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Preface

Throughout the writing of this dissertation the world around me has changed
dramatically from turbulent elections to a global pandemic, and most recently an
international outcry for racial justidethe broader context of the globalcgety into

which this work will now be released is forever changed from when | first set pen to
paper. | am acutely aware that this dissertation, which seeks to examine the
relationship between white, Jewish American songwriters and African American

musial styles, is in a way a microcosm of the complex history of race relations in the
United States that are currently at the forefront of national discussions. It is my strong
hope that this workwhich encourages a fexamination of discourses surrounding

Tin Pan Alley and argues for a more inclusive understanding of the role of race both

in the sound and hsty of this music, answers the recent charge of American
Musicological Society President, Smna G. Cusickt o | oi n thiokopgget her i
with all the seriousness you can muster, about just what we, as musicians and scholars
of music and sound, can do to identify and eliminate the structures of racism in the

wi der lwackndwikedge thatdan still continue to grow as a scholar and will

commit my future efforts to craag socially-conscious andulturally informed

scholarship.

I1Suzanne G. Cusi ck, AOn the Death of
President, 0 June 3, 2020.
i
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Dedication

This dissertation is dedicated to my dad, Eugene Engelmal | know would have

loved to see it.
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INTRODUCTION

The opening scene of the 1943 film musisarmy Weathgportrays the aging
danceyBi I I Wi Il |l i amson (pl ay e dredeiying BmdgdzindiBoj ang

produced in honor of his outstanding care€he camera focuses in on the cover,

across which a headline proudly procl ai ms:
ofthecolo ed race to the entertainment world in
magazine is a handwritten note: ADear Bill

youdex drum major Noble Sissle. 0o As a gaggl e
him, Williamson begis to reminisce about his career in the spotlight. The remainder

of the film is little more than #hinly-veiledvehicle for a series of no less than twenty

musical numbers, jam packed into a running time of just over an hour and a half.

Critically acclained alongsidé€abin in the Skas one of the best Hollywood

musicals to feature an entirely African American c8sdymy Weathestars many of

thea g @ap é&frican American performersicluding Dooley Wilson, Cab Calloway,

Fats Waller, the Nicholas Braths dancing duo, comedian F. E. Miller, Ada Brown,

Katherine Dunham and her dance troupe, and Lena HornéN&WeYork Times

lauded the stastudded cast:

2 Stormy Weathewdirected by Andrew Stone, produced by William LeBaron,
with ascreen play by Frederick Jackson and Ted Koehler (Twentieth Century Fox,
1943, rereleased by Cinema Classics Collection (Twentieth Century Fox, 2005).

1



ASt or my We a trateshow, just the kind df spiritedt divertissement
that will make youorget all about your own momentary weather troubles.
There is so much to choose from, Fox having wisely decided to bury a very
thin and trite story |line with an

colored talent that ASt amcenfasypeat her o0

vaudeville bill than a motion picture.

Taken as a whole, the musical numbers in the film present a sweeping
overview, however problematic and reductive, of African American musical styles at
the turn of the twentieth century. It is complete with minstrel songs and a blackface
performance, alongith acakewalk, blues, and jungle numbers. It is interesting
therefore that the film takes its title from a 1933 song written by a white, Jewish
American songwriter: Harold Arlen (1905986).

This filmd itself a catalog of African American popular musisituates
Arlen within the history of African American popular musical traditions, and
according to many, appropriately so.

We at her 0 -second edigon df th€otton €lub Paradesupposedly

abund
h a
As Et

remar k edArlenfisHrenegrb st whi t e médWatlerey@rt kmegewed 0

andcheek assessment of the composer, while said in jest, pinpoints the essence of
Arl ends ¢ o mp o méopaoratiancd African Amerioan pogular snusic

idioms.

Sfi6Stormy Weather 0: Negr o Mu sdiocHelr Wi t h

to Hol dbé Op e hhe NavtYorlCTimgduly 22| 1948). 0

4 Ethel Waters aquoted in John S. Wilspn i An Eveni ng of
Mu s iNew York Time€une 27, 1984).
2
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The musical soundsf jazzandbluesare essential to Arlen, both the man and
his music. So integravastheir influence thatNew York Timesritic John S. Wilson
referstotheiruseas t he Adistinctive Arl en toucho:

The distinctive Arlen touch was the jakased, blues raed quality of his

music. Such songs as AStormy Weather, o
and ABlues in the Night, o the swinging
the gospel c¢cry of AAIindt 1t the Trutho
Waller and ke Ellington rather than Richard Rodgers or Jerome Kern or
l rving Berlin. He was the blackest of t
640s .
Arlen seems to have agreed, distancing himself fnisrpeers ay i ng: Al 6 m
essentially notasmantr i t er |, | 6 mM"BatAbl eeédswfasernation

and jazz, arguably the most popular American musics of the early twentieth century,
washardlysurprisingopruncommon r ai sing the question of wh
approach seemed trudlystinctive to his audiencemdeed, he syncopated rhythms,

blue notes, and chromatic harmonies of jazz can be found in the works of many of his
contemporarieduringthep er i od Kk n o wrGoldes Aga ofseng(132@ 06 s

1940s)’

John S. Wil son, AHar ol d Ar Newmyork Songs E
Times(May 15, 1978).

6Arlen quoted in Max WilkT hey 6 r e Pl aying Our Song: Cc
Amer i cabds Cl amewdsedeeditbho(Westportj GT:eEasson Studio Press,
2008), 167.

‘Charles Hamm defines the golden years ¢
of f roughly by Ambetwograa world ware af thestwemteeth t | n
century. 0 Se &esEridaggNewe erk: Noaton,mM983)326. Gerald
Bordman defines this era more precisely as the years 1924 in American musical
theater history. See Gerald BordmAmerican Musical heater: A Chroniclg4®
edition with updates by Richard Norton (New York: Oxford University Press, 2011),
441.

3



Through carefulstud of Arl ends compositions, it b
interestnga bout Arl endés relationship to the musi
the depth of their impact on his compositi§riis dissertation presents a series of
case studies in whichofffer a stylistic and soctoultural analysis of selected
compositions of Harold Arlen. | examine the influence of African American musical
il dioms on Arlends style and contextwualize
American populamusic. Indoiy s o, it becomes apparent tha
musical output complicate many existing paradigms about the intersections between
race, ethnicity, and American popular song. In particular, his compositions
demonstrate that African American musicgles form a more integral part of the
Tin Pan Alley sound than is typically acknowledgextending far beyond rhythmic
syncopation or the occasional blue note. Moreover, his music shows that the presence
of these elements serve a much different soaitural function tharsuggested by
current narrativethat highlight themes of assimilation and appropriation without

fully engaging with how and why those acts occur

8 Here | am following Mark Tucker who describes jazz in this period as a fluid
construct. Ma r KNewl Gravek BictionaryfofIMuciand, Musiciams,
Vol14.29edi ti on ( London: Macmillian; and New
2001).

4



Race and Ethnicity in The American Popular Music Industry
At the turn of thewentieth centurythe American popular music industmas
embodied by New Ydhekains, colhedry jfuenalist Montoe y .
Rosenfeld, made reference to the tinny sound of song pluggers banging away on
pianos in the of f ipubksising bdused\oeginallyy austdredl searmu s i ¢
14" St. (before moving further uptown to®28t). This overcrowded space of
songsters was a result of a growing trend toward the centralization of American
culture and industry in major cities, which Alan Tngenberg has famously referred
to as fAthe inco¥poration of America.o

More than the physical centralization of the music industry, Tin Pan Alley
represented the sonic centralization of Am
years, the term Tin Panllay itself came to refer to a style (or rather a body of
loosely related styles) of music that emerged as the dominant form of popular music

in the United StateS.his new musical voice was defined not by those who had

9 For more on Tin Pan Alley see David Ew&ihe Life and Death of Tin Pan
Alley: The Golden Age of American Popular Mydiew York: Funk and Wagnalls,
1964);David A. JasenTin Pan Alley: The Composers, the Songs, the Performers,
and Their Times, the Golden Age of Popular Music from 1886 to (M58 York: D.
I . Fine, 1988); Craig H. RoygloAhmeniiTha b Devel
MusicalPulse Popular Music in Twentieth Century Societg. Kenneth J. Bindas
(Westport, CT: Greenwood Press, 1992),i213 Philip Furia,Poets of Tin Pan
All ey: A History of(NeAMwmki NYc@xibrd Unveratyat Lyr i ci
Press, 1990) , and Rose Subotnik, AShoddy EGqg
Tin Pan Al Musigolo@oalhdgntites: Essays in Honor of Susan McClary,
edited by Jacqueline C. Warwick, Raymond Knapp, and Steven Bauer (New York,
NY: Routledge2008): 209 219

10 Alan Trachtenberglhe Incorporation of America: Culture and Society in
the Gilded AgéNew York: Hill and Wang, 1982).
5



always considered themselves cultunaiders, but rather by marginalized voices
from the periphery: immigrants.
Beginning in the late 1800s, a rising tide of éimitism in Europe led
thousands of Jews to flee to the United States in search of freedom and equality.
Many of these refugsesettled in New York. Between 1880 and 1910, the population
of Jewish immigrants in the city swelled from approximately 80,000 to one million,
representing fully one ¢u#There signiichknt New Yor k
numbers of Jewish Americammigrants found personal and professional fulfillment
in entertainment.
Scholars hav&equently noted the number of Jewish American songwriters
working in Tin Pan Alley though fewer have successfptiyposedexplanations for
this phenomenot. Irving Howe suggests that theater was a natural calling for many
Jewish American immigrants, as theatricality plays a part in many aspects of Jewish
religious practice, from the Ahigh church
the virtuoso performances odmmtors and preachers, the protocol of the Passover
feasts, with the theatricality of suspense in the opening of the door for the invisible

pr op he t®Meéreadvdr, ghare had been a long tradition of Yiddish theater in the

1 Hamm Yesterdays327 28.

12 See David Suismagelling Sounds: The Commercial Revolution in
American Sound: The @unercial Revolution in American Popular Music
(Cambridge, MA: Harvard University Press, 2009)i 82

31rving Howe,World of our Fathers: The Journey of East European Jews to
America and the Life They Found and Made Therth the assistance of Kenneth
Libo and a new introduction by Morris Dickstein,'8@nniversary Edition, llew
York: New York UniversityPress, 2005461.
6



Old World, and figures like thbadchen(a jester figure common at Jewish

weddings), the fiddler, and the stage comedian were well established parts of Yiddish

culture. Yet, he also notes that these figures were significantly less consequential in

the Yiddish past then they were to bew in the JewisAmericanfuturel4
Howe proposes, however, that a more significant reason for Jewish

Americanso6 rise in theater was the incredi

1900s coupled with the ensuing demand for talent, which led the entertainment

industry to look beyond etigity or skin color in pursuit of another color: green.
These were the years in which vaudeville was enormously popular, a major
form of American entertainment always needing replenished talent or what
ever rough approximations could be passed off osithedler towns. . .The
easygoing cynicism prevailing in this milieu had certain moral advantages: it
brushed aside claims of rank and looked only for the immediate promise of
talent. Just as blacks would later turn to baseball and basketball knowing that
here at least their skin color counted for less than their skills, so in the early
19006s vy oun govaudewle bebause keee too people asked not,
who are you? But, what can you do? It was a roughneck sort of egalitarianism,
with little concernfor those who might go under, but at best it gave people a
chance to show their gifts.

For many in the New World, vaudeville was not only a welcoming place, but a place

where one could prove oneself. It provided an outlet to show what you could do,

where the performer Adrives toward perfect

w o r Fe@hartes Hamm points out that this welcoming climate was less benevolent

141bid., 461.
15 Howe, 557.

16 1bid., 558



and more opportunely created, as earlier generations of JAwishcans had
already come toccupy many important posts in the entertainment inddtry.
At the same time, the theater was a place to enjoy newfound freedoms in a
|l and free from the soci al strictures and p
theater was al angtohtainecwvlgarityg which radcalready i
come to form a vital portion of Yiddish culture in eastern Europe as a challenge to
rabbinical denial andhtetlsmugness, now broke through the skin of immigrant life.
It was vulgarity in both senses: as thigant, juicy thrust of desire, intent upon
seizing life by the throat, and as the cheap, corner of the mouth retelling of Yiddish
obscerities. o
Many of the most popular vaudeville stars in America at the turn of the
century were Jewish Americans: Al Jufs George Jessel, Eddie Cantor, Bennie
Fields, Jack Benny, Ted Lewis, Sophie Tucker, George Burns, Fanny Brice, and
Milton Berle. The star power of these performers, their names plastered on billboards
across the city and lit up on glittering marqueesuin meant that Jewish Americans
had increasing power in this sector. But Jewish Americans also became powerful
forces behind the curtain. Jews owned and operated many of the most successful
vaudeville theaters, among them Klaw and Erlanger, the ShutmhteBs, the
Orpheum Circuit, and Peoplebs Vaudevill e.

and Adolph Zukor together with Joseph and Nicholas Schenk, who would later go on

"Hamm, 329.

18 Howe, World of Our Fathers558.
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to become successful in the Hollywood film industry paving the way for future
JewishAmerican movie moguls including Louis B. Mayer, Samuel Goldwyn,
William Fox, the Warner Brothers, and the Selznicks.

Arguably the most musically significant power position to be occupied by
Jewish Americans in the entertainment industry was in publisiimgfirst
significant music publishing house established in New York, M. Witmark and Sons
(along with their Chicago affiliate, Sol Bloom), was owned and operated by dJewish
American immigrantsTheearly generations of Tin Pan Alley songwriters
representech the catalogues of these publishing firms were likewise often Jewish
American immigrantsincluding Charles K. Harris, Monroe Rosenfield, Edward B.
Marks, Lew Bernstein, and Maurice Shapiro.

The music written and published by these songwntasnot significantly
Jewish in nature. Witmark and Sons provides a clear case sample. Between the late
1800sand earlyl900s this house published primarily sentimental, Europsigie
ball ads and a new musical styl e, alternat.
Asnycopatedo songs, Amerecdn mdsica idioms and lyricehf r i c an
stereotypesThese songs were vestiges of Americabod
musical entertainmenthe minstrel show.

A form of varietyentertainmenpopularthroughout the Unite&tates, the
minstrel show consisted ofhite performers impersonag) African Americansand
taking on the roles of stereotypical characters that have now entered into American
culture in significant and problematic ways: Zip Coon (tleethern, urban Dandy

who is less learned than he thinks), Jim Crow (the enslaved man), and Lucy Long ( a



female character used to portray a broad variety of female characters such as the
mammy or the jezebelfWhi t e actors and moue,j ci paisntdiomg e
their faces black with the ends burnt caak a crude costumery to embodyp return
to the example of Whitmark and Sons, that
department, 0 which in addition tasyoimusi c, s
the Witmarks themselves also performed in minstrel troefes.

Tin Pan Alley songs drew not only upon the sounds of Afrisarerican
musical idioms, but also upon negative stereotypes of AfAcaaricans in lyrical
and musicaform. This is notd say that AfricatAmericans were the only group to
receive such treatment in Tin Pan Alley. A
of any large list of songs performed in musical plays and on the New York stage at
the turn of the century reveals a bemgstoncentration of numbers that project
clusters of r aci a1Som sedvedeas ahsafé spacesfarthe e ot ypes .

exploration of differene among performers and audiences in social majority groups

19 For moe on the history of the minstrel show see Robert C. Bking
Up: The Minstrel Show in Nineteer@entury AmericgNew York: Oxford
University Press, 1974); Eric Lottpve and Theft: Blackface Minstrelsy and the
American Working Clas@\ew York: Oxfad University Press, 1993); Dale Cockrell,
Demons oDisorder: Early Blackface Minstrels and Their Wo(ldambridge, UK:
Cambridge University Press, 1997); and Willianv&har,Behind the Burnt Cork
Mask: Early Blackface Minstrelsy and Antebellum American Popular Culture
(Urbana: University of lllinois Press, 1999).

20 Jeffrey Melnick,A Rightto Sing the Blues: African Americans, Jews, and
American Popular Son@Cambridge, MAHarvard University Press, 199383.

2lRaymond Knapp, @ATin Pan Al ITeegy Songs on
Oxford Handbook of the American Musicatl. by Raymond Knapp, Mitchell Morris,
and Stacy Wolf (New York: Oxford University Press, 2011), 82.
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Musical caricatures of many diverse culturesgesggly those of recent immigrants,
can be seen clearly in a short survey of Irving Berlin songs written around the year
1910, which include Al Wi sh TIhshstandepu Was M
ADorandoo in I|Italian di@bekd,Lawnwd, dOhCoHow
Romeo, 0 a mock bl ack snspiredsangsdyY iachd laer ad m n¥der
Fiddle (Play Some Ragtime), AThat Mesmeri z
Rag, o nDat Draggy Rag, 0 fiOh, That Beauti fu
AfAXander 6s R&gti me Band. o

Ultimately it was theragtime ns pi red pieces that | aunch
career and the sounds of African American popular semg generallghat would
help future generations of Jewish American find their own musical vieseently,
Matthew Morrison has descri bédsonichi s pheono
counterpart of blackface, blacksound recognitgsh e ways i n which popu
entertainmat, culture, and identity have been shaped by the sonic and embodied
legacy of blackface in and beyond the United Statefand] put blackness as the
aesthetic basis of American popular mugitMo r r i s on 6 s buddeamthé r uct i on
work of JaynaBroww h o des cr i be s infopuacmuaidas weliasni cr y o
other scholarship on the appropriation of the sounds of Blackness. These include

Mendi Obadi keds 0 éhe taking aneot aisanic $kin that &llows s s 0

22 Howe, Warld of our Fathers 561 62.

Z2Matthew Morrison, ifRace, Bl acksound, a
Musi col ogi c dournaDoftiedmaricas Musicological Socié® (2019):
782.
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for the perception of Blacknessen when Blackness is not visually represented
Barbara Savagebds daur al bl ackfaceo (evokin
Nina Eidsheimés fAsonic blackfaced (the per
representative), Kdiastkinre sMar i(d th@es cfosrcu maeir ra
Asoundingo Black as political), and Daphne
performance modes developed by White and Black female blues siffgers).

That Jewish Americasongwritersvould become interested in the sounds o
African American popular music is in many ways unsurprising. During the Great
Migration of the late nineteenth and early twentieth century, thousands of African
Americans moved from the rural south to urban centers in the liberal north in search
of greaer economic and social opportunities. Jewish Americans who had arrived in

northern cities during waves of immigrations and African Americans were thus

24 See Jayna BrowiBabylon Girls: Black Women Performers and the
Shaping oftie Modern(Durhamn, NC: Duke University Press, 2006); Mendi
Obadi ke, fALow Fidelity: Stereotyped Bl ackn
Duke University, 2005); Nina Sun Eidshei m,
Bl acknessd i n Ameriean Quartenhb3,Qq@ 8 (Septerober 2011):
641 71; Barbara Diane Savadg&roadcasting Freedom: Radio, War, and the Politics
of Race, 19381948 (Chapel Hill: University of North Carolina Press, 1999); Moriah,
Aol Dreamed and L ov e dSounding BlAblenesdia W.eEdB. and San
Du B Darksdncess Sounding Out(blog), August 20, 2018,
https://soundstudiesblog.com/2018/08/a2kameeandloved-andwanderegand
sangsoundingblacknessn-w-e-b-du-boissdarkprincess/Daphne BrooksBodies
in Dissent: Spectacular Performances of Race and Freedoni 1850(Durham:
NC, Duke University Press, 2006).
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brought into close contact with one another, a fact that would have a profound effect
on music?®

UIf Li ndberg has argued that the trend toward African American popular
music in Tin Pan Alley mirrors the rise of urban culture as more Amergamerally
moved from rural areas to the cf§Tin Pan Alley was not only physically located in
the city, but the urban aesthetic stance of its songs was heard in both sound and lyrics.
At the turn of the twentieth century, through the proliferation of sheet music,
recordings, and radio from the citgnter, urban culture came to stand in for national
culture, replacing the rural heartland as the symbol of America for the first time.
Indeed, the urban sounds of Tin Pan Alley quickly came to represent not only the
city, but the nation, as the songs werass produced and disseminated by its
powerful publishing companies, many of which were coincidentally owned by Jews.
The nationalization of the Tin Pan Alley aesthetic was furthered by the development
of radio and records. So widespread was the influeh@e Pan Alley, that
American popular music became in a sense, standardized. It seems no surprise that

many of the songs from this time period are called standards.

%A Got on My Traveling Shoes: Black Sacr .
Mi gration, 0 i n ARGtp@let Heslven: Ghicago and tberBjrth of
Gogel Music(Urbana, lllinos: University of lllinois Press, 2015); Charles Hiroshi
Garrett,ALoui s Ar mst r o Stgggkngtd Defifea NaBanie at Mi ¢
American Music in the Twentieth CentBerkley: University of California Press,
2008);Clar |l es Lester,AaYou Just Canot Keep the
The Great Migration and the Black Cultural Politics of Jazz in New Orleans and
Chicago inEscape from New York: The New Negro Renaissance beyond Harlem
(University of Minnesota Press, PB).

%yl f Lindberg, APopular Modernism? The
Al | @gpular Music22 (2003): 28B98.
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Jewi sh American Songwriters and AThe Sound
The complex interplay of interweaving threads of race, ethnicity, and
modernism exhibited by Tin Pan Alley song is best summarized by Jeffrey Melnick,
who boldly claims:
Tin Pan Alley is where American Music came into its own as a business
through urbaniation, nationalization, and standardization, and a certain
definitive brand of racialization. . . . Tin Pan Alley was organized by Jews in
New York who figured out how to make the city the cultural heart of the
nation, how to use the sounds of blacknegb@abasis of their own creations,
and how to standardizdl of this in an incredibly efficient popular culture
enterprise’’
| mplicit in Melnickds assertion are three
JewishAmer i can composerfs bl ac& ntelses , o yr2ds why d
these sounds? and (3) to what end? | suggest that there is no unilateral answer to any
of these questions, nor should there be. Rather, undertaking an examination of these
guestions in the contexts of specific caseistdsuch as Harold Arlen, can add
nuance to our understanding of the roles blues and jazz have played in shaping the
sound of Tin Pan Alley.
The question ohowJewishAmerican composers used African American
musical styles in their works has been theesetiof curiously little research given the
widely accepted narrative that Jewismerican songwriters had a complex

relationship withBlack music While most scholars acknowledge the presemzk

influence of ragtime, blues, and jazz on Tin Pan Alley, figly explore what the

21 Jeffrey Melnick i Ti n Pan Al | dy wa sdh tNAericBina ok i n
Popular Music: New Approaches to the Twentieth Centnlg.Rachel Rubin and
Jeffrey Melnick (Amherst: University of Massachusetts Press, 26Q1),
14



influence of these musics looks like, or rather sounds like, in the hands of specific Tin

Pan Alley composer® handful of scholars writing about Irving Berlin (188889)

and George Gershwin (189B37), the two Tin Pan Alley coropers best known for

their association with AfricaAmerican musical styles, have sought to answer this

guestion through specific examination of how jazz elements function in the work of

these composers. These provide useful-sasdies for Arlen scholangp. Jeffrey

Magee addr es srensarkddl assdciatianbwvith Afvieahimerican styles in
fiEverybody Step: Il rving Ber PThereinh#dazz, and
applies topic theory, a semioticybmlyudy of
Ste.ndo doing so he is able to pinpoint some
jazz and Abring musical precision to a phe
def iAkted .d0es on to note that this approach
betweenseai ngly contradictory types of jazz in

delineated by race such as music arranged by white band leaders and that played by

®%)Jeffrey Magee, fAEverybody Stepd: I rvin
1 9 2 QJeurnal of the American Musicological Socié§/(2006: 697 732.

29 Magee follows topic theory as described by Robert S. Hdttarpreting
Musical Gestures, Topics, and Tropes: Mozart, Beethoven, and HBjmmmington:
Indiana University Press, 2004mportant precursors to this work include Leonard
Ratner:ClassicalMusic: Expression, Form, and Styflew York: Schirmer, 1980)
and Kofi Agawu,Playing with Signs: A Semiotic Interpretation of Classic Music
(Princeton: Princeton University Press, 1991) among others. It is important to note
that Magee is also not thedirto apply topic theory outside of the realm of Classical
music. See also Raymond Monelldne Sense of Music: Semiotic Ess@rinceton,

NJ: Princeton University Pres, 2008y dMichael Pisanijmagining Native America
in Music(New Haven, CT: Yale Unersity Press, 2005).

Magee, fAEveiwvOBbody Step, o
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African American groupd:Ma g elerdwsi n g AmRericanMusical $heater

(2012) likewise successfullygxl or es Ber |l i nd6s assoé? ations v
C. Andr ® Barbera similarly explores Geo
association with jazz. He argues that Gers

compositions resisting categorization but rateearly examples of a vaguely
defined yet characteristic®®mdotngsoehé traditi
suggests that jazz and African American musical idioms indeed form a core
component of the musical style of at least a subset of Tin Reyyongs. He further
claims that the best evidence for understa
deeply situated within the context of jazz is the use of many of his songs by jazz
musi ci ans. He then goes on t ocalasylathay ze t he
have made his melodies attractive to jazz musicians, specifically: rhythm, melody,
harmony, and phrasing or structife.

While these scholars represent the exceptidhe generality with which the
subject is often discussegtill others lavedismisedTi n Pan Al |l ey compose
of jazz as superficial. The appearance of syncopated rhythms or blue notes, or other
markers of a jazz style in their works, is often likened to adding pepper for flavor in

the larger recipe for a musical woikhe difficulty in describing the influence of

31 1bid.

32 JeffreyMageel r vi ng Berl inds AifNewYotkan Musi cal
Oxford University Press, 2012).

3C. Andr ® Barber a, i GeTbhe@eeshwiheStyls hwi n and
(New York: Oxford University Press, 1999), 186.

341bid., 187 88.
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African American musics on the sound of Tin Pan Alley seems in part to come from
the conflicting sentiments of early authevsting on popular song.

Charles Hamm, one of the first scholars to make a name feeHimriting
about American popular music and who is still widely read today, passionately argues
that American popular song is descendant from European traditions. In his seminal
bookYesterday$1979) hequestions the nature and depfltheinfluencethat
African American musical idiombBad on American popular songhich he says were
at most wused adcHe furthardatmsticat fecesamgon the Afrigan

American elements of popular song directs attention away from the European roots of

this music.
|l question the role of fAnegrod music in
Stephen Foster and of the first generation ofPan Alley writers. Similarly,
I believe that only several qguite super
skimmed off by songwriters ofthel®s , 620s, 030s, to add

seasoning to their produc¢tsand that the emphasis on these detailseseivy
detract attention from the more important fact that the chief stylistic features
of the songs of the composers discussed in this chapter came from an earlier
generation of American songwriters and from the music of Central and
Eastern Europe. It dodise history of music by black musicians no lasting

good to insist on interpretations that are historically unsound, and it may also
obscure the profound effect that black music had on American song in the
mid-1950s and afterward.

Curiously, within thesame text Hamm goes on to contradict himself, writing that the
uniguely American quality of popular song derives from African American musical
idioms

Stephen Foster created the first truly native songsNith his death

something mysterious happendtie peculiarly native quality that he had

brought to American popular song, a quality borrowed from Negro music,
disappeared quite as suddenly as it had arrivedzinally, when these

35Hamm 358.
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changed rhythmic, harmonic, melodé were consolidated, a unique Hiof

song emerged: American song. The songs of Berlin, Gershwin, Kern, and

their contemporaries struck the ears of both Americans and Europeans as

being distinctly and peculiarly American. One reason for this was the frequent

use of the rhythmic patternsiginating in ragtime, in the syncopated dance

music played by black bands, and in the music played by early black jazz

bands, particularly those popular in Harlem in the 1920s. Syncopated rhythms,

displacement of beats, anticipations of rhythmic resaistat the ends of

phrases, and the use of triplet figures in duple time all gave American songs of

the 1910s and 620s a piqguant f¥avor unl
Hammdés own internal struggles witae t he r ol
emblematic of wider contentions about the role of race in American music,
contentions that continue to play out today.

In his entry on Tin Pan Alley in thdew Grove Dictionary of Musidhomas
Hischakproblematicallydescribes how Tin Pan Alley sureig theinvasionof
various minority musics until the 195sRock and r ol | is often bl
of the Tin Pan Alley kind of songs, yet the -@liche music business had already
survived the invasion of ragtime, blues, jazz, swing, counggternand other new
musi cal m6Eeecte nafs .tohese fAinvadersodo -is notatk
economic status as being outside of the mainstream. Banfield similarly describes the

presence of fAa number of minority genres,

cohabitated before being forced by changing circumstances to seek separate lodgings,

36 Hamm, 37274.

S"Hishack s . v. @ Ti mMNewPGaowve DicliohaeywfMasiciand
Musicians Oxford Music Online.
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mar r y o ¥Bapfield goeslon tdismisstheinfluenceo f fia cert ai n amou
j azz ooTdniPangAlly songasanone s s ent i a landiurthetgroud at i ono
jazz within discussion of additional nexot
t heatr i cal pasanearlythmssnetonhl melaic arabesques, pentatonic
collections, or whatever®

Still others hae sought to explain the appearance of African American
musical styles through another mechanism of whitewashing: focusing on the
perceived kinship between African American music and the Jewish traditions of
cantillation and Yiddish song. Inthewordsof er ey Mel ni ck, fAbecause
such enormous success with African American music, it became a popular sport to
devise and el aborate upon a var*fety of exp
Through comparison with Jewish traditions, the presenceméimmic collections,
blue notes, and rhythmic ambiguities, are yet againtegpreted as white, albeit
through the guise of Jewish identity. Particularly guilty of this trapping is Jack
Gott IFiuemys i t Do e s, which dr&&vs aftantimedite parallels
between popular tunes and Jewish melotfidis is not to sayof coursethat there

are no crosscurrents between these two bodies of msiditagee explores in his

®¥Stephen Banfield, AAmerican Popul ar So:
and i n The Gambridge History of American Muséd. David Nicholls
(Cambridge: Cambridge University Press, 19324.

39 Banfield, 314 15.
40 Melnick, Right to Sing th@lues 52

41Jack GottiebFunny, |1t Doesndt Sound Jewish:
Synagogue Melodies Influenced Tin Pan Alley, Broadway, and Holly(@doahny:
State University of New York Press, 2004).
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articlein l rvi ng Berlinbés 6Blue Skiesb6: Et hnic Af
Trand or mati offso (2000) .
This sometimes conscious and other times unconsdlisusissal of jazas
notfundamentato the sounaf Tin Pan Alleyis often grounded inarrativesof
cultural appropriationThis has created an incomplete picture of Tin Pan Alley
becausét inherently positiosjazz as an outside and othered source of musical
inspiration rather than an intrinsic and vital resource fundamental to the creation of
Tin Pan All eydose®sound and subst a
As Jeffrey Magee describes, heated tensions around the idea of cultural
appropriation have often made it difficult to discuss the use of jazz in Tin Pan Alley.
AThe cul tur al problem that has plagued wr i
white appropriation, in particular Jewishme r i can appropridtion, of
Indeed, while discussions of cultural appropriation are always difficult, they are in
this case doubly so when considered in the context of capita#lisiin. Baraka has
decriedJewish composers use of Black music, pointing out the unfortunate economic

reality that white musicians fAcould be nam

2Magee also explores the filewialb Bat ui ad
6Bl ue Skiesdé: Ethnic Affil TheMusicahs and Musi
Quarterly84, no. 4 (2000): 53B0.

BSee Kwame Appiahds discussion of outsi
problems of understanding cultural appropriatioifine Lies That Bind: Rethinking
Creed, Country, Color, Class, Cultu¢few York, NY: Liverlight, 2018). On the
difficulty of discussing cultural appropriation and music see also James O. Young,
Cultural Appropriation and the Art@Vest Sussex, U.K.: Blackwe2010).

“Jeffrey Magee, 80O0BEver ybody Step
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while their [Black] teachers alffays strugg

Jeffrey Melnick by contrast, acknowledgesthdétany chr oni cl e of
money out of African Americans . . . flirts uncomfortably with conventionat anti
Semitic s*fereotypes. o

| suggest that it isnportant toacknowledgehemes of culturahppropriation
that flow through the history of Tin Pan Alley, while also acknowledging that
individual, white composers hatifferently nuanced connections to Blaolusicians
andmusical styleslt is only through acknowledging and investigating spectficiss
that focus on individuals that we can gain both a better understanding of the music
written for Tin Pan Alley during the Golden Age of Song and also fully engage with
how appropriation waactively performed during this efaln so doing, we are loer
able to understand the significant roles of race and ethnicity in shaping the musical
sound and consciousness of the United Statesinderstanding of the nuanced
relationships between white and Black musicians and musical styles can help to
broaderthe historical narrative of the Golden Age of Song, and further make it more
inclusive of figures who have been ignored in previous studies of the period.

In addition to answering the question of how Jewish American songwriters

used the sound of Africanmerican popular music we must also ask another

45 Amiri Baraka,Digging: The AfreAmerican Soul of American Classical
Music (Berkley: University of California Press, 2009), 148.

46 Melnick, A Rightto Sing the Bluest1.
4 Kwame Appiah;The Ethics of IdentitfPrinceton, NJ: Princeton University

Press, 2005).
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questionwhy? Three intertwined themes dominate the discourse on-B&agish
relationsin Tin Pan Alley: appropriation, assimilation, and Americanization. These
themes demonstrate that our understanding of the story of Tin Pan Alley is equally
important to our understanding lmbwthat story has been told, especially with
regards to the rolef race

Several scholars have written about has/immigrants in a new natidfirst-
and secondjenerationlewishAmericans had a desire to demonstrate a sense of
belonging to the nation. Jazz provided a vehicle through which to sonically perform
this nse of belonging. 1A Right To Sing the Blues: African Americans, Jews, and
American Popular Son(L999), Melnick argues that by adopting the sounds of jazz, a
recognizablyAmerican music, JewisAmericans naturalized their foreign
backgrounds while alsgacralizing themselves through comparison with the shared
history of pain and suffering of Africalkmericans. He further argues that the use of
jazz effectively responded to fears of Jewish American foreignness, commonly
expressed through the criticismd3dwishAmerican men as too effeminate.
Musically, this insult was made sonic logcating theJewish voice withira racist
stereotype associated with sex and violefce

Other scholars have focused on how as makers and markers of culture in New
York, Javish Americans were in a powerful position to use music not only as a means
to demonstrate a sense of belonging to the nation, but also to define that nation. Here,

Il am foll owing Benedict Andersonbs def.

48 Melnick, A Rightto Sing the Blued1.
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c o mmu n i Angerson eRpfains, a nation is more than physical boundaries or
political governments, but a sense of belonging shared by people who will likely
never meet and who nevertheless choose to be part of a comfiunity.

Perhaps unsurprisingly, such discussiohBlack-Jewish relations in music as
a mode of assimilation are often tied to staged works, where there is a physical as
well as sonic outlet for the performance o
Alley songs, and certainly the most successful, wetbduattached to either stage or
screen. ArMaking Amefdans: tevs and the Broadway Musj2@D4)
brings together several of the authoros in
first and second generation Jewish Americans used theahasia means to create a
space for themselves in American culture by literally writing themselves into the
story of America’® Most analyzes how Jewish songwriters, lyricists, and librettists
explore the narrative of assimilation through the juxtaposdfarultural insiders and
outsiders in staged productions.

In a similar exploration of stagavorks,Black Face, White Noise: Jewish
Immigrants in the Hollywood Melting Pt998), Michael Rogin positions blackface
performances a way to challenge thedid nature of identity by showing how easily
it can be undermined with the addition or subtraction of a mask. He also raises

interesting observations about the social importance of popular entertainment in the

49 Benedict Andersorimagined Communities: Reflections on the Origins and
Spread of NationalisjrRevised Edition (New York: Verso, 2006).

50 Andrea MostMaking Americans: Jews and the Broadvidysical
(Cambridge: Harvard University Press, 2004).
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creation of American melting pot cultuteWhile these broad, sweeping, narratives
can be useful as a means for understanding Blawksh relationships in Tin Pan

Alley song as a broad cultural phenomenon, they are reductive and problematic for
many reasons, not the least of which is that not atkesby JewishPAmerican

composers conform to these ideologies.

Re-Thinking Tin Pan Alley: Harold Arlen as Case Study

Harold Arl endés musi c -examinatiohsof thee relatordstip f or a ¢
between Tin Pan Alley and African American musical styles. While earlier scholars

have welldemonstrated how circumstance (immigration, the Great Migration, etc.)

and sty (Yiddish musical theater, operetta, etc.) came together in the creation of Tin

Pan Alley song, many have underplayed the importance of the relationship between

Jewish songwriters arfBlack musicians, and the critical role that jazz and blues

played in tke creation of this American music.

Methodologyand Organization

In this dissertation, | will examine the impact of African American musics on
American popular song through anSineenal ysi s
there i s no mateidisiandenuah 6f higsmahusaoniph and other

personal sources are currentigccessibléo scholars, | will primarily use published

editions of his worksThese editions, many of which were published during the

composer 6s | i f et i ntiestarecdrdinygs iactuding thosewhgre s i mi | a

51 Michael RoginBlack Face, White Noise: Jewish Immigrants in the
Hollywood Melting Po{Berkley, CA: University of California Press, 1996).
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the composer plays, suggests that they closely represent the songs as Arlen composed
them.While this is limiting in one sens#,also facilitates the work of this
dissertation, which is primarily concerned withderstanding the ways in which
Arlen and his music have been understood. | will likewise analyze his music within
the framework of current narratives about Tin Pan Alley composers and the Golden
Age of Song in order tdemonstrate the nuanced ways inavhi Ar | end0s musi c
participates irsuch narratives.

Ar | enosical careewill be examined from thenteefold perspectives of
the 1) musical, 2) cultural, and 3) personal, and what each reveal about his music.
Each of these sections will be mapped ontalihee worlds of popular music within
which Arlen circulated: 1) thdazz club, 2) Broadway, and 3) Hollywood.

The first sectiorof this dissertatiomays the foundation for an exploration of
Arl ends mus i c a ldepshtconsideratiprhof hesulygybarsasitheisan
of a Jewish cantor in Buffalo and the beginning of his career as a jazz musician, from
the establishment of his own jazz band, the Buffalodians, to his tenure at the Cotton
Club. I will examine both his relationship with traditiodawish music and African
American popular idioms as the two principle building blocks of his style. This
exploration is framed through an analysis
AiSt or my Weat he indhese andlysés will dpplywite lerdses of both
traditional western music theory and jazz
so doing, | demonstrate how multiple possible modes of musical analysis can work
together to bring to | ight dnafwhydhatent el e me

reflects how Arlen synthesizes different musical traditions in his own work.
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The second section considers Arlend6s ca
revues for the Broadway stage and the ways in which his music participates in larger
discourses about the connection between race, ethnicity, and toemigy stage. In
particulat | will situate his musicalBloomer Girl(1944) andSt. Louis Woman
(1946)wi t hin narratives about a Jewish compos:
staged musicals.

The third and final section explores Ar
consder his contributions to the film industry and demonstrate how he used the
intimacy of film as a vehicle for personal expression. It is in film that we see both
Arl ends most direct acceptance awitd. reject.
It wasfor Blues in the Nighthat he collaborated with Johnny Mertemvrite his only
true bl ues. Curiously, it 1 s WdaslofOhi s AOve
which is one of his only songs to completely reject references to blues and jazz in an
effort to create a dreamlike fantasy world distanced from reality. There we see the
composer subverting his musical style to crediat he believed audiences would
hear as fiuniversab musical languag, onethat seemingly conformed to the
conventions ofnusical theater, especially those drawn from operetta and the world of
classical music in order to deliberately distance itself from the modern time period
and urban location of jazz.

Thesix chaptersare connected by musical interludes that treat songs
fundamental to an understanding of Artgntouching upon his works in the realm of
classical music and creating a dialogue between the classical and popular spheres. In

doing so, we can better understand how Arlen viewed his place in American music
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and therole of jazz and other African American musical styles therein. In these
interludes, | will furtheshow his engagement with African American composers, as
well as classical music and the legacy of George Gershwin. The first interlude

i nvest i g aycled sold spiritwalsdneericanegro Suitdracing the

spiritualls complex evolution from a sacred choral genre born out of the melding of

European and AfricaAmerican traditions to solo art songs predominantly written by

Bl ack composers. The second BluesOpgeral ude t akes

based on the score for his failed musBalLouis Womarsituating it within both
Arl ends admiro, &eorge @erstiwinyandthe searbhdor an American
operatic voice.

This broadapproach is useful for a number of reasons. One key benefit is that
this survey covers all three of Arl ends
they were most known: Tdfoehler (jazz club), E.Y. Harburg (musical), and Johnny
Mercer (film). A second benefit is that it highlights the facility with which composers
moved through various spheres of popular music during the Golden Age of Song.
Finally, it continues tgroblemdize our understanding of Tin Pan Allas a singular
narrative or a single musical style. More importantly, it calls into question our
understanding of Blaclewish relations in American popular music and race and
music more generally.

Before beginning anstudy of Arlen as a composer, it is important to first
understand Arlen as a performer, as his performance sensibilities informed his
musical style. Arlen considered himself first and foremost a performer and an

ARacci dent al composer o
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It was a very strage pattern, when | look back. You have to believe me. |
never hadanynotion of being a composer. As a kid, | loved to sing. | wanted
to be a singer. Never dreamed of songwriting. | have to be a fatalist and say
somebody, something, moved me on the clessb | was taken by the neck
and put here, and put there, and put theéxad then things happened to me.
Because look how it all worked out for rtre.

The overture to this dissertation returns us to the aness ¢ h , to examine fAh

worked outo and how a composer got his sta

52 Arlen quoted ilMax Wilk, They 6r e Pl aying Our Song: C
Ameri cads Cl amewdsedeedthidNesipont, CT: Easten Studio Press,

2009, 163.
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ACT ONE

Har ol ds nAsicliseftanGecognized foits relationship to the musical languages

of African American popular styles, namely blues and jazz. 3éusion tells the

story ofayoung, JewisAmer i can composer6s fascination
harmonies of these styles, a story that is not unfamiliar to those who study American

music and will recognize its common plot and shared tropes with theotales

countless other composef3ershwin, Berlin, and Kernstto name a f@. In the

telling of this story however, | turn a greater eye toward adding nuance to the pages
ofthatstory] unpack the history Arl endgitrel ation
within the spatial politics of Buffalo, New York, and his youth playing first in

territory bands and later the jazz clubs of New York City. Through exploration of

Arl ends published works and recordings fro
specific impact that these styles made on his compositional voice as a developing

songwriter. In so doing, | do not seek toisé the wellestablished fact that jazz

made an impact on Arlen or indeed any of the Tin Pan Alley songwriters, but rather

to proke howit happenedwhyit happened, andhatthis means for how we

understand the music from this era and Ar |
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OVERTURE

Boyhood and Buffalo Bands
The camera focuses in on a cab driver sitting behisdgteering wheel and huning

thesongi St or my Weat her. o0 Hi s passenger, unseer

if he knows who wrote the tune

Cabbie:dil rving Berl i n, is the answer . o
ArlenniYoudre wrong. I 611 give you two mor
Richard Rodgers and CoRorter came next.

Ar | ewr-onig agai n . : : | wrote that songo

Cabbie:iWh o ar e you?o
Arlen:fiHar ol d Ar |l eno
Cabbie: Who?

This comedic scene, drawn franopening sketcfiorNBC6 s we eHappy s how

with Blues captures an important partidarold Arlerd s r e.tAdthpugh e s

one of the most prolific songwriters of the first half of the twentieth cenfury,l e n 6 s

nameis lesser knowmamong the general publioday than many of his

contemporaries. In the course of nearly a decade of researching and writing about

Arlen it has become second nattoe meto attach an epitaph tos last name

whenever discussing my warik order to avoid the blank expressionsrof
counterparts: Al 6m currently writing about
for theWizard of Oz 0

Arl ends | ife has been the subject of on

! Edward Jablonskiarold Arlen: Rhythm, Rainbows, and Bly&ston:
North Eastern University Press, 1996), 3IBe special on NBC aired September 24,
1961.
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Harold Arlen: Happy With the Blugd961), later updated withdditional sources

and published adarold Arlen: RhythmRainbows, and Blug4986), and Walter

Ri ml Ehe Mam that Got Away: The Life and Songs of Harold A2€é15)? The

Jabl onski bi ographies, written dtuarei ng t he
rich and comprehensive, complete with many personal anecdotes from the

perspective of the author as both friend and Tarese biographies, however, notably

lack the scholarly apparatus of documentat®n. ml er 6 s bi ography by c
writtenmore thant wenty years after the composeros d
to-find sources, including newspaper articles and early recordings. These biographies
arecompfme nt ed by Maxy oM ¢ kPBlsa (1978),00 calaction o6 0 n g
personal intervies with selected lyricists and composers from the Golden®Age.

Arlen and his music also receive careful attention in the two volumes on American

popular song that deal most critically with musical analysis of Tin Pan Alley song and

style: Alen F o Thé Amirscan Popular Ballad of the Golden BEré24 1950 and

Al ec Wi | deéméisan Ropulai Sord) |

2 JablonskiHappy with the Blue@Garden City, NY: Doubleday, 196Mew
York: DaCapo, 1986); Walter RimleFhe Man That Got Away: The Life and Songs
of Harold Arlen Music in American Life rbana:University of lllinois Press2015).

SMax Wik, Theydre Playing Our Song: From Jer
Sondheird The Stories Behind the Words and Music of Two Genergtfongsport,
Tennessee: Kingsport Press, 37

4 Alec Wilder, American Popular Songdited with an introduction by James
T. Maher (New York: Oxford University Press, 1978&)an Forte,The American
Popular Ballad of the Golden Era 192¥950(Princeton, NJ: Princeton University
Press, 1995)
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The last five years have seen a renewed interest in the composer. Walter
Frisch | eads musicologists in ¢tlehe anal ysis
AArl ends Tapeworms, the Tunes tdtuayin Got Awa
which Frisch dissects many of Arl enbds comp
standard 3zbar AABA form, as evidence of the influence of his background in jazz.
Fr i s cdntly publiskeed monograpAr | en & Har bur g6@017pver t he
as well as a chapter he contributedREpresentation in Western Music
ARepresenting Arleno (2013), Il ikewise use
springboard for analysis focusingonfhé hor ough o qu a°Mhist i es of hi
dissertation adds to the current flurry of scholarly work on Arlen by considering what
his career reveals about Bladgkwish relationand the intersections of jazz and Tin
Pan Alleyin the early twentieth centurand focusing beyond the impact of jazz on
his musical expression to cultural and personal expressiwoelas

In the section that follows, | describe the circumstances taapse d Ar | end s
compositional voice, beginning with his upbringing in Buffalo, New Y dirkvill
become clear that Arlen is both a product of his Jewisierican heritage as well as
the soundscape of the racially diverse city. | aflotrace how his expe¥nces
playing in jazz bands during his youtflected bothis time and place in society, as

well as directed his future.

The Makings of a Songwriter

SWal ter Frisch, fAArl ends TapMevor ms: The
Musical Quarterly98/1i 2 (March 2015)Arlen& Har bur gés OWew t he Ra
York: Oxford University PrRepresentatbo®id 7); fRep
Western Musicedited by Joshu@. Walden (Cambridge University Press, 2013).
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Harold Arlent6s |life iIis at once typical
of Tin Pan Alley andeflective of his particular experience in four significant ways:

(1) he was exposed, early in life, to the music ofgliragogue(2) he was raised in
theracially diversecity of Buffalo, New York,(3) his formativemusical experiences
came from playig injazz ensembles, ar{d) he had an activeareer as a performer.
While none of heseearly experiences was entirely uniqgue among Tin Pan Alley

songwriters, the details of Arlenéd,s |

f

of

e d

and they pointtosigi f i cant aspects o.fNotAnylddheds musi ca

l ncorporate the s ound svasal$odéeplsindébted thther 0 s
sounds of jazhe first heardnd played as a young mianBuffalo.

Like so many others from the Tin Pan Alley roster, Arlen was the son of
Eastern European Jewish immigrants. Born Joseph Arluck on February 14, 1905 in
Buffalo, New York, Arlen was the eldest surviving son of Samuel and Celia (née
Orlin) Arluck, Jewish imnigrants from Vilna, then in Russian Poldhidis birth was
shrouded in grief as a twin brother, Hardyed His parents named their surviving
son Hyman, théHot o honor hi s brotherds memory,
whi ch i s He bevenweark later, oi Noveimber 1d, 1812, the Arlucks
completed their family as they welcomed a second son named Nathan but whom they
called Julius, and nicknamed Udie. Such name changes were not uncommon among
Eastern European Jews, especially those whddsagoung children, as name

changes were thought to fool evil and thwart its attempts to bring harm to the family.

6 The following biographical summary is based primarily on information
drawn from JablonskRhythym, Rainbows, and BIug£96).
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Years later, when young Hyman Arluck would set forth to make his mark as a
composer, he would change his name once more to Harold Alery the first
syllable of Arluck and joining it together
name, Orlin, to fashion a new identity.

His father, Samuel Arluck, wasacantort her composers from Ar
generation had connections to musichia $ynagogue, but none so deep as Arlen.
was at the synagogue on Pine Street where his father worked that a young Harold
began his musical education singing in the choir at the age of seven. Arlen, more so
than other composers of his generation, latknowledged the strong influence his
Jewi sh upbringing had on his musical styl e
but I know damned well now that his glorious improvisations must have had some
effect on mé and my style. o

Many of Arlenés closest friends and col
composer 6s musi c waleritagdireone deseriptiont of thefduah i s Jew
joyousmel ancholy qual iyticit Yip Harbfrg éxglicity descoed s i ¢
thesound: Ait is al most complete contradictdi
children as they were being chased from one country to another, as well as the great

humor of ShalHoam bAulregi cwheenmt. doon t o expl ain fAHa

While Irving Berlinds father, Moses, ha
unable to find employment as a cantor in the United States, instead taking work as a
butcherand offering Yiddish lessorlse f or e passing away i n the

8 Arlen quoted in Max WikT hey 6 r e Pl a,y66ng Our Song

% Ibid.
34



melancholyp r s on . |l nsi de, deeply religious. But
gets to the piano, i1itbdés a feeling of witch
the chords, talk to God. He does it humorously, but behind the humor are all sorts of

superstit o n' s a n & Whileil is défitult to iinagine the immaculately put

together and weliressed Arlen spewing spit on his piano, the ideahisaieligious

backgrouncdhad a significant impact on his music holds wagigen his early

experiences withis cantor father

Race and Place: An Immigrant Family Arrives
Arlen was raised in Buffaldyew York. As a northwestern city more than six hours
from bustling New York City, Buffalo is not often thought of as a center of musical
vitality, but this could not be further from the truthdéed, in1901 Buffalo was
selected to host the Pan Ameridaxhibition, one of several important world fairs in
which the cultures and technologies of the world were put on dispaylemple of
Music at theexhibition was the site of exciting performances of music from around
theglobe as well as some of the hesntemporaryperformers of the age, including
John Philip Sous&.

The diversity of the Pan American Exhibition was reflected in the city of

Buffalo itself. As a major port city and center of industry, Buffalo attractady new

10 Harburg quoted in \ikk, 167.
1 University of Buffalo Digital CollectionsParAmerican Exhibition of 1901

Collection, Revisiting the PaAmerican Collection of 1901 website,
https://digital.lib.buffalo.edu/collection/LIB05/
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settlersnthecountry By 1855 fully sixty wpsercent of t
comprised of immigrants, mostly from Germaififis initial wave ofimmigration

was soon followed by groups from other European areas beginning in the 1870s. The

fastest growing community wasthelPo s h communi ty to which Ar/l
belonged. The tigHitnit nature of this community, which by the 1880s had

established their own centers of worship, community organizations, and Eodisha
AmericannewspaperPolak w Americewas surely a strondraw forthec ant or 6 s

family.*?

The city was also home to a small but wedtablished community of African
AmericansAccording to Mar k Gol dman, ABl acks hact
for years, longer than any ethn¥c¢c group in
Documentary evidence suggests African Americans had lived in the city as early as
the end of the eighteentientury. As a center of frabinking anda final stop on the
Underground Railroad before arriving in CanaBla) f f AfticanGAsnerican
population continuetb grow throughout the nineteenth centure city was home
to many of the first African Americs to live in freedom?

Arlen grew up in aacially diverse neighborhoaghere Jewish American

immigrants and African Americans together formed the core of the commAasity.

12 illian Serece WilliamsStrangers in the Land of Paradise: The Creation of
an African American Community in Buffalo, New York: 190@40(Bloomington:
Indiana University Press, 19949.0.

13 Mark GoldmangCity on the Lake: The Challenge of Change in Buffalo, New
York(New York: Prometheus Book$990, 15.

14 williams, 11.
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Lillian SereceWilliams notes in her history of the city, Buffalo was not beholtte
systemic segregation as was seen in other parts of the Hafitiile most of the

other famous names from Tin Pan Alley grew upasmopolitarNew York City,

they lived in predominantly Jewish neighborhoods. Arlen, however, was raised in a
more diveselocal climate.

The Arlen family resided at 389 Clinton Street before settling in a modest
duplex at 65 Pratt Street. The working middlass neighborhood in east Buffalo was
populated mostly by Jewish and African Americaltse relationship betweenwesh
Americans and their African American neighbors was largely convivial. According to
Goldman:

For those who lived in the neighborhood . . . blacks were neither strange nor

exotic. East Side Jews . . . mingled freely with their African American

neighbos. On small, tredined streets packed with wooden em&d , and
threefamily homes, they lived together, blacks in one flat Jews in another.

Jewishowned stores on Jefferson Avenue and William Street catered to a

mixed clientele of blacks and Jsyand the Jewish Community Center and the

Brotherhood of Sleeping Car Porters stood eatisner from each other.

Though now separated by miles of concrete highway and immense gaps of

material comfort, many local blacks and Jews in their sixties and seventies

talk fondly of a time when they lived together on the old East Side.
The Arlens themselves rented the upper half of their duplex to an African American
family, Anderson and Minnie Arthur and their three children. Harold and his brother

Julius werdrequent visitors to the Arthur home and played regularly with their

children’ Thus some of Arl endés closest chil

15 | bid.
16 Goldman 15i 16.

17 Rimler, 6.
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experiences took place within a racially diverse community, a fact that would have an
undeniable influencerohis future career. George K. Arthur, the Artliigsandson
| ater c¢cl aimed that it was Arl ethés friendsh
compoksas disnation with jazz and Amade Arl en
Americans and their music. o
Indead, the mix of Jewish and African American culture in the immigrant
communities of Buffalo had a profound i mpa
article titled ALocal Color, A Visit to Bu
described the seemingdxotic sounds of the growing African American community:
If you have eyes in your head, you cannot but find it interesting. You may find
much that is bestial there. You will perhaps get a glimpse of rough, savage
beauty, you may hear jangling, drunkesgtime, you may hear the soft chant
of Negro hymns. | do not know what you will see or hear if you visit the negro
colony, but you will always find life the@eprimitive, uncivilized, passionate
life that is always interesting. Begin your exploration onciimer of Clinton
and Washington Street: If the sky is not moonlight, the darkness of the street
pierced only by an occasional lance of light from a corneligint, will seem
like the yawing mouth of a cavern. | suggest this procedure, because it will
give you the feeling of reckless intrepidity as you stride boldly intd it.
There, on the East side of Buffalo, where Arlen was born and raisettythensof
ragtime intermingled witlthesounds of the synagogue and Yiddiskater and
transformed theity into the perfect climate for an emerging young Jevwsierican
songwriter.

Recognizing their sonos-clapafamilycal talent,

purchased a piano and enrolled Harold in private lessons with a local music teacher,

18 |bid.

19B. J.Ruby, & quoted in Goldman, 16.
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Miss Faller,andl&&r Ar nol d Cor nel i s-Bnewnmuseiang. of t he
Although his family hoped that a classical musical education would prepare their son
for a stable career as a teacher, a career that would allow him the flexibility to lead an
Orthodox life andbbserve the Jewish holy days, Arlen demonstrated a passion for
popular music. In an interview with Max Wilk, Arlen reflected on his musical
upbringing: fAMy father gave me piano | esso
work onshabbasMine was a mavelous family all kinds of love. But that was the
first reason | went to the piano. 3 found
Like most young piano students, Arlen did nateto practice the tedious exercises
and classical compositions agsed by his teachers. He was much more interested in
the music other children of his age were listening to, which in the early teens in the
Jewish neighborhoods of Buffalo, was jazz:
It seems to me that the Obugboris there
l yricists. But | di dndét have that bug
didndét worry about I|lyrics, not me. I wa
band, or Benny Goodman. .. l. started pretty late in life developing tastes, for
paintngswh et her t heydére good or bad, or a
didndét really study other composers and
where | had to write eight or fifteen songs for a show. Then | asked myself
60 Wh at d oThénhbegan tastu@them, to realize their ideas and their
styles, to appreciate what they were do
them personally. But my beginnings were never centered on those guys, only
jazz?*
20Wilk, 150.

21 Arlen quoted inbid., 165.
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Jazz in the JukeboXhe TeenagPerformerComposr

Whatever the flint that sparked the fire, Arlen developed a healthy obsession with

jazz. Jablonski describes how, in 1917, a young Arlen came across a Tin Pan Alley

rag titled Al ndianola, 06 published under th

(DomenicoSavino, an Italian born composer who was conservatory trained and

known for concert pieces). Hpiickly began tseek out other such piano novelties

and soon theyoung Arlenwascollecting blues and jazz recordings, including

recordings by his favorite gup, the OriginaMemphis Five As a teenager, Arlen

made his first trip to New York to see the Original Memphis Five play at a Brooklyn

Dance Hall, Afand when they came off the st

as much awe as ifthe President t he Uni ted States?Haad just

eagerly sought out recordings of great pianeisl his fascination extended to

recordings of Bessie Smith accompanied by musical giants Clarence Williams,

Fletcher Henderson, and James P. Johnsamelhas recordings of Arthur Schutt and

Frank Signorelli, classically trained pianists known for their particular brand of

showmanshipl t i s worth noting that many of Arl e

practitioners of the genre, a fact reflectiveadialbias and prejudice of the time, as

white jazz groups were among the first to achieve successful recording contracts.
Against his familyds wishes, Arlen bega

popular musicHis first break came in high school, wheorad with his friend Hymie

SandlerArlen began performing for amateur nights as a comedian and the pair would

22 \Wilk, 165.
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compete for prize money. Arlen also began gigging around Buffalo, working
frequently as a pianist at the Gayety Theater burlesque house ontResdrfl local
movie theaters where he played for silent
grew concerned over their sonds musical fo
popular music circuit, and with good reason. He began cutting class and his
schoolwork suffered. At the age of sixteen, despite the protestations of his family, he
announced that he was dropping out of Hutchinson High School in order to pursue a
musical career.

Arl ends defection from a hbhsahtrancen | i f e of
into the world of professional music coincided with the birth of the Jazz Age. While
the genre may have had its origins in New Orleans, by the 1920s northern cities like
Chicago and New York had thriving jazz scenes. Buffalo was ogptaen. The
Arl ends Buf f al oapgaohthe citykrsown aherialteend eirrm oi n
Di st aredlight ateawhich became the center of the African American jazz
scene and | ater the fAjazz triangledo for med
many fne clubs?® Smack dab in the middle of it all, early as 1919 Arlehad
founded his own jazz band, The Snappy Trio, along with Hymie Sandler (drummer)

and Teddy Meyer (violin}* A true neighborhood band, the young musicians

23 Rick Falkowski,History of Buffalo Music and Entertainment: A Nostalgic
Journey into Buffal o (WdianswWle N RBick Musi cal He
Falkowski 2017, 85.

2l nformation about Arl endsRhgthyml y bands
Rainbows, and Blues.
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rehearsed in the Arluckk®ome, taking the living room as a rehearsal space. As the
group became established, Arlen, not only
booking agent, joined t he?08nebffthaidfict Musi ci an
regular gigs was a sweek stint at a tavern called the Maple Leaf Café, where they
earned $35 a week plus tips. The creation of the Volstegrattibiting the
manufacturing and sale of alcoholic beveragesl, the beginning of Prdsition,
however, soon led to a restructuring of the popular music scene.
Located near the U.&anada border, Buffalo was in an opportune position
for the importation of illegal liquor during Prohibition. The opening of the Peace
Bridge between Buffaloral Canada in 1927 helped breathe new vitality into the
popular music in Buffalo, centered in vaudeville houses. Fortunately for the Snappy
Trio, Prohibition increased their wages and the group earned $60 a week playing as
many as four shows a day, seveggda week at vaudeville houses, honing their
chops as young musicians. Certainly, they learned creativity and how to improvise,
both figuratively and literally. When Grange Hall in nearby Gowanda hired the group
for an afternoon danc¢provided they couldring a saxophoist, Arlen divined to
attach a kazoo to the mouthpiece of a clarinet (which he also could not play, but
figured out well enough to fake) to create the buzzing timbre of the instrument,

pleasing his patrons.

®Despite racial integration in other asftg
union was an alvhite union; a separate union, Butidlocal 533, was created for
African American musicians. This segregatwasc o mmonpl ace i n musi ci @

unionsOn t he history of the union and the cit
had its home on the Clintonr Bdtreiert, off CAlrdree
Musicians Club 191i&P r e s lettp:#Awww.math.buffalo.edu/~sww/Ohistory/hwny
cmchistory.html
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The Snappy Trio quickly expandedo a quartet known as the-$tor Jazz
Band, with Harold Bernstein on saxophone. When Sandler left the group, Hyman
Cheiffetz, a budding lyricist, joined. Cheiffatould ceauthor what would become
Arl ends first compositiomeg BBMgkGab, MMy, Bal
foll owed by il Never Knew uwhhlaits hLeodv el NCyo uG adl ,
Pal , 0 was released in spring 1924 under th
song at the Lafayette Thegtethere he appeared with the-Ber Jazz Bandhy
handing out miniature piano rolsinted withthe lyrics. When this proved
unsuccessful, the manager of the Lafayette Theater, a sympathetic man, tried a new
method of advertisement Ar | enés friend Stanley Meyers
saxophone while theords were projected on a screen and the audience was invited
to sing alongThe sheet musiwas thersold in the lobby. Still, the song did not sell
any copies and was discouraging to Arlen as a budding songwriter.
Arlen may have found his first songiving attempts digppointing but he
quickly founded a sipiece group, The Southbound Shuffléfkis new ensemble,
included Warner Bullock, Ray Weiler, Stanley Meyers (saxophone), Harold Arlen
(piano and vocalist, leader/arranger), Joe Rosen, and Ra(phardizZ® In the spring
of 1923, the Southbound Shufflers worked onGlamadia a lake boat that cleverly
evaded Prohibition era restrictions on drinking by carrying passengers from Buffalo

to nearby Crystal Beach in Ontario. The band played ilN#we Orleansstyle of the

%A The Ol d P HhrbetSon CAdridr Expreg¢8pril 18, 1923.
ASout hbound Shufflers On Crystal Beach Ste
Box 4, Folder 3, Music Division, Library of Congress.
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Original Memphis Five Jass Band: accessible arrangements of popular songs for
dancing, and blues and jalize novelty songs that facilitated solos and
improvisations. Discouraged by his failed songwriting attempts and the many
headachs brought on by the demands of leadingeth&emble, Arlenlecided to
di sband the Southbound Shufflers in 1925,
broken.
Arlen soon went on to join the Yankee Six, a more prestigious group that
played for elegant ent® proms, college dances, country club dinners, weddings
and upscale venues, such as the Greyeros R
center of Buffalods theater district. It w
dancer, Ray Bolger, who would becerhis close friend and later play the part of the
scarecrow irthe film The Wizard of Oz
Comprised of four owneiounders and two employees, the band was a tight
professional outfjitand it continued to groviiyst to the Yankee Ten and later an
elevenmember ensemble known as the Buffalodians. The Buffalodians were one of
few bands in the area to feature two pianists (Arlen and Dick George). Their full
roster included: Henry Krompart (trumpdflorman Booth (trombongJules Pillor,
Bill Wullen, Ivan Bedy (saxes)Jack McLaughlin (violin) Charles Panico (guitar)
Dick George (piangHarold Raub (bassHarold Tapson (drumpand Harold Arlen

(pianoand voice)f’

2’See Woody Backe
13/1 (Jan. 1954) an
Strutter19/9 (May 2009).

sto, i Wiedrecwve Changer he Bu f -
i

n
di Baok eTihéTeiStReaSkyiegko al | i ng
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The Buffalodians proved to be a lucrative outfit for Arlen; Jablonski notes that
heoften earned as much as $100 a week. But the benefits would prove to be more
than financigl it was with the Buffalodians tharlen began to develop his voice as a
composerand ve can learma great deahbouthis earlystyle from theew surviving

recordngsof the group.

The ADistinctive Arlen Toucho
Each of the surviving recordings from the Buffalodians exemplifies the New Orleans
andChicagg azz style popular during Arlends you
how the instrumentation hearkens back tosmal predecessgrsuch as the five
piece bands exemplified by the Original Memphis FivéherOriginal Dixieland Jass
Band. The Buffalodians instrumentation includes a typical frontline featuring
trumpet, trombone, and clarinet, and a robust rhythmoseictcluding drums and
piano, and an assortment of strings including violin, banjo, mandolin, guitar, and
bass.
The musical texture of these early Buffalodians recordings likewise points to
New Orleans. In typical fashion, the band plays in a tightrebhkestyle; no one
shines above the rest. Instead, the frontline features a collective improvisation,
resulting in a dense, polyphonic texture, in which each instrument occupies its own
rhythmic, melodic, and timbfapace Only during breaks or stop tinwéhen soloists
are featured is there a momentary reprieve from this density of sound
Il n his article, AArl ends Tapeworms: The
Frisch suggests that the commonplace use o

Orleans jazz, a oner two-bar passage in which a soloist improvises before the
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beginning of the nextphrase can be heard in Arl ends musi c
known formal extensions and deviatiptfsough as we will see in later chapters, |

believe other elements of @iearned in New York City come equaifynot moreto

bear on the development of this stylistic elent@further, | trace the impact of jazz

on Arl enés style beyond its influence on f
approach to composition.

Such breaks could either extend the form from within or without.

Improvisations were just as frequently incorporated as part of the traditionabfour

eightbar phrase structure as they were tacked on as appendages. Frisch observes that

both kinds of breaks can be heard in early Arlen recordings, for example, his
arrangement of I rving Berlinbés AHow Many T
which Arlen serves as both pianist and vocal sof§ist.

As a Tin Pan Alley song, the f oar mal pat
modified 16-bar AABA song format( AABC/ AA6CA) in which the i1
section functions as a kind of brief prhorus, buildingension and leading to the
return of the expected A. Arlen adapts the tiorea dance band bymitting the verse
andfirst presenting the tune instrumentally, before giving it to the vocalist, and
concluding with an instrumental section featuring soloigtriationin which the

melody trades between the full ensemble, trombone, trumpet, andsotdists The

2Wal ter Frisch, AArlen6és Tapeworms, o 11

®The Buffalodians, HarblbAden@aimySwEdtaneé s, 0 on
Hot, Living Era (UK: Sanctuary Records Group, 2005), CD AJA 5603. Recording
can also be accessddtps://www.youtube.com/watch?v=p1N66itSyMY
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recording begins with a formeasure introduction followed by two repetitions of the

instrumental chorus, andsateenbarinterlude beforetheorc al i st 6s entr ance
As Frisch notes, there are thiggnificantbreaksin the final instrumental

chorusf ol | owi ng t he (seotabk 139 Thetmbst interesting and c e

noteworthy of these breaks, featuring the violin ocaursediately in the concluding

A section of the vocal section. This has t

section from the standard four bars we expect to the six barsofieobreaks during

the instrumental reprise of the chorus, featurivlg slarinet and solo trumpet

respectively, stay within the confines of the form and do not create extensions. There

is an interpolation of new material (closely based on what came before), before the

final instrumental repetition of the chorus and conitlgatoda.

Frisch, AArl ends Tapeworms, o 11.
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Formal Section | Text

A AHow many
have you said | love
y O U 0

A nHow many
have you s
true .

B AHow many
sweeties have you tol(
that to?o0

C AHow many
a certain feeling
troubled you so that
you hit th

A AHow many
have you held all
al oneo

Ab AHow many
you pressed to your
owno

C Al 6d hate
youdd ki ss
but I 6d fe
you hadnét

A NPl ease te
many ti mes

Tablel:For mal

SurelyAr | ends

Pattern 3fiHow Many

Ti

me s 0

devi at i onnmy dso ltave bdew tredrtathe desirer uct ur

to recreate this timbral freshness or fromitifience ofthe march/ragtime form

(AABBCCDD) typical of Dixieland jazz. This repetitive structure naturally gives rise

to minute variationshroughrepetition. Returnig  t

Ti mes, O

o his

recor di

e a cchoruspattera hasmabvhriatiorts,evhicHikewise pull the

ng

ear towardossibilities forextensionsWhile in part this phrase structure owes much

t rindhimseli wae @fan ofaagtimg and a |

to I rving Berlin,
S'For mal analysis of 1rvi
Frisch, AArmendés Tapewo
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well-noted for its influence on his work. During this same period, Arlen was also
cultivating an interest in rag as expressed iruhgublishedsolo piano work
ARhyt hmic Momentso (1928).
None ofcAmpesdsi ons before his fAStor my
nearly a decade after the publication of his first work, fall within the category of
it ap e wtbhasasengs that fall outside of the standhirdy-two bars.This
suggests t hatydayhkplayimyinAerritory badds may aave contributed
to his general aesthetic,ntaynot alonebe the direct link responsible for his
extensions of form.
To my ear, there is moisterestto be foundn A r | aise dfghe voicén
these recordinggn mosttunes A r | e nabesuseenmivean threugh the sonip
add variety. As many scholars have remarked, Arlen often treats the voice as an
instrument, and is weknown for his trademark octave leaps, such as those found in
AStormy WeatmherexplThreset headi fferent range
way that makes timbre very important to the overall soundscape of an Arlen
composition, much in the way that timbral variation, highlighting the voices of
different instruments through solos, wagsimgic to the distinctive New Orleans
sound.
It is worth mentioning that these vocal leaps are also commonplace in vocal
rags from the early part of the twentieth century, which had become popular by the
time of Arl ends yout h himTthatwrenuwas fashiratede b e en
by ragtime generally is reflected in his e

Momentso (1928) for solo piano. Hi s pencha
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pianoragtimemelodies. Such octave leaps in vocal ragtioegswere not

necessarily commonplace though they do appear in selaetionsasin the welt

known octave | eap i n Ber,bthonghthistindiskbasednder 6 s
on Stephen Fosterbé6s A0l d Fol ks at Homeo wh

leap(see example 1)

0 \ L. L - e
VS A | L1 1 ] I L [ 1 F 1l g | e |
o ——a e 55—
\":\)) | u 1 I } I | ¥ = 1 & ! 1 1 l ! 1
and if youcare to hear the Swa-nee Ri-ver played in Rag- time... come onand

0 (R
e e i i e e o et e
\J : 1 d d 1 : Iif 1 I'._)‘I I ! : - & 1T
hear....come onandhear...  Al-ex - an-der's rag-time band.
Examplel: l rving Berlin, NRnAl exander 6s Rag
IndeedAr | end ssisntgyilneg oafs f eatured in the Buf

exemplifies popular vocal techniques of the age, in particular that of the crééners.
Consider how Arlendés voice shifts into a d
melodic line in the A sections, ordlwarmth and schmaltz he evokes sliding through

notes on the | ine AHow manyMubidcptsWihave you
Friedwald remarked that his voice could go
stratospheric tenors md dedep,d afds idmal iad ¢ oar

went on to state that Arl en was fAahead of

32 Howard Goldsteips.v.ii Cr o o MNéwnGgoyvedDictionary of Music and
Musicians Oxford Music Online.
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vocalist influenced by black jazz stylé®.Bing Crosby himself wrote in a 1947
l etter, @l odve always cohnsi dee¥eérhihmaone 00f
The impact of popular vocal styles on Arlen is often overlooked as an
influence on his overall compositional style and approach to writing for the voice.
Perhaps this is because popular vocal styles are not often the subject ofyscholar
researcF°Yet many of the melodic gestures in Ar
popular vocal practices.
I n Arl ends performance style, one hears
however, but also the hint of something else. As Jablonskispoirt:
ThemdTwenti es saw the advent of the croor
fitted into that category, but with a difference: some of the musical ideas he
had | earned in his fathero6s choir, and
singing; theravas even some hint of the singing of the blues artists; the rest
was personal inventiof.

Arl en frequently cited the influence of hi

his musical styl&” Ethnomusicologist Mari§lobin notices that the two std

33Rimler, 11.
34 |bid.

35 For more on the topic of popular vocal performance techniques, see H.
PleasantsThe Great American Popular Singdidew York, 1974) W. Friedwald,
Jazz Singing: Americabs Great Vo(Newes from
York, 1990) andAllison McCrackenR e a | Men Dondot Sing: Crooni
Culture (Durham, NC: Duke University Press, 2015).

36 JablonskiHappy with the BluegiOi 41.

37 Jack Gottlieb draws specific comparisons between Arlen tunes and specific
Yiddish melodies. The connections between such tunes, however, seem speculative at
best. Sedack GottliebFu nny , It Doesndét Sound Jewi sh: F
Synagogue Melodidsfluenced Tin Pan Alley, Broadway, and Hollywdédbany:
State University of New York Press, 200214 216.
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Jabl onski observes in Arlendés singing inde

what he callsthe emotiondit ear i n the eyedo quality that
of JewishRAmer i can performers |ike Al J®lson and

Describing his fatherdés vocal sheyl e as
Agr eat easnd tvhaermeat i ons man | 6ve ever known, C

given Arlendés own émnnhisqusteArien makadeferetneendenci es
to the Jewish tradition in which a cantor improvises chantingx$ within Jewish
worship, the purpose of which is to not only share the texts with the community, but
to bring life to the words. As Slobin observes, this performative proceatesra
dialogue between the past and present of Jewish faith, juxtaposing two components:
one that is Afixed, timeless, and spacel es
and locatabl@*® Such dialogue between past and pressattred and seculamnd
bet ween Arl enés Jewish upbringing and his
be heard expressed in his own vocal improvisations in these early recordings.

I n Arl enés recordings the influence of
clearly be hearth the ornamentation&.or examplereturning to his recording of
AHow Many Ticomsidetis ftequer2lydayided vocal turns such as can be

hear d o n(l06ffecedii(lid@ypr egdedd) , (lR2@)drth@ any o

38 Mark Slobin,Fiddler on the Move: Exploring the Klezmer Wofidew
York: Oxford University Press, 2000), 99.

% 1bid., 37

40 Mark Slobin,Chosen Voices: The Story of the American Cantdtdteana
and Chicago: University of lllinois Press, 1998; reprinted 2002), 9.
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wailing scoop he apple s t ¢1:18)# Bhese figures often include turns or
appoggiaturathat make use of chromatic motidMark Klingman details some such
ornaments in hiMa q Um  argyd Ritwal Music, Aesthetics of Syrian Jews in
Brooklyn(2009), likewise comparing them to the ornaments of Arabic music
traditions*?

Theornamentsn cantorial traditiongreasmotivic in nature often featuring
two or three note gesturésat one traied in the tradition would recognize and use
appropriately based on musical and worship cont&4itsute motivic fragments often
foorma key f eat ur e asavéshallodserue Graptenin atlditiongo
their influence on his melodic stylmotivic ornaments arsometimes written out in
both piano and vocal partsAar | eublislsed sheet music.

The influence of Arlends background as
i n other works from the 192GaffABluemcl udi ng h
Fant as y“Théreingh2 Wailing minor melody and the ornamentation sound as

though they belong to a different world altogethbat of Klezmerf* Further snic

“The Buf fal odi ans pnHarbldAdenBaimgy SwEdt ang s , 0
Hot.

42Mark Klingman,Ma g Um a n d tdaliMusicr Agstheticshof Syrian
Jews in BrooklyriDetroit, MI: Wayne University Press, 2009).

BHarold Arluck, @AMin®weetGadigiaBrown Bl ues f a
Charley Straight and His Rendezvous Orchestra, Birmingham Black Bottom Original
Recordings 926 1927) (Crates Digger Music Group), 2012. This recording can be
accessedttps://www.youtube.com/watch?v=ffJoXHAWw_.M

44 Slobin describes ornamentation as a key component to identifying Klezmer
music. He further dismisses such traits as modality as useful signifiers of Jewish
music as they are found across musical folk and religious cultures. See Slobin,
Fiddler on the Move99.
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comparison is elicited through the instrumentation, featuring prominerdfuke
clarinet, a frequent soloist in the KIezme
attached to some Klezmer works

Still, many African American jazz composers wrote similar minor blues
works during this era.aEticagaonbssmiBbackhk
Fantasy, 0 AThe Mooche,®do,ahdalAlEacdat iStg fLroam
1920s could likewise have been important influences on Arlens composition.
Similarly, Fletcher Hender sonoasgratbnyar i ety S
and is particularly noteworthy given the relationship between Arlen and Henderson.

Ar | emadgements and hierformances demonstrdtee cultural mixing
of the composer 6s Thus thpoughmlookingetanieofA et ehages.
earliest recorded worksve can get a sense of hdwg stylemay have been
influenced by hisearlyyeasspent both singing in his fathe
playing in territory bands who learned the new and exciting sounds of African

Ar | drahdd6s popularity quickly extended b
and through their booking agent they often secured gigs in major cities on the East
Coast. In 1924 they set out for Cleveland and then traveled east to Pittsburgh, finally
landing in N&v York City in the spring of 1925. Arlen had arrived and the first
chapter of his story as a composer began to urifghdle this overture laid the
foundati ons of Ar | ¢amzftlse firbtichaser wileexpjprethe e nces w
devel opmest jazzAslkasdobilities through his

jazz clubs, including the notorious Cotton Club.
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CHAPTER 1

Searching for a Sound That SwingsThe Early Years at the Cotton Club

In the spring of 1925, Arlen and the Buffalodsaarrived in New York Cityln this

chapter, I trace Arl enés path from his arr
Cotton Club, which ended in 1934. In doing so, | demonstrate how during this decade

Arlen developed an intimate relationship to jazat tivould impact his future musical

style as he began to blur the lines between performer and comiposisrearliest

works for the club, explored here, we can see a composer searching for a meaningful

way to incorporate the new sounds of the jazz clt s own musical vocabulary.

From Bands to Ballrooms
The flame withwhich the Buffalodiandurst oo theNew Yorkscendn 1925
fizzled almost as quickly as it had begun. After playing atweek stint at the Palace
in Times Square (one of the few remaining vaudeville theaters, which were quickly
being replaced by motion picturef)ol | owed by anot her at Gal l a
Restauranton5land Br oadway, Arl ends tenure with t
abrupt and dramatic end in the summer of 1926 after a falling out between band
members.
Happily, during his brief few months in New York with the Buffalodians,
Arlen had metind befriended important band leaders of the age. He was introduced

to Fletcher Henderson at the Roseland Ballroom. Henderson was impressed with the

! Biographical information drawn primarily from Edward Jablonskiyold
Arlen: Rhythm, Rainbows, and Blu@oston, MA: Northeastern University Press,
1996).
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young Arl endés arrangements and asked himt
i ncluding ADymamirtse,n® swiii xh eH&St ompers reco
would also | ater write ADeep Hendersono fo
later that year.

Around the same time, another dance band leader, Arnold Johnson, heard
Arlen and the Buffalodians plaat the Monte Carlo. Following the a n dréakup,
Arlen went to work for Johnson who was leadingdrsupon a radio show called
AThe Majestic Hour, o which was broadcast w
Seventh Avenue arll® Street. The radio hour waponsored by manufacturers of
Majestic Radio.

Harold Arlen was working with the Arnold Johnson Orchestra when the group
was hired to appear on Broadway for asi@nth run of a revue titlethe Great
White Scandalfor which Arlen arranged several tun&siring intermission one
night, he sang the reprise for one of the
a Wave. o0 The composer Vincent Youmans, who
hired him to sing in a new musical he was writifge Great DayHetcher
Henderson, who was doing arrangements for
help with the arrangements for the pit orchestra. One day during summer rehearsals,
Henderson fell ill, and Arlen agreed to play for the performers. During the brief
pauss between numbers, he began to toy wiglieao vamp that would soon turn
i nto Arl enbés .:iGestHappygedsf ul hit

On July 31, 1929 Arlen angricist TedKoehler signed a yearlong contract

with the George and Arthur Piantadosi firm. With the singtleke of a pen, Arlen
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became a composer, |l eaving his dreams of a
away from that which | had loved, a goal | had loved, a goal | had set. And yet
suddenly | realized that goal had become something my temperammehtén 6 ¢ t ake. 0
AGet Happyo wadfRui mt &0:ps5drpvaddmdgh then t o
production was a commercial flofortunately for Arlen and Koehler, the run of the
show had | asted | ong enough atteitient A Get Happ
Producer Earl Carrglivho saw the show in Bostpwas impressed by the Arlen
Koehler hit, and hired the pair ftire Vanities of 1930
The songwriting duo received another invitation from their newfound
popularity, this time tavork atthe Silver Slipper, a prominent club on Broadway and
48'i n Ti mes Square. The club was noted for t
andlessthantsar s, the Park Avenue R#PDRebpitedtad wel | k
outward appearance, like many New York clubs during the 1920s and 30s, the Silver
Slipper was in reality owned by the mob. As much as it provided a stage for lavish
and expensive entainment productions, it also provided a backstage bar for alcohol,
made illegal by Prohibitiomra laws.
At the Silver Slipper, Arlen and Koehler contributed numbers to the show
Biff-BoomBang None of these songs were published but they impressedittie &ls

management, especially AShakin the African

2Arl en guoted in AA Dream to Perform, o T
http://www.haroldarlen.com/bi8.html| (2013).

3 Edward JablonskHarold Arlen: Rhythm, Rainbows, and Blu@&oston
MA: North Eastern University Press, 19985%.
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the audiences at another of their locations. The management quickly hired Arlen and
Koehler to write for another shoByrown Sugar Blackberriesof 1931)featuring the
Duke Ellington Orchestra, which was slated to open in the fall of 1930. The lacation

the now infamous Cotton Club.

On the Cotton Club Stage

4 0On the history of the Cotton Club, see James hiaskhe Cotton Club
(New York, NY:Random House, 1977).
58



Figurel: Ted Koehler, Painting of Harlem Scéne

Located atl4Z'and LenoxAvenue in the heart of Harl emos
was originally purchased in 1920 by Jack Johnson, the first African American-heavy
weight boxing champion, and began its life as a supper club known as the Club
Deluxe. Shortly thereafter, the cluwas taken over by notorious gang owner Owney
AThe Killero Madden, a -grarNewNorkknownfof i gur e i n
supplying illicit alcohol from his Phoeni x
entertainment establishments which the Cotton Db was the most popular and
successful

Entertainmenat the Cotton Clulvas provided by some of the best African
American performers of the age: Cab Calloway, Duke Ellington, Ethel Waters, Fats
Wal | er , Louis Armstrong, tedeo0NRchiohssenBramn
Lena Horne, just to name a feldespite its roster of talent, however, the long history
of racial prejudice in the United States could also be seen alive and well at the club.
Decorated with fAwhite col umngwilleweahd a backdr

slave quarters, o0 these performers danced,

5 This painting, presumed to be the work of lyricist Ted Koehler, was featured
on the popular PBS television programtique Roadshown June 12, 2010 (Episode
1504, nSameDipaagond)i ng, as wel | as an origin
Weat hee , or weght to the program by Koehl er 6:
copy, the painting was valued at $2,088,000 by appraiser Leila Dunbar. At this
time, the location of the painting is unclear through it seems likely it is still in the
private possessiaof the Koehler family.
https://www.pbs.org/wgbh/roadshow/season/154&i@ancca/appraisals/stormy
weatherlyrics-koehlerpainting-201001A41/
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patrons Harlem Renaissance poet Langston Hughes likened the club to a kind of

n

human zoo, a AJim Crow club for gangster a
Shows were presented to the white clien
Black culture within a particular paradigm of acceptafegformance®ffij ungl e
musi co wer e a p Begarmnhees dansdbaefood anc scamtity clad in
faux-African tribd clothingto upbeat jaztunes with names evoking the African
continent, featuring heavy percussion and playing techniques such as the use of the
plunger mute tgrovidean exotic flareWhile such performances satiatetite
patronso c ur theyparceiyed ta lredhe ¢tulture lofaheir African
American countrymerfemaledancersvere carefully selectei belight skinnedand
slender or in the words of the famouim Cab Cal
orderto placateanypossible audince fears ofeal African Americans
In his bookSlumming: Sexual and Racial Encounters in an American City:
1885 194Q Chad Heaplescribes hown late nineteentsentury Americaascities,
especially New York, began tpow in sizet hey al snwrebpatalyme i
socially divided, espetTlhestcaldpradicrnfg r ace an
6 Cab Calloway quoted in A. H. Lawrend2yke Ellington and His World
(New York, NY: Routledge, 2001), 106.
‘'Langston Hughes, @ When ThéhGolledteel YWorks Was |
of Langston Hughewspl. 13, Autobiography: The Big Sgedited with an
introduction by Joseph McLaren (Columbia: University of Missouri Press, 2002),
176.
8Cab Call oway and His Orchestra, @Al om Al
AShebs Tall, Sheds Tan, Shebds Terrific, o (
ChadHeams quoted in Jennifer Lee, fAWhen

D o Neéw York Timegluly 6, 2009).
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fislumming brought these diverse communities closer together ageap argues
thatfes pr obl emati c as slumming can be as VOYye
context of itsp e r i otluht it effcouraged crossiltural exchangé® He also points
out that it wasa way for whites, restrained by the social attitudes and practices of
their own communities, to take on and experiment with other identities.
This was no less true for teéhite songwriters who providesomeof the now
legendary music played by African Asrican bands at the Cotton Club, including
Harold Arlenand his predecessors Jimmy McHugh and Dorothy Field&\r | en6s o wn
tenure at the Cotton Club lasted five years, including five showsBromvn Sugain
1930 to theCotton ClubParadeof 1934, and higime there profoundly shaped his
musical style.
For Arlen and Koehlerthe Cotton Club wathe place whergheyfurthered
their development as songwriters. The routine at the clubig@®us. The club
presented two major productions a year (Fall anéh§)@ two floor shows a niglé
midnight and 2:00am, forcing the pair to quickly hone their cBdtween 1930 and
1934 the pair wrote songs for no less than five annual revues at the Cotton Club
(forty-three songs in total), many of which have gone dretmme standards in the
core repertory of the Great American Songbook.
More importantly, at the Cotton Club Arlen and Koehldrbed elbows with
some of the begtfrican Americant al ent of the age, the effec

musical development canne¢ minimized. Many have remarked thie significance

101bid.
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of Arl ends ear | yAfraan sAmeddarantusiciangzodweeRoder
Edendescri bed his surprise at Arl ends innat e
his counterparts, as wellas whatieepc ei ved as their acceptanc
stylings despite a growing resentment towa
jazz that was becoming popular in New York at the tivibile this passage reads
problematically from a twentfirst centuy point of view,reflecting white
supremacist attitudes,t nevertheless points out that o
immersion in the sounds of the Cotton Club and the influence it would have on his
future style

| shall never forget the sight and sound ofdi@ with the cast. He was really

one of the them, dancing with them, laughing and kidding with them. He was

really one of them. He absorbed so much from theheir idiom, their

tonalities, their phrasings, their rhythms he was able to establish a rajthort

them. . .. | was always amazed that they completely accepted Harold and his
superminstrel show antics. They loved itand adored hin?

Finding His Voice
During his time at the Cotton Club, Arlen was able to refine his skills as a jazz
musician, sHlis first developed during his youth with territory bands in Buffalo.
There he fostered the intimate knowledgé\fifcan Americanpopular music idioms
that would come to form the heart of his music.
Blues and jazz are essential to Arlen, both the marh&snausic. In his
formative study of American popular song,
hunch tells me, might never have become a saitgr had he grown up in the

roiling, but to him, tepidtimes peforethe 1920s]. For he needed the emeid and

1 Roger Edens as quoted in Jablonkkippy withthe Blue{New York:
Doubleday, 1961)68.
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color drenched sounds which had developed by the late twenties in order for him to
want t o B2élewentwmrtd expdain that Arlen both shaped and was shaped
by his timeand place in the world

He entered into the field of popular music at a propitious time, one in which

he could spread himself and experiment rhythmically, harmonically, and

melodicall as he never could have even ten years before. To me it is like an

Il nventi on, |l et 6s say the camer a, appear

man who seems, by has aptitude, to have been born to be a photographer. Had

Arlen been born sooner or later thiae was, there would have been little in

the musical air to inspire him to be a writer of sogaould seem that

stylistic traits developed during his intensive contact with the music of black

musicians during the Harlem years in New York pervadeddngs

throughott his |ife. o

The confpiorssetr 0lsi ographer, Jabl onski, was
significance to Arl endés contacts with bl ac
expense of recognibzoi nog shiesa do pasragsua iinagl | teéhaadts h
personal bent, which tended toward the harmonies and rhythms of the blues and jazz
that enabled him to compose melodies . . . that sounded completely at home in the
Cotton¥Tthliusb .a0s sessment fails to account for
performing at the elite institution and his exposure to some of the best jazz musicians

of the agenot only from the Cotton Club but from the city as a whaleuld surely

impact his musical style.

12 Alec Wilder, American Popular SonfNew York: Oxford University Press,
1972), 254.

13 bid.

14 Jablonski quoted iAllen Forte, The American Popular Ballad of the
Golden Era, 19241950(Princeton, NJ: Princeton University Press, 1923)0 11.
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Arlen himselfdescribes directly absorbimgfluences from the Cotton Club
I n Arl enés early compositions for the Cott
influence is rhythm. In particular, Arlen was influencedrbythms of swing and
other dance styles featured at the cRbmemberinghe canposition ofhis first
major success for that institutiohBet ween t he Deviloand the De
(Rhythmanial931) Arlen creates a direct connection between his use of rhythm and
danceHe described being inspired by the greatdancerRBdlb i nson: AOne day
kept thinking of t he s-damandatthéCGottonh ClbfforBi | | R
whom | was composing songs at the time, and before | knew it | was myself tapping
out the melody of fABetween® the Devil and t
The heightened focus on rhytiplacesi The Devi |l and t he Deep
squarely within the tradition of the rhythm song, in which rhythm drives the music
forward!® This type of songvith its focus on rhythnrepresentsrguablythe most
conventional straght-forwardapproach to incorporating jazz into mainstream
popular songForArlen it representa period of transitiofrom Buffalo to New
York, from young aspiring musician to songwrit®tany of his recordings with the
Buffalodians had been arrangenseot popular dances, sual the foxtrot featured in

his 1927 @B UfFéatiding neR swyng rhythms) his early works for the

15 As quoted in Rimler, 24.

16 For a discussion of the rhythm song see Lehman EAgedyican Musical
Theater(New York: Macmillian, 1975), 106.

Y"Harold Arluck, #ABuffalo Rhythm, o Jack
Middlsex, EnglandGrammophongl927) CoB 5379, 78 rpm. Recording can be
accessedttps://www.youtube.com/watch?v=hiTJUSLUO50
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Cotton Club represent hikedgling efforts to begin incorporating the sounds of New

York Cityds | azmusimlwaca.e i nto his own
Thechoruof fABetween t he Dev bdginsaithcandifhe Deep

beat syncopated e nmplhaGadts Ritsy Thininake(rish3nd )n 6 s

measures of the A section which feature the title lyric, also fesaaaohain ofdotted

eighthsixteenth figurs.

You've got me  in be-tween the de-vil and the deep blue sea.

Example 3: ADevil and the Deep Blue Se

This rhythmic gesturée. x e. x eetc.)feels intimately related both to the tap
dance referenced in the above anecdote an@ddinéy rhythms ofswing. This gesture
would become favored by Arlen as a symbol of jazz, particularly in his works of the
early 1930s (see table).

The dotteeeighthsixteenth rhythm also frequently (though not always)
appears in conjunction with a melodic gestdteerein an initial pitch is left by leap
(usually a third of fourth) and I mmedi at el
and the Deep Blue Sead the rhythm begins w
immediately back to C. This rocking melodic motion conjuremrisof a dance
move such aa stepball-change dance effect of rocking back from one foot to

another, then back to the firstowever, the rocking melodic gesture itself seems
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more tied to left hand piano patterns that typically appear in blues andatge
woogie. Indeed, Arlen frequently uses this combined rhythmic, melodic gesture in the
piano accompanimenparticularly in introductorgections. Thigesture in the piano

accompanimeris often placed preceded by or followlegl a triplet figure.

Year Title Featured in Notes
Piano
Introduction
1931 iBet ween v Piano introduction mcededby rising triplet
and the Deep Blue figure.

S e aRhythmania
Cotton Club)

1932 il Got a v Piano introductiomprecededy rising triplet
Sing the figure.
(AEarl Ca
Vanitiesbo Notable appearances of accompaniment in

between phrases of the vocal melody,
especially in the left hand

1932 il 6ve Got v Pianointroduction preeded by opening rising
on a Stri triad in same rhythm
Club Parade21st
Edition)

1932 AThe Wai l v

Reefer Ma
(Cotton Club
Parade 21% Edition)

1933 AfiHappy as Used throughout in piano accompaniment,
is Longbo particularly between vocal phrases; not
featuredprominently in voice
1933 iStormy W Appeas minimally in the release
(Cotton Club
Parade22™ Edition)
1934 iAs Long Notable appearances of accompaniment in

between phrases of the vocal melody,
especially in the left hand

Rhythm obscured in vocal melody by ties

1934 fiLetds Ta v
Around th
(Life Beings at 8:40

1936 AiYoubre t Begins in piano accompaniment immediate
What AiThe before entrance of vocal refraimarked
Singing Kid) Airhythmicallyo

1937 iMoani né Featured prominently on title line
Mo r n iHodbady
for What)
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1937 fiBuds Won v Marked in R.H. piano introduction by
appoggiaturas. Not featured thereafter.

1938 arf 1 Onl v Followed in the initial measures of the
Br a iTimedVizérd introduction by the triplet figure that usually
of 0z) proceeds it

1941 iwhen the Featured in piano accompaniment only
Comes Out

1941 AiBl ues in Featured prominently in thevo vocal
(Blues in the Night releases

1941 AThis Tim v Featured prominently in L.H. introduction
Dreams On before adopted by R.H. and voice
(Blues in the Night

1942 ALi feds F v Triplet figurations in R.H. of pianfollowing
Consequen rhythm rather than pceding
(Cabin in the SKy

1943 ioOne for v Pervasive
(The Skyod)s

Table2: Arlenés Use ofSwing Rhythm193Q 19438

A survey of Ar | eopéaternyeldsa fewifterdstng s r hyt hm
observations. First, ghowsthatfor the span of more than a decade in his early
career, Arlen used this rhythm to evoke the sound of jazz in his works. By the mid
1940s, these rhythms appear | thescasedof equent |
his works for the theatérBloomer Girl(1944) andSt. Louis Woma(iL946Y where
it used to dramatic ends to signal a very basic jazz style as we will see in future
chapters. Arlen also employed other dance rhythms, notably the Calypso, in other
staged works such damaica(1957). In later Arlen works, the influence of jazz
appers in more diverse elements such as form and harmony.

Ar | e n 0 sis awmgpaterfalsotshowshat from an early age, he

composednstrumentallyfor the voice as there are clear ties to this figuration and his

8n order to be considered for inclusion in this table, the rhythm must appear
in a minimum of twaconsecutive iterations. Inversions of this rhythm (sixteenth
dotted eighth) likewise appear in many Arlen works but have not been included for
the purposes of this chart.
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piano accompaniments. Finally, thig/thm also often serves as a clue for where
Arlen will beginmelodic experimentatiowith blue notes as in the lowered i@ the
ADevil and the Deep Blue Sea. o
Outside of the rhythmic gestures and a few bludkected melody notes, there
i's not much i n fADevi |lindeedadn yt hoef DAere pe nBIsu ee aS €
in New York that demonstrates listinct style Ar | earlp compositiongrom the
decade of th 1930%$1940sshow a compose&bsorbing the sounds of jazz and
experimenting.
Other Arlen compositions from this era show a similar attitude of exploration
and discoveryAnot her hall mark of Arlends style, t
this era asvell. There itcanbe heardinisLi ndao from the Cotton (

Brown Sugai(1930.

0
e e o e T B e T S B T T
The church up on the h:Tf Can't hardly wait un-til
Example2z A Linda, 6 Brown Sugar (1930)
A similar octave drop occurs in his ASweet
example4)l n an interview with Alec Wilder, Arl

and Hoto from his song AYou Said Ito (1931
created with Jack Yellen. He said he was inspired by a lick he picked up from a
trumpet player playing thieine, showing Arlen again searching for influence and

beginning to think instrumentalfy

19 Wilder, 259.
68



0

|
" A

O e P
I've got to have girl-friend cause I'mmad about girl-friend
Example3: A Sweet and Hot
Taken together, Arlends early
composer searchifgor hi s sound. While surely

childhood in Buffalo and his youth spent performing with territory bagids mark

on his style, it was his years in the New Y@akzscene that truly shaped the

composer as can be heard inwrks from his later years at ti@otton Club

AStor my

We at heor o

and
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CHAPTER 2

Forecasting the Future Stirmy Weather,0 filll Wind, 0 and the Later Cotton
Club Years

On April 16, 1933, amid curling plumes cfjarette smoke and the pungent smell of
contraband liquor, Ethel Waters took center stage at the Cotton Club, the foremost
nighttime hotspoin Harlem. Now in its twentgecond edition, the finale dhe
Cotton Club Parad&egan inauspiciously enough: archestral overture followed by
a series of loosely connected scenes in the style of the revue. There were comedy
routines, dance numbers, songs and skits about the south, and risqué romance tunes.
As Waters began to sing, a hushed silence filled the room:
Not until the eleventh scene did the star, Miss Ethel Waters, appear. The scene
was titl ed #fACabi[ban]iHealyhdd stag€atsimplyn CIl ub. 0
against a cabin backdrop; Miss Waters stood under a lamppost, a midnight
blue spotlight on her. .. After her chorus, the scene imperceptivity faded into
the next as she was joined by George Dewey Washington, singing responses
to Miss Watersd choruses; the Talbert c
lights Healy was able to fade the girls practically @msento the dance floor.
The transition from song to dance was done smoothly and effectively. The
number stopped the shdw.
The song Waters performed t hatwreachiggni ng was

blues about lost love with music and lyrics by aneof young songwriters: Harold

Arlen and Ted Koehler.

! Edward JablonskKarold Arlen: Happy witithe BluegNew York:
Doubleday, 1961),6%5 4. Ar |l en descri bes AStormy Weath
revue in his revised Arlen biograptyarold Arlen: Rhythm, Rainbows, and Blues
(Boston MA: Northeastern University, 1996), 50.
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Upon firstlisten it is clear that there is somethimgeresting Aout the song,
even if it is difficult to put your finger
in AStor my Weamdllirgsang thatisuadortventional in both form
and content, il lustrating Ar|l exndis s ki | | as
chapter, irough analysisdf wo o f icanicsorgd @ St or my Weat her o (1
and dal 1l  &iwildhdw Hod ®eblugs and jazame tadorm a
fundament al part of Arlends musical voice
discover that in contrast to many other songwriters of his age, for whom jazz often

acted as a musical reference to thetiexfor Arlen it was at the core of his musical
style.

AStor my Weathero

It is duringthe latter years diis tenure at the Cotton Club that we first begin to see

the el ements that would become essenti al h
uncorventional and extended forms, (2) melodic development through motivic

repetition and variation, (3) harmonization that frequently juxtaposes major/minor

polarity via blue notes and natatonic scale collections or modes, (4) an

instrumental approach to eal writing featuring wideanging melodies and frequent

octavedrops, especially at the ends of phrasesl(5) a keen sense of harmonization

andorchestration.

2 Arlen describes the union afxt and music this way in Max Wil hey 6 r e
Pl aying Our Song: Conversati gResisedvand h Amer i
UpdatedNew York: Easton Studio Press, 2008), 176.
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While the influence of the Cotton Club can be haanthany of his
compositiors, nowhere ishe perfect storm of talent and circumstance that helped to
devel opstyldAmdrecleat han i n AStOABAAr Weathls e mo st
famous composition from his years at the Cotton Club, as well as his most well
known collaboration with Koehlefhewor k epi t omi zes Arl ends

influencesthroughthe attributes outlined above.

Unconventional and Extendé&erm
Whil e ASt or my sthiéeAABAHoemaldplarf popular @among songwriters

of the period, it deceptively deviates from the standardaé8tructureThe song is
instead alengthy58 bars, complete witln introduction andengthy and challenging
vocalinterlude(see table 2)Given its unconventional and extended form, it is

perhaps paradoxd t hat this work would go on to

ab

be

Arl en humorously referred to theise unco

a term often applied in popular song to describe ehgatine that worms its way into

oneds ear and iisbudi frfaitchwelrt atso o6diaspleomogems . 6
Arl ends tapeworms is far from sickening, h
popularity of his works in the Great American Songbook.yhisist and collaborator

Leo Robin observes: nl't was refreshing and

Harold who is not bound by the conventional formulas of the music business.

However, it is remarkable that while he avoids the commercial cliché@sasy of his

A St or my Whe BdraidéAren $ongbodiilwaukee, WI: Hal
Leonard, 198p
72



songs have been commercial in the sense that they have found favor with the

peopl e. o

Formal Section Bars Text
Introduction 4 bars
A 8 bars Donodt know

no sunup in the sky,
Stormy weather. .

A 10 bars Life is bare gloom and
mi s6dryy ewhe
stormy weather. . .

B 8 bars When he went away the
blues walked in and met
me. . .

A 10 bars Candét go on
had is gone, stormy
weather. . .

Interlude 12 bars | walk around, heavy
hearted and sad. . .
Reprise A 10 bars Candt go on

Table3: For mal Pattern, AStormy Weath

The opening A section follows an asymmetrical phrase structure that while it
conforms to the proscribedi@rs, does so in an unusual way2+2+1 (see example
2).5 A sense of disjointedness is created by the division of the opening melody into a
short 3bar phrase that feels as a complete and contained unit owing to the presence
of the octave drop, which is then answered by two shortnielodi r agment s ( ASi n
my man and | aindét togethero/ AKeepbs rain

measures long, creating a yet further uneven balance with thentlegesire motives

41bid., 165.

5 Phrase structure analysis baseda | t er Fr i sch, AArl ends T
Tunes That TheMusicahQuarterl@&/1 2 (March 2015)NB: This song
does not contain a verse.
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of the opening, and resulting in a sexarasure vocal phrase only bght to the

standard eight bars by the pickup

1 3
= e ' T e
e &——ge e |- op o ¢ —F I fd o
Q) 1 1 | | | T u O -~/
Don't know why___there's nosun up in the sky, Stor-my Weath er
2 2
Q E— = s S — —K T s [k\ll f f ]
B e o o o0 04 Jio - . [ eee (% . 5
ej [ & [~} - - r —
Since mymanandI ain't to ge-ther keeps rain-in'all  the ti-me.

Exampled: Phrase Structure in Section AiofSt or my Weat her o

According toNathanielS| oan, this demonstrates AArl enos
i nstrumental jazz into popular song, 0 thou
al so Acaused a degree of chandssasthayhadt i on i n

been conditioned by years of playing strict eigi#asure phrasés.
The second A section (10 bars) further develops the sense of unevenness
established by the opening melody by manipulating form and extending the melodic
material an dditionaltwo measures. This extension is accomplished through a
repetition of the final two bars (fAkeeps r

seems to arise from the singer becoming lost in thought or thinking instrumentally, of

6 NathanielSloan,i St or my Rel ations: The Cotton CI
and Harl em Encounters in the Muskcalc of Haro
Quarterly101 (2018)126. Wilder as quoted in Walter Rimldihie Man That Got
Away: The Life and Songs of Harold Arl@hicago: University of lllinois, 2015),

33.
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further exploation of the melody. This creates yet another asymmetrical pattern

3+2+3+2

>
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BEE

B

et

1EL ]
17e

]
—
1 bl
1

. -

S —

Life is bare, gloom and mis'ry ev 'ry where, Stor-my Wea-ther

2
) # | \ .
V] L ! | l\‘ | |
o—1—] A
;5 i 2 - r -
ti- me. sowear-y all  the ti-me.
Example5: Phr ase

Structur e

AOG AStor my

This longer Asection is likewise reprised following the contrastingd®tion, and in

performances featuring the interlude, a third time followingdiddesegno

designation. This is not to say that there are not elements that bring the seeming chaos

of the storm into ordelT h e

conventional structural component of the song, conforming to the expected structure

B

secti

(8 bars) and featuring an even melodic line.

on

of

W

AStormy Weather o

Such deviation from form all the while referencing scaffolding is a

hall mar k of

A r Wken qusstioned byihis lidgrapher, \Edward

Jablonski, about higenchant fostraying away from musical conventions, A e n 0 s

reaction bordered on surprise |

donot
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get into trouble in order to get out of trouble | break the form: | start twisting and
turning, get into another key or go sixteen bars extra to resolve the song. And often as
not | 6m h apxenserthawliwoud hdavd been trying to keep the song in
regul ar form. o

Inthe wordsoiWWal t er Frisch, fAOne of Arl ends di
composer is his ability to break the form but keep the frame. That is, the standard
structuresthat e f i ne &6t he territory of popul ar mus]
as a foil to Arl ends c onfWhatinspiiecdArenito ex pl or a
Abreak the form but keepInarmierview, Arlae 6 of A St
describedthesnpg 6 s composition process awmnmunintent

trope for the composer:

I didnét count the measures til!]l it was
way | had to say it. George Ger.shwin br
He said, o6You know you didndét repeat a

never gave it a thought.

In his recent work on the composer, Frisck s ert s t hat Arl ends f
breakawaywas inspired byhe dbrealdoftenheard in New Orleans style jazw,a
moment n whi ch the players i mprovise. Frisch
of the composition of @AStor myerelWddeh her 0 as
uses thremldt anoh makes connections to Arl ends
like the Original Dixieland Jazz Band and the style of his recordings with his youthful

outfit, the Buffalodiansl believe, however, thatther ue expl anati on for

" Arlen, quoted in Edward Jablonskiappy with the Blue234 35.

8Frisch, AAr|®86s Tapewor ms,
76



unusual form can be foundn what | hear as Arl ends most
A moitdivt y. O
Melod ¢ Devel opuoiteynd : AMot i vi
The essential character®fSt o r my ddrvestirbmetine presence of a small
motivic unitthat permeates the sc&*& hi s f ocus on the motivic |
work the characterath at | wi | | Idardow thigitemo ffomv i ci t y, O
Renai ssance and Baroque scholar Joshua Rif
maximum permeation of a polyphonic complex by a sifigkar denominator or set
of de n o Milnrother words, thé work is motivically saturatég. Rifkin
explains, such motives can contain elements of pitch, duration, or both

While neither the term fAimotivicestyo nor
were familiar to Arlen, the term may be useful here for the visual context it can
provide to Arlendéds music. Therein, it sugg
work, appearing not only in the melody but also frequently informing harmony and
form. Assuch motivicity provides a parallel to therizontaland vertical appearance

of motives in multivoice polyphonic compositions.

°'t seems significant that the | anguage
breaking the f«&xr AMaemrgarcdaldolseldesMai pti on of
stabilityo created through ornamentation o

significant role of the motive as a source
guoted in Mark SlobinChosen Voicesfhe Story of the American Cantordtérbana
and Chicago: University of lllinois Press, 1998; reprinted 2002), 9.

See Joshua Rifkin, fAMiracles, Motivici:
Will aertdéds Videns Dominus flentes sorors L
Composition in the 152y théMdteh EsBagsilonthee s Pe s c
Motet of the Middle Ages and Rerssace(New York: Oxford University Press,

1997), 244.
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Unl i ke many other songs from the Gol den
conventionally melodiin the sense that Arlen does not necessarily write long or arch
shaped melodie$n Arlen the emphasis on motivic detail is more significant than the
longer melodic phrase, a trait uncommon for songwriters of his time period and of
vocal music generallyritten in the key of Amajor, but more often performed in
G, the opening A section of the piece begins with a restless rising pative
scintillating chromatic slide from the lowered third to the dominant of G majér (A
B-D).

The openinghromatic slide creates a quick majomor shift that questions
t he | i st eneaddmmon gestigean tleebluBather than answering the
guestion, however, Arlen repeats the motive three times, varying the rhythm. The
effectis like thatof @ f a ¢ h-ud tay,owmbichwespitel seeming to run out of
energy, moves just a bit more, erratically and unevenly, as the gears attempt to keep
turning. Through this process of repetition, the motive gradually unfurls into a fully

fledged melody thagnds its first three bars with an unexpected octave drop (see

examples).
Motive x1 Motive x2 Motive x3
Q z I I e py i T
Gy C——fa o g o o ti® IF 7 o &
= ] e — i . o
Don't know why____there's nosun up in the sky, Stor-my Weath er

Example6: Opening Motive/ Melody, @AStorm
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This small, thregnote unit emerges asgnificant through repetition, variation,
and developmert Ther ei n, my use of fAmotivicityo de
Renaissance motet, motivicity does not imply that motives transform or play
otherwise significant structural roles, in Arlen mes fulfill such functions?
|l ndeed, the recognizable motive at the beg
than provide the groundwork for the initial melodyhelps to establish thstructural
foundation of the rest of the piece.

The melodic cordur created by this thre®te motive does not conform to the
archshapemelodic phrasé&r | en 6 s p ot éalbeeneconditonedtio e nc e s
expect through conventions of westennsic traditions set forth dyel cantovocal
traditions Rather, thenelody s disjointed and unevemstablishing a new norm that
creates the opportunity for further deviati@ssheard in the uneven phrase structures
of the A sections as previously noted.

That such a small motive gives rise to an entire work, both its form and its
substance, I's supported by an anecdote fro
which Arlen performed this short riff at a party, and encouraged by a positive
response, wrote the entirety of the song in ahalfr at his Croydon penthouse with
Ted Koehler lying on the couch and dreaming up lyrics while he repeatedly played

small segments of ¢hmelody at the piano. Such a compositional proseggests the

St eve Swayne | i kewise o0bsaotermotivesAr | enod s
and traces the influence of this specific
thirteenth chords on Steven SondheSteve Swayndilow Sondheim Got His Sound
(Ann Arbor, MI: University of Michigan Press, 2008), 86.

12 See Rifkin, 24445.
79



idea of Adewneloopihmag ghaminatai enuch small er sc
which this term is typically appliedfound in the works of composers suchAasold
Schoenberg (1874951) Johannes Brahms (183B897) and hispredecessor
Ludwig van Beethoven (177Q@827)this is a process in whicghmotive is continually
repeated, varied, and transformed to give rise to @lleerents of the workd

Whil e Arl ends worli glatn dfe fdeeelsdt pionig i e
given his limited formal training and connections to classical music, it is also
important to understand the motivic element of his work in the contékeahusical
world in which he lived and workegazz.Many jazz plagrs notably including Louis
Armstrong were known for improvising solos around recurring motifs on a scale in a
manner comparable to Arl ends development o
We a t Htésmoréover important that we seek to understand this/imgrocess
and its connections fj@azz withoutsolelyimposing the colonial structures of Western
music theory at the expense of considering other frameworks of analykgs
applying those terms and concepts from western music theory that can prove use

The i mportance of maugdestsa strong cdanectiemn 6 s wor
to improvisation and the form of the piet®alter Frischhas previouslguggesd
t hat Arl en was i n famipaerferdandg) hetrlhe inflidnceefa k s 6 i n

jazz and improvisation in his works irsmall but alsomportantlydifferent way*

13 See Charles Rosefhe Classical Style: Mozart, Haydn, and Beethoven
(New York: Norton, 1972, reprinted with new chapter on Beethd@98). Walter
Frisch,Brahms and the Principle of Developing Variati@erkley, CA: University
of California Press, 1990)

YFrisch, AArl ends Tapeworms, o 13.
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Whereas improvisation in a breakually featurea soloist breaking down or
embellishingpre-existingmaterial already played argard here it is the
improvisation itself that gives rise to the material content and ultimately the unusual
form.

This way of composing, in which the composition arises as the result of
Il mprovisation, has a dir ecyngondNewmYerk.t i on t o
Il n fact, it was just this method of compos
successful hit, fAGet Happyo (1929). This s
Henderson as the rehear Gedtbaglwasbarnsirom f or Vi n
the boredom of a pianist who had to play a repetitive vamp to cue dahsérshe
AStormy Weather o exampl e, r epthreetimies)on of a

gives rise to the melodic unit.

0 |

KT  —— - P;
D) - 4 I £ |4 - r [ r o~
For-get your trou-bles come on get hap-py__ You bet-techase all your cares a- way
] O | | . —— —— \
)’ ') 4 I | T — | 1 ]
AN = - P A 9]
e ~— e Fi |4 r Y [

Sing Hal-le - lu-jah come on gethap-py,__ Get rea- dy for the judge-ment

Example7. fi Get Happyo

It is further noteworthy that this style of creation from a small motivic phrase was a
trademark of Youmans with whom Arlen was working when he wrote this first

successful hit. fAHedd hatbécamep madeldrehe a c o mpo
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emerging American songbook: taking a brief melodic phrase and building a
succession of variations on it, eAch suppo
Arl en was al so well known f orriefwri ti ng d
musical snippets of an idea, on scraps of paper to return to for development at a later
pontComi cally, Arlends tendency to develop a
Martin Charnin to call Arlen fAmeledo of the g
Edward Jablonski noted a more explicitly European and less culinary thread in
Arl ends compositional style, explaining hi
on a t’méaateahis 0pening motive, consciously or not, may have been a
vai ati on on one of his own earlier works: A
Club Parade of 1933 band@he B sectiongpfthiswkrle EI1 | i ngt
features the same threete motive (see examp® first suggested through

chromatic motion and then exact

5 Rimler, 13.

Charnin interview with Walter Frisch 2
Tapewoms , 0 2.

17 Edward JablonskRhythm, Rainbows, and Bly&s.
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With-out your love, it'sa hon-kytonk parade, with-out your
[Motive] [Motive]
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love, it's a mel-o-dy played in a pen-ny ar-cade.

N

Example8: Al tdés Only a Paper Moon, o 1

In addition to their connections to improvisation, the opening mofive
A St orerayt hWe saaothbrenarker ahfluence fromthe New York City jazz
sceneitst ri adi c structure. While the triadic s
Happy, 0 AStormy Weathero |ikewise implies
the root in favor of using the augmented sec@ndhe blue thirdjo pull more
strongly to the thid scale degree. Triadic openings were favored by many New York
jazz composers of the period and the ascending, minor triadic opening has been tied
specifically to the Cotton Cl ub-osooound as i
(1926), the recording ofhich features Bubber Miley on a growling plungeuted
trumpet bending notes and evoking a simila
moti ve, as wel | as Cab Callowaybés ASt. Jam
Mo o ¢ H8&Aren certainly would have been awarfetleese pieces not only through
wor king at the Cotton Club, but through be
Moocher 6s Weddi ng -Dpaosthewrigiaal @ab @adowayywumber.| | o w

Sloan also observes strong parallel betweerhtteenote motiveo f A St or my

B¥Nat haniel Sloan, AConstructing Cab Cal
Performance i n The 3o0rsal oHMusidoleg§6/3Jsamaneer, 2019):
382.
83



Weat her o and Armstrongds AWest End Blues, 0
Asuggests that, conptce dutshiys omo tniowe fArd mnAr
recording*®

An even clearer connection to the musical stylings of the Cotton Club
becomes evident when considering ttie¢ opening motivé or A St oromy Weat he
was apparently conce-tihedoasa fiypooctl Speuf or

feature of Cab Callowafsee exampl®), who Arlen had thought would be

premiering his work, thouglinat honor would later go to Ethel Waters.

21
a bl S I N . N
— [ — 1

Hi-di hi-di-hi-di-ho Hi-di hi-di-hi-di-ho

Exampleo: AMi nnie the Moocher, 0 Cab Cal
Compari ng Cakndwo, sattayndcs rweed-dbosefiilgiure with tt
opening of AStor my We amphasizea similarenelodict i ces ho
contour ancemphasize relationships between major and minor seconds in the melody

Arlen was surely aware of this work as he was tasked with writing thelseque

AMIi nnie the Moocherdés Wedding Dayo for ano

i ncl ud-dechoa fMmhiiefly in his ASatands Lil 6 La
production Americanahis first collaboration with lyricist EY. Harburg
Harmony

Arl ends ear for harmony and oThsisenytr ati on

truerconsidering the general approach of the Tin Pan Alley songwriter, which places

191bid., 126.
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an emphasis on the outer voices often leaving the inner voices to be realized by
anothe figure the orchestratoor the arranger Ar | ends background as
him to create songs that are noted for the
sensed the seeds of orchestration, one knew somehow that once he had thought the
song tlmough to its final phase, the performance of it, whether it be by a singer, a
piano, a band, a jazz group, or a band wit
the songbés isolation. It was as i f the wri
throuh t he presses al | °AhWaltewrisch doserves,hthere b o o k st ¢
are not many manuscript scores that exi st
accessible to researchers to date. HoweMden often played and sang his own
songs, ad more often than not these performances correspond to the recordings,
suggesting the general accuracy of the published ver&ions.

Within AStormy Weat he r-notemdtive€¢A-BgDgdis mi nal s
most audibly recognizable because of the presehthe blue note on which it begins
its ascent. Beginning a Tin Pan Alley song on a blue note was very uncommon and
codes the piece as belonging more to the jazz world while it lived and breathed in
both. While the motive itself gives rise to the melatdyg this one single blue note
that for lack of a better turn of phrase, colors the whole work and gives it its ethos as

we l | as iIits structural cohesion in the mid

20 Alec Wilder, American Popular Son(New York: Oxford University Press,
1972) 289 90.

2L\Walter FrischArlen& Har bur gdés O(WNew York:lOgforcRa i nbow
University Press, 201)7 55.
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hear Arl ends use onicsignbtureethahpoommaes thialasting s ubt | e
perception [being especially adept at assimilating black topics], transforming the
sound from a superficial black topic to an intrinsic compositional element. The blue
third plays a key s’AABAdootas a certral toreethat builds t he s
coherence and linearity acrosseack & ct i on? mel ody . 0
Indeed, the melodic arch of the opening motivé BAD) beginning with the
lowered blue notes even mirrored in the overall harmonic plan of the piece, an
ostinatelike progressionperhaps best heard as a harmonic ledypch likewise
begins with rising halstep motion followed by an upward leap-G& dim- Am7-
D9), featured in the first two measures, followed by another ostinaEBAE) in
thesubsequent six measurést is noteworthy that this progression appears in other
Arl en works including AHappy as the Day 1is
progression were further popular in jazz from this%éra.
This is not the only place where Arlen sgke harmony to provide cohesion.
Underneath thjagged exterioof the A sections, is an underlying melodic structure
that offers a sense of order and brings the elements into balance. The melody of the A
section outlines the descent of a fifth from®accented by the rhythmic placement

of significant pitches on strong beats and

2Nat haniel Sloan,25iStor my Rel ations
23\Wilder, 262.

24 For more on variations of this form, specifically as they appear in Fletcher
Hendersonds recor di ngsTheuncrowmedKingeofSavings ee Jef
Fletcher Henderson and Big Band Jdklew York: Oxford University Press, 2008),

174.
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(C), ASince my man and | 06 (A), and ATogeth
avoids the third scale degree (B) anticipated in bat3 i We at her , 0 repl aci
an unexpected step upward to D and a dramatic octave plunge, further thwarting our
ears. The composer thus leaves the third scale degree, harmonically ambiguous from
the first presentation of the opening motive, as an opestpn and implying a
gappedscale common to jazz and African American musics. The harmonic question
of the third is highlighted at the end of the A section in which the chromatic motion
from A#B is emphasized through its prominent placement at the caden drawn
out rhythm. This approach to the cadence cleverly imitates and manipulates the
opening motive (4 -B-D). The halfstep motion from Ai B is now preceded by a
rising C major triad, causing us to hear the A# as a lowered seventh scale degree. The
half-step ascent is then answered by a descending major t#irdB{&), in echo of
the ascending minor third from the opening.
The more harmonically ambiguous A sections are contrasted by toshift
bright C majorin the B sectionsignal a contrashimood as the text reminisces about
past loves and expresses hope for the future in the face of despair. Sloan notes that
this section is replete with subdominant cadences, creating a topical gospel reference
further clarified Alnl tlhhedd eixg phasputghhe sluarhc
The shift in the harmony is highligdd through parallel rhythmic change. The rhythm

shifts in the bass to a strong four on the floor beat, and the dotted rhythms in the vocal

S| o®norimy Rel ations, o 128.
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line give more declarative feeling théhe more languid and free rhythms of the
opening.

Finally, the harmonization in the vocal interlude is the most adventurous. The
interlude is written in what appears to be C minor, the implied relative minor of E,
which should be the minor key of thismor-sounding piece. . but is not as the
piece is harmonized as being in G major with interpolated flat nbiesscale
collection of this area appears to imply either a blue scale or references to modal

areas in the Phrygian (lowered second) and Lydian modes (raised fourth).

Approach to Vocal Writing

Throughout @AStor my dWemnotntsd rr s appreachAavbeanld | i n e
writing, which many have noted tends to be instrumental in charactgrot in the

sense that melodiesameot beauti ful . As Wilder notes, 0
instruments, in the aggregate and singly. Which is not to say thashesithe

potenti al singer of his songs to sing inst
si nger 29Air msealodfs.amehdllendingarsd often involve difficult leaps

such as frequent octave drops, heard early in the first measures of th& eork.

octave drop is particularly effective in performasioésong! | ke A St or my Weat|
where it tends to coincide with strong voiced consonants. In classical performance
techniques, the strong placement of a fina
AStormy Weat hero would create a problem fo

the mouth to create the consonant at the expense of losing projection, whereas for

26 \Wilder, 253 54.
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crooners, the popular vocal technicians of the age, the closing of the mouth facilitated
a resonance picked up by the microphone to create an intimate vocal sound
appropriate for the ethos of the piece. Th
sensibilities as singer and instrumentalist.
The sheer difficulty of singing an Arlen tune prongptet he wor kés pr e mi
performer, Ethel Waterso first fall in love with the song. . and then demand that
she never be asked to sing it more than once a night.
Pearl [Bailey] and | went up there, and they had a new number that Harold
Arlen had written They were using a lot of mechanical devices to get storm
effects. It was a wonderful number. But after listening to it | told them that the
piece should have more to do with human emotions and should be expressed
that way instead of with noisaaking mabines to interpret the rumblings and
rattlings of Old Mother Nature. But let me take the lead sheet home, |
suggested. I 61l work on it with Pear/|l
endi ng. |l 6m gonna see i f | aotasinggi ve it
it at one show a night. | want to give it everything | got. That will take too
much out of me if | have to sing it in more than one shbw.
In addition to the octave drop featured in the opening, the B section features a
series oimesmerizing repeated notes followed by a leap, again more typical of
instrumental writing. Indeed, the vocal melody sounds like an instrumental vamp.
Perhaps the clearest example of instrument
can be heard trhe unagpected 1zbar interlude that follows the B section
Perhaps owing to the difficulty of the vocal line, or in an effort to further

balance and control the storthe interlude is frequently cut from performanksiet

typical of the AABA popular song, thaterlude further disrupts the already distorted

27 Ethel Waterswith Charles Samuel$lis Eye Is on the Sparrqwew preface
by Donald Bogle lew York: Doubleday, 1951; reprintdda Capo, 1992 218 19.
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32-bar form. The vocal writing in the interlude is highly instrumental, as the voice
takes on a formal role typically reserved for instrumental ensembles or soloists. The
pentatonieinflected melody outlinea series of falling fourths the first of which is
approached through a descending seventh followed by a leap up of an augmented
fourth, a difficult line for singers to manage, both in terms of pitch and vocal
mechanics as it jumps wildly between vocal ségyis. The interlude then culminates

in a series of dramatic octave leaps. These features combine with the characteristic
octave drop found in the choraedsuggest that Arlen may have conceived the

melody instrumentally.

) 4 ! | [— !
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I walk a-round, hea vy hear-ted and sad_ Night comes a-round and I'm

still feel-in' bad.. Rain pour-in down, blind-in' ev-ry hope I had. This
o r—3— r—3— —3— —3— 3 o , .
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pit-ter-in' pat-ter-in' beat-in an'splat-ter-in' drives me mad. Love, love. Love, love.
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This mis er-y is just too much forme.

Examplel0: Vocal Interlude, Stormy Weather

Legacy
Despite or perhaps because olitsisual qualites A St or my Weat her o

one of A mwellkm@nsandnregsiantly performed workske many Arlen
compositionsT h e s uc c e sWe atf h d Rtinatelyatigd to talented

performers While the work was originally intended for Cab Callowajo was in
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residency at the Cotton Club at tiirae, timing of events led to a need for Arlen to
develop his song for aingernewly arrived at the Cotton Clukthel Waters.
Recently returned from a dangerous performance run on the Al Capone nightclub
circuit in Chicago and Cicero, and the wreckafjbery disastrous marriage to Clyde

AEddi eo Mat t he weary vike was a gedest matah ffof tide song that

would soon catapult both her and the songb

reminisced:

When | got out there in the middle of the Cattlub floor, | was telling
things | couldndét frame in words. I
confusion, of the misunderstandings
story of wrongs and outrages done to me by people | had loved and trusted.
Your imagination can carry you just so far. Only those who have been hurt
deeply can understand what pain is, or humiliation. Only those who are being

burned know what fire is |ike. |l sang

wa s

n

f
private hellinwhichilwab ei ng crushed and suffocated

Audiences agreed, requesting no less than twelve encores of her performance on that
opening night.
Since its premiere A St o r myhaslikewesdrdcavedoseveral notable

recordings throughout the yeafhisincludes two significant early record&.eo

Reisman and his Orches{ffaaturing Arlen as vocalist) alWat er s® subsequent

recording with the Dorsey Brothers OrchesBath instant bessellers, topping the

28 \Waters,220. This quotation as cited in Jablonskarold Arlen: Rhythm,
Rainbows, an®Bluesi ncl udesthlee edbsextaanigthing I owe
that he enabled me to do one heibR). of a
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charts. Watersods r ecortdeiGnammwHalsof FarhgsAs | at er

l ra Gershwin once commented, anyone who Af

song isndot too | ong or too difficult or to

thereds no cause for worrychoMbutwhenAhey en s on

dot hey join his impre¥®sive and lasting cat a
Following the close of the 22edition of the Cotton Club Parade (and after

careful permissions were arranged with ¢he u rbadagement), Wachsman arranged

a ANnStormy Weathero Tour, featuring the com

African-Americanchoir, including Katherine Handylaughter of legendary blues

author W C. Handy. The tour opened with a performance at Radio City Music Hall

on May 19, 1933 and then traveledmaities that were strongholds of African

American culturd Baltimore and Washingto.Cd and later to Jamaicand the

Bronxwhere they were presumably performed for mixed audiei®inse then, the

song has been performed by such names as Frank Sinatra, Bing Crosby, Judy

Garland, Etta James, Billie Holiday, Ella Fitzgerald, Charles Mingus, and Duke

Ellington. It was also immortalized in film by Lena Horne in 1943 in a Twentieth

Century Fox film of the same name.

PWat ersod recor di ng-barioterlade,lwhichisabsdntiind e s t
Arl ends recording and frequently omitted
excluded from the original sheet music publication but was restotgdrold Arlen
Songboolseveal years later. See JablondRhythm, Rainbows, ar®lues, 53 For
further discussion of some of the other noteworthy performances of this song see Will
Friedwald St ar dust Mel odies: The Biography of Tuv
SonggqNew York: Randm House, 2002), 27G08.

he
[

30 Ira Gershwin, quoted idablonskiRhythm, Rainbows, and Blyesv.
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Despite its resounding success as a standard, Arlen apparently never liked
AStormy Weather. o Several decades after AS

birthdayparty for the composer hosted by Burton Lane and his wife Lynn, Lane

pl ayed the song to celebrate Arlen. As Lan
kKknow, |l never | iked that song. | #ever tho
Inannt erview with Wi lfrid Sheed, he similar/|l
song | could have mail ed Monday or Tuesday
he ever said of the song was that it was

he did hter adopt a dog he named Storihy.

Arl ends humility aside, his songs, in p
more than standards, but as a sort of American folk misica c h of t heir Cott
shows, beginning witRhythmaniaproduced at least ormtstanding song that has
become part of the fabric of musical Amer.
Blue Sea, 6 01 6ve Got the World on a String
and 6113 Wind. 60

As Rimler descr i blevedthraughoubthemwgrld. Wengt her i s
thinkofitasafolksonyone t hat 6s al Whbosskilsiminly ar ound. o

writes:

31 Burton Lane, Euology for Harold Arlen, April 25, 1986 as cited in Rimler
34.

32 Wilfrid Sheed as quoted in Ibid.
33 JablonskiHarold Arlen: Rhythm, Rainbowand Blues49.

341bid., 33
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Though his name is mentioned regularly with all the other great contributors

to American music, Arlen has also been mentioned indhgany of Stephen
Foster. Defining Harold Arlends histor
simpler with the introducanditisad isf Fost e
rooted, as is Fostero6s in American f ol
in the sense that it has sprung from the traditional music of the peaple

The only true American folk music readily identified as purely American is

jazz, the blues, ragtime, and the other contributions by the American Negro,

but so is the music of Broagy and Tin Pan Alley. The two musics have

exchanged influences and have enriched American art fiusic.

i
;
k

Giving credence to his claim, Jablonski recounts a story in which producer Robert

Breen, on tour withPorgy and Bess 1955, attended a concantCairo that featured

in addition to classical fare, a section t
i ncluded only five selections: fAStormy Wea
to Sing t henttBirates , t0oh & AR o sWi tnidv. &, OWNhaemd hiel | |
approached the conductor theyareustoidhe concert
American folk melodies that we made into a
amazed to learn that these songs were not only not folk music in the strictest sense,

but that their composer, one Harold Arlen, was alive and3¥ell.

This view of blues and jazz, and Arl enbod
particularly clear by a per flooiMichell.tler of A St
performance is featured oretlive alboumStormy Weatheproduced by Don Henley
and released by the Isis Fund in 1998. Funded by AT&T and the Thoreau Institute,
the album was made exclusively available to longtime customers of AT&T to help

expand the mission of the Walden Woods &hja norprofit organization founded

35 JablonskiHarold Arlen: Rhythm, Rainbows, and Blues 19.

36 |bid., xv.
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for the preservation of Walden Woods in Lincoln, Massachusetts, one of the most
enduring symbols of American history and c
featured alongside performances by a diverse list of aridteding, Gwen Stefani,
Trisha Yearwood, Sheryl Crow, Stevie Nicks, Bjork, and Natalie Cole. Each artist
offers a cover of an American standard by fellow Jevdisterican songwriters,
includingGer shinvwvedsCanoét ThaomMedhandAManyg Gor don
Harry Warrenb6s #fAAt Last. o

't is possible that Arlendés fAStormy Wea
ADar k and StawanpfluaiNeed by the eardier recording by her
predecessors, the Carter Famiipe songii Dar k and St orgedly Weat her ,
written by A.P .  fi D o c follovda sirhilardyrical pattern and melodic contour,
i's a folk tune based on the familiar mel od
Carter Family recording from the 1930s, th
the mel ody of Tha $aglwhsyateGecordied with andnteresting
variation by Maybel HeenCatersiseeroblsine €artdrenrst daug
herrecording from 1998Her recording from this later datfterthe success of
Ar | esongfseat ures an octave drop on AWeat her,
unconsciously paying reference to Arfen.

ASt or my ddirueshtoedontinate thmpularculture of the United

States today, appearimgconspicuouslyn the background of countless film and

i Dar BluelrraBB836& Navemimer We at h e
en Car tThisis FomybuwMaka and St o
d Homestead Records, 198
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television programs. Itan even be heattlrough the open windows afany cars

today, streaming from NPR Public Radio. The tune is played slowly by solo piano, no

words necessary now for a melody that has livedafar beyond its original

performance at the Cotton Clubomically, it reports a drop in the Dow Jones

Industrial or the overall financial vitality andwddle i ng of the nation, w
in the Moneyo signifies thatThmmamdkeitfs latr eAiur

Got that Swingo reports a mixed mar ket .

Il Wind

By the time Arlen was ready to leave the Cotton Clubirusical style had come

into its own.The influence of jazz on his compositional stgdamalsobe heard in one

of hisfinalconposi ti ons for the Cotton Club, and a

Wind. o I n this c¢ompoismmersedarine New ¥orkalgbgazzn he ar
style.

Unconventional and Extended Form
Written for the 1934 otton Club Parade Ar |l en and Koehl er 6s | ast

jazz promenade, Al Wi ndo i sforybacstither of A
representdr | ends compl ex approach ttwaneverr ase str

higher degredn total, the work sprawlgl0 measuregot including the piano

introduction)
Section Bars Text
A 10 Blow, ill wind, blow
away.
Ab 10 Go, ill wind, go away
B 8 Youdre -oeaagdg
Ao 12 So, ill wind, blow away. |

Table4: Formal Pattern "lll Wind"
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On first appearance, it is clear that the phrase strucfuhe opening A
sectiondoes not conform to a symmetrieadjhtbar structureAn unusual ten
measures in lengtithis sectionis uneven on anultitude of levelsOn the surface
level, theA sectionis divided intosegments oan odd grouping afneasures. Theorist

Allen Forte has described the division of the phrase structiBe4as338

3 4
0 | | A 1 . |
)" AN | ] IN T II;-- | I I I h:] ]
fn?—o—— 1 —F Hg——9'+ o e i s j —]
ANAY) | | 1 | | 1 1 L | ) ]
e u T u l | —_— —
Blow ill wind blow a- way, Let me rest to - day, You're
3
\é_x)/ ae - I I i’ Lo o o I
blow-in' me no good, no good.
Examplell: Superfici al Phrase Structure,

This hearing is reasonable, especially when one considers the punctuation for the text.
However, it does not well account for the rhythmic ingenaoitthis section
Thestrange magic of the riyhé effect on phrase structure is perhaps best
observed in performance. Originally written for Adelaide Hall and accompanied by
the Jimmie Lunceford Orchestra, Al Wi ndo
performers including Lena Horne, Frank Sinatra, DinatsMfgyton, and Ella
Fitzgerald. Ineachperformancethe phrase structuris broken down irsignificantly
different waysThese performative differences are the result ohthéability of the

phrase structureyhich in turnowestot h e tmatimienatse. The mutability of

38 |bid.
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phrase structure in Arl en @sparticilarly clear,in as evi d
the recording ofrank Sinatra?®
The firstbarofi | | | bégins with a whole note, almost stopping the
phrase before it has begun. Unusual for vocal writiagticularly in popular song,
this rhythm displaces our sense of the phcasginuing,andcan be heard
functioning as its own seffontained unit. Thikearing is clarified when one
considers vocal techniqgque. The initial lyr
resulting in the closing of the lips and stopping of the sound. Further, while the

grammar of the lyrics indicate that the singer should contimi@hrase beginning

with fAbl owd over the next bar, the text of
Aill 6 that natually creates a break in the
el i de t he .0Rrank Simatrdakéstalslowmer tempo dallows the first note

of the phrase (Ablowo) to decay, foll owing

capturing the pathos of the work.
In addition to treating the first measwa® its own phras&inatra breaks the
second measure into two distipch r a s e u n @ B4 ofwl |AvhizWieddd
suggested by the placement of the commas in the Iatiosys the singer to highlight
the repeated text at fAblow, 0 and al so poin

heard firstin the diatonicfar ( Ai I | wi nddo) andwawpdpr Thet he

®¥Harold Arlen, #d@Alll Wind, o0 accompanied |
1934), Victor 2579, LP. Recording can be accessed:
https://songbookl.wordpress.com/fx/si/sw/composedlyricists/harold
arlen/haroldarlensings/ FrankSi nat r a, InffheWee SwialliHduys®
issued ande-mastered by Capitol Records, May 26, 1998)00060HD
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result is that the first three measures are now broken into separat¢lutr)an

which the twebar unit is further broken down into tveections that are unequal in
duration(*2+ 1% bars respectivelyThe subsequent phrase begin
so grayo | i kewi s e -bbrpheaseirgo schadles, mnedual phnasea f o ur
when one observes the punctuation and takes into consideration the rhythmic values

tying over the barlia.

1 2 2
[ 21+ 1% ]
Q L = | A ha  —— I ﬂ ]
P —o—— @ |59+ o o e ™ s ' ]
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Blow ill wind blow a- way, Let me rest to - day, You're
2Y% 2%
e o— = et — - f
blow-in' me no good, no good.
Examplel2: Performative Phrase Structure, ABécon of Al l Il Wi ndo

The phrase structure establishedhe first A section is further manipulated in the
subsequent A sectidsy changing the rhythm of the final measures causing the

phr ase begi nnietrogctivalyheari difierety. t o b e
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1 2 4
2
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Go ill wind,go  a-way, Skies are, oh, so  gray A-

3
[ 2 ]
Ve S e N
] | 1 i
S ' H T —
round my neigh -bor hood, and that's no good.
Examplel3Phr ase Structure A0, Al Wi

This phrase structure is still further manipulated again in the final reprise & A (1

measurefcluding piang at the end of the work.

1 2 2
[ 2]+ Y2 ]
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So, ill wind,blow a- way, Let me rest to - day,___ You're

2% 2 1%

S e e —
e 2 o H—— i = ] f i
d | I ' 1

blow-in'me no good, no good, no good.

Examplel4 Phrase Structure ABO6, dalll

Thephrase structure of the B section is likewise complex, and often rendered more so

in live performanceWhile this section is the only to conform to the expected eight

bars, again Arlen does not do so according to the conventional approach. On the

surface, tilooks as though this sectiongamarily built from two short rhymed

phrases fiYoudre only misleadind the sunshi

with troubles that creep up®his creates a phrase structure &f 4. However, the
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units that compse each of the four bar phrasee further broken down by the three
note melodic gestures #D-D). The octave drop at the end of each of these units
makes it sound as though this small unit in and of itself has achieved finality and can
stand aloneln his recording Sinatra naturalballs attention to this by slightly

prolonging the rhythm in between eachtezation of this three note motive.

4
[ 12 1 [ 1]1[ 1 ][ 1 ] [ 2
O | — —3— L=
i:;E ] L1/ | . 1/ | | / | il E | | | | | | I ]
i e F o ———
You're on-ly mis-lead-in' the sun-shine I'm need-in'_ Ain't that a shame? _
4
02---] ( » 1 [ 171 [ 1 ] [ 1]
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| am LS T | 7 117 Il L7 1T Il 117 | 17 IV} I L7 |
\2_3/ 1 I r 1 'V .I r IV .I ¥ ‘ r IV ‘ | 4 1
- It's so hard to keepup with trou-bles that creep up from
. [ 2 ]
\
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[ [an N4 a8 a | h
AN o hd [ 14
v —
out of no__ where, when love to blame.
Examplel5. Phrase Structur e, Rel ease, i
Melodic Development: Motivicity
Sinatrads approach to phrasing points agai
focus at the motivitevel. As | demonstrate, att s cor e the motivic s

Wi

ndo

S

heavi

y

d esps@ainatl ehyitlims and thd inteoval efl e me nt s

the second. As noted in the analysis of the phrase steutihere is an emphasis on

the whole note itséhs a motivic unit. The whole note that occurs on the opening beat

he

of draws the | istener 0Rorteiponsedhatthis ieitiabt t ent i o
rhyt hm (°jdswelasthe suBsequent sustained rhythmic values highlighted
on fAwaymd (Gdayo (F), help to highlight t
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These pentatonic moments signaled by the rhythm are further emphasized through the
deliberate placement of lowered blue notes that emphasize their arrival, usually
through the intervalfaa chromatic secont.
Indeed, relodically,al I I Windodé is a veritable ode t
guiseslt is through playing with tis simplest ointervak, the secongthat Arlen
derives the bulk of the melodyhe interval of the second is first introduced as
fundamental to the sound of dAlll Th&¢i ndo sur
interval of the second is emphasized on the first beat of the opening meabgre as
lower voice of the right hand (A,°AG, F) clashes against thé tBad emphasized in
the outer voices, inching down stepward toward resolution. It likewise appears
emphasized in the left hand asEon beats thrédour of the first measure, where it
Is approached via a large leap and paralleled in motion by the right hdfd TGe
second also appears promiently in bar two, first inverted as a minor seventh (C I.h./
BPr.h.) and then as stacked seconds in the final sustained chord before the \dcalis
entrance (FK5-A). The left hand figure of the accompaniment from bar one,

emphasizing the second, likewise reappears under the vocalists initial entrance.

| LR
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Examplel6. Piano I ntroducti on, all 1l Wi

40 Forte, 211
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The openingnelodyofil 61 I Wi ndo emphasizes a diatonic
immediatelytransformed nt o a chromati c second at @bl ow
introduced chromatic second is emphkadiin measuredi 7 as the melodic motion
moves fromDBDtoC( i | eanhd ChieRY )i-d a yseépprated bthe tonic axiBP.
Theintervalofthes econd i s highighted &whareihis at fAbl ov
emphasized by a decorated octave leap (the Arlen signatue). There it is also framed
by a rising minor third and falling mimaixth on either side, playing now
intervallically with inversion and opposition in a smiliar way to the earlier
juxtaposition of the diatonic and chromatic second.

I f Arlends focus on the second motive i S
to into glaring focus by theelease (B) Therin Arlen obsesively develops a chromatic
second motion €D, late reversed asP#D at measure 25, which is further
emphasized by the quickened rhythmic pace and the octave/seventh leaps in the
melody Thisthinkigp at t he small est | evel, demonstra
jazz influences, as melody emerges from a small riff or pattern, often with rhythmic

emphasis.

Vocal Writing

The vocal writing of #Alll Windo is unusual
typical for Arlen.While most composers, especially those with a background in

voice, would tend to write arch shaped phrases, Arlen preseatges of disjointed

units, constantly varied even in their repetition. The extreme leaps of the vocal release

arealso more instrumental than vocal in character, the repeated sevenths being
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difficult even for the most talented of musicians to keep in tune. This too is typical,
however, of Arlends styl e.
Arl ends own recording of twea work al so
interlude a feature he often included in his safbAs in many of his interludes, this
section is ompletely in contrast with the character of what comes before in the
AABA chorus.
How can | feel at ease, when you wind through the trees,
Where backbirds are singing the blues.
You rattle my door, candt stand it no m
| 6m weary of hearing bad news.
My bl ue bird would cheer me if youdd | e
But when you are around, away he goes.
The Lord only knows my trouble and more.
The interlude interrupts with rollicking major piano riffs and figurations that coupled
with the melodic writing that seems influenced by ragtime, before a tricky bit of
modulation brings back a reprise of the final A.
The appearance of avocalinteriid® t h i n Al 1l Wi ndo and S
reminds one of the New Orleastylejazz r ecordings of Arl ends
vocalist often entered midway through the recording as an inteffagewas a

common performance practice in jazz arrangemerttsein920s and 1930sdeed,

another Arlen recording of dAlll Wi nd, o wit

41 Harold Arlen(vocals)and Arthur Schti (piano)fi 1l I | Wi nd ( Recor dec
February 6, 1934), Victor 245609.
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Al Windo in this earlier format, | argely

the song is performed by Arlen midway through the wérk.

Harmony
While the piece is written in the key signature 6faRd the initial chord is a"Bonic,

it sounds as in a minor key from the beginnilmgpart this results from the nalirect
harmonic progression of the opening phrase whiokres through ahain of minor
thirds (Dm7+4/ Fm7) before arriving on a major G7 by way of accenting the
relationship of a second, a fundamental relationship to the piece. The emphasis on
these minor areas leading to the sixth scale degree questions the harmoiicearea.
guestion remains, ly this progression?

According to ForteArlen is largely led to this progressibecause of the use
of blue noteshe incorporates in the melodyBeginning with the lowered seventh
(A°/  fAbl owo)f duwr ,mefarslue redastrapby hiswesiresto sesthel e d
blue note to emphasize the interval of the second. Perhaps this is what Arlen meant
when he joked that he sometimes got into i
to work things out. The story of the third, always atpd€ interest in an Arlen work,
Is particularly noteworthy within the piece. The expected D is transformed quickly to
DP and prominently positioned on the first beat of measure 6. The inclusion of the

lowered third D early on in the vocal melody (measuref@ays upon the majer

42 Harold Arlen with Eddy Duchin and His Orchestra, (February 28, 1934),
Victor 24579. Recording can be accessed:
https://songbookl1.wordpress.com/fx/si/sw/compos@dlyricists/harold
arlen/haroldarlensings/

43 Forte, 211
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minor juxtaposition of which Arlen was so fomdhile recoloring the subdominant
chord of that bar.

Forte further notes jazz influence in the harmony i | | as hed¥scribdso
Ar | e namatic harnn§ one that can be head not infrequently in jadittrated
popular ballads beginning in the early 193Gggain, probably attributable to the
influence of the big bands with their experimental arrangements, which were then

coming into such promn e n c e, in the music of*the EIIlin

Conclusions

Arl ends fAStormy Weat her 0 andmdnifestdtion®i ndo r e
of hisdistinctcompositional voiceWhen the Cotton Club closed in the late 1930s

after the21s'amendment legalized the sale of alcohol and effectively ended the need

for an underground system of illicit libation accompanied by entertainment, the

influence of his early years spent playing jazz never left AN&Emy of the songs he

wrote in these ebryears have come to occupy such a prominent position in the

Great American Songbook that they are now called standards. So influential was his
music that following one of the | ast songs
subsequent shows of tletton Club werecalled theCotton Club ParadeAs he

continued on to his next enterprises, Broadway and Hollywood, the sounds of the

smokefilled supper club never left his ears and would continue to appear in his future
compositions, not as a hallmarklnfgone years but as the exciting start of something

newas he carried the sounds of jazz forth into other new ventures.

44 Forte, 212.
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INTERLUDE 1

The Americanegro Suite

Following his departurefomthe Cotton Club, Arlen foundimselfatthejunctureof

two roads divergé There were few pattie success in the music woid the early
twentiethcenturyUnited StatesThe first and most weliraveled of these paths was
through achieving success on stage and screen in the arenas of Broadway and
Hollywood. The second, anabckier pathto be certainywas to make a name for

oneself as aomposerforging into the hallowed halls of classical music. Arlen
pursued both of thegmths in his careein the interludes from this dissertation, |
explore HaroldAr en6s r el ationship with classical m
observe how his absorption of jazz elements into his compositional voice was
informed not only through his experiences with popular music, but also through new
developments in the clasalavorld.

During his years at the Cotton Club, Arlen had &lsenbusy writing for
Broadway musicals and revues. In 1932 he worked on the score for a revudeitied
Americanawherehe met futurdriend, frequentcollaboratorandlibrettist E.Y.
Harburg.Following their meeting, Arlen would work with Harburg on many projects
throughout the decade, the peirsettingback and forth between Broadway and
Hollywood. They collaborated on two musical revudate Begins at 8:4Q1934, ce
written with Ira Gerstvin), andHooray for Wha{(1937), and several films for
Studios includingStrike Me PinK1936, Stage Struck1936) The Singing Kid
(1936) andThe Gold Diggers of 193The Circug1939), and of cours&heWizard

of 0z(1939) which has forever made their names kntmmstory.
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Despite his enthusiasm for staged works, however, Arlen was also intrigued

by the possibilities of breaking into the world of classical muget Arlen would be

intrigued by the world of clagsal music should come as no surprise considering his

admiration for George Gershwin. Throughout his life, Arlen frequently and without

hesitation named Gershwin as his favorite composer. According to Edward Jablonski:
On hearing Leonard Bernsteinrefert Aar on Copl and as one o
great composerso on television, Arlen d
true individuality, that he was a great musician, a musical architect, but no
great composer. Arl en Hrabirdaaddfouretheni r er of
Russian composer to be a great mel odi st
enjoyed the Romantic modern composer Ralph Vaughn Williams, but it was
Gershwin he admired mokt.

The feeling was apparently mutual. The strong musical relationship lretieévo

composers has been observed by many, inclu
Pol |l ack: nGershwin found his own heir in H
friend but, along with Vernon Duke? probahb

Ges hwinés early death in 1937 had a prof
even manifested itself in his physical he&liWhile Arlen never directly discussed

his herds influence on his decision to pursue classical composititioping

L Edward ablonski,Harold Arlen: Rhythm, Rainbows, and Bly&®ston
MA: Northeastern University, 1996)14.

2 Howard PollackGeorge Gershwin: His Life and WofBerkley: University
of California Press, 2006).61

3Fol l owing Gershwinods de aribldhheatlaches,m began
phenomenon even his physician believed was
taking on the physical symptoms of the brain tumor that had ailed his mentor.
Though, this was | ater found topresseda cyst

on a nerve, and was easily removed. See JabldRikihm, Rainbows, and Blyes
114.
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Ge r s h wihpAdlen crdaged rmore works for the classical wowhile he had

written at least one work in thisveinas earlyas ®85Mood i n Si x Minutes
commissioned for the General Motors Symphony tdolis most serious efforts

began in the early 1940s with tAeneicanegro Suitefor which he rejoined Ted

Koehler?

AmericanegroSuite subtitled Afour spirituals, a
Asuite of songs in the Negro idiom. o0 Organ
songsfor solo voice and choignd published by Chappell Press in 1940 in an
elaborate hardcover collection, cplete with illustrations by American Artist Henry
Botkin and an accompanying essay by music
Wachsman, as well as reviews from Deems Taylor, Irving Berlin, Ira Gershwin, Hall
Johnson, and Jerome Kern, the cycle issattea ment t o t he depth of A
for and fascination with Africadmerican music.

Whilemany white composers of the 1920s and
spirituals, o songs with fleeting musical r

opaqudyricalr ef er ences t hat [ladwrupoe suddryfllosionsttonei r r a

4 General Motors Symphony Hour, Broadcast April 14, 1935. According to
Walter Rimler this work has been heard only once during this live broadcast and has
not appeared since in either broadcast, concert, or recording, nor does it exist in
published sheet musc . He alleges that parts of 1t we
work for Broadway: first into thélero Balletfrom Hooray for What{(1937) and
again in theCivil War Balletfrom Bloomer Girl(1944). He likewise contends parts
appear in fAt hte Af9t6eltr sMinghti,NG giar i tten with I
SeeWalter Rimler,The Man That Got Away: The Life and Songs of Harold Arlen
(Chicago: University of Illinois, 2015%6. This is difficult to verify, however, as the
only description of the work comes imetform of written word by Jablonski. See
JablonskiRhythm, Rainbows, and Blu&& 96.
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the 60Amen Corner, 6 6Judgement D@&witht 6 Gabr i
a few random 6hal |l el pfewmihgeongwritershash i n f or m
attempted sincerefforts at creating a spiritual as seen inAheericanegro Suite

Therein,Arlen draws inspiration from African American composers who were among

the first to arrange the spiritual for solo concerted performance, including Harry

Burleigh.

I n himy Rédidns The Cotton Club, Broadway Spirituals, and Harlem
Encounters in the Music of Harold Arl en an
argued that AArl ends O6use of Oclassicb spi
lyrics appears backwardsoking rather than enlighteneéin thisinterlude, | argue
thatc ar ef ul analysis of Arlendés music in the
American authors including Harry Burleigh, reveals greater nuance to his approach,
while also giving voice to the African American authors on whose work Arlen based
the suiteThe Americanegro Suitserves as an rich site fthreexploration of black
Jewish musical relations in the early part of the twentieth century, one that provides
insight into the relationship between race and the popular music industeyalso
acknowledgng the interconnectedness of various spheres of American music,

includingthe sacredandthe classical.

SNat hani el Sl oan, AStormy Rel ations: The
and Harl em Encounters in the Masicgli c of Har
Quarterly101 (2019): 138.
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Making the Americanegro Suite

Unlike most Arlen compositions, themericanegro Suitezas an uncomissioned
passion project thabok shape slowly ovehe course of two years. The germinal
seed was first planted in 1938 ireflorm of an eightbar jot. As with many of his hit
songs, Arlen worked at the piano, repetitively playing the short metbdiat
woul d become ABiI ¢ h€i methe@lersaxigywput thdune

like a jazz musiciaexploringthe possibilitiesof a riff. Meanwhile Kehler sat

relaxing nearby dreaming up |l yrics. On hea
no more work/thereo6l | thérethepar developesl the&eor r y, 0 a
songds chorus. But as Arlen biographer Edw
ifiwere in no hurry, there being r®Onygreat de
once the jot had found full l'ife I n the so

cometoogl ory shouting song, o0 did the pair begi
marketing possibilities for their newlyirthed creation. The demand for spirituals had
not increased greatly by the time of the s
Koehler were left wondering: where did their work fit in?

According to Jablonski, it was an unnamed source that first recommended
they consider crafting the song into asuif artsongéU!l t i mat el y, #ABi g Tir
Comingdo would come t o s e-craftedsuéedfsdngpsehatf i n al p

together comment on the state of the world in thetaar 1940s The resulting cycle

6 JablonskiHarold Arlen: Rhythm, Rainbows, and Blugd4.

" 1bid.
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swings like a pendulum between pessimism @pttnism, ultimately ending with the

| atter. The suite begins with AThe Reveren

of spirituals separated by a lullaby: #dl G

Ace OO0 Spades, 0 AWhdr en @ MaDdTgi,BRioga dT iAme Co mi
As published each of the songs in tenericanegro Suitss accompanied by

an arresting black and white illustration by American artist Henry Botkin. Botkin

(1896 1983), was the cousin of songwriters George and Ira Gershwirsorhef

Rose Gershwinbés presumed first cousin Anna

Boston and attended the Massachusetts College of Art before moving to New York

where he took classes in drawing and illustration at the Arts Students League. He

began his caer as a magazine illustrator, working Fba r p,eheSatirday

Evening Postand theCentury Magazineln the late 1920Botkin moved to Paris

where hisstyle underwent dramatic changesder the influence dhe modernist

school. He was known primarifgr landscapes and stlifes, although he later

moved toward abstraction and colldge.

8 See Pollack, 19®7. There is an archive dedicated to Henry Botkin at the
Smithsonian Archives of American History. See Henry Botkin Papers 1979
https://www.aaa.si.edu/collectionsfiiry-botkin-papers7456#overview
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Figure2: Henry Botkin and George Gershwin, ca. 1934, unidentified photographer.
Henry Botkin papers, 19171970. Archives oAmerican Art, Smithsonian Institution

It is unclear at what point in the creative process Botkin joined Arlen in
collaborating on thé&mericanegro Suiter the circumstances under which their
partnership formed, but Botkihe two men werékely introduced through the
Gershwins. After returning from Paris in the 1930s, Botkin acted as informal painting
instructor and art curator for George, who had a stimtegest in the visual arts.

Over a period of approximately seven years, Gershwin spent age$&@®,000

acquiring more than 150 works of art including paintings by European and American

9 n fact, many composs active during the Golden Age of popular song had a
deep interest and appreciation for the visual arts not only as collectors, but also as
creators. Arlen, Gershwin, and Berlin each put pairstibto canvas, painting
everyday scenes and objects as well as friends and family.
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artists, as well as African sculptu'®According to Martha Severens, Botkin and
Gershwin shared an affinity for African and African American culture that stteulila
Gershwids creative work: AThe interaction
one, and Botkin created paintings that
found i n s ub {mdetd Botkilacdomparset @erskwindon his now
legendary trips to study Gullah culture on Folley Island in South Carolina prior to the
creation ofPorgy and Bess

Each of Bot ki n 6 AmerichnegrosSuitdepitts aoconsmorf o r
tropebased omacist caricaturesf African Americans: singers joined in praise with
hands raised high, the lonesome bluesman with his guitar, a mammy figure crooning
a lullaby to the child curled at her breast. These images provide significant insight
into white Ameriens & i mage of African Ameri can
thesevisualsis that theyall contain musicalized elementemonstrahg how closely
the imaginary and romanticized image of African Americans and their histsy
tied to music, and the seotypical belief propagated by the minstrel show that to be

black was to be innately musiddlThe connection between blackness and musicality

10 Pollack,197 201.

11 Martha SevernsThe CharlestorRenaissancéSpartanburg, SCSaraland
Press, 1998), 112.

2Mi chael Brenson, f@ABlack Musicians
View, The New York Timg#&ugust 14, 1988), 31; Kurtz Alleigtereotypes in Black
Music: The AfricarAmerican Crossover Compromi&ereatespace Indie Pub
Platform, 2010).
114

bet

r ef

he

n



is further evident ifwhite)c r i t i cs®6 assessment of Botkinos
on musical jargon:

Thevery intensity of his absorption in negro life and many exhibitions of
paintings of the south brought considerable praiseThere is no shallow
sentimentality in his painting and they never descend to the popular burlesque
caricatures or easy illustiive approach so common in these thembsir

rich, deepthroated fullness of utterance and their harmonies of vibrant tones

in the lower registers make these pictures authentic aesthetiéally.

The appearance of the worfd Boakti mé&st ip@ad nitm n
further noteworthy; it brings to light a common phenomenon in both popular and
classical music in the twentieth century, namely the use of African American musical
styles to communicate authenticity.
The theme of authenticity, arlde complex ability of white musicians to use
black voices to express it can also be fou

But whether Ted and Harold have worked together or apart, they never lost
sight of the promise they unconsciously made to eachdtthet somewhere,
somehow, some time they were going to produce music and songs for
Negroes that would truly express race. If they had learned in their early Cotton
Club days that the Negro had his own way to express sorrow, or joy, that there
was a belief inhie natural, the spiritual and the supernatural that was both
naive and profound, then they likewise felt that they could write music that
would help portray all thi?

While all this was going on, they had a more intimate association with
Negroes andNegro life. Instinctively they sensed that there was something
special, something great that the race had tdsay.

13 As cited inAmericanegro Suit Four Spirituals, A Dream, and a Lullaby
(New York, NY: Chappell, 194116, enphasis added.

4 Waschsmaiguoted in the foreword of ibidl 1.

151bid., 10
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This sentimentis further echoed in the book jacket endorsements from fellow
composers and lyricists. Irving Berlin praised todlection while simultaneously
acknowledging its place within the largeody of popular songs inspired by African
American musical subjects (cleverly leaving the question of racial ownership and
authorship ambiguousfi Har ol d Ar | en anadednenportknb e hl er ha\
contribution to the catal o¢laeGershivinnmoder n Am
Deems Taylor, and Jerome Kern meanwhile each lauded the songs for their
6authelAticity. o
These incantations by Harold Arlen and Ted Koehler have not only the
character and atmosphere but also the flavor of authenticity. They make an
eminently worthwhile contribution to American folk music and | hope they
attain the success they deserve.
0 Ira Gershwin
Here are songs that, while not imitative, evoke theroharthe Negro
spiritual, preserving the directness, humor and underlying sincerity of the
folk-song, enhanced by individual touches that give them a special quality all
their own.
0 Deems Taylor
I n the OAmericanegro Suit &léraretobehi nk Har
congratulated particularly for successfully avoiding the sham of psdadm
spirituals. Here are a halfozen genre pictures: conceived, it is true, in the
Negro narrative idiom, but they are almost without exception genuine musical
creatbns, not experiments in imitation.
0 Jerome Kern
These comments from prominent white figures in American music are interesting for

several reasons, not the least of which is that they demonstrate white privilege and

power in the music industry, and in Arean society generallgluring the time of the

18 1rving Berlin quoted inAmericanegro Suitel8

171bid., 18 109.
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wor k 60 s .The depictian of these caricatures as authentic, sinmedgenuine
was an important component of the discourse that helped to maintain white
supremacyThe profound strangeness of a scorétem by two white men and being
praised by fellow white artists, all the while drawing upon Black musical language is
difficult to comprehend from a twenfyrst centuryperspective, creating a parallel
with the minstrel show of earlier decadi#shouldfurtherbe noted that it is clear this
work was not written specifically for African American performers, who frequently
experiencedbarriers in the music industry and particularly in the realm of classical
music One only need think of the tales of Maridnderson as example. In fact, the
most oft cited recording of this work was performed by the white American singer,
Judy Kaye'®

The Americanegro Suitevas favorably reviewed by African American
composers and critics of the tiras well. Hall Johnson, renowned composer and
arranger of spirituals applauded ArlenancKkd er 6 s wor k for its
similar Tin Pan Alley compositions:

Of all the many songs written by white composers and @@ what claims

to be a Negroid idiom in both words and music, these six sangsasily

stand far out above the rest. Thoroughly modern in treatment, they are at the

same time, full of the simple sincerity which invariably characterizes genuine

Negrofolk-music and are by no means to be confused with the average
ABroadway.®pirituals

18 Harold Arlen,The Americanegro Suite Plus Songs from Stage and Screen
featuring Judy Kaye, soprano with Peter Howard, piaticected by Robert W.
Stern, produced by Stuart Triff (New York, NY: Premier Recordings PRCD 1004,
1986; rereleased 1990).

19 Hall Johnson quoted iAmericanegro Suitel 9.
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Johnsonds comments point toward the unique
styles inAmericanegro Suiteyhich occupy an unexpectedly central place in the
othewise classical, Eurdmerican genre of the song cycle.
Arlen was hardly the first composer to use African American musical idioms
as the subject of an art song, yet he was one of the first white composers to do so,
with the important exception of StephBosted s par |l or songs, which
standalone compositions for voice and pidhé/hile George Gershwin is often
celebrated for his fusion of classical and popular styieg-vis his incorporation of
jazz idioms ino classical genres for opera and orchestra, and composers like Irving
Berlin are remembered for infusing Broadway songhk the vital energy of ragtime
rhythms, few other Tin Pan Alley composers successfully composed in the venerated
form of the art songt
From where then did Arlen draw his inspiration? While there were few white
composers writing in a comparable stylesre was an established tradition of African
American composers in the United States writing solo spirituals for voice with piano

accompaniment. In the following section, | will briefly explore the history of the

Ri mler also describes Arlendés earlier |
for comedic performart BEonglahlrnathias ipaerrk,
Harburg mock the pretense of the art song as Lag &1 wide, obnoxious vibrato of
many fAthingso without actually saying anyt

2L Here | am considering the art song as a work intended for-atand
performance outside of the context of a staged work, following the tradition of
Romant ¢ art song composerds such as Schumann
are for solo voice as ar eAmericamegnm8yitble i ty of
includes fleeting sections marked choral in the conclusion of a few pieces, though
only one meldic line continues to be notated and there are no harmonies.
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spiritualthat traces its journgyom chaal religious work to solo concertegbrk
bef ore analyzing Arl enbés approach to the n
| demonstrate that thmericanegro Suitembodies the complex history of race

relationships in the American popular music istiy.

A Brief History the African American Spiritual

Sandra Graham has defined spiritualéase | i gi ous f ol k songs crea
Americans in the ¢€4lhelyare chdracterized amuch bycheint ur y .
musical sound as by their lyrical substance. Spirituals are richly saturated by textual
referenceso the Old Testament, where unknown poets drew inspiration from parallel

stories of struggle and triumph, such assthof the Israelites in captivity, as well as

those featuring heroes who overcame great odds: David, Daniel, and Jonah. As

Sandra Graham notes, they demonstrate a fis
by the circumstances of African Americans in lewv Worldand focuson themes of

Ari ghteousness on Judgement day, 0 Athe jub
pathos of earthly suffering, o0 and Apatienc
mixture of strong firspperson narrative and metaphor tegws heavily on imagery.

The rugged spirit of determination and defiance, joy and sorrow, is captured by

someti mes erratic rhyme schemes that speak

tradition23

22 Sandra Grahangpirituals and the Birth of the Black Entertainment
Industry(Urbana: University of lllinois Press, 2018).

23 |bid.
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As a primarily oral tradition, the origins of the spial are highly contested
and debated* The fusion of African American aesthetics and traditions with the
practice of white hymnody and later camp meeting songs appears to be what first

gave rise to the body of music known as the spiritual. Musicallgitis3ds

demonstrate a kinship with each of these sources of origins. They bear living witness

to many West African musical styles through the inclusion of call and response
phrase structure, flattened or blue notes, and gapped scale melodies, while also
incorporating Western features such as vers®us form, triadic harmonies, or
conventional meters.

According to Eileen Southernpntraryto popular belief that spirituals were

born on Southern plantations, the earliest references to spirituals appedouodbin

sources dating from the early nineteenth century in the Philadelphia area, a stronghold

of the newly independent African American churches, such as the African Methodist

Episcopal Church, where African Americans were free to worship as thegdwvish
How did this music come to be known to a young Jesisterican

songwriter living and working in New York in the 1940s? The answer lies in the

spiritual s journey fr om.Throbughoutheimito h al t ar

late 1800s, choral @angements of spirituals became popular among Jubilee groups,
African American choral groups modeled on the famed Fisk Jubilee Sihgérs.
1870s, thesgroups became a popular subjeicthe minstrel show and were parodied

alongside camp meetings anti@t religiouspractices. Thenduring popularity of the

Eileen Southern, @AAn OFheBhckiBchblayr t
3/10 (Summer 1972),183.
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minstrel show helped to launch the concert spiritual into musical &meligiously
influenced popular music dominated the minstrel show for at least the better part of a
decade?®
While such conert spirituals oftemdentified an arrangethey were not
attributed to specific composers. By 18Bbth white and Black composers had
begun to write new works based on the lyrical and musical properties found in the
concert spiritual. Graham refers to these spirituafs aso mme r ci @Bucts pi ri t ual
spirituals, designed for mass market appealiedin musical styledout drew upon
associations with earlier forms of the spiritual throegmmon themes (e.g.
Judgement Day) or lyrical references (digGa br i el 6 s t r uorcpeate |, Ahal l
associationsvith the folk spiritualMany also included sanindexes of the spiritual
such as gappesktales or blue notes, though often these musical elements were treated
as secondary to the overall musical style of the Work.
A Commer ci a havesffembeend iusanhissos e do fafss off konro ¢ k
Al mi t a wortbyrokstudyuFor example, Sam Dennison, the first to describe this
kind of spiritual decried them saying fdthe
from the depths of the black soul became a tawdry, derisory desecration of the

original; allthes u bl i me expression of the blackés 1in

into a ridiculous triviality that was in every sense as degrading to the imitator as to be

25 Graham, 144.

26 |bid.
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i mi t & Nevalthel@ss, written and performed not only by whites but also by
African American erformers and arrangetheséi s pi ri t ual s became t he
market music to have originatedBh ac k exferi ence. 0
The commercial spiritual peall in popularity by th&880sbut could be
found through the 1930s and 1940s, when they also incorp@iateeénts of new
musical stylesespecially ragtime and Tin Pan Alley, with traces of its impact
lingering well into the 1930s and 194@sr | éAmdrisanegro Suitthus falls within

the tail end of the Zommercial spiritual d6s

| nf I uenc essAmericanegro Suden 6

Il n order t o bet AngericanegiodSeitetsshedpfuldo skuaté lesn 6 s
work within the context of the commercial spirituehur composers Harry T.

Burleigh (1866 1949), Will Marion Cook (18601944), John Rosamund Johnson
(1873 1954), and William Grant Still (18939780 stand out as composers of
commercial spirituals with whose work Arlen would likely have been familiae.
connection beteen Arlen and these composers seems particularly significant

c ons i de rsiparspnalAelatioashifds with the last two. Indeed, Cook was one of
the figures who played an important role in encouraging Arlen to develop his first
song, AGet deaadepyior vwhenahe evo waosked together on Jack

Yel | YounSas 1{1931). William Grant Still also collaborated on the music for

2 Sam DennisorScandalize My Name: Black Imagery in American Popular
Music(New York, Garland, 1982), 298.

28 Graham, 119.

29 bid., 147.
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the film version ofStormy Weather n 1 9 4 3. Yet it i1s Burleigho

standsor rather soundshe strongest n A rAimericadegro Suite

Harry Burleigh (18661949)
Harry Burleigh began his career as a singer, well known for his resonant baritone

voice, which he devel opddl8% hewgsawagdedan hi s f
scholarship to the National Ceervatory in New York where he studied with Victor

Herbert and Antonin Dvorak who also served as musical director from 1892 to 1895.
Burleighwould go on to become a prolific arranger and composer, particularly

remembered for his body of songite also hal important positions in the musical

community, atypical for African Americans at the time. From 1913 to 1941 he

worked as a staff editor in the New York offices of the important Italian music

publisher G. Ricordi. He was also a founding member of ASCAReffican Society

of Composers and Performers) beginning in 1914, and he was elected to the board of
directors in 1941.

Burleigh first began publishing his own songs in the 1890s. According to Jean
Snyder, his early works reflect the traditions of the giaomn and minstrel song, more
however, are better described as ballads in admmntic style’*® By 1915, his works
had been featured on many recitals hatlad established a reputation as a composer
of art songs. At this same time, his relationshighlite spiritual began to develop.

From 1900 to 1915, Burleigh had accompanied Booker T. Washington on fundraising

events in New England, singing Negro spirituals. Following this,tireevrote a

0Snyders . v. A Har r MewBrove Dietiorgry of Misic and
Musicians Oxford Music Online
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number of solo spiritual a(19L7n whoiceme nt s , I nc
brought him significant recognition both then and now.
According to Eileen Southern, Harry Burleigh was the first composer to set
the genre of the Aspiritual 6 or fAgospel SO
accompanimenthanging the wrk from a participatory tradition into a performative
one, andransforming a oncprimarily vernaculaoraltradition into the world of art
musc3Sout hern notes that following the succe
many classically trained African American vocalists, including Marian Anderson,
Roland Hayes, and Paul Robeson made a practice of concluding their recitals with a
selection of sucktylized solo spirituals or other folksongs. This tradition has
continued with more contemporary African American vocalists including Jessye
Norman and Kathleen Battle who frequently included solo spirituals in their concert
programs. Thus, it is was Bargh who first laid the foundation for future generations

of composers to write in this new medium, creating a blueprint for the spiritual as art

song, which would later give rise to tAenericanegro Suite

The Americanegro Suite as Commercial Spiritual

The influence of the commercial spiritual, most notably those by Harry Burleigh, can

be seen Amaricahegio8uiteéd sSpeci fi call y-mueneactanyldea
of Burl ei gh e c hlolkeddisseratioffiHdrre Th Budeigiwand tke.

Creative Expression of Bnusicality: A Study of An AfricarAmerican Composer

and the American Art Sond1992)J ean Snyder describes how B

31 Eileen SoutherriThe Music of Black Americans: A Histotigird Edition
(New York: Norton, 199y, 271.
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arrangements of spirituals in the tradition of art song demonstrate a mastery of both

white European and AtanAmer i can musi cal traditions, ex

musi cEBi-mugi cal ity as defined by Bruno Net't

keeping separate two or more musics in the same way in which bilingual people

handl e t wo®Blurleighysorappstiens caperhapsde understood through

t he f r ame woaorsciooshssiadomaeftiérieed from W. EB. Duboi s

The Souls of Black Fold903) Therein the author describes how AfriecAmericans

l i ve i n 0na..omyglets hmskske honkelf . .through the eyes of

others. One ever feels his twon&san American, a Negro; two souls, two thoughts,

two unreconciled strivings; two warring ideals in one dark body, whose dogged

strength al one keeps?*Thi$ cofcepsfrequently applied or n a's

not only to African Americans, but also immigrants and other marginalized gfoups.
Thedualtyof Burl ei ghds work can be heard in

translating the spiritualas artsodja ny o f B u spiriealsgdeptolk s ol o

melodies simploy adding straightorward, tonal accompaniment. Chromaticism is

2Jean E. Snyder, i HaeativefExpressioBafBil ei gh and
Musicality: A Study of an AfricalAm mer i can Composer and the Am
(Ph.D. diss., University of Pittsburgh, 1992).

33 Bruno Nettl,The Study of Ethnomusicology: Thi®ne Issues and
ConceptgUrbana and Chicago, lllinsi University of lllinois, 1983), 50.

34W. E. B. DuBois;The Souls of Black Folk: Essays and SketcBa:sedition
(Chicago: A.C. McClurg, 1903), 3.

®Lydia Goehr, AMusic and Musicians in E;

Doubl e Driven atp Baradigt The Musical Migration from Nazi Germany to
the United Statesed. Reinhold Brinkmann and Christoph Wolff (Berkeley and Los
Angeles: University of California Press, 1999)j 88 and 85.
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used for occasional coloring or as passing dissonancé@dnlp. t he composer ds
words: fAMy desire was to pr etabelorgtot hem [t h
modern methods of tonal progression without robbing the melodies of their racial
flavor . o

This is not to s ayunintbresting. Burleigh mfusgch 6 s mu s i
his compositions by creating variations in #seompaniment patterns to both create
interest and clarify structurédl ndeed, many of Burl eighos sol
growing fAimore active harmonic in rhythm, w
harmonization throughout the song even though the melochay be*strophic. o
Occasionally these harmasinclude extended chord tones that suggest
simultaneously a knowledge of late romantic styles and, in the case of the solo
spiritual, also an intimate knowledge of AfricAmerican musical traditionddany
of these featuresanbea t t r i b ut e ddoublecorBaioushesandhdaii s
t he s cor eAmericanegrad Sditevmch sontinues to combirtdack and

white musical sensibilitiesvhile also highlighting Blacklewish relations

36 SouthernMusic of BlackAmericans271
37 New York WorldQctober 25, 1924 as cited in ibid., 271.
38 bid., 253.

39 1bid.
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Analyzing the Americanegro Suite

Big Time Cominod
Arl en and Koehl er 6 sAméricanegro Suitayhiaipveosld comeon f or

to serve as the last piece in the suite, exemplifies many of the qualitiesBur | ei gh o s
worksas identified by SnydeMusically, it is probably the most conventional of the

songs in the cycle, reflecting many of the features of a stylized spiritual for solo voice

and piano as aeonstratedy early Burleighspirituals The uptempo chorus features

a repetitive melodic sequence and the gmah style piano accompaniment outlines

simple toniedominant progressions. The emphasis on the backbeat could suggest a

congregation of worshipers clapping along in praise (see Example 1
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Examplel7z Chorus from ABig Time Comin
The text depicts someone preparing to celebrate the arrival of the Judgment Day. The

lyrics depend heavily on the image of the train, drawing on-egtblished literary
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imagery from blues, whetée symbol of the train implies a multitude of meanings
from the crossroads to the Great Migration. The illustration provided by Botkin of the

lonebluesman and his guitar further enforces this connection.

' ’FH 2
P IR E T
. Zh '

Figure3: Harry Botkin,i |  ustration for ABig Ti me

Reverend Johnsonds Dream
The final song composed for the collection, and the opening piece of the cycle,

AReverend Johnsonés Dream, 0 stands in cont
musically adventurous. Completed stime in September 1940, it presents a

fisermon in 140 barso in which a minister r
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climbs atop a high mountain, from where he can look down on the #diigl.
laments the turbulent state of the world inthe-tean1 94 0s and i nvokes th
help.
ARever end J o beygismsowithbdssomant eharésaturing
extendecharmonies that summon the listerg&entionin thesame manner as a
preachebangingon the pulpit before a fiery sermoRather than being strongly
accented, however, these opening chords are presented in free tempo and piano
dynamic make it seem as though the sermon is at a distance as in a past memory, or in
this case a drearithe use of these sonoritiesis morerefle@i of Bur |l ei ghos

movement toward more tonally complex and throagmposed works in his later

period#!
Sy

dreamlike e

PR 'V — Y - — —

* p (not strict tempo) e
]5 — el 2
BE eSS
Examplel8& mm1I6, fAReverend Johnsondés Dreai

As the preacher describes the physical journey to the mountaintop site of his
revelation, the piano creates the scene of a long and wandering walk, through

repetitive ostinato figures. In the bass, the left hand outlines a descending fifth,

WOArl en al so mar ks iChneTchbAge nnh@gPos$i hi se
from the filmHere Come the Wavé$944) as as sermon.

41 Jean E. SnydeHarry T. Burleigh: From the Spiual to the Harlem
Renaissanc@Jrbana and Chicago, lllinois: University of Illinois Press, 20167.
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beginning witha slithering chromatic slide,’BA, AP, E°. Above, the right hand

provides sweet rocking sixths that oscillate back and forth between a whole step (see

examplel9).
e —
walked an'l walked an'l walked.

&Qb 5 5 3 5 a‘ﬁj = .\ﬁF/Ij
T i (me [ ;
o B e e e

e s e T =t
® Down thru de val leys an’ o-ver de hills
molto cresc.
0 A | N
SW ===
| ey~ =~ v N
22 L N ===c=======_
Examplel9mm 713, ostinato, fAReverend Johns:«

Powerfully accentegsustained chromatic chords again appear to punctuate the
narratoés climb up a mountaintop from where he can look down and reflect upon the
world. The left and righhand patterns are then somewhat altered and reversed, the
material foreach now appearing in the opposite hand, as the narrator continues his
sermon (see exampk®). The rhythm of the descending fifth ostinato has gone
through a noticeable process of rhythmic diminution, beginning first as eighth notes
andnowas i Xt eent hs, showing the narratoros
musically energizing the piece and driving toward the end.

The remanderof the piece alternates back and forth between the extended
chord sections and ostinatos. There are moments leowekiere Arlen also allows
the voice to shine through by using a sparse texture of only tremolo octaves in the left

hand, and then answering the vocalistds
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rest. These moments again call to mind the sights @amads of the Baptist church,
the growling crescendo of the pastor and the affirmations of the congregation and the

choir.
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Example20: Ostinato Variation, mMm i 3, A Reverend Johnsonoés

The vocal writisgndoé DReamoemedvdahsn t he
multitude of musical styles, alternating seamlessly between spoken and sung
dialogues, a style of writing that simultaneously evd&psechstimmef the art song
tradition or the interspersed dialogue of musical atyrteaditions such as the
minstrel show, while also referencing the melodic vocal patterns of preachers in the
African American Baptist Church. Many of the passages are marked using with
performance directions such asrméimkery rever
fashion), 0 while sections are | abeled usin

Burl eigh developed a similar style referre
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repertoire?? In both vocal style and substance, this work also bears a strong
resembl ance t o TWied NegrdvBomgpublishedby Schirtner in
1912, in particular i1its closing work AExho

sermon in song form

Littte Ace O6 Spades
The i nner s Amegcanegd Suiefldctemidportant musical tropes in

African American song. I n ALIittl e Ace 006 S
a mammy figure singing her child to sleep (see figure 2). The lyrics @inaw

conventions ofAfrican-Americanlullabies, notably using linguistic dialect

Ahushabyed and prdblematidtyach fyom thie sogpouneh as fAlLay vy«
ki nky head on my br east foothewalykayelreaordang al t er
toreflect pol i tical correctness, with the comp:
retitled ALittle Angel Child. o0 The singer
this was related to being away in the fields) while comforting and reassuring the child

of ther return.

42 Snyder Harry T. Burleigh: From the Spiritual to the Harlem Renaissance
167.
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2

Bot ki n il lustration for

Figure4: Harry

Both musically and lyrically, this composition draws on similar features to

compositions by Burleigh and his contemporariaillabies also calledradle songs

were a particularly popular trogxplored by BurleighAr | ends wor k begins

chromatic jazzdream, introductiothat shows a pentatonic influence from the
spiritual tradition.The rockingbackandforth walking figure of the piano
acconpaniment was a common feature in songs of this type and was likewise

employed by Burleigh in his compositions (see exampleand?2?2).
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Example2l: Ar | en, ALIittl e Ace O6 Spade
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H.T. BURLEIGH.

Slowl
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Example222 Bur |l ei gh, ANegro Lull abyo

| Got Dat Feelinbd
Anot her song, A RAmeGanegrataitextkaly edokespdpulari n

folk spiritual s, ALIittl e Wheel A6 Turnind
and 0 Ev ¢kegl thel'Spinterhese songs all bear poignant similarities in the

textual references (describing the feeling of being inspired by the Lord) in addition to

the melodic and phrase shapes, the syncopated rhythms at the beginning of measures,

and the calbnd response structurll were written during the Civil War era and the
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first was a supposed favorite of Abraham Lincoln, strengthening the ties to the
nineteentkcentury Arlen (and others working in the genre of the commercial

spiritual, such as Burleig wereseeking to capture.

| 6m Her e Lawd
Another of the inner songs in the collecti

connections, both textually and musically with known spirituals. In particular, this
work bears striking resemblancetoth®e | k spi ri tual, ASomebody 6 s

Door .0 Lyrically, both reference the actio

o

Lawd it is the sinner who knocks at the p

3t

t he Somebody 6s Kn o ddsuswhp krendks ovf theidoor @the r 0 i t
sinner who is positioned to make a choice of whether or not to answer. Musically, the
melodic structure bears enough similarity in the rhythmic and intervallic structures, as

well as the general melodic contour to baofice.
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Example23: Arlen, "I'm Here Lawd"
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Some bod-y's knock-in' at your door.
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Example24: "Somebody's Knockin' at your Door"

Where | s Diesadi RoatMeATo?
The most vocally challenging of the songshec y c | e, AAWhere | s Dis

Leadind Me To?0 is an impressive aria, wit
tritone (from C to &), and challenging shifting tempos. In this piece, Koehler plays

with duality of meanings, something common in African American literary traditions.

The question posed by the title seems to refer not only to where the narrator finds him
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or herself in the present, on earth or in the spiritual sense, but also to the journey of so

mary Africans across the Atlantic Ocean in slave boats. This is reinforced by

Botkinds powerful i

magery,

wh i

ch

S eems

prayerful gesture of supplication, but also arms shackled and an expression of fear

(see figureb).

Example25. i
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Figure 5: Harry Botkin, 'l lTustid@etaidomof Me AVWoéwo

The illustration provided for this song, with its emphasis on the cruelties of
slavery, the confusion and fear of arriving in a new land, and the desire for freedom
and acceptance highlight the syncretism between the Black experience and that of

Jewish American immigrants. This parallel gives new dimension to our understanding

ofAlen6s interest in composing this work.

Americans frequently used imagery from the Old Testapli&etwhat appears in the
spiritual traditionwhich described the suffering of the Jewish people to evoke
sympathy from(predominantly Christian) white Americans. Jewish Americans have
conversely related to African Americans through the framework of spiritifality.

In this history of Blacklewish relations in the United States, Jewish

Americans have also at other times souglseparate and distance themselves from

43 Jeffrey Melnick,A Right to Sing the Blug$65 97.
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African Americans in order to claim their
white society. This is particularly true in the case of minstrel and blackface
performancedefamatory performancesanypractitiones of which were Jewish.

Whil e Arl endbs composition does not engage
stereotyping of the minstrel show, it nevertheless represents in a sense, a Jewish
Americanodés caricature of an Af rsiomthen Amer i c
construct of fAblackvoice, 0 the sonic count
Matthew Morrison and other$}

The Americanegro Suitthus seems to fulfil both paradigms of Bladdwish
relations, and provides dwogkinthist o our wunder
composition and more broadly in his compositiomelivre His work simultaneously
shows his engagement with African Americans and his distancetlfierm as Jewish
identity continued to take on racialized elements in thetmahtieth centuryit
likewise shows how race and ethnicity formed crucial pillars in the formation and

expression of the American national identity.

Conclusions

Ar | éAmdricanegro Suits one of his most infrequently performed works, and one

that presenta differentside of thepopular songomposer. Understanding the
relationship between the works of African

compositional efforts not only serves to placeAngericanegro Suiteithin a

“Matthew Morrison, fARace, Blacksound, a
Musi col ogi c dournaDof tsecddmericas Musicological Socieé® (2019):
782.
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musical tradition, but also further illuminates the complex relationship between
Jewish Americans and African Americans in music. Significantly, it demonstrates
that the back and forth between white &talck musical styles, and between Jewish
and AfricanAmerican composers, was not contained to the world of popular Ausic.
While this isoften acknowledgeah the realm of orchestral music and opera, it is

rarely noted in the more intimate genre of the art song.

%Joseph Horowitz, MArNecAmerivdn chothr Pr ophecy, 0
(September 13, 2019). In future, see alsdbisk currently in progres® v or ak 6 s

Prophecy.
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ACT TWO
As first- and secondjeneration immigrants, the Jewish Amerisangwriters of Tin
Pan Alley are frequently written about within the contexts of assimilation and
adaptation. Specifically, their use of the musical languages of jazz and blues have
often been unerstood within this framework as a way of sonically performing
American identity. This section problematizes this understanding through a critical
examination of how Arlen used these styles. As discussions of assimilation and
adaptation are frequently tiéol Jewish American songwritégra/orks for the stage, |
will explore how in Arl ends wasmp&tdfhisor
songwriter 6ds t o odramatig natrativesctiratesalititenorenaorsplex a |
cultural readingsWhile the first section of this dissertation has explored how the
sounds of jazz functioned musicallyn Ar |l ends songs, the f
the cultural work these sounds performed and how this complicates existing

narratives of Tin Pan Alley
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CHAPTER 3:

Jazz Takes the Stage Part OnéBloomer Girl (1944)

After leaving the Cotton Club, Arlen moved back and forth between New York and
Hollywood frequently, searching for a project where he could make hlsasan
up-andcoming songwriterThe stage musical in the wake of the Rogers and
Hammerstein revolution had quickly become the yardstick against which all popular
songwriters of the Golden Era were measured, and it served as the surest path to
success as a composer. bpportunitycame in the form oBloomerGirl, an unusual
musical play about suffragettes fighting against fashtomhoopskirt. This project
served not only as Arlendés entry point
also demonstrated his abyjlto carry the sounds of jazz from the Cotton Club to the

stage in a musically and dramatically unique way.

Bloomer Girl (1944)

On Thursday October 5, 1944 at the Sam S. Shubert Theater, located on 225 West
44" Street in New York City, women in hoopskirts huddled together backstage in
preparation for the first act finale tfe newest show on Broadwaytrumpet fanfare
sounded the final call for places, and, cramped and crowded in their crinoline cages,
they tgpled over one another, making their way to the wings. Moments later the red
velvet curtain lifted revealing the sidewalks and storefronts of a wholesome American
town. The lights rested on a grand pavilion whgzeple gossiped excitedly about the

upcomirg fashion show featuring the latest designs from hoopskirt manufacturer
141
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Horace Applegate. The show commenced as the women paraded on stage, flaunting
thenewest fashion€Each modeled a hoopskirt maremical anchumongous than

the next. Finally, therecaan t he announcement for the debu
1861, 0 worn by none other than Horace Appl
lady walked center stage, turned to pose for the audiente, adropped her

hoopskirt.

Figure6: Celeste Holm as Evalina Applegate in Bloomer Girl at the Shubert Theater
in New York, 1944,

The above scene from Harold Arlen and EY . H a r BboarmegGirls
(1944) a musical thatepresents a pivotal moment in the history of musical theater.

In it, Arlen and Harburg, create a political commentary that subverts accepted
narratives about the relationship between Jewish American songwriters and the
Broadwaymusical in particular thenarrative of assimilation.

Many scholars have described how Jewish Americans used the realm of
entertainment agway of achieving integration into American society. Not only did
they find acceptance within these areas of employment, but stagedofferks the
opportunity to tell particular stories that positively portrayed themes of acceptance.
Outsiders brushing up against and then ultimately being accepted by the majority is a
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popular conceit of the musical comed@ften times, as Andrea Most anduBe
Kirle haveobsewed, the outsider(s) within the story are portrayed in such a way that
they represent an ethnicized other who is naturalized or otherwise accepted through
the unfolding of the plotcreating a melting pot narrativd.he theme of assimilation
also carries into more generalizaddiesof Jewish music as well. As Abraham
Schwadron writes a fikey term that appears
his music is a very sensitive aneompromiseThe term implies botthe need for
adaptation and the desire to maintain individuality under assimilated and often
adverse éonditions. o

INAr | en a n dBlobheer Girlithre grétagonists stand apart from
society, and rather than seeking acceptance, demand that the somaeligrchange
in order to meet their higher moral standards. In doing so, they challenge not only the
assimilation narrative of the musical lmueate a poignant political commentaoye

that takes a criticandself-reflexive look at the United Statdsiring the World War

INorthrop Frye, fAThe MyQorheoysMearfing&gr i ng:
Form (New York: Harper and Row, 1981). On the juxtaposition of insiders and
outsiders as an expression of American nationalism se®aiganond KnappThe
American Musical and the Formation of National Identity9 153.

2 Andrea MostMaking Americans: Jews and the Broadviysical
(Cambridge: Harvard University Press, 2004)Br uce Ki r | e, AReconci
Resolution, and the Political Robf Oklahomalin the American Consciousness,
Theatre Journab5/2 (May 2003): 25174.

SAbraham Schwadr on, Musi©aof MahgQuitussded. DYu s i ¢,
Elizabeth May with a foreword by Mantle Hood (Berkley: University of California
Press, 1980),85. This idea of compromise or assimilation has often been the root of
antisemitic criticisms of Jewish composers who are depicted as borrowing from the
music of others for profit. See Magéey vi ng Ber |l inds AnMB&rican
13 and Jeffrey Melick, A Right to Sing the Blugg1.
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'l era when much of the nationds focus was
continued and pressing issues of racism and sexism dfothefront This too was
unusual for the wartime era of the 1940s, in wlaaiumber of musicals we
dedicated to the pursuit of supporting f#xmerican rhetoric and drumming up
support for the war effotOther works from the era continued traditions such as the
musical comedy or starentered show with little to no reference to current events,
and served as a form of escapism from the pressing reality of the time.
Bloomer Girlwas written against the balop oftwo revolutions political
and musicalWritten in the wartime 19404, was the firsintegratedmusical to
follow in the footstepsof RIper s and Hammer steinds | andmar
Oklahoma!(1943)° Like Oklahomal! the show brought together the diverse elements

of music, drama, and dance in the service of an integrated whole. Qklikdeomal

4 On this subject see Alan AndersdieSongwriter Goes to War: The Story
of | r vi n gArByeérodluctianéoBhis ks the Army(Pompton Plains, NJ:
Limelight, 2004);Clayton Koppes and Gregory Bladhkollywood Goes to War: How
Politics, Profits, and Propaganda Shaped World War Il Moyié=w York: Free
Press, 1987); John Bush JorEse Songs that Fought the War: Popular Music and
the Homefront 1939.945(Waltham, MA:Brandeis University Press, 2006);
Raymond KnappTl'he American Musical and the Formation of National Identity,
119 153; Ethan MordderBe aut i f ul Mornind: The ,Broadway
94i 120;Kathleen E. R. SmitlGod Bless America: Tin Pan Alley GdeswWar
(Lexington, KY: University of Kentucky Press, 2003);

5 The terms book musical and integrated musical frequently appear in use
together though they have distinct meanings. Book musicals refer to those works
based on a developed storyline with constdnaracters and dialogue. An integrated
musical is the theatrical parallel of the oper@msamtkunstwerik which all
elements of the production work together to convey dramatic meaning. The latter
term was frequently used to give validation to mudicahter through connection to
opera.
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however, it did not focus on romantic themes of Americana. Indsqublitical bent
was remarkably selfeflexive and critial during a time of great patriotic fervor.

Based on an unpublished play by the huskam#iwife Dan and Lilith James,
the action takes place in the Yankee town of Cicero Falls, a fictionalized
representation of the real New York town, Seneca Falls, dtivengpring of 1861.
The plot concerns Evelina Applegate, the youngest and only unmarried daughter of
the successful hoopskirt manufacturer Horace Applegate, and also by an ironic twist
of fate, the niece of suffragette Dolly Bloomer, the originator ottmapeting

Bloomer pant.

Much to her fatherds chagrin, Evelina s
political beliefs and becomes a fAbloomer g
emanci pati on. Her father deci dienatureihrat t he

marriage to an appropriate suitthre natural cure for all things feminine. He
introduces Evelina to Jeff Lightfoot Calhoun, a young hoopskirt salesman in
Kentucky, in the hopes of arranging a marriage complete with the added advantage of
expanding his business to the south. To his disbelief, rather than ameliorate his
problems, Evalina eventually convinces Jeff to share her political and social
ideologies, and the pair falls in love before Jeff leaves to fight for the North in the
Civil War.

The success @loomer Girllies in large part in the significance of its
political commentary, which takes a critical look at the United States as a nation that
does not always act upon its own values in a time when most other works for stage

and screemvere engaged in celebratory political propaganda. In the musical, this
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commentary is primarily achieved througlsubversion of gender paradigfns
Musically, the breakdown of gender paradigms is created irnviarmejuxtaposition

of two broad musicaltgles: the parlor style and the jazz style.

Music as Politics inBloomer Girl

Bl o o me rfifte€@isonygsdiaw upon styles from classical music to modern jazz

theresultof whicHar bur gdés bi ographers, Meaper son anc
fiodd ffaoldandnew sound® This fusion makes the subversive, alien nature

of the score readily apparent, leading theater scholar Ethan Mordden to question:

Bl o o me rsco@i as a whele it sounds carefully dated, yet other than the

inclusion of an unusualumber of waltzes, Arlen uses little pastiche.In other

6 A thorough discussion of traditional female character types is beyond the
scope of this chapter. For more on female character typédcesd M. Goldstein,
A6l Enjoy Being a Girl 6: H¥ommeenr dPopelatnh.e0 Pl ay
Music and Societ$3,n0.1(1989),i18 and Jul i e Noonan fiThe Sou
Women:Tessituraand t he Construction of Gender in t
diss. University of Kansas, 2006). On the subversion of character gp8tasy
Wolf, A Problem Like Maria: Gender and Sexuality in the American Mugkiath
Arbor: University of Michigan Press, 200&hdChanged for Good: A Feminist
History of the Broadway Music@New York: Oxford University Press, 2011).

"The followingms i cal analysis was developed in
t hesi s, Sarah Jean Engl and, nlt Was Good E
Enough For Us: Women and the Nation in Har

BloomerGirl( 1944) , 0 ( MA ofitMargland 2013Uni ver si ty

8 Harold Meyerson and Ernie Harbulyho Put the Rainbow in the Wizard of
Oz?Yip Harburg, LyricisttAnn Arbor, MI: University of Michigan Press, 1995)
191.
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words, if Arlen is writing of and for 1944, and within the conventions of musical
comedy, why is hissoundso.we |l | , ®al i en?0
The answer to Mor ddengced coupedwith on i s cl e
Har b ur g @ $unctionsas antaudible metaphor for the breakdown of traditional
gender roless explored in the musicd@ver the course of the musiehat | will call
theparlorstyled characterized by a reserved approach to harpraiayonic melodies,
and simple rhythi® come to represent the traditional construction of femininity as
endorsed and encouraged by the community depicted in the musical. The jazz style,
on the other har@ characterized by expanded harmony, chromatigaflected
melodic lines, and syncopatidrrepresents a subversive construction of femininity

centraltoBl o o me rplotGi r | 6 s

TheParlor Style
Arlen makes use of thearlorstyle, the traditionally sentimental, romantic style

associated witlthe early years ofili Pan Alley whichcan be hearah three waltzes

di spersed throughout the score: AWhen the
Fall s, 0 and fAThe Raki s h Thisstyley gstabshedbywi t h t he
Stephen Foster and popularized by such hitsrea € | e s K. Harrisdés nAft
is characterized bgn emphasis on lyricahelodiesover rhythm, and generally

simple harmonies with occasional hints of chromaticisradventures to secondary

9 Ethan MorddenBroadway Babies: The People Who Made the American
Musical(New York: Oxford University Press, 1988), 124.
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areas The texts of such songs tend to address domestic topics or more generally
romantic love, or otherwise express nostalgia for the pastwaltz was not
uncommon in songs written in the parlor style, having been reinvigorated by operettas

such as those Wyranz Lehar, Sigmund Rombergudolf Friml, and Richard

Rodgerst®
The following analysis focuses on AWhen
ASunday in Cicero Falls, o0 which begin the

his use of th@arlorstyle in thesensemble numbers Arlen creates an implicit

association between tiparlors t yl e and the musical 6s fictit
message is rendered explicit by Harburgbs
according to a particular set of social valuessial values well accepted, but clearly

under threat during both the playés settin

1940s.

AWhen the Boys Come Homeo
The first act curtain rises on a domestic portrait. The Applegate daughters are

anxiously awaitinghe return of their traveling salesmen husbands. The youngest
plays a monotonous finger exercise at the pianoforte while her sisters sew quietly in

the background; gradually, the repetitive rhythms of their motions give way to the

10 Raymond Knapp, Mitchell Morris, and Stacy Wolf, ed$heOxford
Handbook of the American Musiddew York: Oxford University Press, 2011),i40
41.
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opening ensemble numb&T he | yrics of f@AWhen the Boys C
well-acceptednineteenthcentury views of gender in which the activities of women
whoistitch, 0 Apray, o fisl eep, 0 Aweep, 06 and A
action of men wh oivagiamdpublic sphenes arkthug credittde p r
and separated along gender lines. They are also depicted as perfectly natural and
given the stamp of aut hdvraistoy) tamrdo thgls tamrgha

Stitch, stitch, pray and sleep

Men must work angdvomen must weep

Tdwas ever thus since time began

Woman, oh woman must wait for man

Stitch, stitch, tie the strings

This is the sorry state of things

And only one song keeps heartbeat

And only one thought makes waiting sweet

When the boys come home.

But lyrics are hardly the only thing at work in this number. Just as Rodgers

and Hammerstein had sought to integrate |y
the proper soci al hi erarchy of Harburgds t
form, along with a brief introduction, which develops thematic material from the

ear |l i er A Pi an ehand aceompaniroeat.pdatterd diagvs upan the

ascending arpeggiated figure from the exercise, while themgid melody similarly

“fWhen the Boys Come Home, o is the titl

Hay (1838 1905) and music by Oley Speaks (1874948), published by in New York
by G. Schirmer in 1915. There is no evidence to sudbaseither Harold Arlen or
E. Y. Harburg were aware of its existence, but the unintended reference reveals an
interesting political undercurrent. John Hay was the private secretary to President
Abraham Lincoln during the American Civil War. His lyricsf A When t he Boys
Come Homeo depicted Americands weariness a
Published during World War | the song also commented directly on the United
Statesd involvement in the first global <co
significance as it addresses World War II.
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outlines the interval of afth in a repetitive motion that depicts the formulaic motions

of sewing (seexamples 1 and)2

(monotonously, as an exercise)
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Example272. A When the Boys Come Home, 0 I nt
By developing the thematic materi al from f

women clearly within the domestic sphere where they engage in the activities of
music making and sewing, both markers of feminine accomplishment in nineteenth
century Amergcan society.

As the first verse enters, the music outlines the narrow melodic range of a
perfect fourth: the womend6és voices are her
Meanwhil e, the descending melodic arch ref
descenahg line, which carries extrmusical associations of sadness, also betrays a
growing discontent ment \wWWhidlistenereinthes or ry s ch
audience may not have recognized the lament trope itself, therdiates the sound
effect of amusicalizel sigh
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Example28 fA When the Boys Cdée Home, 0 Mea
The second verse repeats the melodic material one step higher, showing both
mounting frustrationperhaps he result of the mends absenc
Following abright chromatic modulation from the key of Bhajor to the key
of D, the orchestra clarifies the waltz rhythm that had only been hinted at by the
introduction.This association with the waltz, still currently popular as a musical trope
for Tin Pan Alley but recognizably an older musical form, creates a further

association with the notion of Victorian Era domesticity. Magee has noted tlia¢ for

eldercomposer I rving Berlin, the waltz fAmaint
of VictorianAmer i ca. 0 Berl in frequently used the
of fAinostalgia, | ods,s hrieoqreat ,c odia medifiipgi tay,d
Arl en similarly explored the waltz in his

My Pal o -rittén2vith)friend ¢lyman Cheiffet The waltz style was one

?’Magee] rving Berlinds Anmdrican Musical Th

BPublished as AMy Gal, Wondét You Come B
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to which Arlen rarely returned, cementing that for Arlen this style signified
something pst, even outdated, within the context of his own musical language.
The change of key and simplification of the metrical patisounderscore a

shift in the text, as the women seemingly abandon their serious concerns for more
trivial fare. It is here made clear that this community of women can find happiness
only when the famyl unit is returned to its natural state:

When the boys come home

The clouds will trip lightly away, away

The clouds will trip lightly away
When the boys come home

We oI | a érrly asiMay, as Blaym
We 6 | | al | be as merry as May
Theredl | be drums and trumpet s,

Out on the Village Green
A silver moon for that reunion scene
Oh what Joy! When the boys come home

When the boys come home

The glorious sound of thieamping feet
Will echo down the winding street

That leads to a lane where lovers meet
And may it prove so sweet, so sweet
That they will never more roam

When the boys come home!

While this text may appear to reinforce normative gender roles, Arlenlgctua
undermines them by hinting at the feminist themes to be explored in the musical.
During the nineteenth centuoyf t h e mu stheevaltiwassfar mayer | d
scandalous than waight envision it todayln his excellent study of the walt3teven

Baurhasdetailed how authority figures of the time warned that this provocative
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d a n emrdangeis the moral and physical wading of its young victims, causing
delinquency, depravity, iliness, ahdn some casésinstant deatio*
Arguably the most scandalouspect of the waltz was the visuBlauer has
painted a vivid picture of blasphemy in the ballroom describing waltzing as a
Adi zzying m®l ange of sound and motion, 0o fi
and fAsweat i ng, Unikdeallier danoe mpclubimg datilkoss, o
guadrilles, and other square dances, the waltz featured an intimate coupling of
partners. It was not only the close proximity between partners that made the waltz
scandalous, but the loose morals the unrestrainedgathysovements of the dance
suggested. Any young woman who danced the waltz was in danger of becoming
ruined Aproperty, o no |l onger able to be ba
The waltz thus challenged the emergent sepaatiere ideology of the
Industrial Revolution (176@.840), which mandated the separation of labor along
gender lines. In order for men to dedicate themselves entirely to the heightened
demands of work in the public sphere, women were required to assume a new role in
the private phere, that of housewife. Women became responsible for maintaining the

home, rearing the children, and keeping their huskimoahent. They were expected

“Steven Baur, fAo6Waltz Me Around Again W
Dance i n t heMdicologicalddentitigse EssaysiinrtHonors of Susan
McClary, edited by Steven Baur, Raymond Knapp, and Jacqueline Warwick
(Aldershot and Burlington, VT: Ashgat2008), 47.

15 bid.
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to uphold moral standardss t h e A a n g and seivaas tole modélsdfar s e 0
both their familis and the broader community.

Harold Arlen exploitdoth the traditional associations aheé subversive
natureof the waltz in the opening number for Act Il Bloomer Gir| ASunday 1in
Cicero Falls. o In this numb etheir Putitthigal c o mmu n i
values Evalinathen lyrically turns the tablagoside dowrwith her own rendition

exploiting the hypocrisy of the communityod

ASunday in Cicero Fallso
As the sunlight of Sunday morning casts a warm glow acrossdeealks of Cicero

Falls,the local townspeople make their way to church to celebrate the Sabbath. Along

the way, they describe the strict moral standards to which they are bound by society.

The lyrics make several direct references to faghidoollarsa e whi t e, 6 and s
arebrushedand s hi r t s3 ranforeingghte aotion bf eedtrictive clothing as

a metaphor for behavioral constratht.

Despite their grumblings, the townspeople, including the women, believe that

such moral standards are necessary for the creation and preservation of social order.

The construct of the Victorian Era wom
from a popular poem of the same name by Coventry Patmore, first published in 1854.
Therein, he describes many of the expectations of women outlined aboveoreo
on gender ideology in thistime period @ r bar a Wel ter, AThe Cult
Womanhood 1820L 8 6 Bmedcan Quarterhi8, no. 2, par 1 (Summer, 1966),
1511 74.

17 For more on the nature of dress as an expression of social liberty see
Kathleen M. Tore ns, A Al | Dressed Up With No Pl ace
of the Nineteenth CentWomwmeDdesSt Reif ®s m m™Mov
Communicatior20, no. 2 (Fall, 1997), 18210.
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The role of c¢clothing in this process is ad
wheregi | s wear such underwear o and Aboys doné
bl oomers. o

Women Sunday in Cicero Falls
In this lovely merry land
Main street look like fairyland
Where the angelus falls
Shingles are bright
Collars are white
Sunday in Cicero Ha

Hearts never blunder where
Girls wear such underwear
Sunday in Cicero Falls

Men Sunday in Cicero Falls
Shoes are brushed and shirts are starched
Hearts are pure and throats are parched
Sabbath has fallen on cobbles and walls,
Thank merciful heaven
Just one day in seven is
Sunday in Cicero Falls
Boys may be quizzical
But not bo physical
Sunday in Cicero Falls
Boys dondét spread rumor s
6Bout girls wearing bl oomers
On Sunday in Cicero Falls
The conservative views of themmmunity are further reflected in the musical
structure of the song. fASunday in Cicero F
C Major. The first A section presents the
It features a descending melodic lihat moves in stepwise motion, whiahight
again reflect the wo meexénple2b)ipantculagydwheno ci al m

contrasted with the mends | ater mel odi ¢ mo
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Sun-day in Ci-cer-o Falls.

Example29: Womeno6és Mel odiCi chlerrcoh ,FaiflSusnod ay i

The second A section presents the mends pe
melodic material outlines a broken chord, first ascending and then descending by

thirds,perhaps ef | ecti ng mends gexanplk3gr social free

Sun-day in Ci-cer-o Falls.
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Example30. Menbés Mel odic Arch, ASunday in
Il n an analogue to the popular Acounterpoin
musical of writers such as Irving Berlimet two gendered lines combine in the final

repriseof the A sectiort® There they are bound together by a third §nag by a

18 The Oxford Handbook of the American Musickgfines the counterpoint
soy as fia song that includes two different
they are based on the same harmonic scheme and do not clash when sounding
toget her . Usually the tunes are sung separ
See théOxford Handbook of the American Musical 4 1 . l rving Berlinds
counterpoint song is further detailed in Magee, vi ng Ber |l inds Ameri ca
Theater 221 23.
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group of womenfeaturing oscillating thirds that sound like the ringing of church

bells, celebrating tradition gender roles and the institution of marriage.

Sun-day in Ci-cer-o Falls.

Sun-day in Ci-cer-o Falls.

e
i
y
i

= = = <
Example31: Gender Counterpoint, ASunday i
Following the conclusioo f A Sunday in Cicero Falls, 0 Eva

a solo in the key of B Major, chromatically undercutting the harmonic structure. She

indulges in the destructive power of the waltz as she attacks the social pillars of order.

She first reaffirmghe beliefs of the community and then challenges them, exposing

the townspeople as hypocrites through the satirical examples of bartender Murphy

and old banker Hodge. These examples make passing reference to a less favorable

suffragette cause, temperanedich is for the most part tactfully avoided in the

musical. They contrast the images of alcohol and camphor (a chemical compound)

with the religious nature of the text. Other comical lines contrast sexual images with
those of the church. Considerforexaine t he | i nes fAeach Puritan

an incho and fAeven the rabbits inhibidt t he
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Sunday in Cicero Falls

With all this underpinnino
There who would think of sinnirt
When the angelus calls
Morals are right
Corsets are tight
Sunday in Cicero Falls
The sinners join up with a virtuous fringe
They pass the saloon with that righteous cringe
And bartender Murphy remarks with a twinge
AVirtue is its own revingeo
Sunday in Cicero Falls
Old banker Hodge with mose for investment
Is making his weekly appeal to the Testament
Heb6és giving his conscious its v
His morals are getting sabbatical airing
Hebés taking his soul out of <car
Sunday in Cicero Falls
No maiden dare falter
No widow dare linch
Each Puritan buttock is laced to an inch
The boys may be itchind
But no one dost pinch
Sunday in Cicero Falls
Even the rabbits inhibit their habits
On Sunday in Cicero Falls.
The threat to social order posed i n Eva
Fallso is perceived not only by the audien
in the musi cal as wel | . Foll owing Evalinabod

the coungrpoint featured in the ensemble numineain attempt to reinforce

traditional gender roles in which Evalina would not have a public voice. They are
unable to silence her, however, as moments later the bloomer girls march through
the town square carryingg®s advertising their forthcoming performance of Harriet

Beecher StUonwé &s Tmw lneeddscampagingrior the joint causes of
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womends rights and abolition. Soon thereaf
Evalina, and the bloomer girls @harges of public nuisance and disruption of social
order. The destabilizing power of the waltz thus gives way to physical chaos on the
stage. While it is impossible to know whether or not Arlen was consciously aware of
the nineteentltentury view of thevaltz as destabilizing, it is nevertheless clear that

he masterfully exploits it in this scene.

The Jazz Style
Thus far the score faloomer Girlhas shown Arlen to be fluent in tparlorstyle,
but the composer was equally if not more proficient indke idioms populaduring
his age.These idioms find their home in tfgzzstylethatis proudly showcased in
someofthesco® most memor able numbers including
The jazz style in this score characterized by the presencewrfggerated dotted
rhythms and strongly placed blue notes, as well as extended harngurabs.
featureswhile not uncommon on the Broadway stagere not wildly popular in the
heyday of the integrated book musical of the 194060spopularized by Rodgers
and Hammersteimwhich frequently drevirom conventions ofhe romantic
tradition®

The nature of the text in these numbers helps to creatssaciation between
jazz and a subversive construction of feminiitya set of social values that are more
forward thinking than those espoused by the community. The contrast of lyrics

further helps the listener to hear the jazz style then as the noolermstyle, while

19 Joseph P. SwaifT,he Broadway Musical: A Critical and Musical Survey
(New York: Oxford University Press, 1990),E®.
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the parlor style comes to signify an older, more outdated appr8ach.juxtaposition

of modern, African American popular music styles and European musical styles has
precedent in earlier Tin Parmerddnowlty songs,
S ong. OrnPamn Operg2011),Larry Hamberlin describes how the contrast of

ragtime and openaithin these songsould be used to create a multitude of meanings

based on Iyrical content; of dta&opénr agti me,
rejection of cultivated mus#fTthedlear seen as f
contrast of musical styles thus mirrors the contrast of social values in songs such as

AEval i nao and AT6morra. 0

AEvalinao
The first time Evalina sings iBloomer Girlshe sings not as herself, but as the

Afother. o The incident occurs in the first
for the Applegate family maid, Daisy. He r
plantationsong. She takes advantaged of wearing the mask of otherness and turns the

tables on him, singing his lines in her own voice in a display of female

empowerment!

20 Larry Hamberlin Tin Pan Opera: Operatic Novelty Songs in the Ragtime
Era (New York: Oxford University Press, 2011), 232.

21 According to undated draftsf the script, Harburg intended Daisy to be an
African American woman who had come to the North in search of work after
escaping the bonds of slavery via the Underground Railroad. This adds an extra
di mension to the ot herHarbuggpapernatthelNewe s cene.
York Public Library.
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The text of the songvokes some of the tone and imagery of a genteel

courtship ballad butlsofeatures erotic imagery of ripened fruit and youthful longing,

suggesting Jeffds sexual i ntentions.
Evalina, wonét ya ever take a shine 't
Evalina aindét you bothered by the bot
Tell me, tell me how long
Youdre gonedakéeead the day
Dond6t yad reckond itds wrong
Trifflind with April this way?
Evalina, wonét yad pay a Ilittle mind
Wake up! Wake up!
The Earth is fair, the fruit is fine
But whatodés the use of smellind waterr
Clinginof elol awds heirne?
Evalina, wonot ya roll off that vine

The highly sexualized nature of the text is reinforced by the musical language, which
draws upon the sensual idiorusd sexual association§jazz The backandforth

seconds o mddotieded Igihnahdo sa xteenth rhythms, son
flirtations. Meanwhile the lowered sixth scale degre@ (Con A Shi ned and

Abobolink, o and the | atteros s‘ohsédagueerd | u
preview his desire to persuade Eralto give in to temptation, and sooner rather
than | ater as heTekhmek s tienl It hnee nheoxwt |voenrgs,e :y af
del ayind the day?0 Therein, the quarter no
to particularllyay(@eeexantple32k use on fdde

Our hearing of this style as jazz is reinforced not only through the sexuality
of the lyrics but the plantation backdrop. Many of the lyrical references that feel as
though they could be equally well at home in the minstrel shdughaincorporated
the vocabulary oAfrican Americanpopular music styles such as we hear in this

excerpt. Indeed, this song bears a striking resemblance to minstrel composer Paul
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Dresser 6s, fi # Both lduets grgminently featdré the.bouncing detted
eighth sixteenth rhythms and contain similar lyrical references. In the latter, the text
makes allusions to fihoney, 0 Abees, 0 and dfAw
romantic courtship songs thatkahow long until the romantic pair is wed.

Understanding the connections to the minstrel show as suggested by this
number become critical to ouycompicatng her r ead
the notion that jazz is the only style evoked throughAm 6 s use of African
musical idioms in the scor&he most popular form of entertainment in the United
States through the nineteenth and early twentieth centuries, the minstrel show was a
kind of variety stage entertainmeirigluding comedic sk, dances, and musical
numbers) that portrayed negative stereotypes of African Americans. These
stereotypes were often embodied by white aétdirst Irish and later Jewish
Americand who frequently performed with Abl ackf ac
burnt cork to portray African American characters. These characters as exemplified
by the stock types fAZip Coon, o0 AJim Crow, 0
Longo among others, put on stage deeply pr

African Americans asith-witted, lazy, violent, or ovesexualizegdimages that

have gone on to become entrenched in American society and that continue to

2?paul Dresser, fAEvalyne, o fe®13uyring Wil |
Victor17518 10. 06 Recording can be accessed:
http://www.loc.govjukebox/recordings/detail/id/3581/
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influence bias against African Americaasd support white supremacist ideagn
through the present day.

Given the clearacist history of the minstrel show, the question arisby
would Arlen make references to this traditiorBloomer Girl? A show with an
otherwise progressive plddJoomer Girlseems on the surface to be arguing for the
rights of another marginalizefoupwo men. The answer | ies in t
of jazz and by extension Arl ends multivale
musical®®

As AEvalinao demonuacdian@aft eAr | emé&s i mefoe it em
the minstrel show it createa connection between the jazz style and sexuality. In
this sense, Arlen seems to participate in the minstrel show as a twentieth century
agent of Dbl ackface. Hi dden behind the safe
performing directly onstage, he continuepropagateminstrel tropes and
stereotypes through the connection of blackness with sextralitygh jazz

Arl ends connection between the sounds o
more complicated, however, when considered within the context of the cnasl 6 s
plot. Therein, Evalina and her fellow Bloomer Girls strive to become sexually
empowered by rejecting the hoopskirt and the oppressive system of gender division
it represents. They are not routinely sexualized in the musical, but express their

agenct hrough voicing their own sexuality. I n

2Here | use the term ficultural worko f ol
Sensational Designs: The Cultural Work of American Fiction, 17860(New York
and London: Oxford University Press, 1985).
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blackface can also be understood as functioning as a masking device, in which the
musi cal 6 s c hbéackeicdthe sosic repaekeatationrof the physical
burnt cork blackfacé*T hi s ma s k i allgws the muSical chaeacteds to act
in ways that are not accepted by the majority sodhety existsvithin the showby
serving as a form of appropriation that aito carve out a space for agency while
also taking advantage of and thereby reproducing racist discolireenotion of
maskingas r eei ng f or t he mand maespebifeallyaba t e char ac
vehicle for the exploration of social norms has albistory. This history extersd
beyond the minstrel sh@wwhere blackface performance could also be understood
as white Americanaunder the guise of comedic performaregloringbehavior
not typically allowed within strict Victoriarera social codésto the early days of
comedic opera where othered characters often created comedy by thwarting social
expectations.
Still, there is more at work in Arl ends
begins to move beyond the minstrel connection. As eatked, Arlen creates a
clear juxtaposition within the musical not only between jazz and parlor styles, but
al so between Aol do andsiiforehewsoonddfn t hi s sens

modernity. Sounds like jazz and ragtime were also interpolated intoitisérel

Matt hew Mo r Blacksoungandih® @e) &aking of
Musi col ogi c dournaDof tiedmaricas Musicological Socié® (2019):
781 823.
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show as a means of updating the sound of the score, they did not typically function

as markers of modernity within the plots of such shows as they do here.
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Example32 The jazz style in AEvalina

Returning to the example of ftdkesal i na, 0O

on new purpose as Evalina pickshgr half ofthe tunentheduet By restating J
already sungexual intentions in her own voice, Evalina shows that she is a modern,
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empoweed woman capable of expressing her own sexuadlitsoughout the course of
the song, Evalina also shows that she is a wwitg woman who holds no naive views
about romance. She links the themes of love and money, showing her disdain for the

institution of marriage in which the union of man and woman is treated as a business

contract.
EvalinaEval i na, wonot ya ever take a shine
Our lives could be a perfect hitch
6Cause youdre so handsome, l 6m so ric

Evalina, aindtboyalb ntkldbesr @ i nkey? t he
Jeffl 6d be content with only you
Evalina And just a chambermaid or two
Tell me, tell me how long
Youbre gonna keep del ayi
Donét ya reckon i
[

Trifflind with f i's way?

DP—F
D
=}
(@]
(¢]

The purpose of @ Ev a ttiontruseams tb eitorshotv Bvalinad r a ma t

asa sexually empowered, modern womagual to her male counterpart. She not

only physically takes over Jeffds | ines, b

final words, a comparison of their vocal lines regempower struggle, which reaches

a climax on the dissonant juxtaposition of the pitcftta Ed D on t he wor d i\
and resolves into a major third on the wor

the upper pitch for it is only in the last moment that he is able to reassert his power

(seeexample 3R
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Example33: Power struggle in fAEvalinacd
Thus, through connections to the sounds of blackness as introduced by the minstrel
show,tlej azz style in fiEvalinao creates a subyv
contrasts with the traditional femininity associated withghdor style.
ATOMorrao
The association between the jazz style and a subversive construct of femininity is
furtherd ari fied in ATOMorra. o Her e, Dai sy make
Womendés Rights, challenging the audience t
can do today. o
T6Morra is that better day,
With rainbows in the sky
That s the ptopdinure people | ike
But while | seek that better day
The years keep flying by
And lots of things that should be happeningAi nét !
Till fin -ally there comes this revelation
ToOMorra is the curse of civilization
She cleverly links her frustration with the stateowo mend6s rights with h

sexual frustrations. She simultaneously questions the virtue of preserving her own
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virginity and denying herself the carnal pleasures she craves, and the virtue of

preserving the status quo and denying women equal rights.daoiisg, she exploits

t

he

mul tiplicity of meanings inherent

TO6 Mo Tornao, r r a

Li vi mdoomofrorra

Whyist morra better than today?
TO6 Mo Tornao, r r a

Wai titotmof oam

My aunt became a spinster that way.

TO6 Mo Tornao, r r a

It dawns orme with horra

Loves gettingé far away
TO6 Mo Tornao, r r a

Why canodot a | ady borrabd
A little tomorrad tonight

The presentThe present

The present is so pleasant

What am | savindéd it for?
ProgressivePr ogr essi ve, | 6d rather be
My heart raws r ai si ndé a

Utopia, Utopia

Dondét be a dope yad dope yabd

Get your Utopia now!

The sexual undertone of the lyrics is brought out in the score through rising melodic

lines, sensual chromaticism, and swaggering swing rhythms, borrowing from the jazz

style (seeexanple 34).

168

conece



| P |

;;L#;}d- & o
T

: = 2
E: - !
4
n I I 1|
liv-in' for t' mor- ra', why is t mor-ra be-tter than to- day?
0
e S e
ie * T rtlr b
I 2 d——i= P=
o - E: o f
Example3&. The jazz style in ATOMorr ac
As i f the sexwuality of ATO6morrado was n

provocative (but not explicit) strip tease while singing the song, adding a visual
component to thexpression of her desiesd engaging in a kind of behaviour that
seems more at home in earlier musical traditions of the minstrédesrdigurer).
References to the minstrel show tradition take on further signdegan Ar | en 6 s

musical portrayal of race within the musical.

169



Figure7: Joan McCracken performs a provocative strip tease as Daisy in Bloomer
Girl.

Letting the Music Set You Free: The Sound of Racial Politics

Secondary o t he f ocus oBlooneoGirBsragubplot corgdining i n
racial equality. In the musical, the Bloomer Girls not only use their headquarters for

the printing of feminist propaganda and the organization and planning of events, but

also as a sp on the underground railroad. A significant part of the musical involves
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the girls smuggling an escaped slave, Pompey, to freedom in the North. When the

girls meet Pompey, he sings a song expressing his profound desire for freedom in

A

A

As the only African American character featured in the musical, Pompey and his
song, might be expected to sonically represent African American culture by using

audibly identifiable markers ddlacknesssud as musicatraits associated with jazz.

The

The

Eagbaen atnide tMeo f

Eagl e

Mor eover,

and

Pompeyods

Ar |

Me 0O

enods

song

provided

Ar |

with hisdistinct style. Surprisingly however, the music assigned to Pongoemds

more as though falls somewhere betweehe parlor styleandthe jazz style

established ithe score

Piano

Voice

Ri-ver it like to flow;

Ea-gle it like to fly.

Ea-gle it like to

.
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Given the clear breakdown betwemnsicalstyles elsewhere in the score the
listener is left to wonder why Arlemusicallycharactezes Pompey in this opaque
manner The answer lies in the sentiment expressed by theRextmp ey 6 s desi r e f
freedomMusi cal ly, the scor gea®nurbeddmpy present s P
reinforcing his desire to join into the majority (white) society depicted in the
mu s i @beettodys seemingly disassociating with the jazz stiienight also be
understood as making the <charaartyfaed | ess t h
therefore his plea for freedom more palatable bot to the onstage community and the
majority, white offstage audience a later interview, lyrigtE. Y. Harburg noted a
direct connection betweghemusicalst y| e of t hendihelrgcdle and Me
expres®n of a desire for African American freedonde later claimedthat Harold
Arl ends unique use of musdamewypéohsomgguage i n
one not before heard by African American cloéges on the musical stage:
AThe Eagle and MeoO occupies a transitio
the fAbl ack plighto songs ceitsdistinckon Amer i c a
and its limitation. .. A The Eagl e and Meo whenfar ball ad
the first time, a nascent civil rights movement was beginning to direct public
attention to the possibility of curtailing institutional racism. A lamentation
would no | onger suffice, and AThe Eagl e
vein as its pedecessors. It is, rather, the first theater song of the fledgling civil
rights movement®
Thattresongstyleo f A T h e Eargd per easnedn tMse OPompey 6s de
accepted into American society and achieve freedom is further clarified through

compaison to howmore obvious markers of African American stydéee applied to

other African American characters. In a pivotal scene in which Evalina and Bloomer

25 Harburg and Meyersoltyho Put the Rainbow in the Wizard of, @97.
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Girls find themselves in prison for their protest efforts, they meet a group of

incarcerated African American men, who attempt to cheer their spirits with the
rousing, #fAl Go tinthe stBeocohagchain gahdisorgthssoolyn g ,

musicalnumber featuringny otherAfrican American character§he work is not

necessarily ithe jazz style, bulemonstrates many of the hallmarks of African

American musical styletypically found in a song in this styl&he piece is structured

inacalandr esponse format, in which one charact
the rest of tk group answers with a description of the kind of song. The kind of song

the singer has in his heart changes with each verse, and the verses contain images
stereotypically associated with African Americaass t he SsSi nger annouhnce
Abaskégsongd Wl Whet hefiRgiour oed: woman, singer,
steamboat, undergroundreys I got O dmalated repgse df thedseny,.the

words are further changed to a verse in wh
In addition to thecall-andresponse style and lyrical tropes, the number also features

pentatonic melodies, jaunty rhythms, and prominently placed blue notes that set it

apart from the other numbers of the classical style (see example 10). By creating the
association withite sounds of blacknesmd the image of imprisonment, Arlen re

enforces that for Pompey tparlor or whitestyle represents freedom and acceptance.
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Example36: @Al Got a Songbo

The blues or jazz style is furthassociated with another significant scene that
reinforces the connection between the sounds of African American music and image
of captivity comes later in the score during a number in which a slave is sold at
auction T h e s Ibodyis deScsibed in amss objectification and denigration of
humanityas the man isung into slavery with markers of African American music

including blue notes and gapped scale melodies (see example 37).
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Example372 A Man for Sal ebo

This association further strengthens the idea that while for the Bloomer Girls, jazz
and other associated sounds of blackness represents freedom, for the African
American characters it represents being imprisoned in a society that can only see
blackness and Btk people in one way: as slaves

Connections between the sounds of blackidsgenessand the juxtaposition
between freedom and imprisonment are made further clear by yet additional musical

allusions to the minsRetar@ngtohisidwei EaBbmpawnds
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Me , bile ebvious references to the jazz style found in other numbers from the show

cannot be heard here; gone are the blue notes and exaggerated dotted rhythms; there

is reference to another African American music traditibe cakewalka dance

tradition from the days of slavery that laid the foundation for the syncopated rhythms

of ragtime. This reference can be heard in the dbog-shortlong longrhythm than

dominates every other bar in the opening chorus. This rhythm is cadeti@ttto be
repetitive patterning in the |lyrics: fARive
would reference this tradition, consciously or not, is interesting given the ethos of the

songand the cultural significance of the genre

A coupledance, performed by strutting in a circle, the cakewalk has been
thought to represent African-thdmmeri cands co
behaviors and outlandish modes of dress of whites, particularly fitting in a musical
comedy in which the hoopskiand the social beliefs that led to its design serve as a
central focug® In addition to the cakewalk rhythm, the work also contains an arch
shaped phrase created from a largely diatonic melody, placing this tune within the
world of Pompeyds aspirations.

Considered within the broader context of the musical, which has clear
overtones of the minstrel show, Pompeyds u
to our understanding of his character. The subversive nature of the cakewalk itself
fits wellwitht he expression of Pompeyd6s desire to

repressionMany scholars have likewise noted how when black performers engaged

%Jef frey Mageear IAyR aJledambridgentampdhion to
American Musi¢Cambridge, UK: Cambridge University Press, 1998),
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in blackface minstrelsy, as in the case of black minstrel troupes, they did so in a way
that drew attetion to the oddity of the stereotypes and racial prejudice of minstrel
performanceé’ The presence of the cakewalk rhytsimultaneouslyalso reveals
complicateddimensions and limitations of white understandings of African American
culture.

The cakewalkmy t hm hi ghl ighted in fiThe Eagl e a
traditional marker of Blackness in music (the subversive nature of the genre was often
unrecognized or unacknowledged by white writers). The rhythm was frequently used
in Broadwaystyle spiritualspop| ar i n the 1930s and 40s, 1in
A Get HEhe gong.also contains other notable markers of the spiritual genre in
general as well swuch as Ilyrical references
way the Lawd ¢ a wwragetydkeéwise tallsto mind tae imagevyeofr i
spirituals | i ke ADeep Rivero and others th
specific connections to the Broadway spiri
a cakewalk rhythm (inverted§.The conections to the spiritual further add
di mension to how Arlen used music to helop
characters and offstage audience, as the dggmcally draws upon the weknown

suffering of the Jewish people in tdd Testamenin orderto draw Christiad s

2T Robert C. TollBlacking Up: The Minstrel Show in Nineteei@entury
America(New York: Oxford University Press, 1974), 262.

8The parallelswitot her Br oadway spirituals call
comments about a fAnew type of s C
attitude of the Ilyrics in fAThe
about freedom.

ong, O
Eagl e
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attention to the evils of slaveryhe performance of this work by Dooley Wilson,
who had risen to fame in the-#llack film musical Cabin the Skwnd later aSam in
ACasabl anca, 6 further |l ends gravitas to th
Inanycase, Pompeyds performance seems to
engages audiences on a multitude of levidie possible doublmeaning of
Pompeyds musi cal p e rcredemcdnyathe treqjuency of doublee n  f ur t
meaning not only in many Africaimerican performance traditions but also thoke
immigrant traditiongor whom musical performance often acted as a discursive site to
create community and challenge social conditiSms framework in which the
audience can understand the presenciysdredmeanings within the show is central
to interpreting the meaning tdfe show as a whoR8.This becomes clear imwo other
poignant musicaéxamples that engage with the theme of racial equality iacie
of Bloomer Girl Thesei nc | udef Dav ery 6 Wa siwa&ah out for tha n d
| ce, peelrifzoaromed as part of tapaywBhHineaplager gi r | s
Uncle Tond €abin
Similar to Pompeyds fAEagle and Me, 0 in
Harburg engage in musical irony in order to show the absurdity of racial prejudice.
Thereintheyjuxtapose stylized dialogue meant to imitate slave speech with an

upbeat, major key Europeamarch. This odd juxtaposition coupledtiwihe

29 Henry Bial,Acting Jewish: Negotiating Ethnicity on the American Stage
and ScreerfAnn Arbor: University of Michigan Press, 2005), 16.

30Werner SollorsBeyond Ethnicity: Consent and Descent in American
Culture (Oxford and New York: Oxford University Press, 1986), 249.
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opposition of a negative text with major key music creates a place for satire. Indeed,

the continual triadic nature of the melody, which rolls incessantly up and down, is

meant to demonstrate via exaggeratedical simplicity bordering on the inane, the

compl ete absurdity of how sl avesd humanity
whose stories were not of consequence or value (they just seem to appear in the fields

one day like cotton and corn). The looatiof this song in a white voice offers the

final punch as it challenges audience members to consider whether or not it would

make sense to think of Daisy (as Liza), a young white woman, in this same manner

and suggesting that to do so would be absurd, plointing out the hypocrisy.
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cab-bage an'corn I ne-ver was born, I ne-ver was born
Example38& @Al Never Was Borno

The appearance &fn ¢ | e T o mithis thedneoitk is a significant
moment withinB | o 0 me rscol@.iltislindhss moment that the two marginalized
groups within the musicdlwomen and African Americascome together in a
visible way that unites their individual causesst clearly A play based on a novel
of the same name by Harriet Beacher Stawa,c | e T o i852), wasab i n
seminal book of the pr€ivil War abolitionist movement: The plot follows the lives

of slaves, Tom and Eliza who attempt to escape to freedom after learning that their

31 Harriet Beacher Stow&ln ¢ | e T o (Bosson: CohrbA. Jewett and
Company, 1852; reprinted Bedford, MA: Applewood Books, 2001).
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supposedly benevolent but financially strained magteghur Shelby, intends to sell
Tom along with Elizabds son Harry to repay
baby Harry and finds her already escaped husband, George along the way, while Tom
Is sold to cruel slave traders who ultimately end his life.

The dominant theme of the novel, the condemnation of slavery, is achieved
through multiple references tamily and faith St owe ds novemosivas one o
influential worksof literature to humanize African American slaves, andvasike
readerstove s| aves as real people with real famn
struggle to save her young son and the cruelty of family separation. Like many in the
mid-nineteenth century, Stowe also viewed women as the moral authority and center

of the famiy.InUn c | e T o nie femdlkalaractéysElizawho escapes from

slavery to save her son and Eva, a young w
faith | eads her to friendship with Tom and
primarycharacters who seek to change readers hearts and¥indsd e e d, St owe 6 s

novel was written in a sentimental style typical of domestic fiction popular among

female readers in the nineteenth century, showing her appeal to women as actors of

32 Elizabeth AmmonsiiStowes Dream of the MotheBavior: Uncle Tors
Cabin and American Women Writers Before the 192sEric J. Sundquist
(ed.),New Essays on Uncle Tom's Caf@ambridge University Press, 198659.
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change®® The icea that women have the power to affect society and lead people to a

mor al cour se of acsrongaonnectionsdBloomereGixls wor k has
St o we 0 similarlg grapples with themes of religiowithin the course

of the novel, Eliza and Georgaw the life of a slave trader who pursues them

because of their Christian faith, the white St. Clare family that buys Tom experiences

a Christian awakening about the evilssteivery and racis he f or m of St owedd

itself sometimes takes the formaftermon and the work is rife with biblical

references, particularly to the old testament and stories of Moses leadisg#liées

to freedom.
Old testament stories have often been cited as a point of connection between

the African American and Jewislbrmmunities. References to old testament

scriptures were often used in African American spirituals for example to draw

attention to the parallel suffering of Black and Jewish pedplkss therefore

interesting not only that as Jewish writers ArlenamdHbur g wer e dr awn to

Uncl e Tormaugs QGCahkitn  Sandspeeficaly the scerle in which

escaped Eliza must cross frozen water in a parallel tisthelitescrossing the Red

Seawould also appear in the musicals of at least two otheish American

33 iDomestic or Sentimental Fiction, 182865 American Literature
Sites,Washington State Universithttps://hub.wsu.edu/campbell/literary
movements/domestior-sentimentafiction-1820G
1865/#.~:text=Sometimes%20referred%20t0%20as%20%E 2%80%9Csentimental,mi
ddle%20d%20the%20nineteenth%20centyryetrieved September 7, 2020.

34 Melnick, A Right to Sing the Bluesi 7.
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composersKurt Weill (Ulysses Africanusl939) and Richard RodgerBhe King and
|, 1955)3%

INnBl oo me riit Waitrclhd sout f oArlenuseswriingstyle EIl i za, 0O
that bears striking similarity to what will later be seeRind ger s and Hammer st
evocationoUnc | e T o mdre Ki@amdi(d855).1 n t he pl ayds depi
within both musicals, the songwritdreat the text in melodrama, usisgeecHike
eightnote rhythms, parallethord writing, and tremolo accompanime(gse

examples 3840).
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Example39: ALook out for the | ce, Eli zao
mr}gus (sung) (8hout)
EF-RCH-IE FICACRE FERCRNT NS FO NN
Example40: Rhythm, Excerpt r om A The Smal | House of Uncl

%performances of Stoweds play also have
minstrel show. See Graham 1283.
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Example4l: Parallelc hor ds and tremol o, Excerpt from
Thomaso Ball et

I n both fAWatch OBlobmefGirf &ahd fAP8eE| EEBDac¢
King and ), a norAfrican American charactér Daisy Bloomer Gir) and Tuptim
(The King and)0 takes on the role of Eliza in order to demonstrate the similarity of
her own plight with the escaped sl ave from
plight arises from the circumstances of her genddooth musicalsthis scene then
helps to furthebring together the themes of racial and gender inequality in a coherent
and obvious way® Both works also make use of and perpetuate portrayals of African
American slaves as docile, accepting, and paternalistic in order to pursue political
ends. The pdical impact of such scenes is layered to say the leastherargue

thatt h e s e fi U scenis,grouhaedio Old Testament imagery and written by

%Shannon Steen, AHow Uncle Tpimdbs Cabin
Racial Geometries of the Black Atlantic, Asian Pacific and American Th&itrdies
in International Performance (London, UK: Palgrave Macmillan, 2010).
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Jewish immigransongwritersbring together the themes of racial and gendered
injustices in the musials with the Jewish experience.

This syncretism between Black and Jewish identitiedsissounded in the
cast recording, wherein Arlen himself singe earlier described Man f or Sal e. 0
brief number, the cry of a slave trader at auctimt,omes @mplex in the moment of
Arl ends performance. Sung in a slow tempo,
vocal flourishes sound almost as though they belong as much in the synagogue as
they do on the block of the auctioneer. In performing this work, inla istjfuenced
by his upbringing within the synagogue, Arlen creates a further analogue between the
suffering of Jewish and African Americans. However, as a white man this moment
al so draws attenti on tpovile§e Bvenstiigéis posi ti on o
i mportant to acknowl ed g e-identifieaton #swhite n6s r eco
would have been in flux during the period

such as Jewishnessere understood as rate.

Political Readings
Throughtheir complex portrayal of race and genddarburg and Arlen create
multiple possible readings die political message &loomer Girl In particular,

their treatment of thmes of raceandgenderh al | enge the fAassimil at

The idea of a dominant dAwhited culture
not begin to develop until the 1950s. See Matthew Frye JacoW8uteness of a
Different Color: Eupbpean Immigrants and the Alchemy of R@€ambridge, MA:
Harvard University Press, 1998), 91 and Meln&IRight to Sing the Blues: African
Americans, Jews, and American Popular Sqi@gmmnbridge, MA: Harvard
University, Press, 1999), 62. For more on raieé ethnicity in this era see also Gary
Gerstle American Crucible: Race and Nation in the Twentieth Cer{fnyceton:
Princeton University Press, 2001).
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identified by scholarsueh as Andrea Most and Bruce Kirle. These scholars describe
assimilation as a common thematic trope in the musicals written by Jewish
Americanswho in their works often showcased an ethnically or racially othered
character who changes and is acceptedheylominant white society of the musical.
They suggest that this process of an ethnic or racial outsider gaining acceptance from
the musical 6s white community serves as a
American i mmi gr ant s . ordangaerfar their omahileytomu si cal 6 s
gain full acceptance as Americams stage.
The assimilation narrative has been observed in the work of Rodgers and
Hammerstein in particular witBklahoma!(1943), a close chronological predecessor
of Bloomer Girl,sening as a particularly relevant exampteAccording to Andrea
Most, in Oklahomal! thecharacter oAli Hakim, represents the ethwracial other.
Identified as a Persian, his profession as a peddler positions himisk. J&g/
Jewishness is furtheuggested by hispeech inflection, love of haggling, and
humorous tendency to wallow in sglity. As a character, Ali Hakim represents the
clown. By turning the Jeish characteinto a comedidype Hammerstein undercuts
American antSemitic rhetoric andegates the notion of the Jew as a danger to
American society. The play ends with Hakim

for assimilation into American society

38 The following analysis is drawn frondrea MostMaking Americans:
Jews and the Broadwayusical (Cambridge: Harvard University Press, 2Q@uce
Kirle, AReconciliation, Rkladhanaimthe on, and th
Amer i can Co ileare owrabb GvVay 2003): 25174.
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In Oklahoma!Ali Hakim argues for the acceptance of Jews into the fabric of
American socigy by contrasting Jews and African Amerisaepresented by the
musical 6s villain, Jud. While Jud is not s
character, he embodies many of theiststereotypes of African American mes
violent or sexualizedOthers have read his character as Native Amerigaenthe
musical 6s setting in the setting in Indian
short ungrammatical phrases. In either case, his chgnactiee Ali Hakim, is shown
to beirredeemablend does not gain acceptance i n the
In the history of Blacklewish relations in the U.S., Jewish Americans sought
to find ways to express their differences from African Americans just as often as they
sought to show their similaritigerough parallel suffering, as a strategydaming
social acceptancd@he emphasis that Jewish writers often placed on ethnic
inclusiveness did not stop them from perpetuating racial stereotypesBihcks.
Jews (and many other immigrant groups | éarly twentieth century) found that a
powerful strategy for becoming fully American was to adopt the prejudices of whites
towardsBlacks as their own. Jews in show busingfésnused blackfacéand its less
visible counterpartsds a way of aligning timselves with the dominant white
culture®
In Bloomer Girl the status of insiders and outsiderkkiswise presented

using the weklworn tropes of white anibthelo that appear in many other musicals of

39 Michael RoginBlackface, White Noise: Jewish Immigraimshe
Hollywood Melting potBerkley: University of California Press, 1998); Andrea Most,
Making Americans: Jews and the Broadway Musf{€ambridge, MA: Harvard
University Press, 2004)13.
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the ageHowever, inBloomer Girl,the othered outsiders (Women/Black/Jewish)
fulfill the role ofinsider while the whitelominant community in the musicaie
presented as theue outsides. Through this change, the musical suggests not that
others need to be accepted by the dominanégodiut that the dominant society
needs to change and become more accepting of differBimsemessage of
acceptance as the responsibility of the dominant commwaisyunusual for its time
period.

Indeed, gven the clear resonance between the Giair setting of the
musical 6s pl ot and t h eBloongerGirisearas taltgkded s of it
more critical look at the counttan many of its Broadway counterpait®y
exploring the nineteentbentury plight of women and African Americans in the
United States in the context of the contemporary plight of the Jewish people in
Europe, the musicaluggests that anyone, including Americassapable of
committing discrinmatory acts of injusticdt calls Americans taconfront their own
prejudices not just those of their European counterparts.

The critical stance dBloomer Girl however seemingly overt in the musical,
has largely gone unnoticed by audiences and cnitins, see the Civil War setting of

the musical 6s pl ot as a celebration of Ame

40While this type of subversive comedy and political outlook was uncommon

I n musicals of this era, it has neverthele
well discussed in the following sourcesi i sa, C. Roost, fiThe Ot he
Political Sdire in Broadway Musicals: Froi&trike Up the Ban{lL927) toAnyone

CanWhistld 1964) 0 (Ph.D. diss. The City Univers
Donald Elgan Whittaker 111, ASubversive As
(Ph.D. dissertation, Louisiana Stdfiniversity, 2002).
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which American6s advanced the cause of fre
paper).In his widely accepted analysis of the musidédrdden argues th&loomer
Girl, with its clear focus on the issue of wc
involvement in the war effort by establishing Americans as the good guy:
Good guys have a sense of humor, dance well, try not to be racist, gnd sin
Irving Berlin songs. Alternatively, good guys ride horses, try to get along with
their neighbors, and sing Rodgers and H
the bad guy: they kil him. You have to
many different waysthe wartime musical took a look at why we were the
good guys. According to Harold Arlen andE. H a r BooanmegGirlét
was because of feminisfh.
SurelyBloomer Girldoes souna call to actiontrumpeing the belief that
Ai njustice anywher e i sbydrawing pamlels between j ust i c e
the plights of women, African Americans, and Jeds Harburg himself once
explainedBloomer Girli s about the Aindi v¥PHKowdve, it i ty of
calls into question Americabs portrayal as
beyond prejudices @ntiSemitismthendevastating Europe.
In either case, political reading of the musicaluggestsupport for the
nati onds i nv o |ffereoneeseas, an involvenieet that was nog
unilaterally supported as rising tidesaoft-Semitismswept across parts of the United
States in the prevar erawhen he United States was divided between

interventionists, who wanted to join the Allied for@ew fight fascism, which they

perceived as a threat to American democracy and human rights, and isolationists, who

“MorddenBeauti f yi97z.Mor ni no

42 Meyerson and Harburgyho Put the Rainbow in thWizard of O2 Yip
Harburg, Lyricist, 187.
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believed that America should not interfere
administration was officially neutral, New Deal libexalere linked with
interventionists whereas conservatives were linked with the isolationists
Surprisingly, thepolitics of Bloomer Girlwerenot acknowledgd by criticsat
the time oft h e mupsemiera. Thissan partially be explained by the shadow of
Rodger s and &kahomed1943), whicim Kadannounced the new style
of the book musical that would come to dominate the Broadway stage. Audiences
seem to have been more focusedonhow Arl6 s wor k compared to thi
than in greeting and interpreting the work on its own tefmsubsequent revivals of
the work, of which there have betmod the 1956 televisioproductionand the 2001

Center City Encore productidnthis has contined to be true.

Conclusions
While Bloomer Girlmay be an outlier in the history of the American musical, it is
nevertheless an important one because it highlights that narratives are tools not rules.
While the assimilation narrative is helpful as a wayltsg musicals created during
this time, and can serve as an effective teaching tool, it also has the potential to
obscure historical truths. More damaging, it has the potential to lead us to create
generalizations about groups of people and their expesehat devalue individuals.
As Harold Arl ends work suggests, the relat
the history of populamusic is far more complex than how it is told. While it would
be impossible to highlight every individual experience in musis nevertheless
possible to bring to light those stories which can be told, like in the case of Arlen.

Stories and the way we tell them matter.
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We can continue to see Arlen at work on the Broadway stage in his
subsequent work for the medium and ohlis most celebrated scoré&d, Louis
Woman As | will show,St. Louis Womaaoffers a rare example of a piece of musical
theater that takes jazz not as an extra resource for the score, but as the entire lifeblood

of the score, as it brings to life a warkliterature from the Harlem Renaissance.
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CHAPTER 4:

Jazz Takes the Stage Part TwoSt. Louis Womar(1946)

Following the success @&loomer Girl(1944), Arlen was living at his home in

Hollywood and searching f@a newproject. He was eager to find his way back to

Broadway where he hoped, like so many of the great Tin Pan Alley songwriters, to

make his mark as a composéne Broadway show remainede of the surest ways

to have oneds songs reach | istenemasw and fo

been a personal yardstick by which he measured his suécess.en s r et urn tic

came in1945 inthe form of a phone cdifom Arthur Freed, a deptment heath

MGM6s music division, who hamscdptwasfori pt he

St. Louis Womara show based dhenovel God Sends Sundayy the Harlem

Renaissance writer Arna Bontempgho better to set this Harlem Renaissance tale

than the young songwriter who had come of age working at the very epicenter of the

movement in New Yorkos famed Cotton Club a

and Count BasieArlen excitedly agreed to the projedhough the show would go

on to become the subject of fierce criticism on the basis of its libretto, the score

stands as one of Arlends most celebrated w
In this chapter| will explore howin St. Louis WomarArlen create a new

kind of score for the Broadway book musical, one completely invested in the

1 The following is drawn from Edward JablonskKiarold Arlen: Rhythm,
Rainbows, and Blug®8oston MA: Northeastern University Press, 1996), 1206;
288 306.
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language of jazz While Arlen had used jazz to great effecBioomer Girl in St.
Louis Womanjazz forns the worlé entire lifeblood.

In St. Louis WomarArlen uses jazz to sonically shape the onstage world and
to develop the showdés chawgsayes&jpzto | n part.
create strong character contrasts, especially between the two feathtdharacteés
Della and Lila. Musical analysis suggests that the tension created by the different jazz
styles associated with these characters reflects @ recrative common in
depictions of Black life in white artisisvork during the HarlenRenaisance. In this
narrative, white artists and authors capit
American identity that animated Harl emdbés t
were frequently depicted as haviasthg bot h fAs

Arlen musically maps on to Della and Lila respectively.

Intersections of Music and Literature: The Harlem Renaissance

In order to understand how Arlen uses jazz functions as a dramatic tool, engaging
with his literary subject, we must first usrdtand how the libretto figures into the
Harlem Renaissance mdseoadly.God Sends Sundayhe source material f@t.

Louis Womanwas witten in 1931 andrepresents thinal periodof the Harlem

2 0On the sound of the book musical established by Rodgers and Hammerstein
see Joseph P. Swaifhe Broadway Musical: A Critical and Musical Sun(élew
York: Oxford University Press, 1990), i7/0. Whilejazz had been the musical
language of Broadway scores in significant part in works su&tafle Along
(1921) andHot Chocolateg1929), these were musical revues.

3NathanielSloan,i St or my Rel ations: The Cotton CI
and HarlemEmunt ers in the Music ofMudieear ol d Ar | en
Quarterly101 (2018): 129.
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RenaissancéThenovel does not meet audience expectations for a work in this style
in several significant way®&ather than featuring a settingNiew York, the action
takes place variously in thmyous of New Orleans, the mwaestern city of St. Louis,
the state o€California, andthe country oMexico. Moreover, rather than presenting a
story about contemporary African Americans, author Arna Bontemps sets the work in
the late nineteenthcentulo st unexpected, however, is th
African Americancharacters. While many authors viewed the Harlem Renaissance as
an opportunity to celebrate African American culture and uplift the community,
Bontemps explores an uncomfortable side of ttie realities of the lower classes,
and the glamourous allureandke gat i ve ef fects of | iving the
drinking, and moré.
Set in the last years of the nineteenth century in St. Louis, Missouri, the plot
follows the story of the antiero, Little Auggie a talented and superstitious jockey.
Weak andtrail as a child, Little Auggie believes he will go on to accomplish great
things because he was born with a caul over his eyes, an unusual phenomenon. He
eventually meets and befriends Badfoot, a groom employed by Horace Church
Woodbine, better known &4r. Woody, a wealthy white horse owner. Auggie

discovers his natural talent with horses and charms Mr. Woody with his musical skills

4 Cheryl A. Wall, The Harlem Renaissance: A Very Short Introducfidew
York: Oxford University Press, 2016).

5 A precedent for this style of Harlem Renaissance literature dealing with the
nightlife of the characters established in the work of Carl van Claude and George

SchuylerVan Vechtends work in particular, |ike
scrutiny.Gwendoyn B . Debnam, AThe | maginative Fictic
Bontemps, o0 (M. A. thesis, Atlanta Universit
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(there are written folk songs in the novelhd thus begins his foray into the world of
professional horse racing.

Auggied mpid success leads him down a path of pride, arrogance, and greed.
He becomes an unruly drinker, gambler, and womanizer. He falls in love with a
beautiful mixedrace woman, Florence Dessau, who turns out to be the romantic
partner of his employer, M¥Woody. Disappointed, hariefly pursues thecandalous
woman of the town, Della Green. Though he eventually forsakes Della and claims
Florence as his own, Auggie continues to fall deeper into his misguided ways. As he
loses his fortune to drink and gamégrénce leaves him. Devastated, he brashly
murders his arcinemesis and fellow jockey, Bigalow Brown. In the end he is forced
to flee to his sisterds home in California
of a farmer until he finds himself agama skirmish that ends in probable murder,
this time with the local town Casanova. He flees once more to Mexico in another
feigned attempt to escape who he has become.

In order tomake the story suitable for tB¥oadway stageCountee Cullen
whoworked on the librettanade several notable changes. First and foremost, the
dramatic tone of the novel was toned down in favor of a script that lent itself more to
light-hearted comedy ending witHiato fine, and the character of Little Auggie is
somewat redeemed. 18t. Louis WomarAuggie fights to win the affectiornsf Della
Green, a barmaid in the employ of the abusive Bigalow Brown, who is alsavker
He eventually wins her affections by showcasing his talents in a cakewalk. Yet, while
Auggieis away at the racetracBrown pursues Della further and becomes infuriated

when she rebukes hi m. Brownds for mer |l over
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herself his true lovdgegginghim to take her back. As Auggie approaches a shot is

fired. Though B one has seen the shooter, Brown lies dying. Thinking it must be his

nemesis, Auggie, he curses the young jockey. Superstitious, Auggie takes the curse to

heart and begins to lose and pulls away from Della, only in the end to declare

superstitionfalseah recl aim his titlebs as best jock
In addition to the tonal and dramatic changes made to the Stipouis

Womaralso notably erases the elementlassfrom the story.tl seems noteworthy

thatthe higherclass statuses of BigaloBrown and Lila reflect the races of their

original character counterpointgr. Woodyand FlorenceDespite significant

changes to the libretto, Countee Cullen was ultimately unable t&fréeuis

Womanof its problematic and negative portrayals of &fm American lifeThese

problematic portrayals are further resound

The Use of Jazz in StLouis Woman

The score fo5t. Louis Womahighlights problematic uses and portrayals of African
Americans in the arts. Thetrouldlee gi ns wi th the musical s t i
famous blues lyric by WC . Handy, #ASt. Louis Womano and
authoros |l yrics had origi n@ldbEends&Symnmgag.ar ed i n
Therein, the lyrics were presented as folk songd,retasbelonging to the work of a

well-known and established composer. @/ Handy was reportediynhappy with

this portrayal. His efforts to obtain the promised compensation for the inclusion of his
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works were also met with difficulty, and he balkedhet lyric being used as the title

of a new musical with book by Countee Cullen without his permission or cdhsent.
Throughout the score f&t. Louis Womarrlen usesnultiple different

styles and idioms gazztod e pi ct t he mgrefleatingtheécbaractérar act er

race and class status i rBhowboabaGeorgev ocati ve o0

Ge r s h Rorgy @and Bessreating similarly problematic representations that often

plagued the efforts of white writers engaging with Afridgenerican characters and

stories’ Specifically, his poignant use of two jazz styles highlighisai vi | i zed o/

Asavageryo binary that appears frequently

African American topics, particularly in the context of tharlem Renaissande.

During this era, institutions such as the

advertised and exploited African Americans and Black cultuemasotic attraction

A W. C. Handy Singing Blues Again; Speaks
New Amsterdam Newslarch 9, 1946).

" Todd DeckerShowboat: Performing Race &am American Musical,
Broadway Legacy Series (New York: Oxford University Press, 2@dgalso
NaomiAndé, i Cont extual i zing Rac®orgyand BeGeondenr i n
Black Opera: History, Power, Engagemébtrbana: University of lllinois Press,
20198).

8 Nathaniel Sloan traces this binary to the controversial, white Harlem
Renai ssance novelist Carl Van Vechten. See
only does Van Vechnten discuss this binary but he ties it directly to this directly to
African Ameitican expression in the arts. See also Emily Berr@ad, Van Vechten
and the Harlem Renaissance: A Portrait in Black and W(iNt&wv Haven, CT: Yale
University Press, 2012).
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for white audiences and consumeérhis isreflectedin theCotton @ u bmargy songs

and shows featuing Ajungled music.

AiSweetening WaterandfiAny Place | Hang My Hat Is Horae
Among the earliest numbers in the show is a pairing of songs that establish the female

romantic lead, Della Greene, the town beauty and gimtiref bar owner, Bigalow

Brown. These works emerge organically from dialogue, making the transition

smoothly from speech to song. We first meet Della in the local bar, where men extol

the virtues of alcohol as a tlepdScotcbhr per su
and she was unimpressed, so | ordered a sweeten wat er and she acqui
banter transitions directly into the choru
song is set in the key of F major and the jauntyoloteinflectedmelody lyrically

and rhythmically mimics the vocal inflections of the sly, weh&lsuitors. This

melody is immediately pickedupiiyel | a who cl everly turns the
womenos ¢ on s-erteted awcktailintoa baael bf pawerment as she

sings about her Afree and easy wayso and h
current romantic entanglement with Bigalow Brown:

Cross the river, round the bend
Howdy Stranger, so long friend,

Thereds a voice inepgpdhewhiosnsgsroimed wi ma@m.t h
The song thus transforms into hershkew oppi ng song, #AAny Pl ace
Home. O

9 Nate Sloan observes that this binary was present in works Arlen composed
fortheCot t on Cl ub, including his APrimitive P
ot her Arlen works such as ARaisind the Ren
Harlem life. See ibid.
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In these number#rlen useswvhat | will call ishow jazz given itsreliance
on overexaggerated and cliché stylistic elemeifitsese songs areformed by the
sensibilities of vaudeville tunes from the early twentieth centodeed John Leeof
the Los AngeleSentinelssesse8t. Louis Womaas fia beauti f ul hodge
comes closer to beingthinly-veiled vaudeville show than a musigahs was
intendded. o

While ther is no uniformvaudevillesong styleyaudevillewriters frequently
used ovetthe top, onomopoetic gestures to heighten comedy or mitkeise
imitate and animate the action on stagBeginning with a cliché piano vamp and the
stereotypical dotteg@ighth sixteenth rolling bass ostinato Arlen sets the scene of the
drunken debaucheryhe opening vocal melody shared by both Della and the would
be-suitors (ABP-A-F) mirrors in parallel itervals and rhythm the bass pattern
established in the piano introduction:QFD-C-F).

The short and sassy melodic lines, which rhythmically emphasize half step
motion, draw out the romantic tension building between the two characters while the
appoggiatira figurations and syncopation create a sense of play and fun. Taken

together, these qualities show that Della will be the youthful, love interest of the

YJohn M. Lee, A6St. Louis Wobband came t
AngelesSentineLos Angeles, California: April 11, 1946).

11 For more on the style of vaudeville song see Nicholas GebNaddeville
Melodies: Popular Musicians and Mass Entertainment in American Culture; 1870
1929(Chicago, Ill: University of Chicago Press, 2017), especially chapter 8. See also
Pet er Van Originsof\Wepular Stgles The Antecedents of the Twentieth
Century(New York: Oxford, 2007), and Charles Ham8angs from the Melting Pot:
The Formativerears 19071914(New York: Oxford, 1997).
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musical(see example 42%¥ They also sexualize her character, which was not

common for a leading lgdn theater at the time, and comment on her class status

120n female character types in the musicalRégec har d M. Gol dst ei n
Enjoy Being a Girl déd: Women in Popgular Pl ays of
Music and Societ$3,n0.1(1989),i18 and Jul i e udMadomdn MuBh e a3 & C
Women:Tessituraand t he Construction of Gender in t

diss. University of Kansas, 2006).
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Example4d2 A Any Pl ace | Hang My Hat

The associationf this style of jazz with the notion tdwer-classstatus is further re
enforcedby both the setting of the performances in places-oéflute (performed in

a saloon), as well as by the singersbod
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recording, Ruby Hill (Dell a) delivers the
H o me 0 perfumctosy, dry style, keeping each melodic line short ad brief to

emphasize the characters sasd comedic wit® By contrast, in the 1998 Broadway

revival Vanessa Williams draws out the melodic line by @sexggerating and

sliding through the openingalf-step in a vocal scoogt a slow tempto emphasize

Del | ad s *Suehxsooaps evoke the timbral gesture of sliiopmbones

popular in musical comedic sketches for vaudewN@liams cultural recognition as

a beauty and sex symbafter hervery public resignation as Miss Ameriaalecade

earlierfollowing a nude photoscandalbh e f i r st and only resignat
history, further strengthens the relationship between this styl@apsert expression

of sexualityt hat comment on ™ he characterds cl ass

ALegal i zeanWyA NVdameadn 6 s Pr er ogati veo

Echoes of Dell ads music can be heard in th
counterparandsecondaryemalecomiclead her friend, thébamaid, Butterfly. Both

of these songs are written in the key of F major, sonically locating Della and Butterfly

within the samenusicalspaceTheir further shared features, namely their similar use

of features that sound like jatike caricaturescreates dramatic paring between

13 St. Louis WomarOriginal Broadway Cast Recordin@roadway Classics
(Middlesex, England: EMI Records, Angel Recordsgioally recorded on Capitol
Records, 1946, 1992) LC 0110 ZDM 7 64662 2.

14 St. Louis Womaril998 Encores! Center City Cas&thicago, Ill: Mercury,
1998), 3145381448.

BJennifer Latson, AfThe ScandallTimé¢ hat Cos:
Magazing(July 23, 1984).
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these two characeBot h AAny Pl ace | Hang MyareHat 0 anc
announced with bawdy triplet introductions
character. The melodic contour of both numbers likewise performsifunctions.

Both play with the interval of the third.

Homeo the melody constantl y .l egalainzle dMy or
Nameo plays with ascending and demwending

the possibilities of intiomacy before marr.i

S
>

The chromatic contour of Butted43fl yods
al so hearkens back to the chromatic moti on
for such a bawdy number, Arlen also incorporates his signature octave leap as
Butterfly talks about the emptiness of promises, reflected by the expansive vocal
range, laping first the seventh and then the full octave. Aldéerthrows us for a
harmonic curve through a brief modulation to D minor as Butterfly sings the lyric

it hrow hidn a curve
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Exampledd. A A Womands Prerogativeo

The connection between this style of jazz and class, further has problematic
racial connotationd. t i s not ewmwjpapy sttlydte tulse did f or Del
female compatriohave their origins in the sonic world of vaudeville, which in turn is

strongly connected to the theatrical tradition of the minstrel show. This suggests a
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reading in which the class representation of these characters is strongly racialized
through the prblematic legacy of minstrel trop& which African Americans were
frequently depicted as overly sexualiz&this interpretation is given further credence
that this musical style is used to differentiate these characters from the contrasting,
serious fema lead, Lila, who was originally based om&edracecharacter,

Florenceperceived to be of a higher claaBontemp$§ eriginalnovel.

A | Had Myseldnd rlr uWo ndbevre OWhat Became of Me

Arlen contrasts the charactersof Della@&d t t er f Iy wi th Lil a, Bi ga
former |l over by shifting LiPThécentrassdoal cent

not stop there. Indeed, Arlen uses a wholly different style of jazz to characterize Lila.

Portrayedasolder and more mature, aatsoasthe more moral character (she truly

loves not lusts as the other characters), Anlgsherusewh at | cencérthall c a |l | f
jazz 6 This jazz, i n the tradition of Gershwi
interesting harmonic adventuresthanyt hmi ¢ cl i ch®b6s or stereot

(melodic chromatic motion or the bass ostinato) for its substance. Indeed, Jablonski
refers to Liladki hathbedssassactasongsin th
bawdy venues of the contrasting stylea¥7 in the score, reinforce this distinctin.

Surely, Lilads music sounds as though i
opera house. The melodic lines are complex, and the rhythm is frequently displaced
across the bar by triplet figures and the irregular placement of strong and weak beats,
giving thepiece the feel of a wandering aridne harmony is also more diverse, and

frequently features the use of extended chords with ninths and thirteenths.

16 JablonskiRhythm, Rainbows, and Blye95.
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feel |l i ke scenes. I ndeed, Ar | ehghblightingc c o mpan

Lil ads tiorsmexplorednmahe piece. Wilder praises Arlen for his subtle but

interesting use of this feature.

The nature of Arlenbés piano accompani me
such as to indicate another, more compositional concern for this song than any
others |1 6ve seen. The use of themat:.

styles in the left hand of the piano, the dynamic markings, the introduction, all
bear out this opiniof?

The shifting of the piano accompaniments, especially in the left laaradkscribed by
Wilder point to the wide variety of textures used to highlight dramatic changes within
the multisectional form and bring it under control. The title line of the song is
accompanied by a steady broken chord accompaniment. This same adommpan

pattern appears later in the piece, albeit rhythmically altered, when a chorus echoes

C m

Lilads | ament. Borrowing from the rhythmic

AAny Pl ace | Hang My Hat I s Home, or t he

mockery, pointing lyrically and musically to what Lila has lost to Della.

Eb BY7 Eb Bb7

- ¥ 1 |
o — —: L 1
-

I had  my - self a rue  love, a true  love who was some - thin® 1o see,

L1

L 118

Example46. Broken Chord Accompani ment,

18 Wilder, 282 83.
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her morning time longing for her love, the accompaninteot slows andoecomes

more open. When Lilads thoughts turn to
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repeated eighth notes, as the melody repeats mounting in agitation, until reaching a
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Th cumulative effect of these features is to establish a c@wrastingazz style and
a multtdimensional portrayal of Lila.

Lil aé%Wonder What Became of Meo is simil
Likewise situated inthe keyoPE wi t h its frequent reference
Achampagneo and ot heejrecstuecch |[laweuriddss ,salto ipsar
Rain or Come Shine. o0 The touching incorpor
pr ot agoni arliérsnthe musibahows her distance from the life she

i magined as she Awonders what became of me

——
e e e f =
§e e e — r g

won « derwhat  bescame of me.

Example49: SwingRhyt hWwiondiedr What Became of Medc
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Lights ane brigh, pioo- a-nos mak-ing mu-sic all the
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> r—2 e
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idshit
Example50: Patter, Al Wonder What Became

The patter style writing, oscillating continually baakdforth to B® similarly
parallels the repetitive note patterde | | a and BComwe 6Raidmedr Come
Shine. o

I n all, Al Wonder andthearmearBerimgaunmder,ovhichMe 0 i s
except for the repeat of the opening A feels through compdsed/ocal melody
spans a wide range, extending over the octave, and many of the vocal line weave

complex, nearly instrumental melodies, betraying Arlen the master.
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Taken together, the styles of jazz Arlen uses throughout the smoially
reflect the problematic narrative tropes o
with African Americans by white authors during the Harlem Renaissance.
Understandingthescoe i n t his way, can further help
in his theatrical works. It also further gives a perspective into how Arlen and
Mercer s score participated (albeit behind

musical.

Reception: A Flawed Fairytale

On the surfaceSt. Louis Womahad all of the potential for a successful Broadway

production. Theriginal novelhad already been converted into a play with the help of

yet another poet of the Harlem Renaiss@n€euntee Culled and had ben

produced in the early 1930s and revived by the Federal Theater PEJjEgtn

1938. Thus, it had already proven its potential as a staged work. Its period setting

offered opportunities for flashy costumes and colorful sets that would lend

themselvesvell to the stage. Its African American characters allowed for an all

African American cast, an enthusiasm for which had lireéarge part created by the

FTP, a program created by Pr eBealdoent Fr ankl
reinvigorate the theatémdustry. The FTP includechultiple Negro Units, which

producedshows with altBlack casts, often of classic works suchviebeth(1936)

or The Swing Mikad¢1938). The vogue for abblack casts had likewise recently been
reinvigorated by t hePorfjypaddBesdmediwvassd of Ger sh
confident in its ability to succeed as a musical, in fact, that through clever planning he

had positioned himsetb be able to sell the rights of the show to MGM to produce a
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film musical following in the tradition of successful Afric&merican musical films
such agCabin in the Sk{1943) andStormy Weathe1943)
Given the ease with which the pieces seemed tedogether for the creation
of St. Louis Womant seemed as though its production would be an easy success.
The fairytale that should have been the creation was not to be. The stibled 1St.
Louis Womanwould go on to become the center of controyarsd a curious part of
Arl ends compositional |l egacy.
There were countless signs along the way. From the beginning, neither Arlen
nor Mercer was very fond of the script, a fact that would in retrospect appear to serve
as an early warning. They felt thatvas dramatically disproportionate; the first act
greatly outweighed the second, making it difficult to balance the musical moments of
the scoreBut the scriptalso suffered from other, more damning, ills. Despite the fact
that the book had been writtby two African American authors of the Harlem
Renaissancthe portrayal of the African American characters within its pages was
deeplyproblematic. There wemeductive racist stereotypesnd the plot presented
African American culture in a negative lightt sexual deviance, violence, and
superstitious belieSi mi | ar criti qgues have | i kewise be
Porgy and Bess
Reactions to Edward Grosso6s public anno
final alarm. In an effort to quell negativeviews, Freed sent advanced copies of the
script to Walter White, secretary of the National Association for the Advancement of
Col ored People. White publicly denounced t

Negroes as pimps, prostitutes, and gamblerswitheod eemi ng char acteri s
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more condemning, Afdetracted from the digni
in a fury of public outcry in the press. The Interracial Film and Radio Guild, who had
al so been sent an advaattrdcicaywyhdarcd i €d t h
Negro womlanhood. 0

The critical reactions to the script turned the tides of production. The would
be star ofSt. Louis WomariLena Horne, removed herself from show. She had been
personally promised by Freed that he wdird a role for her that was not a cook or
a maid or other racial trope, but it seeme
until I had fallen in love with the music that | received the script to read. The role |
was to play was a flashy whore who viasove with a jockey there were all sorts of
the usual cl i @mh@Chcdga Detendereleading Africani t . 0
American newspaper of the age, quoted Harre s ayi ng the show fAset:
back a hundred yearthough interestingly, countedlr | enés score among i
successful aspecig!

The production staff began searching in earnest for a new star. According to a
story presented in the showés playbill, th
conservatories foro ftawudldamdrsmus i agt roesThrwh

they found Ruby Hill, a high school student from Richmond, Virginia who was in

19 WalterRimler, The Man That Got Away: The Life and Songs of Harold
Arlen (Urbana: University of Illinois Press, 2019)04.

20 |bid.

21 Horne quoted idablonskiHarold Arlen: Rhythm, Rainbows, and Blues
199.
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New York studying with Al Siegal, a former mentor of Ethel Merman. To balance out
the cast, Gross and his team assembled a rosterrefarperienced if not Aist
talent including Rex Ingram (Bigalow Brown), Harold and Fayard Nichols of the
dancing team the Nicholas Brothers (little Auggie and Barney), Pearl Bailey
(Butterfly), and June Hawkins (Lila). The solid casting was not enoulgbldbup the
scaffolding of the weak script.
Two days before the start of rehearsals, Countee Cullen suffered a stroke and
died at the age of forithree, leaving those behind to struggle with the script in his
stead. According td pMdruaarags Caild gerna pvaesr ,i bR
accusations that PFAsWaledRinleedoignarglydobserves, r ace. 0
AfHad he | ived, he6d have had to cross an N
premi®ere. o
The out of town tryouts were plagued by further catgdte. At the opening
in Boston on February 19, 1946, audience reviews were mixed at best. The same was
true of the run in New Haven. Panicked and in search of a life raft to save his show,
Gross reached out to Freed for help. Freed brought in Rouben Mamtuukeplace
Lemuel Ayers. Mamoulian had successfully directed a number afdige shows
including, Oklahomal(then still in productionand the original production &forgy

and Bessto name a few. Surely, he could breathe life back into the shows Ayer

22 Quoted inRimler, 105

23 |bid.
213



would stay on as the set and costume designer, but Mamoulian assumed official
directing responsibilities by the time the show reached Philadelphia in early March.

As is often the case when there is a change in management, Mamoulian
promptly began makingold changes, the first of which was to fire Ruby Hill and
replace her with the more experienced, Muriel Rahn, leading to discord among the
cast who had become fond of their young protégé. He also replaced choreographer
Antony Tudor with Charles Walters,

Outside of his cutting and pasting on the personal roster, Mamoulian also took
his scissors to the script, which he reworked from the unbalanced two acts into a
threeact play. He attempted to restore emotional balance, and moved the upbeat
ACakewalakd yy,0urwhli ch had previously been bur
act to the end, which had concluded with L
Mr.UsedTo-Be. 0 After |l eaving the audience on a
procee@dthrough the more serisunoments in the plot beginning with the duet
ACome Rain or Come Shineo and ending with
new third act with a chor al reprise of nACo
effective by its separation from the duet byimtermission, and transformed the final
scene reuniting Della and Little Auggie into a staged spectacular in which Auggie
wins a horse race (horses not depicted on stage), jumps the fence to the audience of
spectators, and embraces Della followed by ainguchoral performance.

Arl en and Mercer scrambled to keep up w
the restructuring of the plot. Sever al num

Became of MeoO (judged as too siniel ar to Li
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Il ntroduction to the spiritual AnTal ki nd GI o

1]

Phil adel phia run. They replaced Auggi eods
AWe Shall Meet to Part, No Never.o And add

Ri ®®innd@ he Moon, 0 ALeast Thatés My Opinion,

=]

The revisioncompletei n t he vi ew of everjthengseaneavdés cr e«
set for the New York premiere, which was scheduled for March 30, th&4§h no
major efforts were made taldress the offensive portrayals of African Americans that
hadled many to balk at the musicadnd therewas yet more drama to unfold
backstage before curtain could rise. Pearl Bailey led an insurrection among the cast to
have Ruby Hill reinstated, delivag an ultimatum: Ruby Hill or no opening.
Desperate and defeated, Gross consented.
It seems that Gross knew his production, which had faced extraordinary
challenges from the instant of its creation to the moment the curtain rose on its
premiere, was doorddo fail. The premiere took place on Saturday so that reviews
would not appear until Monday. When the reviews finally came, they were summed
up by John S. Wilson in tHeew York Times i St . Loui s Woman: Fine
Boo#¥. o
As Wi | s on 6 s,thelibretto efSt. £ auigvpreas has been the
subject of fierce criticisnfor its negative portrayal of African Americanghile the
scor e, | argely drowned out by the bookds ¢

some of Ar | e n desBrohdwayetage. Invyparticldar, heasrpraisell for

24 John S. WilsonNew York TimegOctober 22, 1967)
215



his command of jazz in the medium of the musical theater ssoegplored above
As critic John Chapman effused:

The best Negro musical in many seasons, and the best new musical of this
season up to this late date. Mr. Arlen is one of the dwindling number of
songsmiths who still believe that a man should turn out a tune, even if he has
to steal if from himself, and MMercer is a lyricist who can work up a mess

of words which is neither arty or smarty, but just right. In the n&tinl,.ouis
Womanis a pleasure. ...l think, because every number is a number. Each
scene, each song, has been presentétbaght it was designed to be the best
of the evening?®

Perhaps most enthusiastic was Burton Rascoe tdeheYork World Telegramwho
Aenjoyed it so much, when the final curtai
see the whole thing all over dga*¢ 0

The few criticisms of the music seem to
neatly within the boundaries of categorization. Lewis Nichols oNt& York Times
described the showodés failed Ahybridity, o d
folk opera or musical comedy.

No doubt the basic trouble is that ASt.

it wishes to be. Presumably the original design was to make a folk play of it,

something on the order of fAPorgy and Be

saloons, cakewalks and carnival, take it away from folk opera and put it into

the classification of musical comedy. W

singing, it is at times good musical com@&diut then it remembers its more

serious purpose and retutiosthe plot. It is a hybrid affair, and unfortunate.
The flesh is willing but the spirit is we&k.

25 John Chapmaquoted in JablonskHarold Arlen: Rhythm, Rainbows, and
Blues 203.

26 Burton Rascoeguoted in Ibid., 204.

2"Lewi s Ni c h o ITke,NewiYbrik €ime@prinly 1945).
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Louis Kronenberger "M found the score a missed opportunity to make up for what
he perceived as the poor quality of the script.

Firstrate music mighthve yet turned the tide but Ha

orchestral that are seconate even for him. They are most of them romantic

and atmospheric enough, but they lack distinction. They lack melodic urgency

they lack excitement and cohesive power that fishkma demands. It is an

agreeable score, but nothing more than #hat.

Given the mixed receptiogt. Louis Womawould run for only 113
performances. Despite its Broadway run being a f&ipl.ouis Womawould later
acquire cult status among theaterdand Arlen aficionados as one of the best theater
scores of all time, and it is now, curious
successful musical. The orchestrations by a team of Ted Royal, Alan Small, Menaotti
Salta, and Walter Paul, and chaaalangements by conductor Leon Leonardi have
been praised as some of the finestof alltifee r t ai nly t he showods st
ACome Rain or Come Shine, 0 would go on to
compositions, appearing on pop charts soon afteedtsrd release and later covered
by such artists as Judy Garland, Ella Fitzgerald, Billie Holliday, Frank Sinatra, Etta
James, Ray Charles, Bob Dylan, and Norah Jones.

It is a point of interest that according to Edward Jablonski, the shift in attitude

toward the score coincided with the recording and release of the original cast album.

28 Louis Kronenberger quoted in Jablongkarold Arlen: Rhythm, Rainbows,
and Blues204.

2t is an unfortunate mystery that the orchestral parts foothyinal score
have been missing since the show first closed on Broadivegcent attempt to
reconstruct the score, primarily from recordings, was undertaken by Center City
Encores in 1998. Rick Lyman, fABehind the S
Lost Mus i cMew YdkeTimeéxpeilBQ, £998).
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First recorded by Capitol Records on Sunday, April 7, 1946, the album was also
foll owed by Merceré6s recording of the cut
later an Arler ecor ding (also for Capitol Records)
As these recordings made their way into the public without the problematic and
fraught attachment to the play, audiences

brilliance3°

Conclusions
St.Louis Womarses a multitude of jazz styles to carry the dramatic weight of
characterizationparticipating inproblematic and muHliacetedartistic trends of the
Harlem Renaissancé Bloomer Girl,Arlen pushes against standaskimilationist
narrativesputin St. Louis Womahe more clearly participates in racialized
discourses in which Jewish songwriters and show creators used African Americans as
a way of claiming their own whiteness.

Perhaps because it attempts to portray a felike tale, St. Louis Woman
would be identified as a possible source for a new American ,op&an the vein of
Porgy and Besdn the following interlude, | describ® t . L oui jpungydoman 6 s
the operatic stage. Therein, I situate Arl
his admiration foiGershwin as well as his awareness of contemporary searches to

create an American classical music. By participating in this search, jusBiEsmer

¥The songsd status as uncelebrated gem
new heights when the recordings went out
item. St. Louis Womawas eventually recded again in the 1960s and released in
long-play format, first on tesinch and later on twelvanch discs. These recordings
likewise went out of print and onto the shelves of the connoisseur collector. The score
was reissued once again on compact dis¢ 993.

218

S
o



Girl, Arlen demonstrates that for him jazz could serve a different ®odioral
function than the assimilation narrative so often described. Indeed, rather than
assi mil atStabaauis Womadneits @usney to the operatic stage seek

create, rather than to assimilate to American culture.
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INTERLUDE 2:

An American Opera for Arlen?

Har ol d Ar | en 0 gazzwasIsteped prafosinaly rot omhyi by His

background as a performer and composer, but also by the soc@llamdl contexts

of American music in the twentieth century, in particular, the struggle to define a

national musical voicéHis music should be understood as sitting at the junction of

his own desire to find his unique voice as a composer and his tepiarticipate in

the national quest to define an American musscaind In this interlude, we will

seek to understandthesociau | t ur al function of jazz in Ar
framework. Thea r ansf or mat i ogstageonfusicéht. LoasnMmmanrto9 4 6

Free and Easy: A Blues Opesarves as a compelling case study. Through this

venture into the world of opereae wi I | see how Arl ends partic
movement to define an American music, as influenced by hisrhentor George

Gershwin, mpacted his artistic choices and how growing explorations between the

worlds of classical and popular mugiamed his thinkingas a composer

'The idea of Americads struggle to defir
through Charles Hiroshi Garre8truggling to Define a NatiofBerkley: University
of California Press, 2008).
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A Few Blocks Journey From Broadway to the Opera
In the earlyl950sArlen was approached about the podigybof transformingSt.

Louis Womarnnto an opera. In Blew York Newarticle, Robert Coleman announced:

Whil e composing the AHouse of FIl ower
what he considers to be his most ambitious and distinguished project,

ABl ues 0Oplehruass will have a book by Mr.
based on ASt. Louis Woman. o

ABl ues Operao is to be included on t
Breends American Musical Repertory T
recrui tPergyahdoBe s tBS. mhbasaaddrdffgood

will to Europe returns in triumph to
composer i s George Gershwin, so it i
should command th’ attention of Bree

Robert Breen was a producer who together with Belvins Davis, had formaptiyne
namedeveryman Opera Company in 1952 to produce the first performarte @y

and Bessn its original, operatic forrsince its initial premiere in 19886. Having

completechis tour ofPorgy and Bes®Breen wasfisearching for another American

folk opera of stature which, as Gershwinos
country in the music centers of Europe and the East where he intends to present it, as

he did Porgy’

2 As quoted irEdwardJablonskiHarold Arlen: Rhythm, Rainbows, and Blues
(Boston MA: Northeastern University Press, 199%92.

3 Original LP Liner Harold Arlen,Blues Opera/The Grandma Moses Suite,
Andre Kostelanetz and His Orchestra, released 1945, 1953, andStoy3re-
releasedColumbia Records Masterworks.
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~ A

Breenfound traditional opera to laull: Al &dm the sort who got
rest and sl eep at English and CofHei nent al
hoped to find anot  hhatwould ;mvigorate whatkesper€eeweds h wi n 6
thebe the stuffy sounds of the opera house with the more lively rhythms of popular
music(as mediated through safe, established white musiciAnsprding to an
anecdote told by Arl ends biographer, Breen
assemblingadit of songs that he felt best captur
then took the Ilist to Cab Call oMogy, who wa
and BessCallowayinformed him that Harold Arlen had written nearly all of these
songs. Like somanBreenk new Ar |l ends work but not his n
contacted Ira Gershwin for help getting in touch with Arlen. Happily, Ira and Arlen
were at work on the score férStar is Bornlt was arranged that the pair would meet
in New York in 1954.

Breenexploredmany possibilities for operatic treatmemd was particularly
i nterested in something thaThefise felt captu
consideratiorwas a setting of the African American folk hero John Henry, who

swings his hammer fgex than any man and races a steam drill to create the railroad.

Other propositions includesimilarly folk-based texts suchdse an Gi rTkeddoux 6 s
Madwoman of ChailloandMa r y  CMra. €eThirsg Still in search of the right

work on which to base hisew opera, Breen discussed his ideas with lyricist Betty

Comden, who suggested thatth® o k no f ur t h eSt. LouihVvdomagrsAr | en 6 s

4 As quoted in Jablonskijarold Arlen: Rhythm, Rainbows, and BILz&5.
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musical based on a literary work from the Harlem Renaiss&mneen had found his

subject
According to Jablonski, Aen was excited about the possibility of resurrecting

St. Louis Womafrom its shadowy Broadway grave and breathing new life into its

score, but he had reservations about writing an opera, which for him was a foreign

territory. Despite his experience vimg for Broadway, he saw himself primarily as a

songwriter not a composer. His scores were comprised mostly of standalone works

with little relationship between them. He wagparentlyparticularlyuncomfortable

with the idea olusing unifying reminiscence structures such adei@otivand

writing recitative devices with which he had no experieldo® r eover , Ar |l ends

earlier work for the classical sphere had consisted mostly of works in miniature

suites, art songs, and the like, and the demands of an opera were daunting.
Despite his lack of comfort in the genre, Walter Rimler has suggested that

Arlen agreed to the project because he saw it as an opportunity to transition from the

ranks of thainknown songwriter to a household name:
We dondét know why he said yes to Breen,
overextended with work oA Star Is BorrandHouse of Flowers but it 6s a
good bet he saw this as his last and maybe best chance to become a famous
composer. To write an opera and have it linked to and playing in tandem with
Porgy and Beswould all but guarantee public reception.

That Arlen may have seen this as an opportunity to advance his name says something

important about the relationship be®n popular music and opera in the first half of

5> Rimler, The Man That Got Away4Q 41.

% 1bid.
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the twentieth century. In particular, it points to a heightened exchange between these
t wo seemingly disparate musical worlds. Ar
within this exchange and more sothin the motivation behind this exchange: the

search for an AAmericano sound in opera.

Setting the Stage: American Opera at the Turn of the Century
At the turn of the twentieth century, opera and particularly American opera, was

ready foranew path. Teut cry f or an fAAmerican cl assi ca

from beyond the halls of the symphony. In 1908, the music critic Henry Krehbiel

notably declared that opera would remain i

the Avernacul ar obteepeformances amnenativeatalentpravides

both works a'dadsiempthe Homretwéents. avoul d | ater ad

criticism that more than language or authorship what American opera lacked was self

representation: fioped aofdiany®do mMmethmiwt y.hée ¢
There were several American composers who sought to answer this call

primarily through the lens of African American cultdrgspired by the zeitgeist of

the Harlem Renaissance, many composers began to incorporate the modebaand u

” As quoted in Joseph HorowitZ]assical Music in America: A History of Its
Rise and Fal[New York: Norton, 2005), 359.

8 1bid., 358.

9 See Naomi Andg, Karen M. Bryan and Eric Saylpeds.Blackness in Opera
(Urbana: University of lllinois Press, 20112
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sounds of jazz into traditionally classical genres, like ofai@1922, music critic
(and | ater the biographer of Victor Herber
Afro-American music . . . and in the modern syncopated concoctions igdorize
mater i al t o make g'eKnauwyiendes Aansesreircta no no peecrhao.edd
proclamations of symphonic composer Antonin Dvorak who in the late nineteenth
century had famously declared that the soul of American music lay in the music of its
folk, namely African Americandt was not American composetrsweverput
European composers who first heard in jazz the possibilities for operatic revolution.
The sounds of jazz can be heard inZedgopern( it opi cal operaso) of |
Hindemith, Ernst Krenek, and Kurt Welfl.

By the mid1920s, Otto Kahn, chairman of theard of the Metropolitan
Opera and himself a German immigrant, stated his intention to bring jazz to the
hall owed halls of Americads’Yenthest prestigio
composers he approached for the creation of such an opera were noethese

typicaly heard in classical music circles, but rather those who made their mark a few

PYFor more on the c gazzopgratseedavidBuikind er ni t y o
AAmer i ¢ aJazz,@mql ¢istarical Consciousness 1929 9 (RhoD. dissertation
Columbia University, 2015

"Joseph Kaye, fASays Jazz WHMusicai Gal vani z
Americag July 22, 1922reprinted inJazz in Print 195 96.

12 For more see Susan C. Coopera for a New Republic: The Zeitopern of
Krenek, Weill, and HindemitgAnn Arbor, MI: University Microfilms International,
1988).

BaPl ans for Jazz &KaenOHersfCompostéteGhanoep ol i t an
of Productiod PrefersT agedy of Bobber HaiTheBoSdmop Gi r |
Daily Globe November 18, 1924.
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city blocks away in New Yorkdés Tin Pan Al
George Gershwitt! In doing so, Kahn highlighted the fact that to bring jazz into the
world of opera meant not only crossing a color divide of Black and white, but also the
divide between classical and popular, or more to the point, highbrow and lowbrow so
often mapped onto color liné3.
Henrietta Malkiel excitedly described what she/ses a real possibility for a
new direction in American opera, | ed by th
theater. As she eloquently stated:

The great American opera, the idyll of the wide open spaces, has come down

to earth. It has come to Broadwayhe dream of an American Wagner has

passed with the day of Indian librettos. It is now the jazz opera that waits for a
composer and a plot. A new native consciousness is stirring, we are told, and a

new native art. The | azcza no, poe raan dmul sntd i baen s
cowboys are no | onger dAtypically Americ
follow the path of the American drama. There are the mountaineers of the

Carolinas and West Virginia. There are the farmers of New England and the

boosters of the Midle West. There are New York subway risers and Harlem

cabarets. And there is always Broadway. There the jazz opera mustbegin.

YAJazz Opera i n \diOtow. KalnrtellsMerlinarm Kerrl i t an
That He Would Be Glad to Consider @n®n 6 Gr and OfheNewa %orkScal e, 0
Times Novemberl 8 , 1924, 23. See also Carolyn Gusz
Metropolitan, 19101935: A Contextual History and Critical Survey of Selected
Works (Ph.D. diss., City University, 2001),i3D.

B“For more on the dichotomy ofucfithi ghbrow
American culture see Lawrence Levikbghbrow Lowbrow: The Emergence of
Cultural Hierarchy in AmericaThe William E. Massey Sr. Lectures in American
Studies (Cambridge, MA: Harvard University Press, 1988).

YHenrietta Mal ki eAmericinfOpexd: low Cgmpdsdre Gr e a't
are Paving t helaziMa Rriaf185%1929)Am Antnalogyi ohSelected
Early Readings in Jazz Historgdited by Karl Koenig (Hillsdale, NY: Pendragon
Press, 2002), 405.
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l rving Berlin once asserted: Anlf an Ame
standard foreign forms it will not be &merican opera. The American people want
climaxes. They want many of them and in quick succession. Hence jazz. An
American opera will have to be in jazze mpg’&et ibwas not Berlin, whose
ragtimeinspired songs had achieved such popularity, who wairg jazz to the
operatic stage. Nor was it to be Jerome Kern, althoug&husy Boa{1927) scored
success as the firsacially integrated musical, its score did not contain-glements.
The grounebreaking composer would be George Gershwin, whodeefiiat at
iIncorporating jazz into a serious staged work was theacheperd@lue Monday
(Opéra a la AfreAmerican)(1922).Blue Mondayeceived mixed reviews from a
white public that was as of yet largely unfamiliar with the idea of incorporating jazz
into the operatic form. Finally, in 1935 Gershwin found successRathy and Bess
the opera that would come to represent in perpetuity theopera moment.
While this phenomenon came to be ascribed to prominent white composers,
more particularly Gexr h wi n nit was the African Ameri ce
brought jazz to opera for the first time, creating a new dramatic expression that would
become the signature of George Gershwin, Marc Blitzstein and other modern
Amer i can dééafmoarAsneicass.had been a part of the American opera

scene since at least the nineteenth century. However, the same racial barriers that

Y"ACreators of JazzOpbrd fPlaying Wathet it i n Gr a
Metropolitan Woul d Bestod BadysGlobdWa psSociated Rui n |
Press), December 22, 1925, A25.

18 Elise Kuhl Kirk, American OpergChicago: University of Chicago Press,
2001), 205.
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denied them full participation in other areas of society were likewise present in
classical music cultur¥.While singers Mari&elika (18491937) and Siseretta Jones
were celebrated as solo vocalists, they were not castiadaié operatic productions
at major institutions. AlBlack opera companies existed as early as 1872, the first
being the Washington D.C. Colored Operar(@any, yet many of these institutions
struggled financially and were shdited.

African American composers of opera likewise struggled to have their works
performed, chief among them Scott Joplin, who composet@reamonishan 1911.
Despite the compesr 6 s popul arity, Joplin was wunabl e
of his work, eventually paying out of his own pocket for the score to be published and
performed in pianwocal format2®

It was only two decades later that the voices of African Ameribagan to
find lasting resonance in the spaces and places of classical music. Louis Gruenberg
Emperor Jone$1933) became famous for being the first opera by an African
American composer (and only the eleventh by an American composer!) to be
performed at te Metropolitan Opera. The opera took as its subject matter an African
American convict who escapes to an island in the West Indies and names himself

AEmperor. o The score is rich in the colors

19 The following is drawn from Ibig 184 206.

20 The first staged performance Bfeemonishdook place at the Memorial
Arts Center in Atlanta January 28 1972. A more successful performance was
given at the Houston Grand Opera May 23, 1975 with new orchestral score by
GuntherSchueller, featuring Carmen Balthrop singing the title role.
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the wellspring of Afrcan American spirituals. This opera was the first to successfully
introduce the elements of African American popular music to the operatic stage.
Gruenbergds success was foll @4 Known Har ry
as the nAcol or easedWargtham twendy staged worksrdpring his
lifetime, many of which were likewise notable for their incorporation of jazz.

The later incorporation of jazz idioms by white composers in the realm of
classical music and opera specifically raises intergsind importan{albeit
unanswerable) questions about intention:

Were such endeavors by white creators truly noble efforts to elevate the art of

black folk music to the prestigious concert stage or simply neominstrel

practices (this time minus the blacké& aimed at commodifying black

otherness for consumption by white audiences who longed for glimpses of

authentic culture to countervail their increasingly complex, modern wérld?
Arl ends venture into oper.bdlishreeandEasdy: exempt f

Blues Operaandhis use of jazz idiomthereinshould be understood as participating

in the complex search for an American voice.

Writing a Blues Opera
Ar | enitid reservationgbout writing an operproved substantiated as he

struggled to create the score for this new operatic project, initially titled simply as
Blues OperaWork on theBlues Operavasregularlyinterruptedoothb y Ar | en é s
effortson other projectancludingHouse of Flowerslamai@, andSaratoga and by

t he c o mwnheakhrisduges. Arlehad beemospitalized for a bleeding ulger

and &cording to Rimlerpecamedoo weak even to write Hdicomposed the

2lRay Allen,di An American Folk Opera? Triangul a
and Americanness i n ,GkeurnalioMiericaRBolkkigry and B
117/465(Summer 20@), 244.
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recitatives in his head and, and too weak to write them down, hutheedo
Matl owsky, who?®did the notation. o

Perhaps owing to the difficulties he encountered in writing the scoidudes
Opera,Arlen began to assemble the score as a pastiche of his music, new and old,
fused with the original score f@t. Louis WomarRimlerasserts that while Arlen
contributedfewnew songs to the score, fias time wer
became a drain on his limited strength, and he started to pad the score with some of
his and Mercerds ol d sdangs,anidndlTihhditn @I B IBU
Ma g i2®@&rlen alsoincludedseveras ongs hedd written with Koe
t o Sing andiid 6B Il.arasfantdpparently outraged Mercer who
believed that his works, and his works alone, would find voice inélaeopera
scored? In addition to works from his years spent in popular music, Arlen also
includedreferences to some of his classical effoftsiong the more notable

I nterpol at i o Mmericas minigiwhiehnhé Isad eorapoged for the

Maxwell House Hour in 1938nd two from hisAmericanegro Suité i | Got Dat
Feelindo and .fnAce OO6 Spadeso)

22 Rimler, 40

B2l bid., 141. Arlends newly composed num
which Arlen apparently numbered among the favorite of his compositions. Other
newly composed numbers included AWondt Dat

Love, 0 and fiBé ow 8ee Wahytlsm Rahlolvd, and Blyes ,
288.

241bid.
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The score foBlues Operavas apparently complete as early as 1954, but like
its predecessor, it was plagued by trouble from the start. MGM, which had financially
backed the original production 8t. Louis Womaf v i a Efforesestllmsned
the rights to the production ancere contemplating a film version. Although MGM
ultimately abandonethis plan the legal batd continued until November 1956 when
MGM finally conceded to Breen.
In the spring of 1959, Breen asked Stanley Chase, who had produced a
successful revival of Kar  WeThreedPsnny Operdo become his eproducer and
the pair traveled to meet Arlen, who was then living in Beverly Hills, to discuss the
showds future. .Ahelshowwas seefar tryooptd in Brussels and a
premier in Amsterdam on [@ember 7, before moving on to Paris and a European
tour, and finally, Broadway. This was not to be, however.
The show was quickly mired in conflict. Breen and Chase had a falling out
the detailof which are not entirely clear. The feud was reported bitaivel.
Waggoner of thélew York Times A Curt ain RDisesctooar PFoddcerl
article, Waggoner suggests that fAthe heart
estrangement of producer and director lies, perhaps, in the impatience of the former
andthe perfectionism of the lattérEvidently Chase wanted to keep the production
on schedule while Breen believed that the show should delay its premiere until Paris

to allow time for refinement®

Wal ter H. Waggoner , n-Dinectoteidn Ri ses on
ProduceDi r ect or F ew & orkAT mes0dDdcembér 1959.
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The article similarly descrilseonflict between Breen drthe musicians
group of eighteeplayersl ed by jazz arranger Jones, who
| ot of free spirits unaccustomed to the fi
difficulty explaining to the musicians, whose chief accomplishmentsléye art of
improvisation, that the instruments needed to play a subordinate role to the singers in
a staged dram&lues Operavas i n Breenb6s estimation, the
ever been a jazz orchestration for an entire staged work. He haralsged for the
band to play onstage alongside the actors, so that they too could be part of the drama
another uniquealbeit difficult, feature?® In the view of Edward Jablonskpuincy
Jonednflictedt he i di oms odnthésowéder n | azz
Jonesds orchestration was wrong for Arl
as a brilliant trumpeter and arranger. The apposite and beautiful orchestrations
for St. Louis Womawere ignored (and, it was later learned, lost), and-then
current fOmoodrecrhne sjtarzazt i ons were inflicted
dances. As great as he was, Quincy Jones was not the musician to orchestrate
an Arlen musical. Their musical I nco

m
comment when he heard a $eeepsSnewordT
enjoy it,o he said, Fyoudve got to be

p a
ag
o
There was likely more at play in this dynamic than a simple case of conflicting

aesthetics, as the power differential between Jones and the white Broadway figures

was palpableln any @se, a power struggle ensued between Breen and Chase. The

elder and more experienced Chase won out in the end. By the time of the Amsterdam

26 JablonskiRhythm, Rainbows, and Blu&§4.

2 The Quincy Jones orchestrations do not survive, nor do recordings of his
orchestrations.

28 |bid
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premiere, which occurred ten days later than planned, Breen had become
Adi ssoci atedo with dnameeobthechow teréelaral&asy c hanged
warryt hat the inclusion of the | ofty word déocg
potential viewersand replaced Breen with his own assistant, Donald McKayle, as
director’®Br eends name was fpuntetd pragram.dnraifeignee d f r om
bravado, the theater manager Karle Wunnick attempted to provide a glossy shine over
the situation:
The curtain rises for a new musi.cal dr a
May this baptism on the border of the river stel be a good omen, so that
the coming tour of Stanley Chase and his Company shall have an equal and
triumphant career as®the tour of O6Porgy
While Breen remained hopeful that he and Chase would be able to make amends and
he would rejoin the show, this was not to be the case. In an almost cruel irony,
Breends absence seems to have gone unnotic
more praig in fact, than almost anyone else involved in the show. As Jan Spierdijek
wrote i n MPekkgafddamMbse scenery was beauti ful

costumes magnificent and colorful, the most striking factor, however, was the staging

of Robert Breen3Lex Van Delden ofHet Paroolsimilarly praised with his pen:

®Jablonski alludes to the possibi
fears about audi enc eas.$6e dablanskRhyttonm t
Rainbows, and Blue802.

30 As quoted in Jablonskijarold Arlen: Rhythm, Rainbows, aiiues,302.

31 As quoted iribid., 303.
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ANot much could be made out of swuch a meag
great talent a di¥ector in the mass scenes
The world premiere was finally given at the Carré Theatémisterdam on
December 17, 1959 before the work traveled to France, where a performance was
given at the Alhambra in Paris on January 15, 1960. Despite some press about the
showds upcomi rFge gneBadyexeaivetaoncnene more
performances befe closing. It never made it to Broadway, or anywhere else for that
matter. By the time the final curtain fell émee and Easythe show was at a loss of
three hundred thousand dollan®t a paltry sum in the 1960s. The show had been left
in such dire ihancial straits in fact, that Chase could not afford to fly the cast and
crew home to the United States. An anonymous cast member whédeidty
contesting its praise of the show:
On the very day in which this article appeared we were broke, stranded in
Paris and the producer did not have the fare to ship us home. We only
managed to get home because of the kindness of two Americans in Paris, a
certain M. Kaufman and a certain Mr. Reed. But your article stated that
business is great and that we are prgiog the run’3
Since its closingFree and Easyas never been revivedt. Louis Womatoo has
been infrequently revived, in part owing to the difficulty of its orchestration, which is
lost. It was revived by Center City Encores in 1998 and recentNely York State

Theater as part of Lincoln Center Festival where it appeared as alohguniues

ballet.

32 bid.

33 Quoted inin JablonskiHarold Arlen: Rhythm, Rainbows, aiiues,304.
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The score foFree and Easyloes, however, live on through its arrangement
asThe Blues Opera Suitéccording to the liner notes for tihecording of the suite:
AA |l ook at the score shortly after the ope
(conductor Andre Kostelanetz) admiration for its freshness and lyricism and
authentically American vigor that he urged an orchestral suite befmade ni* Thet . 0
suite, with orchestration by Samuel Matlowsky, was premiered on August 28, 1957 in
Minneapolisand repeated in performance at Carnegie Hall later that November.
Lasting approximatelywenty-five minutes, the suite presents the opera in atime;
structured as a collection of seventeen works divided into two parts (based on the two
acts of the opera) and played without pause, it follows the same sequence as the

opera.

Reception and he Gershwin Connection
At the time of its premierd;ree and Easy: Blues Openaas frequently compared to

similar works i n t hePomyandBesdnhisblgwerork al | y Ger
Timeéd s a WalteroVagggnepoi gnantly observes: fAAccordi
veterans, one problem facing any musicahe$ nature is that it invites comparisons
with the incomparable 6Porgy and Bess, 6 wh
wi t h a d fHe sanilarlyogonote® a shatpngued and to the point Dutch critic:

AWe all have seen h@Rori gy oaun¥inoBed,9ps &6 taamdd ar d .

34 Original LP Linernotes Harold Arlen,Blues Opera/The Grandma Moses
Suite,Andre Kostelanetz and His Orchestra.

dWal ter H. Waggoner , i-Dineatot eidn Ri ses on .
ProducetDi r ect or FNew YorkATtmes20ddcembér 1959

36 bid.
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addition toparticipating in larger national cultural trendsin musgia, | ends oper at i ¢
venture also demonstrates his admiration and also his distinction from his peer and
heromentor, George Gershwin. NowhereidA& n6s r el ationship to G
clearer than in his effort to participate in this cultural moment with an operatic
treatment ofSt. Louis Woman.

Porgyand Besslso received negative reviews, especially from the African
Americanpressesvho found itinauthentic at best and neainstrel at worst.

Gershwin is an individual artist, as free to write about Negroes in his own way

as any other composer to write about anything else. The only thing a really

creative artist can be expected to give us is anesspon ohis ownreaction

to a given stimulus. We are not compelled to agree with it or even like it. It is

not to be considered as just another photograpiuiodld estimates snap

shotted by a new photograggh . [ We must] accept [ Ger shwi
contribution as the sustotal of what he really feels. What we are to consider

then is not a Negro opera by Gershwin,
opera should b¥.

He went on to describe his belief that only a true cultural insider could appropriately
and adequately handle such material.

So that our (AfricarAmerican) folkculture is like the growth of some hardy,

yet exotic shrub, whose fragrance never fails to delight discriminating nostrils
even when there is no interest in the depths of its rBotswhen the leaves

are gathered by strange hands they soon wither, and when cuttings are
transplanted into strange soil, they have but a short and sickly life. Only those
who sowed the seed may know the secret of thattfoot.

S%’Hall Johnson as gquoted in Richard Craw
Ge r s h Rorgy @and Besas a SymbolAnuario Inteamericano de Investigacion
Musical (1972)

38 Hall Johnson as quoted in Ellen Noon@hge Strange Career of Porgy and
Bess: Race,Culur e, and Amer i c a@BapeMbllsUniversitymfo us Oper
North Carolina Press, 2012), 182.
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A search of African Amer@npresses includin@he Chicago Defender, The
Philadelphia Tribune, The Baltimore Afdamerican, and New Amsterdam News
yielded few cri tGrqgiuteisq wefs Aofl eArblse ns caorde . Mer c
generally positive when the music was discussed at all, and more focus was placed on
the importance of the show as a vehicle for Black talent and as a precedent for greater
roles for Black artistsinthefuturBur el vy, Arl end6s work receiVvect
given the smaller stature of his reputatio
performance run. Yet, larief comparison of their works also highlights the two
composerso differ entjazimopesanscentmantdthen gs and us
reception
The differences in Gershwin and Arl enos
comparison other books Porgy and Beswritten by a cultural outsider, white
American author Dubose Heyward, aBdd Send Sunddy African American
author Arna Bontemps, establish a different perspective and tone to the works that
affected their reception
In a now wellknown and oft iterated tale, in order to undertake the
composition ofPorgy and BessGershwin studied on Gullah Islandoking for
inspiration in exotic sounds of another culture. He further was outspoken about his
desire to fielevateo those exotic el ements,
Jazz authenticity was not an issue for Gershwin at this point in hisrcare
Indeed, he never saw himself as a purveyor of genuine black jazz and
purposefully distanced himself from the earthier sounds of vernacular jazz,
which he characterized as fAcrudeo and #

artist, he envisioned himself asultural elevatebne who transformed the
raw building blocks of jazz in ordéto bring out [jazz's] vitality and to
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heighten it with the eternal flame of beabdyd to "improve and transform
[jazz] into finer, bigger harmonies?

Gershwin also saw his use of jazz within the context of folk music, aligning himself
with his European peers, unlike Arlen. For Gershwin, by the tinkoady and Bess,
jazz came to represent folk music. He consciously distanced himself from jazz and
allied himself with European composers by describing jazz agolk.
Arlen had no such lofty designs. Rather than seeking to adapt his personal
musical style and use of jazz to conform to the expectations of-gparg audiences,
Arlen presents a score thatignost entirely popular in natyrand unapologetically
soo. A pastiche, 1t is comprised al most ent.i
career, both fronst. Louis Womaand from his collaborations with Koehler. That
Arlen does not dramaticallyansform these tunes, previously understood and
accepted as belonging to the O&épopkidear 6 sph
and Easyscore requires something interesting of audiences: it requires them to re
listen to and accept these popularesias equally belonging in the classiwalld. It
seems as though Arlen suggests that anythi
dependent upon its context, in this case the performance of these tunes on an operatic
stage. The existescéenofhArbendosdépopabkbarche

of some of his efforts in the classical world, such as the two excerpts from his

AmericanegroSuite f urt her compl i cates ahydideencesd h
their inclusion fuuedeirn stulge ANeticah tt & ad n d ott Hne
39 Allen, 245.
40 |bid., 255.
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Minuetcan occupy space within the same sound wamidl that both can serve
dramatic purposeFinally, the performance of this work in Europe under the direction
of jazz arranger Quincy Sicastglsagsadapted i nt o di
fromjazz in thel920s andl930s, and developed during the 1940s, with newly
emerging jazz aesthetics of the 1950s and €@swing the continuing adaptability
and viability of the genre.
Perhaps Emile Vuillermoz of tHearis Pressealescribed the score and its
uni que differences from Gershwinbds work be
Harold Arlen has treated his subject quite different from Gershwin. He has
described it as a blues drama and in fact it is a systematic and methodical
apotheosis of the blues in #ileir forces which we find in the score of this
seemingly disordered show. Arlen seems to have wished to show us that the
elastic and balanced rhythm of the blues can lend itself to the expression of all
the human sentiments. In the completely intellegheaiod in which we live,
an age of scientific and mathematical music and research directed toward the

abstract and ascetic, this score, in which all is sensitivity, passion, and pathos,
contains a mighty lesson for all of tfs.

Conclusions

While his scoe washighly praised, sometimes evarore highly praised than
Gershwinés, Arlen never found the same | ev
mentor. Thegenre of theazz operaimilarly neverfinds a permanent place in the

classical repertoire. Filracholar Jennifer Fleeger hdsscribed howi | aozpze r a 0

never found a per manent place in the opera

sound films of the conexisterteofjmazandopara © poi nt i

41 Vuillermoz as quoted ikdwardJablonskiHarold Arlen: Happy withthe
Blues(New York: Doubleday, 1961229.
239



sideby-side within the same scor&sArlen too would come to make his most lasting
impression in the world of film.

In the following chaptesy, | expl ore two of Arl ends mo
filmT Blues in the NightandThe Wizardf Oz The juxtaposition of these two works,
which represent Arlendés most full embrace
us to the central question that has framed
bl ueso and A/ OvThereinwéexploReaowrfop Arlenga2z was more

than an expression of the musical or the cultural, it was personal.

42 Jennifer FleegeSounding Amrican: Hollywood, Opera, and Jagkiew
York: Oxford University Press, 2014), 2.
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ACT THREE
As much as jazz and blues wénadamentat o Ar | en 6 s acalxrplr essi on of
identity, they were also fundamental to his expression of personal idéstitye
have learned, these styles were more for Arlen than topics, they were the core of his
sound; they were more for Arlen than a fleeting fascination, they formeificzagih
chapters i n hixArenexplofe@thesdeaof hs@wngpgrsonal
relationship with the blues and jazz most obviously in his works for fiirthe
foll owing chapters, | wil Blueginthpe Nghte Ar | ends
(1941)andThe Wizard of Og1939). Taken as a pair, the music Arlen composed for
them represent the extreme opposites of a stylistic spectrum. WBilegs in the
Nightwe find Arlen comfortably at home with the bluesTime Wizard of Qzhe
ventures into tb symphonic. Through analysis of this stark sonic juxtaposition, it
becomes clear that these two films represent Arlen embracing and rejecting his own
relationship with jazz. IBluesintheNighth e stri ves for an faut hel
in The Wizardobzhe strives for the fAfantastic. o An
music through these dual framewadkembracing and rejecting/authentic and
fantast®@ hel ps to both demonstrate contentions

Pan Alley canon and also recdecseemingly disparate sides of Arlen the composer.
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CHAPTER 5:

Arlen, Authenticity, and Blues in the Night

In the quiet hours of the night, a lonesoBiack prisoner leans against the cold metal
bars of his jail cell, staring into nothingness. His eyes shimmering with emotion,

somewhere between sorrow and anger, remorse and hope, he begins to sing in a low

baritone. The resonant sound of hisvoicefillsst j ai | hous e, Amy momma
me, when | was in knee pants. o0 His mournfu
fell ow cell mates, fAwhatoéd she say?0 From

musicians, lift their heads at the sound of mudrawn forward as if in a trance.

Jigger: You hear that Peppi? | tdés great
Peppi: It sure is, Jigger.

Jigger: Thatodos the real mi sery, ainot i
Peppi: You could sure beat that out, co

Another: We all could
Jigger: We all willl Boyt hat 6 s tdoven NeweCGaléanslblaes!

The music continues in the background, the singing now taken owegrbyp of
white musicians, as a montage of stereotypical scenes and stock images begin to play
across the screeAfrican Americans pickingotton, throwing hay bales, unloading a
truck of watermelons. The camera then moves to a-tips# a map, outlining a
musical route from St. Louis to Memphis and finally, New Orleans.
The short scenabove isdrawn fromArlené $941film score for Warner
Br ot Blees id the Nightn this chapter, | explore ho&wr | e n 6 s Blmessi ¢ f or
theNights er ves as a metaphor f oandh&Asehrehnobs j our n:
find his own compositional voice within the worlds of blued @rz.His works for

the film, in particular the title track, serve as a vehicle for his personal expression of
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self.Indeedi t i s within the genre of film music

clearly as expression of his personal identity.

Searching for Authenticity, Searching for Self

Billed as the i mlsdsihte Nightanticpates fnatradigon bl ues, 0
of movies about jazz beginning with thazz Singe(1927, starring Al Jolson), which

enjoyed a resurgence in the 1940s witbhstitles aBirth of the Blue¢1941, starring

Bing Crosby and Mary Martinfsyncopatior{1942, with Jackie Cooper and Bonita

Granville), andStormy Weathewith Lena Horne, Ethel Waters, and Fats Waller).

Film scholar Jennifer Fleeger notes thatttiree major studios of the éraNarner

Brothers, Paramount, and MGMVeach featureflim that directly dealt with jazz.

She further details the divergent strategies each studio followed in dealing with jazz

in the context of the filmWhile Paramount and MK3 often presented jazz as

salacious or deviant, Warner Brotherods sou
even American. Warner Brotherodés accompl i sh
pseudebiographical sear@sfor the origins of jazz, which seemaealtell a story of

jazz being created by amateur African American performers and learned by

professional white musicianBoth The Jazz SingeandBlues in the Nighfall within

this strategyThese films likewise fall within what Todd Decker has descridmed

1 JenniferFleeger Sounding Arerican: Hollywood, Opera, and Jazklew
York: Oxford University Press, 2014)50.
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Apopul ar music plot, o plots which highligh
African American contributions therefn.
Like its predecessdrhe Jazz SingehoweverBlues in the Nighis more than
biographical it is alsoautobiographical. Ithe scripts foeach, a young Jewish
musician leaves home and rejects the traditions and values of his heritage to the new
and exciting world of popular musim both, the stories of the reldfie musicians
involved in the flmaretod i n part through the filmés pl
In The Jazz Singehis action takes place on the screen. The film presents a
thinly veiled metaphor for Jewishmer i can st ar Al Jol sonds owl
follows that of Jakie Rabinowitz, the son of a cantor, whiass for his son to
follow in his own footsteps despite his growing obsession with jazz. After finding his
son performing at a local bar, the elder Rabinowitz drags his son home and beats him,
fldl teach him better than to debase the voice God gavebldarkie runs away as his
father yells behind hinfjl never want to see you agairyoujazz singem Years
later, we see ghie as Jackie Robin, who has fashioned a new identity for himself as
a performer, not only with a new name, but with burnt cork dacktace performer.
While in The Jazz Singethe autobiographical narrative is visible on screen,
the narrative foBlues in the Nightan be seen or rather, heard, behind the scenes, not
in blackface but in thelacksound f t he f i | mdlereimirdentakas s cor e.

on the sounds of African American music as his own as an expression of his personal

2 Todd DeckerShowboat: Perfaning Race in an American Musical.
Broadway Legacy Series (New York: Oxford University Press, 2015).
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identity3Ther ein, rkihgdemnods heediaut hentic blueso
lifelong devotion to African American popular music, which reaches its zenith in the
film. Although many of Arlends songs have
composed only one true blues,theté t rack of t he ,faistYlan A Bl ues
of writing he researched in order to cre@athenticallyo
Di scussing the songds composition, Arle
somet hing t hat Authenticilyesd ceftealtherneaneaHilm, gvhich
highlightsa stereotypicatonnection betweeiin Bl ac lanmdéagstohent i ci tyo
Informed by racist discourseB.h e f i | més search for authent.
Arl ends own search to discover his musical
The thematic ideaof finding authenticitymanifess in multiple forms
throughoutBlues in the NightBased on the playlot Nocturneby Edwin Gilbert and
Elia Kazan, the story follows the explodaéwhite jazz band members, led bigger
(Richard Whorf, whoaf t er t heir release from prison s
blues, 0 stowing away in the back of train
are joined by trumpeter Leo (Jack Carson) ananifies, Character (Priscilla Lane),
who in a pivotal scene proves that he is worthy of joining the band by jumping up in a
New Orleans club where the band is dining and performing (uninvited) a solo with
the African Americarmusicianson stage, showing théthe is good enough to be

accepted bylack musicians, he must be an authentic practitioner of jazz. Along their

Matthew Morrison, fARace, Blacksound, an
Musi col ogi c dournaDof tsecddmericas Musicological Socieé® (2019):
782.
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journey, the band also meets and befrgghd gangster, Del (LIloyd Nolan), who
invites them to perform at his not so subtly named New Jeoselhouse, The Jungle,
where one can hear authentic jazz. Foll owi
sometime partner in crime, Kay (Betty Field), and her accomplices Sam and Brad,
Jigger leaves the band and takes a high paying gig in New York with GugHer 6 s
Band, a professional ensemble featuring afwalte band in atwhite suits. He
quickly spirals into depression and alcoholism, feeling that he is not playing authentic
j azz. I n the end, he is only redeaemeddby r
Black, music again.

The distinction drawn in the film betwe@&tack and white musics as more or
less authentic is further underscored by the presence of two jazz bands in.the film
the film trailer boasts: A Jsolichamg Wil uncef or d
Osbourne and his band sending em swelgieanwhile,L u n c e f eBlackgazz a | |
band provides the sonic and visual imagery for authgmicmusic in the film. This
sweet (white) and hot (Black) musgcontrastediirectly in the film wten
Osbour néaywgtbhaendr ol e of Boejormigdloagemthd(an Ba n d
uncredited) Mabel Todd the comically bad n
S a y sProblematically althoughBlack music is presented as real throughout the
film, the Black musicians are largely uncredited, including thequerénce of the
title numbhee ,NifigBHtu,es by Wil liam Gillespie,
who trained at Fisk and later Juilliard.

The marketing for the film likewise gives credence tofthel mé s igea opos ed

that African American music is nohly something worth imitating, but something
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that can be more than imitated, even mastered by whites. As the movie poster proudly
projects, AThey mbvkiet muys irci plyt ,daays udgidiest i nc
shared experience whites too have notonlye abi | ity but Ahave a r

bl ues. 0o

Arlen as blues writer
How did Arl enbés attemptBluesintterlNiglakoe an aut he

possibly the first time in his career, he actively researched how best to write his piece.
In doing sohesimultaneoushdownplayed his own knowledge of jazz and blues
learned from a lifetime in musighile also acknowledging his outsider status in
direct contradiction to the narrative of the film
So | said to myself, any jazz musician can pufdd ona piano and write a
bl ues song! | 6ve got to write one that
were born in New Orleans or St. Louis. So | did a little very minor research. |
found out that the blues was always written in three stanzas, with twelve bars
each. That was the first thing . . . |
but I knew | could write a blues. . the fires went up and the whole thing
pouredout. The first stanza, the second stanza, the third, the repeat of the first,
and the codd just as my research had told me it had to.
Despite his research, Ims work forthis film, Arlen fuses together elementstos
compositionaktyle with the blues, creating a synthesized style representative of his
search for himself within other musical traditionghus, his compositions for the

filmés score, in particular ABlues in the

personal exmssion derived from blues and jazz.

4 Arlen, quoted ifMax Wilk, They dr e Pl aying Our Song: of
Ameri cads Cl aRevised an® Opdaggtiewi Yorke Easton Studio
Press, 2008171 72.
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Unl i ke many Arl en hits, ABl uexdastingn t he N
mel odi c sketch or Ajot. o Arlen | ater recal
(a converted detached garage that housed his piayiay to coax a melody from the
piano when ABlues in the Nighto started to
knew that he had something good, an uncharacteristic admission for Arlen, and called
his wife to the studio to hear it.

And | played it and | knew in my guts, without even thinking of what John

could write for a lyric, that this was strong, strosgong!lYou canot say t
about all melodies. | <canot tell about
happily wedded, find. f not |, Il &m in troubl e. But th
matter of fact, it was one of the highpointskabwingin my while life >
Hi s melody in hand, Arlen went to Merce
around long I played him the melody. No qums$ asked, no experiments, no saying
..He just | istened, I played it a couple of
the process with Acloud boy, o0 fellow songw
Mercer, who would reportedly spend hours lying aboti Wwis head in the clouds
dreaming up lyrics. Explaining their worki
habits were strange..Whi | e Johnny made himself comfort
play the tunes for him. He has a wonderfully retentive men#dtgr | would finish
playing the songs, hedd just go away witho
for a couple of weeks, then heéeddWwWictorme ar ou

Johnny Mercer. 6Ar | en t hrew up his hdduhave 6 You tru

5 Arlen, quoted inWilk, 172.

6 EdwardJablonskiHarold Arlen: Happy withthe BluegNew York:
Doubleday, 1961)136 37.
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faith. He takes your melody away and comes back with the vaardss for Mercer,
he described Arlen as one of the few music
guys bothered me. I couldnodot writed with th
with Harold. o

When he came back later, Mercer had written out the entire lyrics.
Remarkably everything stayed except for the first twelve bars that began with the
rather innocuous @l dm heavyTheosuatyy heart , I

amiable Arlen described these lyrics in a fleeting display of artistic temper, describing

the lyric Yaookweaak ar@anad on Mercerds desk,
paper with the words, AMy momm@amyone tol o
momma done tlods @i med htay da of el | ow writer 6s |

momentarily before suggesting the replacement lyric to Mercer. It fit well with the

tone of the lyrics and the dialect added tofthgneda i r of aut haet i ci ty.
of the few times | d6ve ever suggest®d anyth
Happily, Mercer agreed, although there are conflicting accounts about how quickly

the disagreement was solved. Furia and Lasser claim that the changes were made

I mmedi ately, while Arl ends biographer Jabl
"Wilk 176
8 |bid 137.
9 Philip Furia and Michael Lassekmer i ca6s Songs: The Stor

Songs of Broadway, Hollywood, and Tin Pan A{lsgw York: Routlege, 2006), 170.

10 Alec Wilder, American PopulaSong, The Great Innovators: 194050
(New York: Oxford University Press, 1972), 272.

11 wilder, 272.
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polish the final productMer cer descri bed his partnership
come from the same neck of the woods or anything, but we really [had] a thing about
jazz and blues, and creativity and originality, and structure. | appreciate his work so
much that possibly he ttisndeworthythgtenanyt he r i g
of Mer cer 6s | yr--ngpsed diateat that evekesathe Stbhoshtf h e r n
mi nstrel show, c¢creating yet another | ayer
central narrative.

The pair disagreed aboutthe tittfer | en proposi ng AMy Momma
Meo while Mercer preferred ABlianettey i n t he N
took the quarrel to popular song godfather, Irving Berlin, who sided with Mercer.
When the producers at Warner Brotherods hea

they likewise changed the title of their film fradot Nocturneto Blues in the Ight.

A Personal Blues
The success of @Bl ueeasonalelemehtso phlpagiyhptesentr e st s

inthesongWhi | e ABl ues i n the Ni2bdnbluesitr epr esent s
nevertheless reflectss voice as a composé&teaching a sprawling 58 bars, the song
Is another Arlen tapewornas he brings together the two styles in hybridized form

with an impressive cohesiveness.

2Furia and LasseA me r i ¢ a A3l JablonskiHarold Arlen: Rhythm,
Rainbows, and Blue456.

Bwilk, 150.
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Blues in the Night is a train song that bridges the gap between blues and pop,
between black and vite musical traditions, between pop standards and jazz
.. Musically as well, the song has a train like quality in that it is one of those
Arlen melodies that is like a freight train consisting of an endless string of
carst4
Il n true Arlen fashion, ABl ues in the
structure (thereisneerse)i A (12) B (12) C (10) Co6 (8)
B sections follow the harmonic pattern of a basic blues progressigr\(H).>In
doing so, the Aand B sections creates a sense of unity within the work, even though
melodically the two sections contain different music. Further creating continuity, is
Arl ends per v aFheapening Arsedian ike oimany Arién works is
motivically drivenfrom the start. Beginning in the introduction, the left hand of the
piano announces a rising triplet motive tbamhjures aronomatopoetic representation
of] the train rumbling down the tracks. This triplet motive is transplanted to the voi

A

beginningwi h imy mamaodone tol & me

14 wilk, 140.

BWal ter Frisch, fAArl enod6s TapTdhavor ms:
Musical Quarterly98/1i 2 (March 2015)156.
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Example5l: A Section ABlues in the Nig

The B sectiorfeatures nt er j ecti ons of the triplet moti
Both sections | ikewise end with the same m

(A) and AClickety &l ack Echoing Back, 0o (B)

YFrisch, AArl ends Tapeworms, o 156
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