedding
was to symbolize the union of the grand black intellectual patriarch and the new breed of younger Negroes who were responsible for much of the excitement of the Renaissance. It was an apt meshing of personalities as Cullen and Du Bois were both
conservative by nature and ardent traditionalists. That the marriage turned out so disastrously and ended so quickly (They

divorced in 1930) probably adversely affected Cullen, who remarried in 1940. In 1929, Cullen published The Black Christ and

Other Poems to less than his accustomed glowing reviews. He was bitterly disappointed that The Black Christ, his longest and
in many respects most complicated poem, was considered

by most critics and reviewers to be his weakest and least distinguished.
From the 1930s until his death, Cullen wrote a great deal less, partly hampered by his job as a French teacher at Frederick

Douglass Junior High. (His most famous student was James Baldwin.) But he wrote noteworthy, even significant work in a
number of genres. His novel One Way to Heaven, published in 1934, rates as one of the better black satires and is one of the
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unease in his poetry over his strong and conservative Christian training and the attraction of his pagan inclinations, his feelings about his father may have been somewhat ambivalent. On the one hand, Frederick Cullen was a puritanical Christian
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also something of an effeminate man. (He was dressed in girl’s clothing by his poverty-stricken mother well beyond the ac-
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three important fictional retrospectives of the Harlem Renaissance, the others being Wallace Thurman’s Infants of the Spring
and George S. Schuyler’s Black No More. Cullen’s The Medea is the first major translation of a classical work by a twentieth-

century black American writer. Cullen’s contributions to children’s literature, The Lost Zoo and *Christopher Cat, are among the
more clever and engaging books of children’s verse, written at a time when there was not much published in this area by black

writers. He also completed perhaps some of his best, certainly some of his more darkly complex, sonnets. He was also working

Important Figures In Literature

Georgia Douglas Johnson (1877-1966)
-biography by Maureen Honey

Born in Atlanta, Georgia, Georgia Douglas Johnson made her way to Washington,

on a musical with Arna Bontemps called “St. Louis Woman” (based on Bontemps’s novel God Sends Sunday) at the time of his

D.C., where she lived for over fifty years at 1461 S Street NW, site of one of the great-

death from high blood pressure and uremic poisoning on January 9, 1946.

est literary salons of the Harlem Renaissance. Johnson was the most famous woman

For many years after his death, Cullen’s reputation was eclipsed by that of other Harlem Renaissance writers, particularly

poet of that literary movement, publishing four volumes of poetry: The Heart of a Wom-

Langston Hughes and Zora Neale Hurston, and his work had gone out of print. In the last few years, however, there has been

an (1918), Bronze (1922), An Autumn Love Cycle (1928), and Share My World (1962).

a resurgence of interest in Cullen’s life and work and his writings are being reissued.

Johnson’s life illustrates the difficulties faced by African-American women writers in

the first half of the century. A graduate of Atlanta University (1896), where she met her

COUNTEE CULLEN
The Wise

Dead men are wisest, for they know
How far the roots of flowers go,
How long a seed must rot to grow.
Dead men alone bear frost and rain
On throbless heart and heatless brain,
And feel no stir of joy or pain.
Dead men alone are satiate;
They sleep and dream and have no weight,
To curb their rest, of love or hate.
Strange, men should flee their company,
Or think me strange who long to be
Wrapped in their cool immunity.

husband, Henry Lincoln Johnson, Georgia Douglas Johnson did not publish her first
poem until 1916, when she was 36. She remained geographically removed from the

major literary circles of her day, which were in Harlem, due to her marriage to a Wash-

For A Poet

I have wrapped my dreams in a silken cloth,
And laid them away in a box of gold;
Where long will cling the lips of the moth,
I have wrapped my dreams in a silken cloth;
I hide no hate; I am not even wroth
Who found earth’s breath so keen and cold;
I have wrapped my dreams in a silken cloth,
And laid them away in a box of gold.

ington lawyer and civil employee. Her husband, moreover, expected her to look after

the home and assume primary responsibility for the upbringing of two sons. When he

died in 1925, Georgia Douglas Johnson was 45 years old with two teenagers to support.

Holding a series of temporary jobs between 1924 and 1934 as a substitute public school teacher and a file clerk for the civil
service, she ultimately found a position with the Commissioner of Immigration for the Department of Labor, where hours
were long and pay low.

Johnson had to create her own supportive environment by establishing the Saturday night open houses that she hosted weekly
soon after her husband’s death and that included Langston Hughes, Jean Toomer, Anne Spencer, Alain Locke, Jessie Redmon
Fauset, and others. Although it was hard for her to write, she was able to follow through on her successes with her first two

volumes of poetry by completing a third volume in 1928 that is arguably her best. An Autumn Love Cycle confirmed Johnson

as the first African-American woman poet to garner national attention since Frances Ellen Watkins Harper. Johnson traveled
extensively in the late 1920s, giving lectures and readings, meeting Carl Sandburg in Chicago and Charles Waddell Chesnutt

in Cleveland while receiving awards from various organizations, including her alma mater, Atlanta University. She was able to
Additional reading on Cullen:
Blanche E. Ferguson, Countee Cullen and the Negor Renaissance, 1966; Margaret Perry, A Bio-Bibliography of Countee P. Cullen, 1903-1946, 1966; Arna Bontemps, ed., The Harlem Renaissance Remembered, 1972; Arthur P. Davis, From the Dark Tower: Afro-American Writers, 1900 to 1960, 1974.; Alan R. Shucard,
Countee Cullen, 1984; Gerald Early, Ed., My Soul’s High Song: The Collected Writings of Countee Cullen, Voice of the Harlem Renaissance, 1991.
Source for bio and works: Reuben, Paul P. “Chapter 9: Harlem Renaissance - An Introduction.” PAL: Perspectives in American Literature- A Research and Reference Guide. URL: http://web.csustan.edu/english/reuben/pałchap/intro.htm

send her sons to Howard University, where they studied law and medicine, while maintaining a demanding work and travel
schedule.

Through the pioneering work of Gloria Hull, we now know that Johnson wrote a substantial number of plays during the

1920s, including Plumes, which won first prize in a contest run by Opportunity in 1927, and Blue Blood, performed by the

Krigwa Players in New York City during the fall of 1926 and published the following year. Twenty-eight dramas are listed in
the “Catalogue of Writings” that Johnson compiled in 1962-1963, but only a handful have been recovered. She also listed a

book-length manuscript about her literary salon, a collection of short stories, and a novel, which were lost as well. Of 31 short
stories listed in her catalog, only 3 have been located, under the pseudonym of Paul Tremaine (Two of these were published
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schedule.
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1920s, including Plumes, which won first prize in a contest run by Opportunity in 1927, and Blue Blood, performed by the

Krigwa Players in New York City during the fall of 1926 and published the following year. Twenty-eight dramas are listed in
the “Catalogue of Writings” that Johnson compiled in 1962-1963, but only a handful have been recovered. She also listed a

book-length manuscript about her literary salon, a collection of short stories, and a novel, which were lost as well. Of 31 short
stories listed in her catalog, only 3 have been located, under the pseudonym of Paul Tremaine (Two of these were published
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in Dorothy West’s journal Challenge in 1936 and 1937). Probably much of this material was thrown away by workers clearing
out Johnson’s house when she died in 1966.

Georgia Douglas Johnson’s prolific writing career also included a weekly newspaper column, “Homely Philosophy,” that was
syndicated by 20 publications from 1926 to 1932; a collaboration with composer Lillian Evanti in the late 1940s that made

Important Figures In Literature

Zora Neale Hurston (1891-1960)
-biography and criticism compiled by Laurie Dickinson

use of Johnson’s earlier music training at Oberlin Conservatory and the Cleveland College of Music; and an international

Though during her life Zora Neale Hurston claimed her birth date as January 7, 1901

Department of Labor job in 1934. She then sought any work she could get, including temporary jobs in a clerical pool, while

in Notasulga, Alabama. Within the first year or two of her life her family moved to

Able to survive by living with her lawyer son, Henry Lincoln, Jr., and his wife, Johnson never lost her enthusiasm for the arts

significantly. John Hurston, the author’s father, was a carpenter and a preacher and

provide shelter to those in need, including, at one point, Zora Neale Hurston. The rose-covered walk at 1461 S Street, created

young Zora didn’t take very well to her new stepmother and left home to work for a

for which she is best known. Struggling without the material support that would have helped bring more of her work to light

finish high school. Hurston entered Howard University in 1920 and studied there off

left a legacy of indomitable pride and creative courage that has only begun to be understood.

first published story appeared in Howard University’s literary magazine in 1921 and

correspondence club that she organized and ran from 1930 to 1965. Her writing was seriously curtailed by the loss of her

and her birth place as Eatonville, Florida, she was actually born on that date in 1891

vainly applying for axis fellowships. As late as the 1960s, Johnson was still applying for fellowships that never materialized.

all black Eatonville, however, and this community shaped her life and her writing

nor her generosity to needy artists who came her way. She called her home “Half-Way House” to represent her willingness to

was several times elected mayor of their town. Her mother, Lucy, died in 1904. The

by Johnson 50 years ago, still stands in testimony to the many African-American artists she welcomed and to the love poetry

traveling theatre company, then in 1917 attended Morgan Academy in Baltimore to

and battling racist stereotypes that fed lynch mobs and race riots in the formative years of her life, Georgia Douglas Johnson

and on for the next four years while working as a manicurist to support herself. Her

Additional Reading: Erlene Stetson, Ed., Black Sister: Poetry by Black American Women, 1746-1980, 1981; Three Women Writers of the Harlem Renaissance,
1987; Ann Allen Shockley, ed., Afro-American Women Writers, 1746-1933, 1988; Maureen Honey, ed., Shadowed Dreams: Women’s Poetry of the Harlem
Renaissance, 1989; Elizabeth Brown-Guillory, ed., Wines in the Wilderness: Plays by African American Women from the Harlem Renaissance to the Present,
1990; Lorraine Elena Roses and Ruth Elizabeth Randolph. Ed S., Harlem, Renaissance, and Beyond: Literary Biographies of 100 Black Women Writers, 19001945, 1990.
Source for bio and works: Reuben, Paul P. “Chapter 9: Harlem Renaissance - An Introduction.” PAL: Perspectives in American Literature- A Research and Reference Guide. URL: http://web.csustan.edu/english/reuben/pałchap/intro.htm

GEORGIA DOUGLAS JOHNSON
Old Black Men

They have dreamed as young men dream
of glory, love and power;
they have hoped as youth will hope
of life’s sun-minted hour.
They have seen as others saw
their bubbles burst in air,
they have learned to live it down
as though they did not care.
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she received recognition in 1925 when another story was accepted by the New York magazine Opportunity, edited by Charles
S. Johnson. After she won second place in the Opportunity contest, Johnson and others, including Alain Locke, encouraged
Hurston to move to New York.

In New York Hurston became part the New Negro movement -- later referred to as the Harlem Renaissance -- attending

parties with other notable African-American writers such as Langston Hughes, Jessie Fauset, and Arna Bontemps. Hurston
apparently cut quite a figure in Harlem society, her hat perched jauntily on her head, as she regaled groups with her tales

of Eatonville, Florida and shocked others with her outrageous behavior which included such social excesses as smoking in

I Want To Die While You Love Me
I want to die while you love me,
While yet you hold me fair,
While laughter lies upon my lips
And lights are in my hair.
I want to die while you love me,
And bear to that still bed,
Your kisses turbulent, unspent
To warm me when I’m dead.
I want to die while you love me
Oh, who would care to live
Till love has nothing more to ask
And nothing more to give!
I want to die while you love me
And never, never see
The glory of this perfect day
Grow dim or cease to be.
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public. During her early years in New York Hurston worked as an assistant to writer Fanny Hurst and began taking classes at

Barnard College. At Barnard she studied anthropology under the renowned scholar Franz Boas. Her particular interest was in
the area of folklore, and her background in Eatonville provided her both with rich data for scholarly study and fine raw material for her writing. Over the next several years Hurston would travel in the South, interviewing storytellers in Florida and
Hoodoo doctors in New Orleans, all of which would feed into her writing.

One of Hurston’s early works was the play Mule Bone, a comedy she wrote with Langston Hughes. Drawing from folk cul-

ture, Hurston and Hughes were trying to create an African-American comedy that did not depend on black stereotypes but

came out of black rural life. Sadly, the authors had a misunderstanding over who owned the text of the play and their friend-

ship was damaged beyond repair. The play itself was not published in its entirety until 1991. Hurston’s first published book, Jonah’s Gourd Vine, was a fictional work set in a small all-black Florida town that focused on the lives of two people remarkably

like her parents. In her second book, Mules and Men, Hurston published what she found in her trips in the South. She worked
for a number of years on this book until it was both highly expressive of the cultures she was writing about and geared toward
a popular reading level. This is no turgid academic text and outshines her later anthropological work Tell My Horse. Their Eyes
Were Watching God is generally considered to be Hurston’s most powerful novel. Alice Walker writes of it, “There is no book
Raisin’ Cane, A Harlem Renaissance Odyssey
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in Dorothy West’s journal Challenge in 1936 and 1937). Probably much of this material was thrown away by workers clearing
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in Notasulga, Alabama. Within the first year or two of her life her family moved to

Able to survive by living with her lawyer son, Henry Lincoln, Jr., and his wife, Johnson never lost her enthusiasm for the arts
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provide shelter to those in need, including, at one point, Zora Neale Hurston. The rose-covered walk at 1461 S Street, created

young Zora didn’t take very well to her new stepmother and left home to work for a

for which she is best known. Struggling without the material support that would have helped bring more of her work to light

finish high school. Hurston entered Howard University in 1920 and studied there off

left a legacy of indomitable pride and creative courage that has only begun to be understood.

first published story appeared in Howard University’s literary magazine in 1921 and

correspondence club that she organized and ran from 1930 to 1965. Her writing was seriously curtailed by the loss of her

and her birth place as Eatonville, Florida, she was actually born on that date in 1891

vainly applying for axis fellowships. As late as the 1960s, Johnson was still applying for fellowships that never materialized.

all black Eatonville, however, and this community shaped her life and her writing

nor her generosity to needy artists who came her way. She called her home “Half-Way House” to represent her willingness to

was several times elected mayor of their town. Her mother, Lucy, died in 1904. The

by Johnson 50 years ago, still stands in testimony to the many African-American artists she welcomed and to the love poetry

traveling theatre company, then in 1917 attended Morgan Academy in Baltimore to

and battling racist stereotypes that fed lynch mobs and race riots in the formative years of her life, Georgia Douglas Johnson

and on for the next four years while working as a manicurist to support herself. Her
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GEORGIA DOUGLAS JOHNSON
Old Black Men

They have dreamed as young men dream
of glory, love and power;
they have hoped as youth will hope
of life’s sun-minted hour.
They have seen as others saw
their bubbles burst in air,
they have learned to live it down
as though they did not care.
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she received recognition in 1925 when another story was accepted by the New York magazine Opportunity, edited by Charles
S. Johnson. After she won second place in the Opportunity contest, Johnson and others, including Alain Locke, encouraged
Hurston to move to New York.

In New York Hurston became part the New Negro movement -- later referred to as the Harlem Renaissance -- attending

parties with other notable African-American writers such as Langston Hughes, Jessie Fauset, and Arna Bontemps. Hurston
apparently cut quite a figure in Harlem society, her hat perched jauntily on her head, as she regaled groups with her tales

of Eatonville, Florida and shocked others with her outrageous behavior which included such social excesses as smoking in

I Want To Die While You Love Me
I want to die while you love me,
While yet you hold me fair,
While laughter lies upon my lips
And lights are in my hair.
I want to die while you love me,
And bear to that still bed,
Your kisses turbulent, unspent
To warm me when I’m dead.
I want to die while you love me
Oh, who would care to live
Till love has nothing more to ask
And nothing more to give!
I want to die while you love me
And never, never see
The glory of this perfect day
Grow dim or cease to be.
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public. During her early years in New York Hurston worked as an assistant to writer Fanny Hurst and began taking classes at

Barnard College. At Barnard she studied anthropology under the renowned scholar Franz Boas. Her particular interest was in
the area of folklore, and her background in Eatonville provided her both with rich data for scholarly study and fine raw material for her writing. Over the next several years Hurston would travel in the South, interviewing storytellers in Florida and
Hoodoo doctors in New Orleans, all of which would feed into her writing.

One of Hurston’s early works was the play Mule Bone, a comedy she wrote with Langston Hughes. Drawing from folk cul-

ture, Hurston and Hughes were trying to create an African-American comedy that did not depend on black stereotypes but

came out of black rural life. Sadly, the authors had a misunderstanding over who owned the text of the play and their friend-

ship was damaged beyond repair. The play itself was not published in its entirety until 1991. Hurston’s first published book, Jonah’s Gourd Vine, was a fictional work set in a small all-black Florida town that focused on the lives of two people remarkably

like her parents. In her second book, Mules and Men, Hurston published what she found in her trips in the South. She worked
for a number of years on this book until it was both highly expressive of the cultures she was writing about and geared toward
a popular reading level. This is no turgid academic text and outshines her later anthropological work Tell My Horse. Their Eyes
Were Watching God is generally considered to be Hurston’s most powerful novel. Alice Walker writes of it, “There is no book
Raisin’ Cane, A Harlem Renaissance Odyssey
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more important to me than this one” (Hemenway xiii). It is the story of Janie Crawford, a woman who defines the parameters

of her life and loves in opposition to the small-town mores of Eatonville. Moses, Man of the Mountain, Hurston’s third novel,
is a compelling rewriting of the biblical book of Exodus in the style of African-American southern vernacular. Dust Tracks

on a Road, Hurston’s autobiography, has proved to be the most enigmatic of her works. In what Robert Hemenway describes

Important Figures In Literature

Langston Hughes (1902-1967)
-biography by Arnold Rampersad

as “a [sometimes] discomfiting book,” Hurston seems to evade race as a significant aspect of identity in American society, ad-

Born in 1902 in Joplin, Missouri, Langston Hughes grew up mainly in Lawrence,

that increased with time. The last of her works that was published in her lifetime, Seraph on the Suwanee, which focuses on the

Columbia University in New York, he had already launched his literary career with

vocating instead “a personal transcendence of racial realities”(Hemenway 281). This text displays a conservatism in the author

Kansas, but also lived in Illinois, Ohio, and Mexico. By the time Hughes enrolled at

marriage of a white couple, seems a long stretch from her roots in Eatonville.

his poem “The Negro Speaks of Rivers” in The Crisis, edited by W. E. B. Du Bois. He

From Darwin Turner’s early and scathing criticisms of her work to Hemenway’s balanced praise and Alice Walker’s enthusi-

asm, Zora Neale Hurston has been the subject of intense critical attention since her “rediscovery” in the late ‘sixties. The most

had also committed himself both to writing and to writing mainly about AfricanAmericans.

prolific African-American woman writer of her time or earlier, the power of her imagery and the richness of the culture that

Hughes’s sense of dedication was instilled in him most of all by his maternal grand-

to make a living from her writings and worked as a teacher, a librarian and a domestic in order to earn her livelihood. She

of John Brown’s band, and whose second husband (Hughes’s grandfather), had also

three additional novels which were rejected for publication. Her death in 1960 in a welfare home went largely unnoticed by

ton, a brother of Hughes’s grandfather who was one of the best-known black Ameri-

she brings to life through her writings have found her enthusiastic new audiences in recent years. Hurston herself was unable

mother, Mary Langston, whose first husband had died at Harpers Ferry as a member

spent her later years in Florida, continuing to write articles which were published in various local and national venues and

been a militant abolitionist. Another important family figure was John Mercer Langs-

the world and she was buried in an unmarked grave. In 1973, during a time when Hurston’s eminence was finally being recog-

cans of the nineteenth century. At the same time, Hughes struggled with a sense of desolation fostered by parental neglect.

nized, Alice Walker placed a marker in the field where Hurston lay. The gravestone reads:

He himself recalled being driven early by his loneliness “to books, and the wonderful world in books.”

Zora Neale Hurston, “A Genius of the South” 1901[sic] -- 1960 Novelist, Folklorist, Anthropologist

Leaving Columbia in 1922, Hughes spent the next three years in a succession of menial jobs. But he also traveled abroad.

Resources on the web about Zora Neale Hurston:
i.am/zora

falcon.jmu.edu/~ramseyiłhurston.htm

www.zoranealehurston.cc/

memory.loc.gov/ammem/znhhtmłznhhome.html

www.zoranealehurston.ucf.edu/

voices.cla.umn.edu/vg/Bios/entries/hurston_zora_neale.html

www.lkwdpl.org/wihohiøhurs-zor.htm

aalbc.com/authors/zoraneal.htm Aaron Douglas- Negro Life

Wikipedia -- Zora Neale Hurston

www.hurston-wright.org/index.shtml

States late in 1924. By this time, he was well known in African American literary circles as a gifted young poet. His major

early influences were Walt Whitman, Carl Sandburg, as well as the black poets Paul Laurence Dunbar, a master of both dia-

lect and standard verse, and Claude McKay, a radical socialist who also wrote accomplished lyric poetry. However, Sandburg,

who Hughes later called “my guiding star,” was decisive in leading him toward free verse and a radically democratic modernist
aesthetic. His devotion to black music led him to novel fusions of jazz and blues with traditional verse in his first two books,
The Weary Blues (1926) and Fine Clothes to the Jew (1927). His emphasis on lower-class black life, especially in the latter, led

to harsh attacks on him in the black press. With these books, however, he established himself as a major force of the Harlem
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He worked on a freighter down the west coast of Africa and lived for several months in Paris before returning to the United
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Renaissance. In 1926, in The Nation, he provided the movement with a manifesto when he skillfully argued the need for both
race pride and artistic independence in his most memorable essay, ‘The Negro Artist and the Racial Mountain.”

By this time, Hughes had enrolled at the historically black Lincoln University in Pennsylvania, from which he would graduate in 1929. In 1927 he began one of the most important relationships of his life, with his patron Mrs. Charlotte Mason, or

“Godmother,” who generously supported him for two years. She supervised the writing of his first novel, Not Without Laughter (1930)--about a sensitive, black midwestern boy and his struggling family. However, their relationship collapsed about the

time the novel appeared, and Hughes sank into a period of intense personal unhappiness and disillusionment. One result was
his firm turn to the far left in politics. During a year (1932-1933) spent in the Soviet Union, he wrote his most radical verse.

A year in Carmel, California, led to a collection of short stories, The Ways of White Folks (1934). This volume is marked by pessimism about race relations, as well as a sardonic realism.
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lect and standard verse, and Claude McKay, a radical socialist who also wrote accomplished lyric poetry. However, Sandburg,
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aesthetic. His devotion to black music led him to novel fusions of jazz and blues with traditional verse in his first two books,
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Renaissance. In 1926, in The Nation, he provided the movement with a manifesto when he skillfully argued the need for both
race pride and artistic independence in his most memorable essay, ‘The Negro Artist and the Racial Mountain.”

By this time, Hughes had enrolled at the historically black Lincoln University in Pennsylvania, from which he would graduate in 1929. In 1927 he began one of the most important relationships of his life, with his patron Mrs. Charlotte Mason, or

“Godmother,” who generously supported him for two years. She supervised the writing of his first novel, Not Without Laughter (1930)--about a sensitive, black midwestern boy and his struggling family. However, their relationship collapsed about the

time the novel appeared, and Hughes sank into a period of intense personal unhappiness and disillusionment. One result was
his firm turn to the far left in politics. During a year (1932-1933) spent in the Soviet Union, he wrote his most radical verse.

A year in Carmel, California, led to a collection of short stories, The Ways of White Folks (1934). This volume is marked by pessimism about race relations, as well as a sardonic realism.
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After his play “Mulatto,” on the twinned themes of miscegenation and parental rejection, opened on Broadway in 1935,

Hughes wrote other plays, including comedies such as “Little Ham” (1936) and a historical drama, “Emperor of Haiti” (1936).
Most of these plays were only moderate successes. In 1937 he spent several months in Europe, including a long stay in

besieged Madrid. In 1938 he returned home to found the Harlem Suitcase Theater, which staged his agitprop drama “Don’t

You Want to Be Free?” The play, employing several of his poems, vigorously blended black nationalism, the blues, and socialist
exhortation. The same year, a socialist organization published a pamphlet of his radical verse, “A New Song.”

For Hughes, writing for children was important. Starting with the successful Popo and Fifina (1932), a tale set in Haiti and

written with Arna Bontemps, he eventually published a dozen children’s books, on subjects such as jazz, Africa, and the West
Indies. Proud of his versatility, he also wrote a commissioned history of the NAACP and the text of a much praised pictorial

history of black America. His text in The Sweet Flypaper of Life (1955), where he explicated photographs of Harlem by Roy
DeCarava, was judged masterful by reviewers, and confirmed Hughes’s reputation for an unrivaled command of the nuances
of black urban culture.

The 1960s saw Hughes as productive as ever. In 1962 his ambitious book-length poem Ask Your Mama, dense with allusions

With World War II, Hughes moved more to the center politically. His first volume of autobiography, “The Big Sea” (1940),

to black culture and music, appeared. However, the reviews were dismissive. Hughes’s work was not as universally acclaimed

speare in Harlem (1942) he once again sang the blues. On the other hand, this collection, as well as another, his Jim Crow’s Last

Negro Arts in Dakar, Senegal, he also found himself increasingly rejected by young black militants at home as the civil rights

written in an episodic, lightly comic manner, made virtually no mention of his leftist sympathies. In his book of verse Shake-

as before in the black community. Although he was hailed in 1966 as a historic artistic figure at the First World Festival of

Stand (1943), strongly attacked racial segregation.

movement lurched toward Black Power. His last book was the volume of verse, posthumously published, The Panther and the

Perhaps his finest literary achievement during the war came in the course of writing a weekly column in the Chicago Defender
that began in 1942 and lasted 20 years. The highlight of the column was an offbeat Harlem character called Jesse B. Semple,
or Simple, and his exchanges with a staid narrator in a neighborhood bar, where Simple commented on a variety of matters

but mainly about race and racism. Simple became Hughes’s most celebrated and beloved fictional creation, and the subject of
five collections edited by Hughes, starting in 1950 with Simple Speaks His Mind.

After the war, two books of verse, Fields of Wonder (1947) and One-Way Ticket (1949), added little to his fame. However, in

Montage of a Dream Deferred (1951) he broke new ground with verse accented by the discordant nature of the new bebop jazz
that reflected a growing desperation in the black urban communities of the North. At the same time, Hughes’s career was

vexed by constant harassment by right-wing forces about his ties to the Left. In vain he protested that he had never been a

Communist and had severed all such links. In 1953 he suffered a public humiliation at the hands of Senator Joseph McCarthy, who forced him to appear in Wasington, D.C., and testify officially about his politics. Hughes denied that he had ever
been a party member but conceded that some of his radical verse had been ill-advised.

Hughes’s career hardly suffered from this episode. Within a short time McCarthy himself was discredited and Hughes was

free to write at length about his years in the Soviet Union in I Wonder as I Wander (1956), his much-admired second volume
of autobiography. He became prosperous, although he always had to work hard for his measure of prosperity and sometimes
called himself, with good cause, a ‘literary sharecropper.’

In the 1950s he constantly looked to the musical stage for success, as he sought to repeat his major coup of the 1940s, when
Kurt Weill and Elmer Rice had chosen him as the lyricist for their Street Scene (1947). This production was hailed as a

breakthrough in the development of American opera; for Hughes, the apparently endless cycle of poverty into which he had
been locked came to an end. He bought a home in Harlem.

The Simple books inspired a musical show, “Simply Heavenly” (1957), that met with some success. However, Hughes’s “Tambourines to Glory” (1963), a gospel musical play satirizing corruption in a black storefront church, failed badly, with some

critics accusing him of creating caricatures of black life. Nevertheless, his love of gospel music led to other acclaimed stage

efforts, usually mixing words, music, and dance in an atmosphere of improvisation. Notable here were the Christmas show
“Black Nativity” (1961) and, inspired by the civil rights movement, “Jericho--Jim Crow” (1964).
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Lash (1967), mainly about civil rights. He died in May that year in New York City.

In many ways Hughes always remained loyal to the principles he had laid down for the younger black writers in 1926. His
art was firmly rooted in race pride and race feeling even as he cherished his freedom as an artist. He was both nationalist and
cosmopolitan. As a radical democrat, he believed that art should be accessible to as many people as possible. He could sometimes be bitter, but his art is generally suffused by a keen sense of the ideal and by a profound love of humanity, especially

black Americans. He was perhaps the most original of African-American poets and, in the breadth and variety of his work,
assuredly the most representative of African- American writers.
Literary Works by Langston Hughes
Poetry
-Ask Your Mama: 12 Moods for Jazz (1961)
-Collected Poems of Langston Hughes (1994)
-Dear Lovely Death (1931)
-Fields of Wonder (1947)
-Fine Clothes to the Jew (1927)
-Freedom’s Plow (1943)
-Montage of a Dream Deferred (1951)
-One-Way Ticket (1949)
-Scottsboro Limited (1932)
-Selected Poems (1959)
-Shakespeare in Harlem (1942)
-The Dream Keeper and Other Poems (1932)
-The Panther and the Lash: Poems of Our Times (1967)
-The Weary Blues (1926)

Prose

-Good Morning, Revolution: Uncollected Social
-Protest Writings by Langston Hughes (1973)
-I Wonder as I Wander (1956)
-Laughing to Keep From Crying (1952)
-Not Without Laughter (1930)
-Remember Me to Harlem: The Letters of Langston
-Hughes and Carl Van Vechten, 1925-1964 (2001)

-Simple Speaks His Mind (1950)
-Simple Stakes a Claim (1957)
-Simple Takes a Wife (1953)
-Simple’s Uncle Sam (1965)
-Something in Common and Other Stories (1963)
-Tambourines to Glory (1958)
-The Arna Bontemps-Langston Hughes Letters (1980)
-The Big Sea (1940)
-The Langston Hughes Reader (1958)
-The Ways of White Folks (1934)

Drama

-Black Nativity (1961)
-Collected Works of Langston Hughes, vol. 5: The Plays to
-1942: Mulatto to The Sun Do Move (2000)
-Don’t You Want to Be Free? (1938)
-Five Plays by Langston Hughes (1963)
-Little Ham (1935)
-Mulatto (1935)
-Mule Bone (1930)
-Simply Heavenly (1957)
-Soul Gone Home (1937)
-The Political Plays of Langston Hughes (2000)

Source for bio and works: Reuben, Paul P. “Chapter 9: Harlem Renaissance - An Introduction.” PAL: Perspectives in American Literature- A
Research and Reference Guide. URL: http://web.csustan.edu/english/reuben/pałchap/intro.htm

Raisin’ Cane, A Harlem Renaissance Odyssey

17

Langston Hughes cont.

After his play “Mulatto,” on the twinned themes of miscegenation and parental rejection, opened on Broadway in 1935,

Hughes wrote other plays, including comedies such as “Little Ham” (1936) and a historical drama, “Emperor of Haiti” (1936).
Most of these plays were only moderate successes. In 1937 he spent several months in Europe, including a long stay in
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You Want to Be Free?” The play, employing several of his poems, vigorously blended black nationalism, the blues, and socialist
exhortation. The same year, a socialist organization published a pamphlet of his radical verse, “A New Song.”

For Hughes, writing for children was important. Starting with the successful Popo and Fifina (1932), a tale set in Haiti and

written with Arna Bontemps, he eventually published a dozen children’s books, on subjects such as jazz, Africa, and the West
Indies. Proud of his versatility, he also wrote a commissioned history of the NAACP and the text of a much praised pictorial

history of black America. His text in The Sweet Flypaper of Life (1955), where he explicated photographs of Harlem by Roy
DeCarava, was judged masterful by reviewers, and confirmed Hughes’s reputation for an unrivaled command of the nuances
of black urban culture.

The 1960s saw Hughes as productive as ever. In 1962 his ambitious book-length poem Ask Your Mama, dense with allusions

With World War II, Hughes moved more to the center politically. His first volume of autobiography, “The Big Sea” (1940),

to black culture and music, appeared. However, the reviews were dismissive. Hughes’s work was not as universally acclaimed

speare in Harlem (1942) he once again sang the blues. On the other hand, this collection, as well as another, his Jim Crow’s Last

Negro Arts in Dakar, Senegal, he also found himself increasingly rejected by young black militants at home as the civil rights

written in an episodic, lightly comic manner, made virtually no mention of his leftist sympathies. In his book of verse Shake-

as before in the black community. Although he was hailed in 1966 as a historic artistic figure at the First World Festival of

Stand (1943), strongly attacked racial segregation.

movement lurched toward Black Power. His last book was the volume of verse, posthumously published, The Panther and the

Perhaps his finest literary achievement during the war came in the course of writing a weekly column in the Chicago Defender
that began in 1942 and lasted 20 years. The highlight of the column was an offbeat Harlem character called Jesse B. Semple,
or Simple, and his exchanges with a staid narrator in a neighborhood bar, where Simple commented on a variety of matters

but mainly about race and racism. Simple became Hughes’s most celebrated and beloved fictional creation, and the subject of
five collections edited by Hughes, starting in 1950 with Simple Speaks His Mind.

After the war, two books of verse, Fields of Wonder (1947) and One-Way Ticket (1949), added little to his fame. However, in

Montage of a Dream Deferred (1951) he broke new ground with verse accented by the discordant nature of the new bebop jazz
that reflected a growing desperation in the black urban communities of the North. At the same time, Hughes’s career was

vexed by constant harassment by right-wing forces about his ties to the Left. In vain he protested that he had never been a

Communist and had severed all such links. In 1953 he suffered a public humiliation at the hands of Senator Joseph McCarthy, who forced him to appear in Wasington, D.C., and testify officially about his politics. Hughes denied that he had ever
been a party member but conceded that some of his radical verse had been ill-advised.

Hughes’s career hardly suffered from this episode. Within a short time McCarthy himself was discredited and Hughes was

free to write at length about his years in the Soviet Union in I Wonder as I Wander (1956), his much-admired second volume
of autobiography. He became prosperous, although he always had to work hard for his measure of prosperity and sometimes
called himself, with good cause, a ‘literary sharecropper.’

In the 1950s he constantly looked to the musical stage for success, as he sought to repeat his major coup of the 1940s, when
Kurt Weill and Elmer Rice had chosen him as the lyricist for their Street Scene (1947). This production was hailed as a

breakthrough in the development of American opera; for Hughes, the apparently endless cycle of poverty into which he had
been locked came to an end. He bought a home in Harlem.

The Simple books inspired a musical show, “Simply Heavenly” (1957), that met with some success. However, Hughes’s “Tambourines to Glory” (1963), a gospel musical play satirizing corruption in a black storefront church, failed badly, with some

critics accusing him of creating caricatures of black life. Nevertheless, his love of gospel music led to other acclaimed stage

efforts, usually mixing words, music, and dance in an atmosphere of improvisation. Notable here were the Christmas show
“Black Nativity” (1961) and, inspired by the civil rights movement, “Jericho--Jim Crow” (1964).
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Lash (1967), mainly about civil rights. He died in May that year in New York City.

In many ways Hughes always remained loyal to the principles he had laid down for the younger black writers in 1926. His
art was firmly rooted in race pride and race feeling even as he cherished his freedom as an artist. He was both nationalist and
cosmopolitan. As a radical democrat, he believed that art should be accessible to as many people as possible. He could sometimes be bitter, but his art is generally suffused by a keen sense of the ideal and by a profound love of humanity, especially

black Americans. He was perhaps the most original of African-American poets and, in the breadth and variety of his work,
assuredly the most representative of African- American writers.
Literary Works by Langston Hughes
Poetry
-Ask Your Mama: 12 Moods for Jazz (1961)
-Collected Poems of Langston Hughes (1994)
-Dear Lovely Death (1931)
-Fields of Wonder (1947)
-Fine Clothes to the Jew (1927)
-Freedom’s Plow (1943)
-Montage of a Dream Deferred (1951)
-One-Way Ticket (1949)
-Scottsboro Limited (1932)
-Selected Poems (1959)
-Shakespeare in Harlem (1942)
-The Dream Keeper and Other Poems (1932)
-The Panther and the Lash: Poems of Our Times (1967)
-The Weary Blues (1926)

Prose

-Good Morning, Revolution: Uncollected Social
-Protest Writings by Langston Hughes (1973)
-I Wonder as I Wander (1956)
-Laughing to Keep From Crying (1952)
-Not Without Laughter (1930)
-Remember Me to Harlem: The Letters of Langston
-Hughes and Carl Van Vechten, 1925-1964 (2001)

-Simple Speaks His Mind (1950)
-Simple Stakes a Claim (1957)
-Simple Takes a Wife (1953)
-Simple’s Uncle Sam (1965)
-Something in Common and Other Stories (1963)
-Tambourines to Glory (1958)
-The Arna Bontemps-Langston Hughes Letters (1980)
-The Big Sea (1940)
-The Langston Hughes Reader (1958)
-The Ways of White Folks (1934)

Drama

-Black Nativity (1961)
-Collected Works of Langston Hughes, vol. 5: The Plays to
-1942: Mulatto to The Sun Do Move (2000)
-Don’t You Want to Be Free? (1938)
-Five Plays by Langston Hughes (1963)
-Little Ham (1935)
-Mulatto (1935)
-Mule Bone (1930)
-Simply Heavenly (1957)
-Soul Gone Home (1937)
-The Political Plays of Langston Hughes (2000)

Source for bio and works: Reuben, Paul P. “Chapter 9: Harlem Renaissance - An Introduction.” PAL: Perspectives in American Literature- A
Research and Reference Guide. URL: http://web.csustan.edu/english/reuben/pałchap/intro.htm

Raisin’ Cane, A Harlem Renaissance Odyssey

17

Important Figures In Literature
LANGSTON HUGHES
The Weary Blues

Droning a drowsy syncopated tune,
Rocking back and forth to a mellow croon,
I heard a Negro play.
Down on Lenox Avenue the other night
By the pale dull pallor of an old gas light
He did a lazy sway . . .
He did a lazy sway . . .
To the tune o’ those Weary Blues.
With his ebony hands on each ivory key
He made that poor piano moan with melody.
O Blues!
Swaying to and fro on his rickety stool
He played that sad raggy tune like a musical fool.
Sweet Blues!
Coming from a black man’s soul.
O Blues!
In a deep song voice with a melancholy tone
I heard that Negro sing, that old piano moan-“Ain’t got nobody in all this world,
Ain’t got nobody but ma self.
I’s gwine to quit ma frownin’
And put ma troubles on the shelf.”
Thump, thump, thump, went his foot on the floor.
He played a few chords then he sang some more-“I got the Weary Blues
And I can’t be satisfied.
Got the Weary Blues
And can’t be satisfied-I ain’t happy no mo’
And I wish that I had died.”
And far into the night he crooned that tune.
The stars went out and so did the moon.
The singer stopped playing and went to bed
While the Weary Blues echoed through his head.
He slept like a rock or a man that’s dead.

Jean Toomer (1894 -1967)
-biography by Stephanie Edwards

Nathan Eugene Toomer was born on December 26, 1894 in Washington DC to Nina
Pinchback and Nathan Toomer. The presence of his father in Jean’s life was to be

short-lived, however when Jean was just 10 months old his father and mother sepa-

rated, and the elder Toomer never assumed an active role in his son’s life. His mother

resumed the usage of her maiden name, and her son also used Pinchback throughout
his childhood. Once he reached adulthood he began using the surname Toomer, and
became Jean when he began to write.

Toomer grew up in the home of his maternal grandparents in an affluent white neigh-

borhood. The Pinchbacks, a racially mixed family, were headed by the patriarch Pinckney Benton Stewart Pinchback, a man heavily involved in politics who once had ties

to the Louisiana governor’s office during the Reconstruction. P.B.S. Pinchback main-

tained that he was not white, although his appearance belied this fact, and erected a career based upon this assertion. Conversely, his grandson would spend his life shrugging off the label of Negro, arguing that he “had at least seven bloodlines
running through his veins, and his African heritage was a matter of hearsay” (McKay, Artist, 6).

Toomer spent the first dozen years of his life living in white neighborhoods, in both Washington D.C. as well as in New York,
when his mother’s remarriage to a white man relocated the family. It was only upon the death of his mother and the newly
dire financial straits of the Pinchback family that “for the first time in his life he had real contact with the colored world”

(McKay, Artist, 17), for his grandparents now lived in a less affluent neighborhood. Because he claimed residency in both

white and black neighborhoods, Toomer was afforded a view of race that most people, white and black, were not privy to. In
fact, later in his life he grew fond of saying that he had an “advantage over most other people in knowing the truth
about race” (McKay, DLB, 275) because of this dual residency.

His last year in high school brought him face to face with the issue of race. In choosing which college to attend, it became
much more difficult for Toomer to remain ambivalent about his racial identity; if he claimed Negro lineage, in spite of his

Caucasian appearance, he would be labeled Negro by the white student body. Even though he claimed never to feel the effects

of racism while living among whites or blacks, he nonetheless “had seen enough to know that America viewed life as if it were
divided into white and black” (Toomer 91).

Toomer’s college years, riddled with frustrations and unfinished semesters, nonetheless ushered him into the world of writers
such as George Bernard Shaw, Dostoyevski, Walt Whitman, and Goethe. During this time he wrote, though he did not take

seriously the idea of making a career out of writing until 1919. Dogged by his inability to achieve internal harmony, he wrote
short stories, essays, and other works that ultimately failed to satisfy him; indeed, he attributed his “inability to capture his
own literary voice” to “a lack of harmony between his mind, his emotions, and his body” (McKay, Artist, 29).
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LANGSTON HUGHES
The Weary Blues

Droning a drowsy syncopated tune,
Rocking back and forth to a mellow croon,
I heard a Negro play.
Down on Lenox Avenue the other night
By the pale dull pallor of an old gas light
He did a lazy sway . . .
He did a lazy sway . . .
To the tune o’ those Weary Blues.
With his ebony hands on each ivory key
He made that poor piano moan with melody.
O Blues!
Swaying to and fro on his rickety stool
He played that sad raggy tune like a musical fool.
Sweet Blues!
Coming from a black man’s soul.
O Blues!
In a deep song voice with a melancholy tone
I heard that Negro sing, that old piano moan-“Ain’t got nobody in all this world,
Ain’t got nobody but ma self.
I’s gwine to quit ma frownin’
And put ma troubles on the shelf.”
Thump, thump, thump, went his foot on the floor.
He played a few chords then he sang some more-“I got the Weary Blues
And I can’t be satisfied.
Got the Weary Blues
And can’t be satisfied-I ain’t happy no mo’
And I wish that I had died.”
And far into the night he crooned that tune.
The stars went out and so did the moon.
The singer stopped playing and went to bed
While the Weary Blues echoed through his head.
He slept like a rock or a man that’s dead.

Jean Toomer (1894 -1967)
-biography by Stephanie Edwards

Nathan Eugene Toomer was born on December 26, 1894 in Washington DC to Nina
Pinchback and Nathan Toomer. The presence of his father in Jean’s life was to be

short-lived, however when Jean was just 10 months old his father and mother sepa-

rated, and the elder Toomer never assumed an active role in his son’s life. His mother

resumed the usage of her maiden name, and her son also used Pinchback throughout
his childhood. Once he reached adulthood he began using the surname Toomer, and
became Jean when he began to write.

Toomer grew up in the home of his maternal grandparents in an affluent white neigh-

borhood. The Pinchbacks, a racially mixed family, were headed by the patriarch Pinckney Benton Stewart Pinchback, a man heavily involved in politics who once had ties

to the Louisiana governor’s office during the Reconstruction. P.B.S. Pinchback main-

tained that he was not white, although his appearance belied this fact, and erected a career based upon this assertion. Conversely, his grandson would spend his life shrugging off the label of Negro, arguing that he “had at least seven bloodlines
running through his veins, and his African heritage was a matter of hearsay” (McKay, Artist, 6).

Toomer spent the first dozen years of his life living in white neighborhoods, in both Washington D.C. as well as in New York,
when his mother’s remarriage to a white man relocated the family. It was only upon the death of his mother and the newly
dire financial straits of the Pinchback family that “for the first time in his life he had real contact with the colored world”

(McKay, Artist, 17), for his grandparents now lived in a less affluent neighborhood. Because he claimed residency in both

white and black neighborhoods, Toomer was afforded a view of race that most people, white and black, were not privy to. In
fact, later in his life he grew fond of saying that he had an “advantage over most other people in knowing the truth
about race” (McKay, DLB, 275) because of this dual residency.

His last year in high school brought him face to face with the issue of race. In choosing which college to attend, it became
much more difficult for Toomer to remain ambivalent about his racial identity; if he claimed Negro lineage, in spite of his

Caucasian appearance, he would be labeled Negro by the white student body. Even though he claimed never to feel the effects

of racism while living among whites or blacks, he nonetheless “had seen enough to know that America viewed life as if it were
divided into white and black” (Toomer 91).

Toomer’s college years, riddled with frustrations and unfinished semesters, nonetheless ushered him into the world of writers
such as George Bernard Shaw, Dostoyevski, Walt Whitman, and Goethe. During this time he wrote, though he did not take

seriously the idea of making a career out of writing until 1919. Dogged by his inability to achieve internal harmony, he wrote
short stories, essays, and other works that ultimately failed to satisfy him; indeed, he attributed his “inability to capture his
own literary voice” to “a lack of harmony between his mind, his emotions, and his body” (McKay, Artist, 29).
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Jean Toomer cont.

While spending time in rural Georgia, Toomer gained a new appreciation for folk culture, having opportunities to observe

Visual Arts

people singing spirituals, an antidote to lives that poverty and oppression would otherwise make unbearable. It was in this

spiritual response that Toomer was able to write the first narratives of the work that some say marked the dawning of a new

era in black literature—1923’s Cane. For Toomer, however, the work marked a departure; in his introduction to Toomer’s The
Wayward and the Seeking, Darwin T. Turner observes that he grew more concerned with spiritual reform, and less about his
identity as a writer (3).

Aaron Douglas (1898-1979)

Aaron Douglas was the Harlem Renaissance artist whose work best exemplified the “New

Toomer objected to his heralding as a brilliant black writer who wrote about black issues; cutting the ties with the literary

Negro”

circles in which he previously traveled, he became a student and later a teacher of the doctrine of George Ivanovitch Gurdji-

philosophy. He painted murals for public buildings and produced illustrations and cover

eff. In 1932 he married Margery Latimer, who sadly died less than a year later during childbirth. Two years later he married

designs for

again, this time to Marjorie Content. He continued to write throughout the rest of his life, and although his body of work is

many black publications including The Crisis and Opportunity. “The father of African

large—four novels, four autobiographies, two collections of poems, and three full-length dramas make up but a part of it—

art.” “Dean of African-American painters.” “Pioneering Africanist.” All of these honorif-

none of his subsequent works ever reached the pinnacle of success of Cane. Plagued by health problems, Jean Toomer died in

ics have been applied to Aaron Douglas. His painting—typified by flat forms, hard edges,

a nursing home in Pennsylvania on March 30, 1967.

and repetitive geometric shapes—was strongly shaped by African motifs and culture, as

well as by African-American jazz music. Douglas was drawn to Harlem from his native

Toomer’s legacy, especially when compared to his peers, may seem questionable to some, especially since he abruptly cut ties

Kansas after hearing about the creative output of other black artists. Scholars W. E. B. Du

with his fellow Renaissance artists and also considering his reluctance to refer to himself as black. However, he deserves a

place among the other Planters of the New Negro Movement, for Cane is a work bearing characteristics previously unseen in
black literature in 1923; its objectivity, artistry, and stylistic approach was breaking with tradition more cleanly than did any
other work (Davis 44-45).

Bois and Alain Locke, who promoted the work of talented black artists, admired Douglas’

designs and included his illustrations in leading publications. James Weldon Johnson asked Douglas to illustrate his book of
poetic sermons, God’s Trombones. (illustrated)

Toomer’s work went unstudied for many years; however, during the sixties his name began to resurface as people began to

“...Our problem is to conceive, develop, establish an art era. Not white art painting black...let’s bare our arms and plunge them

harmony transcends color. His depictions of black folk life in Cane are as revealing as are the Gurdjieffian influenced writ-

of our people and drag forth material crude, rough, neglected. Then let’s sing it, dance it, write it, paint it. Let’s do the impos-

Toomer an injustice. Jones asserts that “Toomer’s significance must ultimately be evaluated in light of his contributions to

- Aaron Douglas

reexamine issues of race and identity. However, Toomer is not only a Harlem Renaissance writer; his search for internal

deep through laughter, through pain, through sorrow, through hope, through disappointment, into the very depths of the souls

ings that followed; to dismiss the post-Cane works as simply exercises in race denial is, according to Robert B. Jones, doing

sible. Let’s create something transcendentally material, mystically objective. Earthy. Spiritually earthy. Dynamic.”

both African-American and Amercian literature (xii).

In 1940 he moved to Nashville, Tennessee, where he founded the Art
Department at Fisk University and taught for twenty nine years.
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It was Toomer’s Cane that served as the primary inspiration for Harry Clark’s Raisin’ Cane
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Jean Toomer cont.

While spending time in rural Georgia, Toomer gained a new appreciation for folk culture, having opportunities to observe
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people singing spirituals, an antidote to lives that poverty and oppression would otherwise make unbearable. It was in this

spiritual response that Toomer was able to write the first narratives of the work that some say marked the dawning of a new

era in black literature—1923’s Cane. For Toomer, however, the work marked a departure; in his introduction to Toomer’s The
Wayward and the Seeking, Darwin T. Turner observes that he grew more concerned with spiritual reform, and less about his
identity as a writer (3).
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Toomer objected to his heralding as a brilliant black writer who wrote about black issues; cutting the ties with the literary
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circles in which he previously traveled, he became a student and later a teacher of the doctrine of George Ivanovitch Gurdji-
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again, this time to Marjorie Content. He continued to write throughout the rest of his life, and although his body of work is

many black publications including The Crisis and Opportunity. “The father of African

large—four novels, four autobiographies, two collections of poems, and three full-length dramas make up but a part of it—

art.” “Dean of African-American painters.” “Pioneering Africanist.” All of these honorif-

none of his subsequent works ever reached the pinnacle of success of Cane. Plagued by health problems, Jean Toomer died in

ics have been applied to Aaron Douglas. His painting—typified by flat forms, hard edges,
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and repetitive geometric shapes—was strongly shaped by African motifs and culture, as

well as by African-American jazz music. Douglas was drawn to Harlem from his native

Toomer’s legacy, especially when compared to his peers, may seem questionable to some, especially since he abruptly cut ties

Kansas after hearing about the creative output of other black artists. Scholars W. E. B. Du

with his fellow Renaissance artists and also considering his reluctance to refer to himself as black. However, he deserves a

place among the other Planters of the New Negro Movement, for Cane is a work bearing characteristics previously unseen in
black literature in 1923; its objectivity, artistry, and stylistic approach was breaking with tradition more cleanly than did any
other work (Davis 44-45).

Bois and Alain Locke, who promoted the work of talented black artists, admired Douglas’

designs and included his illustrations in leading publications. James Weldon Johnson asked Douglas to illustrate his book of
poetic sermons, God’s Trombones. (illustrated)

Toomer’s work went unstudied for many years; however, during the sixties his name began to resurface as people began to

“...Our problem is to conceive, develop, establish an art era. Not white art painting black...let’s bare our arms and plunge them

harmony transcends color. His depictions of black folk life in Cane are as revealing as are the Gurdjieffian influenced writ-

of our people and drag forth material crude, rough, neglected. Then let’s sing it, dance it, write it, paint it. Let’s do the impos-

Toomer an injustice. Jones asserts that “Toomer’s significance must ultimately be evaluated in light of his contributions to
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reexamine issues of race and identity. However, Toomer is not only a Harlem Renaissance writer; his search for internal

deep through laughter, through pain, through sorrow, through hope, through disappointment, into the very depths of the souls

ings that followed; to dismiss the post-Cane works as simply exercises in race denial is, according to Robert B. Jones, doing

sible. Let’s create something transcendentally material, mystically objective. Earthy. Spiritually earthy. Dynamic.”

both African-American and Amercian literature (xii).

In 1940 he moved to Nashville, Tennessee, where he founded the Art
Department at Fisk University and taught for twenty nine years.
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Jacob Lawrence (1917-2000)

Jacob Lawrence was born in Atlantic City, New Jersey, in 1917. A painter, illustrator, and
educator, he received his early art training at the Utopia Settlement House in Philadelphia. In 1932 he studied with Charles Alston at the Harlem Art Center and five years
later received a working scholarship to the American Artists School, where he studied

until 1939. He participated in the easelpainting section of the Federal Art Project from

1939 to 1940 and served in the Coast Guard. During World War II, Lawrence received

a Guggenheim Fellowship in 1946. Among the places he has taught are Black Mountain

College, Pratt Institute, Brandeis University, the New School for Social Research, and the
University of Washington in Seattle.

Lawrence’s work has always been dominated by his concern for social issues and historical

events, particularly as they affect black Americans. “Pool Parlor,” (illustrated here) which earned him a prize in the “Artists for
Victory” exhibition at the Metropolitan Museum in 1942, demonstrates this concern. It is one of the few works by Law-

rence that is not part of a series, a form the artist often uses as a vehicle to explore the full range of his ideas. “Pool Parlor” is

rendered in flat geometric shapes and a restricted palette, with the characteristic exaggeration of limbs, gestures, and postures

reinforcing the narrative of the painting. This style gave way to more expressive linear play and threedimensional modeling in
the artist’s later work.

William H. Johnson (1901-1970)

William H. Johnson was one of the great American artists of the 20th century. Known

primarily for his majestic Scandinavian landscapes and his witty and poignant scenes of

African-American daily life, Johnson has made an indelible impact on American art. Yet he

is one of those rare artists whose influence can be felt beyond his art, for his life story has elements of a purely American drama which inspires and encourages anyone familiar with it.

Johnson, an African-American from the rural South, overcame poverty, racial prejudice and

a grade-school education to become one of the country’s leading artists. Through the force of
his personality and with a steadfast belief in himself, Johnson created an art entirely his own,
original and fresh. Johnson left his native South Carolina in 1918 to study at the National

Academy of Design in New York. Although he was acknowledged as the most talented artist

in his class of 1926, he was passed over for a traveling scholarship, most likely because of his race. Rather than see Johnson

flounder in the United States, his teacher, Charles Hawthorne, gave Johnson $1000 so that Johnson could travel to Europe.
This act of faith and generosity was pivotal in Johnson’s life, for it provided the seed from which his career flourished.

Johnson remained in Europe, mainly in Denmark and Norway, for 12 years, more than half of his working life, during which
time he created hundreds of works, exhibited widely and established a strong reputation. He returned to New York in 1938

with his Danish wife, artist Holcha Krake, where he continued to paint and exhibit. After Holcha’s untimely death in 1944

and with the end of World War II, Johnson returned to Europe. Falling ill in Norway, the artist returned to the United States
in 1947 and spent the rest of his life at the Central Islip State Hospital. This is merely the brief summary of a life marked by

great happiness and great tragedy, and it is this life–Johnson’s persistence, talent and achievement–which has been the guiding
light behind the formation of the William H. Johnson Foundation for the Arts.

Screen print by Jacob Lawrence
Works by Jacob Lawrence can be found: (partial listing)
-Art Institute of Chicago
-Butler Institue of American Art (Ohio)
-Dallas Museum of Art (TX)
-The Meropolitan Museum of Art (NY)
-Museum of Fine Arts, Houston (TX)
-Museum of Fine Arts , Boston (MA)
-Museum of Modern Art (NY)
-The National Gallery, Washington, D.C.
-North Carolina Museum of Art, Raleigh (NC)
-The Phillips Collection, Washington D.C.
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-Addison Gallery, Andover (MA)-Albright-Knox Art Gallery,
Buffalo(NY)
-Art Gallery of the University of Rochester (NY)
-Block Museum of Art at Northwestern University (IL)
-Bowdoin College Museum of Art (ME)
-Corcoran Gallery of Art, Washington D.C.
-Currier Gallery of Art (NH)
-Delaware Art Museum (DE)
-DePaul University Museum, Chicago (IL)
-Harvard University Art Museums (MA)
-New Britain Museum of American Art, New Britain (CT)
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- Howard University Art Collection, Washington D.C.
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Augusta Savage (1892-1962)

When Augusta Savage reached Harlem, it did not take long for her to establish

herself not only as an artist, but also as a teacher. Most of Savage’s sculptures, in

- IMPORTANT FIGURES -

Music

Louis Armstrong (1901-1971)

Jazz trumpeter and singer, born in New Orleans, Louisiana. Raised by his

some way, reflect an aspect of African-American culture. For example, “The Harp”

mother in extreme poverty, at age 12 he served a term for delinquency at

was a sculpture influenced by Negro spirituals and hymns, most notably James

the Colored Waifs Home, where he learned to play the cornet. By 1919

Weldon Johnson’s “Lift Every Voice and Sing.” Ms. Savage was unique from other

he was playing with Kid Ory’s band in New Orleans, and also with Fate

artists in that most of her sculptures focused on black physiognomy. This is readily

Marable on Mississippi riverboats. In 1922 he joined his mentor, King

seen in a sculpture of her nephew entitled Gamin. It was this sculpture that won

Oliver’s trailblazing Creole Jazz Band, in Chicago, and spent 1924 with

Augusta Savage the Julius Rosenwald Fellowship in 1929 and the opportunity to

Fletcher Henderson’s pioneering big band in New York, where he also

study in Paris for one year. After returning home from Europe, Savage was ready to

recorded with Bessie Smith and other leading blues singers.

share her art with the Harlem community through teaching.

In 1932, Augusta established the Savage Studio of Arts and Crafts at 163

West 143rd Street. Savage used this studio as a way to provide adults with art

education. In 1937, she became the first director of the Harlem Community Arts

Center, an institution funded by the Works Progress Administration (WPA). The Arts Center was a place where African-

Americans could learn about their culture through the study of fine arts. One of the greatest highlights of Augusta Savage’s
life was her involvement with the the “306” Group--so named because of the location of Charles Alston’s studio (306 West

His melodic inventiveness, expressed with uninhibited tone and range on

the trumpet, established the central role of the improvising soloist in jazz, especially in a series of recordings known as the
‘Hot Fives’ and ‘Hot Sevens’ (1925–28). Thereafter, every jazz musician emulated Armstrong’s melodic style and rhythmic

sense. In 1930 his recording of the pop song ‘Ain’t Misbehavin’’ became his first show-business hit, and for the next 17 years

he appeared as a star soloist with various big bands in an increasingly commercial context. In 1947 he formed his All Stars, a
Dixieland-style sextet with which he maintained a constant international touring schedule until his death.

141st Street). This group was comprised of a variety of WPA artists who worked out of the studio on 141st Street. Some of

He appeared in over 50 films as a musician and entertainer, including Pennies from Heaven (1936), “New Orleans” (1947),

1945, Augusta Savage reduced the amount of sculpting she did and fell into seclusion. Though no longer in the spotlight, Sav-

singer, his hit recordings including “When It’s Sleepy Time Down South,” “Mack the Knife,” and “Hello Dolly!” , but he

the other “306” members included Charles Alston, Romare Bearden, Jacob Lawrence, and Morgan and Marvin Smith. After

“Cabin in the Sky” (1943), “High Society” (1956), “Paris Blues” (1961), and “Hello, Dolly!” (1969). He was also a popular

age continued to teach sculpting and other art to both children and adults throughout New York.

remained primarily a jazz musician. His autobiography, Satchmo: My Life in New Orleans, was published in 1954.

Works by Augusta Savage can be found:
- Museum of Modern Art, New York City
- Cummer Museum of Art
- Smithsonian American Art Museum, Washington D.C.
- Howard University Art Collection, Washington D.C.
- Schomburg Center for Research in Black Culture, NYC (NY)
- Detroit Institute of Arts, (MI)
- Additional information can be found at www.pbs.org

“Gamin,” Painted Plaster, 1930
by Augusta Savage
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Major Albums :
- 1951 Satchmo At Symphony Hall
- 1955 Satch Plays Fats
- 1956-7 Satchmo: A Musical Autobiography
- 1956 Embassador Satch
Singles
- When It’s Sleepy Time Down South
- 1956 Bluebery Hill
- 1956 Mack The Knife
- 1964 Hello, Dolly!
Films:
- 1936 Pennies From Heaven
- 1947 New Orleans
- 1943 Cabin In the Sky
- 1956 High Society
- 1961 Paris Blues
- 1969 Hello, Dolly!
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Important Figures In Music

- THE HARLEM RENAISSANCE TIME LINE and beyond, 1919-1941

Edward “Duke” Ellington (1899-1974)

Born 29 April 1899 in Washington DC, composer, bandleader, and pianist
Edward Kennedy (”Duke”) Ellington was recognized in his lifetime as

one of the greatest jazz composers and performers. Nicknamed “Duke” by
a boyhood friend who admired his regal air, the name stuck and became

indelibly associated with the finest creations in big band and vocal jazz. A
genius for instrumental combinations, improvisation, and jazz arranging

brought the world the unique “Ellington” sound that found consummate

expression in works like “Mood Indigo,” “Sophisticated Lady,” and the symphonic suites Black, Brown, and Beige (which he subtitled “a Tone Parallel
to the History of the Negro in America”) and Harlem (”a Tone Parallel to
Harlem”).

Beginning keyboard studies at the age of seven, Ellington’s earliest influences were the ragtime pianists. He taught himself harmony at the piano

and at 17, made his professional debut. Encouraged by Fats Waller, he moved to New York in 1923 and, during the formative
Cotton Club years, experimented with and eveloped the style that would quickly bring him worldwide success and recognition. Ellington would be among the first to focus on musical form and composition in jazz using ternary forms and “call-

and-response” techniques in works like “Concerto for Cootie” (known in its familiar vocal version as Do Nothin’ till You Hear

from Me) and “Cotton Tail” and classic symphonic devices in his orchestral suites. In this respect, he would influence the likes
of Thelonius Monk, Charles Mingus, and Gill Evans.

Among Ellington’s many honors and awards were honorary doctorates from Howard and Yale Universities, membership in
the American Institute of Arts and Letters, election as the first jazz musician

member of the Royal Music Academy in

Stockholm, and the Presidential Medal of
Freedom.

A Chronology of Important Events and Publications*
1919

* 369th Regiment marched up Fifth Avenue to Harlem, February 17.
* First Pan African Congress organized by W.E.B. Du Bois, Paris, February.
* Race riots in Washington, D.C., Chicago, Charleston, Knoxville, Omaha, and elsewhere, June to September.
* Race Relations Commission founded, September.
* Marcus Garvey founded the Black Star Shipping Line.
* Benjamin Brawley published The Negro in Literature and Art in the United States.

1920

* Universal Negro Improvement Association (UNIA) Convention held at Madison Square Garden,August.
* Charles Gilpin starred in Eugene O’Neill, The Emperor Jones, November.
* James Weldon Johnson, first black officer (secretary) of NAACP appointed.
* Claude McKay published Spring in New Hampshire.
* Du Bois’s Darkwater is published.
* O’Neill’s The Emperor Jones, starring Charles Gilpin, opens at the Provincetown Playhouse.

1921

* Shuffle Along by Noble Sissle and Eubie Blake, the first musical revue written and performed by African-Americans
(cast members include Josephine Baker and Florence Mills), opened, May 22, at Broadway’sDavid Belasco Theater.
* Marcus Garvey founded African Orthodox Church, September.
* Second Pan African Congress.
* Colored Players Guild of New York founded.
* Benjamin Brawley published Social History of the American Negro.

1922

* First anti-lynching legislation approved by the U.S. House of Representatives.
* Publications of The Book of American Negro Poetry edited by James Weldon Johnson; Claude McKay, Harlem Shadows.

1923

* Opportunity: A Journal of Negro Life is founded by the National Urban League, with Charles S. Johnson as its editor.
* National Ethiopian Art Players staged The Chip Woman’s Fortune by Willis Richardson, first serious play by a black
writer on Broadway, May.
* Claude McKay spoke at the Fourth Congress of the Third International in Moscow, June.
* The Cotton Club opened, Fall.
* Marcus Garvey arrested for mail fraud and sentenced to five years in prison.
* Third Pan African Congress.
* Publications of Jean Toomer, Cane; Marcus Garvey, Philosophy and Opinion of Marcus Garvey. 2 vols.

1924
Duke Ellington
and His Band, 1937
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* Civic Club Dinner, sponsored by Opportunity, bringing black writers and white publishers together, March 21. This
event is considered the formal launching of of the New Negro movement.
* Paul Robeson starred in O’Neill’s “All God’s Chillun Got Wings,” May 15.
* Countee Cullen won first prize in the Witter Bynner Poetry Competition.
Raisin’ Cane, A Harlem Renaissance Odyssey
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event is considered the formal launching of of the New Negro movement.
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1924 cont.
* Publications of Du Bois, The Gift of Black Folk; Jessie Fauset, There is Confusion; Marcus Garvey, Aims and Objects for a 		
Solution of the Negro Problem Outlined; Walter White, The Fire in the Flint.

1925

* Survey Graphic issue, “Harlem: Mecca of the New Negro,” edited by Alain Locke and Charles Johnson, devoted en		

tirely to black arts and letters, March.
* American Negro Labor Congress held in Chicago, October.
* Opportunity holds its first literary awards dinner; winners include Langston Hughes, Countee Cullen, and Zora Neale 		
Hurston.
* The first Crisis awards ceremony is held at the Renaissance Casino; Countee Cullen wins first prize.
* Publications of Cullen, Color; Du Bose Heyward, Porgy; James Weldon Johnson and J. Rosamond Johnson, eds. The 		
Book of American Negro Spirituals; Alain Locke, The New Negro; Sherwood Anderson, Dark Laughter (a novel 		
showing Black life).

1926

* Countee Cullen becomes assistant editor of Opportunity; begins to write a regular column “The Dark Tower.”
* Savoy Ballroom opened in Harlem, March.
* Publications of Wallace Thurman, Fire!!; Langston Hughes, The Weary Blues; Carl Van Vechten, Nigger Heaven; Eric 		
Walrond, Tropic Death; W. C. Handy, Blues: An Anthology; and Walter White, Flight.

1927

* In Abraham’s Bosom by Paul Green, with an all-black cast, won the Pulitzer Prize, May.
* Ethel Waters first appeared on Broadway, July
* Marcus Garvey deported.
* Louis Armstrong in Chicago and Duke Ellington in New York began their careers.
* Harlem Globetrotters established.
* Charlotte Mason decides to become a patron of the New Negro.
* A’Lelia Walker opens a tearoom salon called “The Dark Tower.”
* Publications of Miguel Covarrubias, Negro Drawings; Cullen, Ballad of the Brown Girl, Copper Sun, and Caroli
Dusk; Arthur Fauset, For Freedom: A Biographical Story of the American Negro; Hughes, Fine Clothes to the Jew;
James Weldon Johnson, God’s Trombones: Seven Negro Sermons in Verse and The Autobiography of an Ex Colored 		
Man (reprint of the 1912 edition); Alain Locke and Montgomery T. Gregory, eds. Plays of Negro Life.

1928

* Countee Cullen marries Nina Yolande, daughter of W.E.B. Du Bois, April 9; described as the social event of the decade.

* Publications of Wallace Thurman, Harlem: A Forum of Negro Life; W.E.B. Du Bois, The Dark Princess; Rudolph Fisher, 		
The Walls of Jericho; Nella Larsen, Quicksand; Jessie Fauset, Plum Bun; Claude McKay, Home to Harlem.

1929

* Negro Experimental Theatre founded, February; Negro Art Theatre founded, June; National Colored Players founded, 		
September.
* Wallace Thurman’s play “Harlem,” written with William Jourdan Rapp, opens at the Apollo Theater on Broadway and 		
becomes hugely successful.
* Black Thursday, October 29, Stock Exchange crash.
* Publications of Cullen, The Black Christ and Other Poems; Claude McKay, Banjo; Nella Larsen, Passing; Wallace Thur		
man, The Blacker the Berry; and Walter White, Rope and Faggot: The Biography of Judge Lynch.

1930

* The Green Pastures (musical), with an all-black cast, opened on Broadway, February 26.
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1930 cont.
* Universal Holy Temple of Tranquility founded; Black Muslims opened Islam Temple in Detroit.
* Publications of Randolph Edmonds, Shades and Shadows; Charles S. Johnson, The Negro in American Civilization: A 		
Study of Negro Life and Race Relations; James Weldon Johnson. Black Manhattan; Langston Hughes, Not With out 		
Laughter.

1931

* Scottsboro trial, April through July.
* A’Lelia Walker dies, August 16.
* Publications of Arna Bontemps, God Sends Sunday; Jessie Fauset, The Chinaberry Tree; Langston Hughes, Dear Lovely 		
Death, The Negro Mother, Not Without Laughter, Scottsboro Limited; Vernon Loggins, The Negro Author: His Development in 		
America to 1900; George S. Schuyler, Black No More; and Toomer, Essentials.

1932

* Twenty young black intellectuals travel to Russia to make a movie, “Black and White,” June.
* Mass defection of blacks from the Republican Party began.
* Publications of Sterling Brown, Southern Road; Cullen, One Way to Heaven; Rudolph Fisher, The Conjure Man Dies; 		
Hughes, The Dream Keeper; Claude McKay, Ginger Town; Schuyler, Slaves Today; Thurman, Infants of the Spring.

1933

* National Negro Business League ceased operations after 33 years.
* Publications of Jessie Fauset, Comedy, American Style; James Weldon Johnson, Along This Way; McKay, Banana Bottom.

1934

* Rudolph Fisher and Wallace Thurman die within four days of each other, December 22 and 26.
* W.E.B. Du Bois resigns from The Crisis and NAACP.
* Apollo Theatre opened.
* Publications of Arna Bontemps, You Can’t Pet a Possum; Randolph Edmonds, Six Plays for the Negro Theatre; Hughes, 		
The Ways of White Folks; Zora Neale Hurston, Jonah’s Gourd Vine; James Weldon Johnson, Negro Americans: What Now?; 		
George Lee, Beale Street: Where the Blues Began.

1935

* Harlem Race Riot, March 19.
* “Porgy and Bess,” with an all-black cast, opens on Broadway, October 10.
* “Mulatto” by Langston Hughes, first full-length play by a black writer, opens on Broadway, October 25.
* 50 percent of Harlem’s families unemployed.
* Publications of Cullen, The Medea and Other Poems; Zora Neale Hurston, Mules and Men; Willis Richardson and May 		
Sullivan, Negro History in Thirteen Plays.

1937

*Publications of McKay, Long Way From Home; Hurston, Their Eyes Were Watching God. 		

1939

*Publication of Hurston, Moses: Man of the Mountain.

1940

*Publications of Hughes The Big Sea; McKay, Harlem: Negro Metropolis.

*Information for the above chronology is from Kellner,
The Harlem Renaissance: A Historical Dictionary for the Era
by Bruce Kellner
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1924 cont.
* Publications of Du Bois, The Gift of Black Folk; Jessie Fauset, There is Confusion; Marcus Garvey, Aims and Objects for a 		
Solution of the Negro Problem Outlined; Walter White, The Fire in the Flint.

1925

* Survey Graphic issue, “Harlem: Mecca of the New Negro,” edited by Alain Locke and Charles Johnson, devoted en		

tirely to black arts and letters, March.
* American Negro Labor Congress held in Chicago, October.
* Opportunity holds its first literary awards dinner; winners include Langston Hughes, Countee Cullen, and Zora Neale 		
Hurston.
* The first Crisis awards ceremony is held at the Renaissance Casino; Countee Cullen wins first prize.
* Publications of Cullen, Color; Du Bose Heyward, Porgy; James Weldon Johnson and J. Rosamond Johnson, eds. The 		
Book of American Negro Spirituals; Alain Locke, The New Negro; Sherwood Anderson, Dark Laughter (a novel 		
showing Black life).

1926

* Countee Cullen becomes assistant editor of Opportunity; begins to write a regular column “The Dark Tower.”
* Savoy Ballroom opened in Harlem, March.
* Publications of Wallace Thurman, Fire!!; Langston Hughes, The Weary Blues; Carl Van Vechten, Nigger Heaven; Eric 		
Walrond, Tropic Death; W. C. Handy, Blues: An Anthology; and Walter White, Flight.

1927

* In Abraham’s Bosom by Paul Green, with an all-black cast, won the Pulitzer Prize, May.
* Ethel Waters first appeared on Broadway, July
* Marcus Garvey deported.
* Louis Armstrong in Chicago and Duke Ellington in New York began their careers.
* Harlem Globetrotters established.
* Charlotte Mason decides to become a patron of the New Negro.
* A’Lelia Walker opens a tearoom salon called “The Dark Tower.”
* Publications of Miguel Covarrubias, Negro Drawings; Cullen, Ballad of the Brown Girl, Copper Sun, and Caroli
Dusk; Arthur Fauset, For Freedom: A Biographical Story of the American Negro; Hughes, Fine Clothes to the Jew;
James Weldon Johnson, God’s Trombones: Seven Negro Sermons in Verse and The Autobiography of an Ex Colored 		
Man (reprint of the 1912 edition); Alain Locke and Montgomery T. Gregory, eds. Plays of Negro Life.

1928

* Countee Cullen marries Nina Yolande, daughter of W.E.B. Du Bois, April 9; described as the social event of the decade.

* Publications of Wallace Thurman, Harlem: A Forum of Negro Life; W.E.B. Du Bois, The Dark Princess; Rudolph Fisher, 		
The Walls of Jericho; Nella Larsen, Quicksand; Jessie Fauset, Plum Bun; Claude McKay, Home to Harlem.

1929

* Negro Experimental Theatre founded, February; Negro Art Theatre founded, June; National Colored Players founded, 		
September.
* Wallace Thurman’s play “Harlem,” written with William Jourdan Rapp, opens at the Apollo Theater on Broadway and 		
becomes hugely successful.
* Black Thursday, October 29, Stock Exchange crash.
* Publications of Cullen, The Black Christ and Other Poems; Claude McKay, Banjo; Nella Larsen, Passing; Wallace Thur		
man, The Blacker the Berry; and Walter White, Rope and Faggot: The Biography of Judge Lynch.

1930

* The Green Pastures (musical), with an all-black cast, opened on Broadway, February 26.
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1930 cont.
* Universal Holy Temple of Tranquility founded; Black Muslims opened Islam Temple in Detroit.
* Publications of Randolph Edmonds, Shades and Shadows; Charles S. Johnson, The Negro in American Civilization: A 		
Study of Negro Life and Race Relations; James Weldon Johnson. Black Manhattan; Langston Hughes, Not With out 		
Laughter.

1931

* Scottsboro trial, April through July.
* A’Lelia Walker dies, August 16.
* Publications of Arna Bontemps, God Sends Sunday; Jessie Fauset, The Chinaberry Tree; Langston Hughes, Dear Lovely 		
Death, The Negro Mother, Not Without Laughter, Scottsboro Limited; Vernon Loggins, The Negro Author: His Development in 		
America to 1900; George S. Schuyler, Black No More; and Toomer, Essentials.

1932

* Twenty young black intellectuals travel to Russia to make a movie, “Black and White,” June.
* Mass defection of blacks from the Republican Party began.
* Publications of Sterling Brown, Southern Road; Cullen, One Way to Heaven; Rudolph Fisher, The Conjure Man Dies; 		
Hughes, The Dream Keeper; Claude McKay, Ginger Town; Schuyler, Slaves Today; Thurman, Infants of the Spring.

1933

* National Negro Business League ceased operations after 33 years.
* Publications of Jessie Fauset, Comedy, American Style; James Weldon Johnson, Along This Way; McKay, Banana Bottom.

1934

* Rudolph Fisher and Wallace Thurman die within four days of each other, December 22 and 26.
* W.E.B. Du Bois resigns from The Crisis and NAACP.
* Apollo Theatre opened.
* Publications of Arna Bontemps, You Can’t Pet a Possum; Randolph Edmonds, Six Plays for the Negro Theatre; Hughes, 		
The Ways of White Folks; Zora Neale Hurston, Jonah’s Gourd Vine; James Weldon Johnson, Negro Americans: What Now?; 		
George Lee, Beale Street: Where the Blues Began.

1935

* Harlem Race Riot, March 19.
* “Porgy and Bess,” with an all-black cast, opens on Broadway, October 10.
* “Mulatto” by Langston Hughes, first full-length play by a black writer, opens on Broadway, October 25.
* 50 percent of Harlem’s families unemployed.
* Publications of Cullen, The Medea and Other Poems; Zora Neale Hurston, Mules and Men; Willis Richardson and May 		
Sullivan, Negro History in Thirteen Plays.

1937

*Publications of McKay, Long Way From Home; Hurston, Their Eyes Were Watching God. 		

1939

*Publication of Hurston, Moses: Man of the Mountain.

1940

*Publications of Hughes The Big Sea; McKay, Harlem: Negro Metropolis.

*Information for the above chronology is from Kellner,
The Harlem Renaissance: A Historical Dictionary for the Era
by Bruce Kellner
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- AN ASSESSMENT OF THE HARLEM RENAISSANCE by Nathan I. Huggins, NY: Oxford UP, 1971.
1. Harlem Renaissance brought the Black experience clearly within the general American cultural history.
a. Remarkable coincidences and luck, provided a sizable chunk of real estate in the heart of Manhattan.
b. The Black migration, from south to north, changed their image from rural to urban, from peasant to sophisticate.
c. Harlem became a crossroads where Blacks interacted with and expanded their contacts internationally.
d. Harlem Renaissance profited from a spirit of self-determination which was widespread after W.W.I.
2. Harlem Renaissance could not escape its history and culture in its attempt to create a new one.
a. The “renaissance” echoed American progressivism in its faith in democratic reform, in its belief in art and literature
as agents of change, and in its almost uncritical belief in itself and its future.
b. The creation of the “New Negro” failed, but it was an American failure, similar to other frustrated promotions.
c. The future of the “New Negro” was accepted without question.
d. Just as the Whites, Black intellectuals were unprepared for the rude shock of the Great Depression; the HR was
shattered by it because of naive assumptions about the centrality of culture, unrelated to economic and social realities.
3. Still the Harlem Renaissance had its significance.
a. It became a symbol and a point of reference for everyone to recall.
b. The name, more than the place, became synonymous with new vitality, Black urbanity, and Black militancy.
c. It became a racial focal point for Blacks the world over; it remained for a time a race capital.
d. It stood for urban pluralism; Alain Locke wrote: “The peasant, the student, the businessman, the professional man,
artist, poet, musician, adventurer and worker, preacher and criminal, exploiter and social outcast, each group has come
with its own special motives ... but their greatest experience has been the finding of one another.”
e. The complexity of the urban setting was important for Blacks to truly appreciate the variety of Black life. The race
consciousness required that shared experience.
4. Harlem Renaissance’s legacy is limited by the character of the Renaissance.
a. It encouraged the new appreciation of folk roots and culture.
b. Peasant folk materials and spirituals provided a rich source for racial imagination and it freed the Blacks from the
establishment of past condition.
c. Harlem Renaissance was imprisoned by its innocence. The Harlem intellectuals, while proclaiming a new race
consciousness, became mimics of Whites, wearing clothes and using manners of sophisticated Whites, earning the
epithet “dirty niggers” from the very people they were supposed to be championing.
d. Harlem Renaissance could not overcome the overwhelming White presence in commerce that defined art and
culture. What was needed was a rejection of White values; they had to see Whites, without awe of love or awe of
hate, and themselves truly, without myth or fantasy, in order that they could be themselves in life and art.
e. Harlem Renaissance created an ethnic provincialism and its biggest gift could be a lesson from its failures. The
biggest is in the strange separation of the Blacks from American culture. Except for a few Blacks, the most striking
thing about them is that they are native American. The negative implications have been clear; Blacks, unlike other
immigrants, had no immediate past and history and culture to celebrate. But the positive implications of American
nativity have never been fully appreciated by them. It seems too simple: the Afro-American’s history and culture is
American, more completely so than most others in the country.
f. At least the decade of the 1920s seems to have been too early for Blacks to have felt the certainty about native
culture that would have freed them from crippling self-doubt. ... that is why the art of the Renaissance was so prob
lematic, feckless, not fresh, not real. The lesson it leaves us is that the true Black Renaissance awaits Afro-Americans’
claiming their patria, their nativity.
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- NOVELS OF THE HARLEM RENAISSANCE Jessie Redmon Fauset:
-There is Confusion, 1924
-Plum Bun, 1928
-The Chinaberry Tree; 1931
-American Style, 1933

Claude McKay:
-Home to Harlem, 1927
-Banjo,1929
-Gingertown, 1931
-Banana Bottom,1933

Rudolph Fisher:
-The Walls of Jericho,1928
-The Conjure Man Dies:
A Mystery Tale of Dark Harlem, 1932.

George Schuyler:
-Black No More, 1930
-Slaves Today, 1931

Langston Hughes:
-Not Without Laughter, 1930
Zora Neale Hurston:
-Jonah’s Gourd Wine , 1934;
-Their Eyes Were Watching God, 1937

Wallace Thurman:
-The Blacker the Berry; a Novel
of Negro Life, 1929
-Infants of the Spring, 1932
-Interne, with Abraham l.
-Furman, 1932

Jean Toomer:
-Cane, 1923
Carl Van Vechten:
-Nigger Heaven, 1926
Eric Walrond:
-Tropic Death,1926
Walter White:
-The Fire in the Flint,1924
-Flight,1926

Nella Larsen:
-Quicksand, 1928
-Passing, 1929

Original Bookcover of “Cane”
Jean Toomer’s novel Cane was published in 1923.
This masterpiece of the Modernist style was inspired by Toomer’s visit to Georgia.
Courtesy of Yale Collection of American Literature, Beinecke
Rare Book and Manuscript Library

Reprint Edition of “Cane”
First published as a Liverweight paperback 1975;
reissued 1993
Reprint of the original ed. published by Boni & Liverweight,
New York.
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- AN ASSESSMENT OF THE HARLEM RENAISSANCE by Nathan I. Huggins, NY: Oxford UP, 1971.
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a. Remarkable coincidences and luck, provided a sizable chunk of real estate in the heart of Manhattan.
b. The Black migration, from south to north, changed their image from rural to urban, from peasant to sophisticate.
c. Harlem became a crossroads where Blacks interacted with and expanded their contacts internationally.
d. Harlem Renaissance profited from a spirit of self-determination which was widespread after W.W.I.
2. Harlem Renaissance could not escape its history and culture in its attempt to create a new one.
a. The “renaissance” echoed American progressivism in its faith in democratic reform, in its belief in art and literature
as agents of change, and in its almost uncritical belief in itself and its future.
b. The creation of the “New Negro” failed, but it was an American failure, similar to other frustrated promotions.
c. The future of the “New Negro” was accepted without question.
d. Just as the Whites, Black intellectuals were unprepared for the rude shock of the Great Depression; the HR was
shattered by it because of naive assumptions about the centrality of culture, unrelated to economic and social realities.
3. Still the Harlem Renaissance had its significance.
a. It became a symbol and a point of reference for everyone to recall.
b. The name, more than the place, became synonymous with new vitality, Black urbanity, and Black militancy.
c. It became a racial focal point for Blacks the world over; it remained for a time a race capital.
d. It stood for urban pluralism; Alain Locke wrote: “The peasant, the student, the businessman, the professional man,
artist, poet, musician, adventurer and worker, preacher and criminal, exploiter and social outcast, each group has come
with its own special motives ... but their greatest experience has been the finding of one another.”
e. The complexity of the urban setting was important for Blacks to truly appreciate the variety of Black life. The race
consciousness required that shared experience.
4. Harlem Renaissance’s legacy is limited by the character of the Renaissance.
a. It encouraged the new appreciation of folk roots and culture.
b. Peasant folk materials and spirituals provided a rich source for racial imagination and it freed the Blacks from the
establishment of past condition.
c. Harlem Renaissance was imprisoned by its innocence. The Harlem intellectuals, while proclaiming a new race
consciousness, became mimics of Whites, wearing clothes and using manners of sophisticated Whites, earning the
epithet “dirty niggers” from the very people they were supposed to be championing.
d. Harlem Renaissance could not overcome the overwhelming White presence in commerce that defined art and
culture. What was needed was a rejection of White values; they had to see Whites, without awe of love or awe of
hate, and themselves truly, without myth or fantasy, in order that they could be themselves in life and art.
e. Harlem Renaissance created an ethnic provincialism and its biggest gift could be a lesson from its failures. The
biggest is in the strange separation of the Blacks from American culture. Except for a few Blacks, the most striking
thing about them is that they are native American. The negative implications have been clear; Blacks, unlike other
immigrants, had no immediate past and history and culture to celebrate. But the positive implications of American
nativity have never been fully appreciated by them. It seems too simple: the Afro-American’s history and culture is
American, more completely so than most others in the country.
f. At least the decade of the 1920s seems to have been too early for Blacks to have felt the certainty about native
culture that would have freed them from crippling self-doubt. ... that is why the art of the Renaissance was so prob
lematic, feckless, not fresh, not real. The lesson it leaves us is that the true Black Renaissance awaits Afro-Americans’
claiming their patria, their nativity.
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