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About the project
From Jumpstreet 3

Using the Jurripstreet Humanities Project Learning Package

Dimensions of Language Arts
Introducton

Scope and Sequence
Program Index

*

'Tncf‘:Creahve-L:terary Dimension

The:Communicatons Dimension
The Composition Dimension
The'Theatrical Dimensidn
Biphography

The Historical Perspective

Scope and Sequence

Program index

Unit 1 The Peopling of Amenca

Unit 2 “Slavery .
Unit3 Post-Civit War Amenca .
Unit 4 The Turn of the Twentieth Century
Unit 5 Amenca and Two World Wars
Unit.6 Contemporary Amenca

The Humanities Perspective °
introduchon

Scope and Sequence

Program Index

Lesson 1 Music and Dance
Lesson 2 Poetry

Appendix 1. Program Synopsis and’

Segment Breakdowns

Appendix 2. How to Use Sony %"
Videocassette Equipment

’
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. The JUMPSTREET HUMANITIES PROJECT drawing
on the content, appeal and high entertainment value of
the television senes FROM JUMPSTREET, has been de-
veloped 10 encourage the integraton of content relabng
10 the black expenence innAmenca.in secondary:school
classrooms through the provision of curnculum matenals

" and teacher training ’ .

The goals ot the JUMPSTREET HUMANIT\IES

PROJECT are

1 To assist secondary school teachers 1o enrich theit
current courses with multtcu|turat content that draws
on the soctal histoncal and economic condiions urider
which black Amencan music culture developed.,

2 To provide secondary school teachers and students
with a flexible system of resodrce material Qn the role of
biack music cullure in America and its connection
traditional content areas in s00|a| studtes langu e
arts and humanities:

3 To stimulate and evaluate broad and creanve usage of
FROM JUMPSTREET in secondary school class-

. rooms s

?...
Al Jumpstreet Humanites Project matenals are designed

1o be used with FROM JUMPSTREET A STORY OF
BLACK MUSLE, a series of 13 half-hour television pro-
grams produced by WETA-TY Washington DC with
" funding from the US Department of Education ESAA
Broadcast Braheh Check with yolr local public tele-
vISIOn station fog ‘broadcast imes of these programs The
“brograms may Be taped off the air and used for educa-
tonal purposes uritit 1992 The programs also are dis-
tnbuted on wdeocassette for non-broadcast gse by
“ GPN R .
Box 806§y .+ |
Lincoln NE 685Q1 -
Phone 402/472-2007
The per program cos)‘of FROM JUMPSTREET video-
cassettes 1 .
“ Fanch —$55 25 .
%nch VHS —$54 25
“ * %anch Beta-35025
This colorful and rhythmic senes explores the black
musical hentage from its African roots to its wide influ-
ence in modern Amercan niustc Singer/songwriter
Oscar Brown, Jr is the oncamera host Each program
" of FROM JUMPSTREET featutes performances and dis-
‘ cussion by,talented contempbrary entertainers (see pro-
gram d{scnptions below). plus film clips and still photo
sequerices of famous black performers of the past
FROM JUMPSTREET s recommended by the Natonal
Education Association and the Music Educators Natonal
Conterenq_e and endorsed by the National Dance
Association
W A complete synopsis, broken into segments will be

found in Appendix 1
1 JAZZ CALISTS demonstrates the influence of

West Afrncan music and langlage on Afro-Amierican
vocal jazz, highlighting particularly the jazz vocalst's
yse of improvisation and the relationship between
jazz vacal and instrumental music Guests AlJarreau,
Carmen McRae

)




2 GOSPEL AND SPIRITUALS examines the develop-
ment and musical tharactenstics of spirituals and
gospel music and relates the contemporary expres-
sion of these styles 1o thewr onginal functigns and set-
tngs Guests The Rev James Cleveland and the
D C Mass Chorr of the Gospel Workshop of Amenca,
The Mighty Clouds of Joy '

. 3 BLUES—COUNTRY TO CITY distnguishes between

country and urban blues, demonstrating musical
characteristics of each style and showing the settings
in which they emerged Guests Willie Dixon and his
Chicago Blues, All-Stars, Sonny Terry, Browne
McGhee

THE WEST AFRICAN HERITAGE compares the role
of music In tradiional West African culture and in

Afro-Amencan culture, underscoring the many

paraltel and shared practices that ink the cultures
Examples of traditional dance. music and-song of
West Africa are demonstrated as are contemporary
examples Also illustrated 1s the on-going cross-
culturalinterchange Guests Alhaji Bai Konfe. Dembo
Konte Hugh Masekela the Wo se Dance Theater

EARLY-JAZZ llustrates the musical characterisics of
ragtime and early jazz their relatonship and the

" emusic culturps from which they evolved - Guests,

Alvin Aicorn and his Tuxedo Band Roy Eldridge

6 DANCE TO THE MUSIC demonstrates the dynamic
relationship between dance and mésic in African and
Afro-American cultures Ratentions of Afncan move-
ments in Afro-American dance forms are shown as
are important styles and innovators it the develop-
ment of Afro-American ddnce Guests Honi Céles
the Rod Rodgers Dance Troupe

JAZZ PEOPLE surveys the modern forms of the
uniquely Amencan music known as jazz It explores
the social and environmental factors within the Afro-
American culture that contributed t0'its development
and identfies key individuals and groups associated
with its growth and contemporary styles Guests
Dizzy Gillespie. Jackie McLean., James Moody .

BLACKMUSICIN THEATER AND FILM explores the .

role of music In the presentatior’ and pércepton of
blacks in theater and film and identfies biack Amen-

«£ans who have been active in the growth of theater
and film music Guests Peari Bailey, L. O Sloane’s

Black and White Refined Jubilee Minstrels

9 JAZZ GETS BLUE identifies the basic form and feel-

ing of blues with reference to the classic blues style

and demonstrates the applicaton of blues 10 jazz '

Guests Roy Eldridge, Jackie McLean

10 SOWL demonstrates musical charactenshcs of soul .

music and identifies social, political and economic
factors which nurtured its develooment Guest Stevie

Wonder . ' -

11, BLACK INFLUENCE IN' THE RECORDING IN-
DUSTRY demonstrates the collaborative effort re-
guired to produce acontemporary recording andre-
views thie, history of the black experience in the re-
cording industry, identifying significant individuals
and trends thathave shaped that experience Guests

. George Benson, Quincy Jones

12. RHYTHM AND BLUES demonstrates the musical’

charactenistics of rhythm and blues and the relation-
" ship of rhythm and biues to the musical styles from
which it egived The influence of rhythm and blues
0N contemporary American popular music 1s also
ilustrated Guests The Dells, Bo, Diddiey
13 THE SOURCE OF SOUL is designed to demonstrate
that Afro-American music retains elements of West
African musical style despite the experience of slgvery,
duung which every effort was made to strip Afncans
of their culture and systemns of communication
Guests Chuck Brown and The' SOuI Searchers
Michael Babatundg Olatuny
IT IS STRONGLY RECOMMENDED THAT TEACHERS
PREVIEW ANY TELEVISION PROGRAMS THEY WILL
USE IN THE CLASSROOM -

- :
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Aruitoxt provided by Eic:

Dsmg the Jumpstreet .

Humanities Project Learning Package
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This volume contains three curniculum guides eachde«

veloped to supplement the curnculum in a different”

Subject area

1 DIMENSIONS OF LANGUAGE ARTS contarns 21
lessoRs orgamized in the following manner

Creative/Literary Dimension —Lessons on lyric
poetry symbohsm characlerizaton and pointof view

Communications Dimension —.essons on non-
verbal communicaton kstening. feedback, debate
introduction to persuasion speech delivery

Composition Dimension —Lessons on tting ., vocab-
ulary development descriptive writing and structure

heatrical Dignension —LessoQs on nonsenge syl-

lables interpretaton tone creahion ofadramatc scene
elements of costume design and costume design

2 THE HISTORICAL PERSPECTIVE is organnzed chron-
ologically into six units

The Peophng of Amenca (1607-1776)
Slavery (1783-1861)

Post-Civit ' War America (1865-1900)

The Turn of the 20th Century (1880-1914)
America and Two World Wars (1914-1945)
Contemporary America {1945-present)

3 THE HUMANITIES PERSPECTIVE consists of two
uhits —one on dance and one on poetry, each df which
compares art forms that have gvolved from three dif-
ferent cultures and examines the concepts of cultural
contmurtr cultural adaptahon, and cultural change as
evidenced In these art forms .

In addinon, this volume contains two appendices

Appendix 1. Program Synopses and Segment Break-

down 1s designed to provide a concept breakdown of

each program in the seres, to identfy all musical selec-.

tions heard in the seres. and to faciitate the use of
soecmé program segments rather than complete
programs

Appendix 2. How To Use %" Vrdeocassette Equipmentis
a troubleshooting gurde designed to assist teachers who
may not reguiarly use such equpment and 1o provide
guidange in the technigue oflocaing program segments

The project is innovatve in several respects .

-

-

1

First, It has consistently asked the question How can
these progra be utihzed to enrich an_existing cur-.
nculum with content tha!
experience? rather than w Can this series be utilized?
or Where does the curricUlum cover black history?
Teachers are encouraged to sefectthose lessons that can
supplement their regular curriculum and to design’addi -~
tonal lessons to achieve local objectives that may not be
addressed here

Second, it has involved the partrmpahon of classroom
teachers and school admitustrators at every level of de-
velopment In particular we would like to thank the Djs-
trictof Columbia Public Schools:the Montgomery County.
Maryland Public Schools and the Sciool District of Phila-
delphia for their contributions to this project

" Third, t approaches the programs as a,compiation of
segments each of which may have value to enrnch or
enhance the teaching of a partlcdar concept ratherthan
as aseries of television programs While this anticipates a
greater utiizaton of the programs in a non-broadcast
format. resedrch indicates that this 1s a typical manner of
uhlizaton at the secondary school level and both the
series’ nghts and distribution mechanism similarly en-
tourage this type of utilization Teachers are strongly
encouraged to preview all program segments prior to
classroom use .

Fourlh, it looks at the viewing experence as an active
form of learning. providing. specific direction for each
viewing activity and requinng specific responses from
students relative-to each viewing actipty

Fifth, it speaks not only to teachers but also directly to
students through the inclusion of a variety of readings,
study guides apd evaluatron mechanisms tied to each
lesson : .

Participating In this project and in the development of
materials have been four consulting humanists, each
with a content specialty pertinent to this project

Dr Vada € Butcheristhe former dean ofthe College of
Fine Arts at Howard University and a natonally recog-
nized congultant In ethnic Music education Among her
publications, two have been standard reference works

NS - . T

{ Vi -

reflects the black Amenican

——
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for_teachers and scholars in eurniculum development
Matenials for Courses in African and Afro-American Music

and Ethnic Music in Gener'al\EducaI/on Dr Butcher has .

been ,a consu,ltant to the Jumpstreet Project since its
Inception and Is responsible for the mugical accuracy of
all Jumpstreet Humanities Project print matenals.

-Dr Larry Grant Coleman, who holds a Mastey's degree
f English Literature and Language from Indiana Uni-
versity.anda Ph D in Communications Studies from the
University of Pittsburgh, 1s currenﬂy on the faculty of-the
School of Commiunications at Howard Univergty Dr
Coleman 1s a mass media critic, former newspaper
columnist and author of articles on folklore and on inter -

peysonal nonverbal and rmass communications He pre-,

viously taught at the University of Texas at Austin and at
Morgan State University Dr Coleman has led the
Janguage arts curriculum development team ”
Dr James A Standifer 1s professor of mugic and lec-
turer in urban and multicultural education at th® University

- of Michigan He served as Senior Advisor of the From

Jumpstreet series and was a consultant on'the MUSIC
project Heis the author of A Source Book of African and
Afro-American Materials for Music Educators and the

New Dimensions in Music series-secondary level Dunng'

Dr Standifer s sabbatical In- 1980, he conducted a video-
taped oral history project with elderly black musicians as
an NEH Fellow On the Jumpstreet Humanities Project.
Dr Standifer has had primary responsibility for the de-
velopreent of a multicultural urit and collaborative re-

rsponsubmtyfordeve:opment of ateacher training model

o vil ¢

RIC

Aruitoxt provided by Eic:

Dr Qlive Taylor currently assistant professor of
American history at Howard University and Senior Fellow
of the Howard University Graduate School of Ahs and
Sciences where she earped both the Master's and Ph D
degrees in American history.Is recognized as a specialist
in her field and consults and lectures throughout the
country on American and Black History Dr Taylor has

been a consultant to the Camden (NJ) Board of Educa- .

tion to revise the K-12 curniculum to include the Afro-
Amaerican expefience and developed an experimental
undergraduat‘é‘ course In American history wh»gﬂewps
approved by the American Historical Association Onthe
Jumpstreet Humanfes Project. Dr Taylor hassérved as
head of the socialstudies curticulum development team

t
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. The JUMPSTREET HUMANITIES PR’OJECT stresses
by ) thie importance of develgping a multticultural philosophy
Larry G Coleman " 1o be used in the classroomimplementing this philos-
Assistant Professor of 'ophy includes learning about the cultural expenence,
Communications Arts both contemporary and historical, of different ethnic,
Howard University racjal or cultural groups “Vocal music provides an exc@\
4 lent vehicle, for examining the experience, of a specific
) ethnic group because that music which is created -and
celébrated by a particular group i1s often related to the
significant experiences of the larger group Black music
reflects black culture Black vocal music reflects the black

~with
Gwendolyn M Alexander
Calvin Coolidge High School,
Washington, D C

Orville L Bell : experience, vision, belief, and style

Rockville High School, ' Vocal music is related to language arts and verbal ex-

Rockville. Marytand pression n that it uses the histoncal experience, as well
as the form and language of poetry and drama, to en-

BetyH Giles ‘ / , hance the musicatsta(ement. The connection between
Richard Montgomery High School, aspects of mu c@spects of language 1s relative 10 |
N

~ Rockville, Maryland ) the structure an

Mildred L Musgrove - . in the classroom to
Bell Community Development'Center 1 enhance the teaching of language and communica-

Washington. D C . . ) tion"arts through the positive and often pleasant asso-
ciation betwee }) language and music;
Genise Stancil ) enhance the”teaching of language and communica-
Woodrow Wilson High School ) tion arts through exposure 1o unique forms of cultural
Washington, D C expression, style, drama, poetic form. and finguistic
- . ' structure that come from the music of blagk experi-
ence; and ‘
.enhance the teaching of(angUage and communica-
tion arts through the use of individual Jumpgtreet tele-
? VISION programs.
I. Creative-Literary Dimension
“I. Communications Dimensior
" ll. Composition Dimension LJ /
IV Theatrical Dimension .
+Each dimension contams several lessons and objec-
tves which focus on specxf ic skillsn fanguage arts These
lessons may be used individually to support skills objec-
tives in specific areas of the language arts curnculum
and to ennch such lessons with contentthat refiects black
éq%ral experences. Or they may be used as a unit. All
handouts which may ba needed for a particular Iesson
follow. the description of the lesson

t of language which can be used




1. CREATIVE LITERARY DIMENSION

#

1. Lyric Poetry_ (1-3 class periods) )
Students will describe the use of the ‘poefic COncepts of
mood, Imagery. setting and symbohsm In a gven Jump-
street program
EFROM JUMPSTREET
#2 Gospel and Spintuals
HANDOUTS
1a Gospel and Spintuals Viewing Guide’
* 1b Lyrics of Selected Spirituals
ic Lesson Quiz Poetic Concepts SN

2. Symbolism (1-2 class periods)
Students will be able to define, identify ard analyze sym-
bols gs they are Used in g variety of situations
FROM JUMPSTREET .
_#2 Gospel and Spirnituals ’
.#4 The West African Hentage ~
#8 Black Music in Theater and an
WANDOUTS
2a Opening Montage Vlewmg Guide
2b Background on "Pattin’ Jibba”

3. Characterization (3:4 class periods) ¢ ' .
Students will be aple 16 dentify methods-by whish char-
acter is gehneated and describe the cHaracters portrdyed
In' sefecled programs. , .
FROM JIIMPSTREET , < s
select from the following) .

4 2 Gospel and Spintuals -

# 3 Blues Country To City

# 4 The West Afncan’Hentage

# 8 Black Music in Theater and Fim

#10 Soul

#12 Rhythm and Blues

#13 The Source of Soul

HANDOUTS : . NN

3a How Character I¥'Revealed

3b Viewing Guide on Ciaracterization of Host
3¢ Viewing Guide on Nonverbal Charactenstics
3d Lesson Quiz Charactenzation

”

4. Point of View (2 class périods)
Students will be able to define the Iiterary concept of point
of vlew and identify the-point “of view of the Iynmst n
selected songs by black Americans
FROM JUMPSTREET
{select frorn the following)
# 1 Jazz Vocalists
# 2 Gospel and Spirtuals
- # § Black Music in Theater and Film
# 9:Soul I’
HANDOUTS . ‘
4a Pointof View .

.

e )
1l. COMMUNICATIONS DIMENSION

]

5. Nonverbal Communication (2-3 class periods)
Students will be able to identify nonverbal signals as they

~ are reflected n black culture and 1n black musical

eg(pressnon y
FROM JUMPSTREET
(select from the following)
#1 Jazz Vocahsts
#2 Gospel and Spirituals
#4 The West African Heritage
#6 Dance To The Music  °
#8 Black Musisin Theater and Fitm .
HANDOUTS
5a Nonverbal Exercise
5b Notes on Human Communication -
5c Lesson Quiz Nonverbal Communication




{#'

-

" 8. Dabate (8-10 class periods)

-

6. Listening (2-3 class'periods)
Students will demoostrate effective listenjng skills by iden-
nfying a speaker's main idea and supporting facts
FROM JUMPSTREET
(select from the following) *
# 1 Jazz Vocalists
# 2 Gogpel and Spirfuals .
# 3 Blues Country ToCity , °
# 5.Early Jazz
# 6 Dance'to the Music
# 7 Jazz People, . ?
# 8 Black Music i1 Theater and Film
# 9 JazzGets Blue | C
#10 Seul .
#11 Black Influence In the Recordmg Industry
HANDQUTS
“6a Notes on Lis®ning Skills_ ) - .
6b Listening Chart ) .
.6c Lesson Quiz Jazz Vocalists
6d Lesson Quiz %es Country to City :

™ ~

2 L]

7. Feedback (2-3 class periods)
Students will be able to recognize and identify examples
of feedback 1n a given vudeotaped segment

»FROM JUMPSTREET -

* (select from the following) ® o
# 2 Gospel and Spintuals
# 4 The West African Hertage  °
#13 The Source of Soul
HANDQUTS . .
7a Feedback Exerctse
7b Notes on Feedback
7¢ Viewing Guide oft Feedback
7d Lesson Quiz Feedback

Students will select and research a debate position on a

given topic. will participate in a debate, and will use the .

Frankiin Judging Form to evaluate debates they,witness
FROM JUMPSTREET .

# 8 Black Music in Theater and Film

#11 Black Influence in the Recording Industry

#12 Rhythm and Blues
HANDOUTS . N

8a Debate Information Sheet

8b Franklin Judging Form

8c Debate Selecuon Form

9. Introduction to Persuasion (1-2 class periods)
Students will categorize the persuasive nature of songs .
according.to Maslow's Hierarchy of. Needs :

FROM JUMPSTREET
(select from the foliowing) - .
# 2 Gospel and Spirituals ,
#10 Soul *

"#13 The Source of Soul

4

4

- -

P .
HANDOUTS o )
" 9a Maslow's Hierarchy of Needs . . W
9b Viewing ¢ Guide on Per3uaS|on
9c Lyncs 10 “Btown Baby" |, - . ,.

. RECORDING | .o
« ' Hotter Than July (Stevie Wonder) Tamia T 373 Side 2

‘Band 5 ("Happy Birthday") . |

RN u,

10. Pegsuasive Speeches (5-6 class perods)

108 Viewing Guide on Persuasuon

10Cc Lyncsto "Bid ‘Em In” :
10d Speech Preparation Guidelines

10e Speech Performance Scale

-

¢

:1 Speech Delivery (2-3 class periods)

ents will Be able to identfy different mefhds of“'

ch delivery as well as speech delwery technnques

FBOM JUMPSTREET

#13 The Source of Soul  ~

# 8 Black Music In Théater and Film A
HANDOUTS
. 11a Methods of Speech Delivery

11b. Verbal and Nonverbal Speech Delivery

Technigues

11¢c Viewing Guide on Speech Delivery Techniques

11d Lyncsto"Bid 'EmIn”

11e Lesson Quiz Speech Delivery

e —————
IIl. COMPOSITION DIMENSION

12. Titling (2-3 class periods)
Students will prepare a summary of the key cQncepts In
a‘gven television program .and will develop an alternauve
title for that program
FROM JUMPSTREET,
(select from the following)
# 3 Blues Country To City f »
# 4_The West African Herntag @ [
. # 6 Dapce to the Music '
-# 9 Jazz Gets Blue
#13 The Source of Soul

* HANDOYTS

*Za Selected Titles .
2b Titling Viewing Guide
OTHER

A selection of magazines

¢

]
b
b »
- "‘
/\
.
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13. Vocabulzfry Development (2-3 class periods)

. Students il write a four paragraph expository essay that -

defines a particular*style of black American music

- FROM JUMPSTREET

(select from the following)

2 Gospel and Spintuals

3 Blues Country To City

7 Jazz People >

»10 SOUI . ’

i 2 B ]

.HANDOUTS

13a Formal Definions
13b Viewing Guide on Definiions
13c Lesson Assignment Definition

-

£

7

14. Dgscriptive Writing (4-5 class perods)
Students will write a descriptive cComposition on an
assigned topic f
FROM JUMPSTREET

# 3 Blues Country To City

# 6 Dance to the Music
HANDOQUTS Le

14a Descriptive Writing

14b Descriptive Writing Samples

15. Structure (2-3 class periods)
Students will be able to analyze the structure of a tele-
vision program in terms of standard cdm oosmon structure
FROM JUMPSTREET ' .
=210 Sou!
HANDQUTS
15a Diagram of a Composition
155 Viewing Guide on Structure ‘

X

IV. THE THEATRICAL DIMENSION

P6. Vocal Nuance (1 class pefd)

Students will select a one paragraph dramatc text and
convey*its meaning. substituting nonsense words or
syllables for each written word .

FROM JUMPSTREET '

#12 Rhythnfand Blues

’

17. Interpretation (2-3 class perjods)

Students will demonstrate an undersianding of the use |,

of embellishment, dramatic phrasing and emotional

+ variety when reading a dramatic or lyric text

FROM JUMPSTREET
# 1 Jazz Vocalists

#13 The Source df % )

18. Literary and Dramatic Tone (2-3 Class periods)
Students will be able to iIdentify iterary and dramatc tone
in selected songs and speeches in the From Jumpstre

television series
FROM JUMPSTF?EET &\
# 2 Gospel and Spintudl -

# 4 The West African Hentage .

v o

HANDOUTS /.
18a Background on Literary and Dramatic Tone
18b Selected Song Lyrics and Poetry (“In Da Beg\n- !
_ ming”. “Pattin’ Jibba", “Poem At Thirty™, "Steal
Away", "Deep River", “Roll Jordan, Roll”
18¢c Viewming Guide on Literary and Dramatic Tone
18d Techniques of Oral Integpretaton
18e Speech Performance Scale

19. Greation of a Dramatic Scene '2-3 class pénods)
Students will create a- dramanc scene based on.a SOng
lyric
FROM JUMPSTREEF” /e
#10 Soul 7 -
HANDOUTS ’
19a Lyrics jo—Brdwn Baby'
19b Imerg etation Checklist

-

20. Elempents of Costume Design (1-2 class penods)
Students will recognize some principles of costume de-
sign and limitations placed on the costume designer
FROM JUMPSTREET |
¢ #10 Sou - Y
OTHER

Books on costume design

N o

L]

21. Costume Design {2-3 class periods)
Students wijl design costumes faithful to a performer’s
stylistic period and contrasttheseto contemporary dress
F ROM JUMPSTREET

# 6 Dance to the MusiC

#12 Rhythm and Blues
OTHER

Pattern Books”Magazines .

o

%
2
¢ a
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\
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PROGRAM !

LESSONS

.
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.

1 Jazz Vocalsts

Point of View °
Listening “
interpretation

-
~N o

" 2 Gospel and Spinituals

A Poetry |
S ohsm
haracterization >

Point of View

Nonverbal Communication
Listening

Feedback

Introduction to Persuasio
Speech Delivery J
Vocabulary Developmerft,
Literary and Dramatic Tone

O WOOWNOO B WN —

3 Blues Country To City

3 Characterization s
6 Listeqing '
12 Tithng

13 Vocabulary Development
14 Descnptive Writifig

4 The West African Heritage

\J

3

2 Symbohsm

3 Characterization

7 Feedback .
12 Tithng -
18 Luerary and Dramatic Tone

5 Early Jazz

6 Listening .

"6 Dance 10 the Music

Ll

5 Nonverbal Communication
B-tustening - .
12 Titling. )

14 Descriptive Wniting y
21 Costume Design ' /

7 Jazz People
£

¥

6 Listening .
12 Vocabulary Development
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2 Symbolism
{3 Charactenzation
4 Pointof View

6 Lisfening

8 Debate

» 9 Jazz Gets Blue
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12 Tithng

t 10 Soul

¢

.
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3 Charactenzation

6-Listening

9 Introduction to Persuasion
12:Vocabulary Development
13 Structure
19°Creation of a Dramatic Scene
20 Elements of Costume Design

_ 11 Blacknfiuence in the

A Y

Recording Industry

6 Listening
8 Debate

v, »
12 Rhythm and Blues

3 Characterization
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16 Vocal Ngance
21 Costume Design

3 Characjgnization

7F ck

9 Infreduction to Persuasion
10 Speech Delivery

12 Tithng

17 Interpretation
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LESSONS

1
2

3
4

-4
LYRIC POETRY .
SYMBOLISM
CHARACTERIZATION
POINT OF VIEW

/ - e

»

Y

S
LESSONJ. LYRIC POETRY
S —

N

egro spintuals are fine examples of lyric poetry Eagh of

the spirtuals gelected, for this lesson llustrates the con-
cepts of mood imagery setting and symbohsm.and ex-
emphfies the use of these poetic concepts by black

A

Oblectxve

mencar\s during tne middie and late 18th centary

Students wil describe the use of poetc concepts of
mood Jimagery setting and symbohsm inagiven Jump~

st

reebprogram ‘

Materials . -
FROM JUMPSTREET . ®

22 Gospe! and Spirituals

HANDOUTS

13 Gospel and Spirituals Viewing Guide
1b Lyncs of SelectedSpintuals
1¢ Lesson Quiz Poetic Concepts :

Time

1-

3 class periods .

Procedures

1
»

<

-

ERIC

$
.

i

..

8

\lmroduce or review the concepts of tempo (pace)
and mood (the emotonal feeling .expressed by a
' merarx WOrK)

2 Dhistnbute to students Handout 1a Gospel and Spint-

vais Viewing Guide pror 1o showing the program
The Viewing Guide requires students to note the
mood and tempg of selected songs they will hear in
the program and to note whether each song is an
.example of spintual or gospel music Note that only
excerpts of the spirituals will be heard, recordings of
other spirituals may be used for additional hstening

3 following the screening. discuss students Viewing
Guide responses and compare gospel music and
spintuals in regard to tempo and mood Students
might ajso select one spiritual and prepare a panto-
mime or soliloquy, to dramatize its mood

4 Dlstnbtﬂé lo students Handout 1b Lyrics of Selected
Spintuals, and introduce or review the concept of
imagery (the use of descriptive werds to recreate an

experience) With students examn?we the lyrics of
Deep River to dentify those which are examples of
imagery eg deep rniver Cross over into camp-

.ground gospelfeast and cast my crown at Jesus

feet
Discuss with students the impact of these images

* on the mood of the spiritual

introduce or Leﬁ'voew the concept of.Symbohsm (the
use of a cancrete image to represent an abstract
idea), Using the sample lync as an example have
students identify and mterpret the symbols 1n the lyric

eg

Symbol Medning'

deep nver perils of slavery

home happiness with'God

over Jordan death |

campground peace reward contentment

Cross over find a place of peace

gospel feast the revelftion of Biblical promises

cast my etown  relieve oneself of worldly burdens
Jesus crown of thorns

crown
Steal Away 1o Jesus and Rolt Jordan ,Roll can be
similarly examined
Introddce or review the concept of setting (the time
and place of an eventin literature) Using this concept
and the interpretation of each spintual identified
earlier, have students identfy possible settings for
each spiritual, eg ~ at work on a plantaton during
slavery, at a gathering for potentid! runaway slaves.
etc Students may write draw or dramatize their
descnptnons

A shigh matching quiz (Handout 1c } is prov:ded to
evaluate students mastery of this objective Key 1-B

«(imagery— He calls me by the thunder”), 2-C
(‘campground” -a place of rest) 3-E ( steal away — .

escape from slaver\}), 4-D (setting —time and place).

5 F {(symbol - a concrete image representing an ab-
straction), 8-A (mood— Deep River expresses
solemnity) . Lo

\

/3

-

i’f




1a. GOSPEL AND SPJRITUALS  ~ Lt o« .
VIEWING GUIDE : “, & . s,
hJ - L] e " )
e I
- Directions: Asyouwatch Gospel and Spiftuals you wil
hear excerpts from the musical selections identified below c
Compilete the chart below for each of the songs ndicated b - . .
The program narrator will tell you if the songisan example ’ . i
of spintyal or gospel music e o . , )
-~ 4 .
. . i
( —
SPIRITUAL
N , or .
TEMPO © . MO0D GOSPEL

HE SHALL FEED HIS FLOCK

A DEEP RIVER %

ROLL.JORDAN ROLL

’ *

STEAL AWAY TO JESUS

LORD HELP ME TO HOLD OUT

19
A
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Aruitoxt provided by Eic:

1b. LYRICS OF SELECTED SPIRITUALS

Deep River

Deep river, my home 1s over Jordan -

Deep nver, Lord, | want to cross oyer into campground
Lord | want to cross over into campground

Lord | wantto cross over into campground

Lord | want to cross over into campground

Oh chitun
Oh dbn t you want to go. to that gospel feast,
That promised land thatland, where aliis peace?
Walk into heaven and take my seat,
d cast my crown at_ Jesus feet
Lord. | want to cross over into campground
Lord] | want to cross over inté campground
Lorg | want to cross over into ca mpground

PR

Deep nver my home 1s over Jordan«

Oeep nver Lord

| want to Cross over into campground

Lord | want to cross over into campground

Lord. | want to cross over into campground

Lord | want to cross over into campground Lord

N

1
L4

Steal Away To Jesus:

Steal away. steat away steal away to Jesus!
Steal away. steal away home
laintgotiong to stay here - '

Steal away steal away, steal away to Jesus'
Steal away steal away home,
taintgotiong to stay here

my/
Green trees a bending,
Po’ sinner stand atrembiing,
The trumpet sounds withina my soul,
lain'tgot long to stay here,

Oh. Lorg | an't got long to stay here-

.

My lord. He calls me

He calls me by the thunder
The trumpet sounds withina
l ain't gotlong 1o stay here

(Chorus) .

L4

10

p

L

.Roll Jordan, Roll

Roll Jordan, roll

Roli Jordan, rolt, .

| wanter go to heavn when | die
To hear ol sordan roll

O. bretheren (sisteren)
Roll Jordan, roll, .

. Roll Jordan roll

| wanter go.4o héav'n when | die
To hear ol Jordan roli

*Oh brothers you oughter been dere

Yes my Lord

A sithin up in de kingdony
To hear ol Jordan roll
Sing itovah,

Oh dnner you oughter been dere
Yes my Lord ’

A &ithin up in de kingdof

To hear of Jordan rolt

O Roll Jordan roli

Roll Jordan roll

I'wanter go to heavn when | die
To hear of Jordanroll
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1c. LESSON QUIZ: POETIC CONCEPTS . - '

_ Directions: 'Match the Jems in Column A with related -
' items in Column B

-~

. .
4 - . 1]
" 1]
’ N ‘
« ColumnA ) Column B , . .
\ . . /. (.
. 1 imagery + A Deep River exprgsses solemnity .
2 campground ‘B Hecalls me by the thunder " .
3 steal away C a place of rest )
4 setting B tme and.place . . .
5 symbol E escape from slavery
6 mood F a corfcrete image representing an abstraction =
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e — 5 Distribute to studénts Handout 2b Background on
LESSON 2. SYMBOLISM . =~ Y “Pathin’ Jibba,” which includes the lyrics to the version,
1 e ———— of this children's game that €an be seen in Segment
Understanding the use of @mbols is a rather sophisti- 7 of The West African Heritage After students have
cated skill, one which many students find difficult to watched this segment, and perhaps participated 1n
master The richness of symbolism in the black ex- — the rhythmic game which Oscar Brown teachesto a
perience makes the From J{mpstreet programs an group of children. discussion should focus on an
excellent resource forteaghmg symbolic usage so that i analysis of the symbolic meaning of the various
15 readily ynderstood -~ _ phrases in the lync Some examples are "“Jibba”
Objective_ I \ { (leftovers). “yella cat” (the slavemaster). “trouble”

. Students will be able 16 define. dentify and analyze (slavery)
symbols as !hey are used in a vanety of situations ( 6 To evaluate.students mastery of this objéctive. direct
Materials: o, students {0 write a one-paragraph explanation on the
FROM JUMPSTREET | symbblic use of.the word ‘parade’ in ‘Before the
22 Gospel and Spintuals . . . Parade Passes By." as performed by Pearl Bailey 1n
#4 The West African Hentage * Segment 7 of Black Music in Theater and Film

. #8 Black Music in Theater and Film .
HANDOUTS ' . -
2a .Opening Montage Viewing Guide )
2b Background on ‘Pattin Jibba" . ’

Time . . .
1-2 class perods ' 3 o . .
Procedures -~ - b
. 1 Introduce or review the concept of a syrhbol (a con- ¢
crete image representing an abstract idea) Distribute '
{ 10 students Handout 2a Opening Montage Viewing .
. Guide which hsts in order each visual symbol in the ¢
series opening animation This montage traces the &
development of black music from Africa to the United
States via slavery and symbolically illustrates the
evolution of black Amencan music fgom spintuats : -
’ and minstrelsy througﬁ ragtime, bluegjazz. rhythm A :
: _and blues rock and:roll. gospel and soul S
. - Play the Gospel and Spintuals program through - ¢
. the opening montage. turning it off as Oscar Brown. - '
o Jr appears As they viey this segment, studehts : ‘ .
. should indicate on*their Viewing Guides what they .
L think each visual symbol tepresents Discuss stu- .
. dents responses. replaying the segmentas necesgary ; N
for clarification '
2 Discuss What does the sy Wbélic term - ‘from jump-
streef represent? (From:-fumpstreet 1s a common
term used by many Afro-Amencans to mean the be-
gmmng or origin-&f something } Why was l&s ohrase.
selected 10 be the series’ ttie? .
3 Continue the {ape 1o give students exposure ® the
. Jumpstreet set Discuss What do the various visual ) d
1 symbols og the set represent? Why have they been
chosen to define the setting of the series? (Students
may notce that the set changes shightly in each pro- ' . :
gram addihg new visual symbols 10 represent the .
' particular theme of each program Symylarly, each set- ). ’ : ,
- tngin which an artist perfor onfains a few visual : .
- . _symbols dasigned to convey certain information )
« 4 Gontinue the tape through(the interyiew with Rever- -
> , end James Cleveland As'stydents watch, they should . ¢
hst the. various religious symbols s€en and heard - . -~
Discuss the useSof rel|g|0us symbolism in gospel | o
music ' ’

at

,* 12 /

. w e




zaiopl-:uugc. MONTAGE
\VIEWING GUIDE

.
4
\ A

S —

Directions: Identfy the meaning represented by each of
the visual images in the opening montage of From Jump- —

\/ " street Each symbol is identiied below

a

Symbol

1 shicks

-

3 hands beating drums

E

4 chain

2. congo drums

[\l

5 hands in chains

6 hands breaking dhains

7 hands playing keyboard

A

8 prano
9 horn :

10 trumpets .

1

11 saxophone
iy

12 guxta? .

[ =)
13 musical staff

L
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2b. BACKGROUND ON “PATTIN' JIBBA” .
~ L]

Patfin' Jibba

jubba, Jibba

ibpa this 'n J:bba‘that

n Jibba kill a yellow cat

'n bend over dpuble trouble Jibba

Sift the meal

* Give me the husk

Cook the bread

Give methe crust -, ¢

Eat the meat P

Give me the skin . .

n thats where my mommas troubgae‘begm

Jibba this n Jibba that ’

n Jibba kit a yellow cat

n bend over doubletrouble Jibba ~

Jibba u;-)\n Jibba down .
n Jibba all around the town
Bend over double trouble Jibba

“Pattin Jibba" is part of a nch and complex folk tradition
which focuses upon the trnickster” element of Afro-*
Amenican folklore and md»cgtes that the black American
caphives did not passiyely accepf their fate Reverend John
Dixon Long wrote iy 1857, “%aves have their code oé
honor and {heir tricks of rade ’

Other examples of deception. masking and subtle
rebellion against captivity inciude

+ Paul Lawrence Dunbar's poem, “We Wear The Mask "

« The Jgfincycle of trickster tales, the Uncle Remus taless
and tales about the “signifying monkey,".one of which
has been recorded by Oscar Brown, Jr on his album
Sin & Soul -

*» Patting songs like "Jibba" and “Hambone,” where slaves
registered a subtie complaint about second rate iving
conditions “and leftover food . The lines,-"Hambone,
Hambone, where you been/around the world and back
again,” are a poehc and Ironic reference 10 the fact that
slaves had to use the same "ham bone™ 10 season dif-
ferent foods in several households, hence, the "bone”
traveled “around the world " In this regard: "Hambone™
1S very similar to "Jibba ”

* Spintuals, sung durning slaveryhoften contained code

- words which communicaled a planned escape or a
sectet meeting Examples of code words, or metaphors
of protest. includé heaven (freedom), the River Jordan

(Escape ar(ﬂreed%) and train (the uhderground
railroad) .

IS
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Aruitoxt provided by Eic:

LESSON 3. CHARACTERIZATION

it has long been agreed that the ability to analyze char-
acter 1s an important skilf in understanding hterature’
Through the From Jumpstreet senes, host Oscar Brown,
Jr defines by his speech and manner the general role of
host In selected programs, he aiso gssumes the roles of
specific characters Each of the screening and classroom
experiences suggested in this lesson give students prac-
tice in analyzing Charactenizations, and show these char-
acterizations specifically in the context of the black
expenence )
Obijective .
Students will be able to igentify méthods by wjich char-
acters delneated and dﬁnbe the characterd portrayed
in seleCted programs y

Materials
FROM JUMPSTREET (select from the following)
2 Gospel and Spirituals
3 Blues Country To City }
4 The Wes| Afncan Hertage |
8, Black Music in Theater and Film
#10. Soul
" #12. Rhythm and Blues
#13 The Source of Soul
HANDOUTS ‘
3a How Character Is Revealed
3b Viewing Guide on Characterization of Host
3¢ Viewing Guide on Nonverbal Charactéristics
3d Lesson Quiz Characterization. +
Time LT -
3-4 class periods

Prqcedures

1 D;stnbute 1o students and d|$0uss Handout 3a How

Character Is Reveajed

2 In each’' From Jumpstreet orogram host Oscar
Brown. Jr introduces and closes the program it a
characteristic manner Distribute o students Handout
3b Viewing Guide on Charactenization of Host, in
which they are asked to identify Brown's theme and
ris nonverbal charactenstcs in selected:- segments
(Note Lesson 5 contains background |nf0rmat|0n
on nonverbal communication )

Select two or mofe programs from the list above
and show students the first few and last few minutes
of each. requinng studgnts to complete the Viewing
Guide as they view Following viewing, elcit from
students a description of how Oscar Brown, Jr
interprets the role of host Ask about other television
program hosts with whom students are famiharand
discuss how their characterizatiogs differ from those
seen here

~

<

3 The following hst identifies segments in which Oscar
Brown, Jr assumes the role of a particular character
, aspartofa performance
Jazz Vocalists (Segment 7 ~Oscar performs “One
Foot In The Gutter™)
Gospel and Spirituals (Segment 2— Oscar performs
“In Da Beginning™')
The West African Heritage (Segment 7 — Oscar per-
forms “Pattin. Jibba")
Soul (Segment 6 — Oscar performs “"Brown Baby")
The Source of Soul (Segment 7 - Oscar performs
“Bid 'Emin")
Select two or more of the above examples 10 show
10 students Distribute Handout 3¢ Viewing Guide
on Nonverbal Charactenstics, which requires stu-
dents to respond to specific aspects of characteriza-
n6ns In reference to the segments you select Discuss
studentst responses
4 A Lesson Quiz (Handout 3d) 1s provided to evaluate
students’ mastery of this objective

~

~

.
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Aruitoxt provided by Eic:

Y ,

.

3a. HOW CHARACTER IS REVEALED

Revéahng character i1s the process by which one learns ’

the persondltraits of a character or charactersinastory It !
1s the process by which the author makes clear what the
characters in the story are ike Character is revealed In
the following ways

* by a direct;statement as to what the character is ke
-pya physical description of the character

¢ by showing the eharacter in action . P

* by teling what the characters say
"+ by teling ansishowing how others re Clio the character

An author may use bdth verbal and honverbal means of
descnbing character
Verbal characterization is the 'descriphon of characters

by means of the spoken word, either the words of the
character$ themselves, the werds of others about the

*.. characters or theauthor's words aboutthe characters

Non-Verbal characterization s the description of charac-
tgrs through therr achons, dress, habits, and physical
chonsto others inshort harr styles, gestures, manner
-of walking and the like all contribute to nonverbal
characterization ’

Y




3b, VIEWING GUIDE ON CHARACTERIZATION
OF HOST ‘

Directions: As you walch the open:ng and c)ésmg seg-
ments of a From Jumpstreet program, note down-the
major themes identified by host Oscar Brown, Jr, Hfs
dress, his nonverbal characteristics. and any character-
istic phrases he uses Any program dhe series can be
used for this exergise 6

.
‘

OPENING SEGMENT  CLOSING SEGMENT

‘ Program .

Maj6r Themes

Nonverbal
_Charactenstics

v

\

Charactenstic
Phrases

Program

Major'Themes

Nonverbal
Characteristics

Charactenstic
Phrases

. ¢

From your notes above, describe Oscar Brown, Jr's
interpretation of the role of host

»

Aruitoxt provided by Eic:




. Directions: For each segment of From Jumpstreet that
%You view in which Oscar Brown adopts the role of a
sped® character, note your observations of the charac-
tenstics listed below Your teacher will identify the

_ segments *

L]

CHARACTER ‘CHARACTER CHARACTER ~

»

.-~

c )

Gestures

rd

<<

Voice Quatty
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Aruitoxt provided by Eic:
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3d. LESSON QUIZ:
CHARACTERIZATION

Directions: In “The Source of Soul.” Oscar Brown, Jr
performs "Bid 'Em In," a re-creation of a slave auction in
which Mr Brown assumes the role of the auctioneeg,
Describe the character of the auctioneer, citing examples
from the performance to suppart.your description 7=

~

R 1N

o
&

'L—.

19




LESSON 4. POINT OF VIEW

- ]
Many of the lyncs created by black Americans to accom-
pany their music, are n fact, brief works of iterature which
incorporate lrterary and poetc devices As such, From
Jumpistreet offers a simultaneously expedient and fas-
cinating resource to/tudents to an%ze This lesson fo-
cuses upon the point of view expressed by the lyncistin
sevéral selected performances in the From Jumpstreet
series

Objective

The student will be able 1o define the literary concept of
point of view and identify the point of view of the lyricistin
selected songs by black Amercans

/ Materials
FROM JUMPSTREET (select from tae following)
#1 Jazz Voealsts
Segment 4 in which Carmen McRae performs |
Have The Feehng I've Been Here Before"
or

Long Girt”
#2 Gospel and Spirtuals
Segment 3in which Reverend James Cleveland
performs “He Shall Feed His Flock™
r
Segment 6 in which The Mighty Clouds of Joy
perform ‘If God Is Deag”
¢ #8 Black Music In Theater and Film
- ¢ Segment3in whichL O §loane’s Refined Jubi-
lee Minstrels present a minstrel medley
210 Soul
Segment 7 in which Stevie Wonder péHforms
“My Chene Amour”
HANDOUTS ' .
4a Pointof View

Time
2 class penods

. - Procedures .

b 1 Pnor to the day on which you will show From Jump-
street, distribute 10 students Handout 4a Point of View
and discuss with them examples of real life situations
in which an identfiable point of view 1s expressed: Ex-
amples may also be drawn from literary works stu-
dents have studied

2 Screen two or more of the segments listed above,
directing students to listen carefully for the point of
view expressed in the lync Discuss this after each

-~ segment
. 3 Students can select one of the segments shown and
e - : prepare a 2-3 minyle monologue to demonstrate their
understanding of the point of view of the lyricist For
,example, "My Cherie Amour” 1s an example of one
- person’s declaraton of love for another How might
this point of view be expressed in a non -musical
- form? ~
/ .
Q " 20
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Segment 8 in which Al Jarreau performs 'So .

)

4 Introduce or review the conﬁept of empathy Wlth
whatsongs do students identify? With which charac-
ters do they feel empathy? What points of view arouse
their empathy?

5 Role playing may be used to demonstrate both

empathy &nd point of view For example, following ,

viewing of the minstrel segment. students might as-
sume the role of a minstrel and relate, either orally dr
in wrniing, their feelings, needs, and thoughts about
such arole e
6 To evaluate students’ mastery of this ob;ectwe assign
one or more of the following questions
+» Define point of view and give exatples from
boeks-or movies
*» Define empathy and give examples from songs,
books or movies -
* Selectacharacterin asong, poem, story or novel
and role play a typical scenein which the chardc-
ter might appear, demonstrating the point of view
of character through verbal and nonverbal
means

te




v POJINT OF VIEW . “ .
 — 0y
Y ’
. In general, the term point of view suggests a particular
perspective. viewpoint er angle from which a person
v mightapproach a given subject Pointofview alsocan re-

flectanattitude, a strong feeling, or an emotional response
-toward a given subject For example, people are said to
hold a_particular social or poltical point of view That
‘ means they hold a particular position, attitude, stance, or
feeling about a political or social issue that conceéfnsthem
. Such labels as “conservative " “radical,” and “liberal” often
are,used to express ap individual’'s point of view about
Amencan pohitics
A literary point of view, however, refers 10 a specific
aspect of hterature Here, point of view represents the ’
perspectve from which the story,novel, or poem 1s told
and. similarly, the angle from.which the reader or listener
IS seeing orhearing the évents being narrated
The Dictionary of Literary Terms (McGraw-Hill, 1972)
identifies three types of iterary points of view The first,
physical, has to do with the posttion 1n ime or space from
huch a wnter approach’e? views ahd descrnibes his ma-
rarial The sedond, mental. has to do with the author’s
feeling or attitude toward his subject The third, personal,
concerns the means by which a writer or narrator dis-
cusses a subject Thatis, the personal point of view is that
-of the tefler of the story or pogm This personal point
of view might be told through a first person narrative, in
whichithé author speaks through a particular gharacter in
the story This is referred to as author-participant point of
s view When this author-participant 1s.a minor character
* who narrates the story from the sidehnes, is called author-
observant pomnt of view Finally, the "author omniscient™1s
a detached, third person who sees all hears all and
know alt . -»
- Thelyncs of a given song, whether it is an old spirtual
or a popular rock tune, contain either a speomc potnt of
view oracombination of differetpoints of view Often the
point of view in black music is that of the author/singer
“participant” or “observant” vanety In religioys songs
. such as “Steal Away" the participant viewpointis present,
while the omniscient viewpoint 1S present In "He Shall
Feed His Flock” and "lf God Is Dead ™

-
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LESSONS )
5 NONVERBAL COMMUNICATION

6 LISTENING -

J FEEDBACK

8 DEBATE

9 INTRODUCTION.TO PERSUASION
10 PERSUASIVE SPEECHES

11 SPEECH DELIVERY

|
.

LESSON 5. NONVERBAL COMMUNICATION
B

Dr Albert Mehrabian. author of Nonverbal Commun:-
caton states that. People convey feelings 7% through
words actually said 38% through tone of voice 55%
through expressions and posture Nonverbal communi-
cation of body language sometimes compietely takes
the placeé of speech At other imes. body language 1s
used in addition t0 speech In erther case. the contribu-
tion of body language to communication is vitally impor-
tant The From Jumpstreet program Dance to the
MusiC™ reflects the importance of nonverbal communi-
cation pdrticularly among Afro-Americans Here, Oscar
Brown Jr explains that most music from the African
tradihon provokes bodily movement and that tradihonally
these movements were related to speciic functiops and
social activihes in African cutture

» Objective i -

Students will be able to dentify nonverbal signais as they

are reflected in black culture and in black musical
expression ,

- Materials

FROM JUMPSTREET (select from the following)
#1 Jazz Vocalists
%2 Gospel and Spintuals
#4 The West African Hentage
#6 Dance to the Music
#8 Black Music In Theater and Fiim

HANDOUTS o
5a Nonverbal Exercise N
5b Notes on Human Communicahon
5c Lesson Quiz Nonverbal Communication

Time
2-3 class penods
Procedures
1 Distribute to students Handout 5a, in which they are
_asked to prepare a one-minute impromptu speech

) .
ion

i

- . 1 A

on a given topic. e g . how 10 shoot a basket in a
game of basketball how to apply makeup etc Aliow
no more than five minutes for preparaton Select
several students to deiver therr speeches standing
with their hands clasped behind ther backs Then
have students present speeches gn the sime or
similar topics with their hangds unclasped

Discuss the differences between the two presenta-
tons Introduce or revigy the concept of nonverbal
communication —actions that heipsyconvey a mes-
sage —for example facial expressions body move-
ments like dancing, yawning, etic |nanimate signs.
e g . traffic kghts also can be considered

Distribute 1o students Handout 5b Notes on Human
Communicaton, for. at-home reading prior to the
day the From Jumpstreel program will be shown
Before showing the program discuss with students

-each of the categories of nonverbal communication

iisted in the handout. eliciing from students examples
from their own experience for each category

Show students "Dance To The Music." explaining
prior 1o viewing that according to Afncan tradxrfn.
dance is the physical expression of the music Dafice
movements in African Culture often were related to
specific funchons and social activites Direct students
to takednote of specific examples of nonverbal com-
municaton as they view Followang viewing. develop
a list of examples noted by the students.and cate-
gorize these examples. using the categaories of the
handout as a guide

A Lesson Quiz is provided 10 help evaluate students’
mastery of this objective It requires students to view

“Gospel and Spintuals” and to dentfy and categonze _ ~ ~

examples of specific forms of nonverbal communi-
cabon dunhg a particular segment A secorid Qro-
gram can be selected to give students practce In
this technique, prior to administenng the quiz

»
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Sa. NONVERBAL EXERCISE

.

Directions: Develop a two-three minute impromptu
- speech onany one of the topics below Write the outiine of
the speech on note paper or note cards Include an Intro-
duction. specific examples of behavior and a conclusion
You will have about five minutes to prepare your speech

.. { . .
. —
. a) How to shoot a basket in the game of basketball
b) How to apply makeup '

'+ ¢) How to change a flat ire
d) How 10 brush teeth o
€) How to serve in volleyball tennis or raquetball
f) How to braid hair N
9) How a yo-yo works

- EMC .
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s Human communication.refers to 1) the ways in which ¥
. humans send messages to other humans, and*2) the
ways 1n which humans receve messages from other
humans The process is a complicated one For example ‘
an individual may be both the sender and receiver of the
L message (self-communication), moreover messages are
changedor modmed by the receiver's responses Fmally
contradictory me&ag% can be transpnitted simultaneously ..
Two major modes of human commumcanon are recog-
nized nonverbal and verbat ] .

| Nonverbal
Nonverbal messages are those messages transmitted b
without the aid of language. or in conjunction with fan-
- guage Nonverbal messages may be more direct than (
verbal messages. and may carry much information
. about the emotional state Bf the ‘sender, They are aiso
nchiy endowed with the cultural attnbutes of the sender -
Finally nonverbal communication is continuous — non-
verbally you cannot not communicate Some categories
of nonverbal camnmunication are as follows
i Orgamsmfcs refers to-the effect of physical chafc-
teristics on communication particufarly those physt-
cal charactenstics that are relativelywpalterable eye
color skin color, body dimensions etc
2 Cosmetics refers to the effects of physical alterations
{applicative and surgkal) on cqgmmunication
. 3 Costuming refers to the way dress affects commuys- ~~
¢ation : - -
"4 Proxemicsrefersto the way space s used incommu-
nication”" It concerns a) personal (human) space )
.. which 1s like a space bubble that is alwa)’s with a .
person, and b) fixed space
5 Chronemics refers 10 the use of tme 1n communi-
cation .
OCU/eSICS refersto the useof eyesin communication
Haptics or tactle communication refers to the use ™
. touch 1o communicate feelings and emotions
( 8, Kinesics refers to body movements In communica-
ton
9 Objectics refers to the use of objects in communica- ,
. . ton ~
« 1D Vocahes refers to the use of the vorce In commumca-
on .

~N O®
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Sc. LESSON QUIZ: )

NONVERBAL COMMUNICATION .
B

Directions: As you view a selected segment, pay particu-

lar attentod to the use of different nonverbal forms of

communication Note down at least ten examples of

nonverbal behaviors. events or factors that contnibute to
the overall message After viewing. categorize these
“#%events according 1o the following st

1 Organismics (physical charactenshcs) .
2 Coasmetics (physical alterahons)

3 Costumyng (dress)

4 Proxefn (space) -

‘5 Chronemics (hme)

6:Oculesics (eyes)

J Haptcs (touch) .

8 Kinesics (body movement) -

9 Objectics (objects)

10 Vocalics (vocal quality)

EVENT OR BEHAVIOR _CATEGORY
11 . A .
. N ,
7

2

3

4

4
5 -
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Time
2-3 class penods

Procedures . '

M\

LESSON 6. LISTENING

Although listening makes up one half of the communi-

cations process, few people place as much emphasis
“on listening as they do gn speaking As a result, listening
skills In many cases have been somewhatignored From
Jumpstreet, with its abundance of high interest matenal
in each program, provides students with-an opportunity
to develop and practice the art of eﬁeeﬁvejstentng

. Objective
Students will demonstrate effective listening skills by
dentfying a speaker's Main idea and supporting facts
,Materials™ . -

FROM JUMPSTREET (select from the foliowing)

# 1 Jazz Vocalists T,
. # 2 Gospel and Spintuals N .

Segment 3 in which Oscar Brown, Jr, inter-

views Reverend James Cleveland \
3 Blues Country To City
5 Early Jazz -
Segments 2-4 in which Oscar Brown, Jr dis-
' cusses the sources of early jazz
6 Dance To The Music

in which Oscar Brown, Jr intro-
duc aractensncs of West African dande

Segment,s in which he discusses €arly Afro-

It 3t

)

American dances A

# 7 Jazz People
ment 7 1n which Oscar Brown, Jr inter-
views Jackie McLean
# 8 Black'Musgic.In Theater and Film
b Segment 3 in ywhich L O Sloane’s Refined
Jubilee Minstrel perform and discuss the min-
strel fradinon . .
# 9 Jazz Gets Blue
Segment 4 in which Oscar Brown, Jr inter:
+ views Roy Eldndge ,?
#10 Soul
Segment 6 in which Oscar Brown, Jr dis-
cugses and performs “Brown Baby”
#11 Black Influence In The Recording Industry
Segment 31n which Oscar Brown, Jr narrates
a short history of the recording industry
HANDOUTS ’
6a Notes on Listening Skills
‘6b Listening Chart ¢
6¢ Lesson Quiz Jazz Vocalists
6d Lesson Quiz Blues Country To City

)

1 Distribute to students and dts0uss Handouts 6a
Notes on Listening Skills and 6b Listening Chant
The chart requires students 1o keep track of different
istening experiences over a period of ime and to
«categonze thbm Review these after severai days *

.2 Select two or more Jumpstreet segments for class:,
room screening TFom among those listed under Ma-
terials .After each segment, elicit from students the
main idea of the segment On.a second viewing of
the same segments, direct students to write
specyic detalls that are included in the segment to
support the main idea

3.To evaluate students’ compreghension and retention
.of factual maténal presented in thé programs, two
quizzes are provided (Handout 6¢c Lesson Quiz on
Jazz Vocalists, Handout 6d Lesson Quiz on Blues
Country To City) Each of these i1s guite short and
could be expanded by the teacher or by.the students
themselves

~ ﬁ
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Heanng I1s a passive functon while listening is an active
functon! . '

WHY WE LISTEN '

1 For enjoyment * ‘ :
2 For information : .
3, For understanding

4 Toevaluate - . .

WAYS TO IMPROVE LISTENING .
1 Actively want to isten-well: be aware of the need to
listen ’
2 Zoom in first an the speaker, concentrate on the
speaker and tupe out other interference- .
3 Be objective and open to what the speaker has to say
4 Make a mental note of the speaker’s main idea, hsten
. for supporting evidence, note statistics, If any ‘
+5 Prepare for the speaker’s summation when the main
point and supporting evidence may be restated

oo
a
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6b. LISTENING CHART

v

] -

Directions: On each of the next three days selecta one.
hour time penod and keep track of specific occasions
dyring which listening 1s a prominent part of your activity
Categonze each such occasion as follows

1 Listening for enjoyment,

2 Listening for information

3 Listening for understanding
4 Listening to evaluate

\

’ : /
A . \ \-//\\
DAY AND TIME EVENT (indicate peaW/ace) CATEGORY \'
. ¥
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1. Which of the following terms descrbes a specializgd
style of jazz singing?
A. Jammin'the blues
B Scat singing
C Soul shouting
D Song sermon

s

Which of ghe following singers do NOT use a special
vocal technique which makes use of unusual syllables
and sounds In their songs?

A AlJarreau

B Ella Fitzgerald

C Eddie Jefferson

D @nlhe Holday

From which of the following sources ddThe -earhest
examples of the specialized vocal technique come
that makes use of unusyal syllables and, sounds i
singing? s

A Eariytiltes lyncs

B West African story songs

C Early Chicago Blues

D Slave sorfys from prior to the Civil War

Identfy two instruments that Al Jarreau imitates in this
program L

’

- ¢

5 Defing vocalese

N
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6d. LESSON QUIZ: .. ¥
2 BLUES--COUNTRY TO CITY

Y Y Y r 9 y Y r N y 9 y 9
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1 Whnch of the following amsts/\ are featured prommently __d : &7
on Blues Country To City?
A Bobby Bland and B B King <
B Bo Diddley and nin’ Hopkins /

Sonny Terry and BIownie McGhee .

D Bess:e Smith and Ma Rainey ‘

2 Which of the followmg statements best descnbes the,
basic musical feature or features of blues structure?
A Call and response between singer and instrument
B A’blues scale and,a twelve bar bass repeating ‘ .

rhythmic pattern (| . ’ . ’ . )
C The feelings of blues musicians v - :
D The'v;o#ds of blues songs ; : \
/

3 Iden;rél two differences between country tilues ahd /

city blues .
. \‘ , ‘ . T
N —
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LESSON 7. FEEDBACK

-~ -
In all acts of communicaton, it 1s important that those
who want 10 say something have information that an-
swers the following questions
1 Amlbeing heard, oris my message being received?
(2 Am | being uﬁczrstood"
3 Am | being acgepted?

The responses 10 these questions are | called feedback

. messages Verbal and nonverbal forms of feedback are )

an mportant and highly wisible part of Afrcan and black
Amencan communicaton This emphasis is quite evident
in church and religious ceremonies, musl€, and
conversation

Objective
Students will be able to recognize and identify examples
of feedback 1 4 given videotaped segment

Materials g ' [/

FROM JUMPSTREET (select from the following) -
¢ 2-Gospel and Spintuals '

.4 4 The West African Hentage

#13 The Source of Soul
HANDOUTS

7a Feedback Exercise

7b Notes on Feedback

7¢ Viewing Guide on¥eedback

7d Lesson Ou:z\ Feedback -
Time \)
2-3 class Denods )
Procedures "

1 Distnbute 1o students Handout 7a Feedback Exer-
cise on which they are directed 1o read three state-
ments and prepare 1o discuss the elements thaf are
common 1o all three After discussing examples,
explain 10 the class that whether by smoke signals,
drumbeats, or electronic equipment, in each case,
one person needs to geta message to another Each
knows that communicahon has taken place when a
response has been made

2 Distnbute to students and discuss Handgut 7b. Notes

on Feedback Explain to students that one of the
most important elements in the communication
process is feedodgk Feedback has been described
as visible and audible reactions from a recewver
Feedback to the sender can affect the sender of &
messagen manyways Feedbackcan include yawn-
ing, starng attentvely, looking out of the window,
nodding approval,faughter, applause, a smile, a mur-
mur of agreement or a violent shake of the head.
Feedback can be positive or negatve, that is, it can
agree or disagree with the sender

1

"

3. Select a From Jumpstreet program from those listed
under materials, and distribute to students Handout
7c¢. Viewing Guide on Feedback prior to showing the
program The Guide requires students to note four
examples of feedback during the program After view-
ing, discuss students' observat

4. A Lesson Quiz (Handout 7d) 1s provided to evaluate
student mastery of this objective This evaluation might
be extended t0 inciude a discussion of those gestures
and movements that might accompany soffig-of the
verbal feedback statements For example, students
could participate In mini-dramas or role playing situa-
tions In which these statements are the response 10
statements made by students or teacher Class mem-
bers might observe the and identify all
examples of noriverbal feedback.

31




-,

$a. FEEDBACK EXERCISE
L ]
Directions: Read the statements below and write down
the elements that are common to all three

-

3

1 Orta high butte, a Comanche Indian throws wet twigs
and leaves on a fire and holds an antelope skin over
the nsing smoke Puffs of smoke float upward In a

- pattern Miles away, hunters of jhe tnbe observe the
signal an Ve in the direction of a buffalo herd that

« 18 changing its grazing ground

Z In the dqbths of a ran forest it Africa:r drum-hke
sounds come from a hollowed log Miles away, an-
other drummer repeats the drumbeat and passe$

*  on. ) . .

3 A teacher gives a lecture and follows it up with a test

v

Common Elements
- Y

o

»

1
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7b.NOTES ON FEEDBACK |

Feedback 1s a way of helping another person 1o consider
changing his behavior it1s commumcattc;n o a person
(or a group) which gives that person information about
how he affects others As in a guided missile system,

" Yeedback helps an individual kéep his behavior on target
and thus better achieve his goals

Some criteria for useful feeaback e

- 1 It 1s descriptive rathr than evaluative By describing
one s owrr reaction. it leaves the individual free to use
it or not By avoiding dvaluapve language, 1t reduces

the need for the individual to react defensively
N 2 It 1s specific rather than generat To be told that one s
dominating will probably not be as useful as to be
. told that just now when wéswere deciding the issue
you. did net isten to what others said and | felt forced

_10 agcept your arguments or face attack from you "

.

DECODER
RECEIVER
ENCODER

3 It takes into account the needs of both the recewver =
and giver of feedback Feedback can be destructive

when it serves only our own needs and fails to

consider the needs of the person on the other end
4 s well-imed In general, feedback is most useful at

the earliest opportuntty after the given behavior (de-

pending, of course, on the person’s readiness to hear -

1, support available from others, etc)

5 Itis checked to insure clear communication One way

of doing this Is to have the receiver try 10 rephrase: the- .

feedback he has received to-see If it corresponds 10

what the sendef had in mind -

- & When feedback Is given In a group, both giver and re-

ceiver have the opportunity 10' check the accuracy of

the feeBback with others in the group s this one per-

BON's impression or an impression shared by others?
Feedback, then, is a way of giving help ltis a corrective
mechanism for the individual who wants to learn how
well his behavior matches his intentidns, and it is a means
for establishing one’s ldennty—fOr answenng Who am 1?

- .

M

ENCODER
SENDER
DECODER

7
3y
) s
\ SENDER The person who begins the communica- Both parties. the sender and the receiver. may be called
tion with a message interpreters because each is constanty decoding the signals
ENCODER  The mechanism in the brain that changes  of the other
¢ the message into a signal | eedback 1s a continuous, crucula; flow Feedback s re-
) SIGNAL The encoded message that is being sent resented by the arrows formmg the full circle
or transmitted s v
-~ DECODER  The mechanism that convertsthemes._____ =~~~ — 3
. sage carried by the signal so that it closely & .
resembles the sénder’s original message ' . ’
RECEIVER  The person who receives the signal and - .
decodes tback into a message (feedback)
' A0
! £~ *
- ' / I
N , 33
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7c. VIEWING GUIDE ON FEEDBACK ) )
e —

Directions: While walching the From Jumpstrest program
-~ your tedcher has selected, make four different observations -
+ . inwhich you specifically identify the presence of feedback B Lo
For each observaton: .. . .

a Desénbe the setting and participants
. b identfy the parbcipants

¢ State the topic of conversaton

d Descnbe the feedback behavior observed -

OBSERVATION 1 .

a Seting ‘.‘

b Paricipants -

ot

* c Topic

d Feedback '

OBSERVATION 2

ae. S;mng _ 5
L

b Participants ) .

¢ Topic

) . ,
d ‘Feedback L 2

OBSERVATION 3 ' ) Y
a a Setting . . -

[y

b Participants

c Topc

d Feedback ! . Cot

!

¥ OBSERVATION 4 -

v a Seting .

b Participants

1
3
v
N

~

’ ¢ Topfc

d Feedback

q
B

>
X
.
~

N
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7d. LESSON QUIZ: FEEDBACK N ‘ S
a - : ; - ‘ - \_.)
Directions: Below s a list of statements. If the statement .
provides feedback, put an "F" in the space provided Hf the
0 statemientis not a feedback statement, putan “%" nexttoit ]
- : / 1 )
» " . .
u'. * ° L)
# “ 'r\%\ \ . {3
— = 1 1can hear you knocking, but you ¢an't come in A
2 My name s Ahce Jones . ) ' -
. 3 OK,OK, I'mcoming .
— 4 Teacher. here's my test
— Slidon't‘undqstand
e —= 6 Whatdd you say? )
- — 7 Come agan with that? . . ‘
» . 2 8lgotya man « ,
s 2 N -
— 91dg# * -
LY - 4
_.’__ 1.9 Tomorrow is Frnday . . :
+ [ M °
of SR S —
o - A . ) ' s
i - .
S . . v . — :
. b

N - N
~ N v
. . 1 .
.
E 3
M b -
J- -
. -
. , <
* -
i
M
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LESSON 8. DEBATE . . -
. |
Many arguments have been put forth regarding 12\3 role :
andimponance of Blacks in the film, theater and regord-
. ing industnes Two programs®in the From Jumpstreet
. _ series specifically address these issues and may be used
as the startmg point of a unit on debate , .

Objective ¢
Students will select and research a debate position on a_
. gwven Topic, will participate in a debate, and will use the t
. Frankhn Judging Form to evaluate debates they witness ‘ -

Materials “

FRDM JUMPSTREET '
%# 8 Black Music in Theater and Film .

. #11 Black Infiuence In The Recording industry
’ #12 -Rhythm and Blues

HANDOUTS
8a Debate Informaton Sheet
8b Frankhn Judging Form ! i

8c Debate Selection Form /\ . o
Time 4 ’

8-10 class penods

Procedures
1 Distnibute to students and discuss Handouts 82 & b ¢
Debate Informaton Sheet and Judging Form ;
2 When students are acquainted with the general con- ' {\\
tept of a debate, divide the class into several teams -~
and dstnibute the Debate Selection Sheet {(Handout
8a) which’ contains a choice of three debate topics  «
and a bibhography for each topic Each student{~
group should select a topic R
3 Over a period of three days, show the programs . l!
identfied under Matenals, encouraging all students
e 1o take notes on each program. as they will be eval-
uating those debates in which they do not directly ~
participate . ) <
4 Provide class time for each team to ordaniZe itself
. and to prepare #s presentaton Additonal research
"y . canbe assigned as homework - ~
" 5 Review the Frankhn Judging Form before a debate
1s presented . - g

-
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Debate :
A debate is a series of formal spoken arguments for and

‘againsta definite proposal In debating, the same number

of persons speak for each side They have the oppor-
tunity to reply directly t0 opposing speakers Affirmative
and negatve speakers alternate, and all speeches are
hmited in time

Propositions *

A proposition 1s a carefully worded statement which

makes the positons of both the gffirmative and negative

sides clear Propositions shoul

a Appropriate to the knowledge and interest of the
speakers and the audience * @

b Debatable that s, not obviously true or faise

¢ Pnrased in the affirmative

d Restricted to contain only one iglea

e Worded clearty

Analysis .

Once the topic has been chosen and the proposition

written research of the subject must bggin In the

process of analysis the debaters study their subject -

defing tts terms and survey all the arguments,for and
againstit The arguments are-narrowed 1o the points that
the affirmatve can say “Yes” and the negative can say

No After the issues have been determined and the evi-
dence selected the next step is to prepare to answer the
arguments and ewidence of the other team This &tep
prepares the debaters for thewr rebuttals

Form

Constructive Speeches— Exght micutes each
1 First Affrmative

2 First Negative .
3 Second Affirmatve o
4 Second Negative . - o

Rebuttal Speeches —Four minutes each «
1 First Negative

2 First Affirmanve . ’ . .

3 Second Negative PO e

4 Second Affirmatve © ' .
Decision <

One or more judges listen 10 the debaters The judges
decide who has presented Yhe gost cogvincing argu-
ments and vote for that team The team thaf has the
most votes wins the debate

~
) &
A~ .
15

37

-
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8b. FRANKLIN JUDGING FORM

Debate

Affirmative Team * Negative Team.

Directions: List the affirmative arguments on the left side
of the page and the negative arguments on the nght
Cross off the arguments destroyed by the opposition
" The decision shayld go to the team who has the most
arguments rema%g\
AN

-

ot
®

AFFIRMATIVE - -

.

NEGATIVE

Evalpator —
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8c. DEBATE SELECTION FORM ' - ) ' !

Topics
1 Resolved, that minstrel shows were detnmental to the |
image of black people :
2 Resolved, that Blacks who played stereotyped roles in
fims dunng the 1820s and 1930s diminished therr ) -

dignity
3 Resolved. that Blacks were the first people o perform
rock-and roll ) . - R
, .
) . ' ™,
v L3 '
- L]
g ) }
' ¢ AN
14
» ’ ; . "
- /
- -0
< 5 - -
‘ \/“‘/‘ ’
e
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5 — 2 P‘ay Segment #6 Of "SOUr. n WDICh OS'Car Brown‘
| LESSON 9. INTRODUCTION TO PERSUASION Jr performs ‘Brown Baby " Assist students to cate-
| T — gonze this:song on their viewing guide Handout 9¢

Persuasion:1s a ubiquitous and important aspect of provides the text of this song Discuss with students
Amencan culture Itis Gsed to sell products, elect polibcal how this song appeals to peoples’ needs for esteem
leaders, promote involvement N social and polical and self-actualization
movements, encourage human advancement and de- 3 First, play a recording of Stevie Woridér's "Happy
velppment, promote reygion, end injastice, etc Birthday " and then play the video segment of Oscar
. Techniques of persuasion have always been impor- Brown, Jr performing 'Bid Em In" (Segment 7. The
. tant amon black Americans, and music by black Amen- Sourge of Soul) With students, analyze these two
cans hgé often been an important vehicle for these tech- songs for the types of persuasive teghniques used
niqués For example. spirtuals often expressed a desiré and for the needs to which they appeal (Note !f the
for freedom from bpondage Anexample of a contempo- - regording is not avallable. Bid 'Em In” alone can be -
rary song wntten specifically to persuade 1s Stevie T analyzed) ,
‘ ) Wonder s Happy Birthday, a tribute to Reverend Marhn This analysis can be thended lo songs that con-
Luther King, Jr, and part of a continuing campargn to cern religion, using some or all of the following
_ have Reverend King s hirthday declared a national material Gospel and Spirtuals (Segment 2 in which |
hohday Numerous examples of this type of music are Oscar Brown, Jr performs in Da BegiMing asong .
incorporated throughout From Jumpstreet Several sermon based on Genesis and Segment 6 in which
specific examples are suggested for use,n this lesson The Mighty Clouds of Joy perform If God Is Dead™)
Objective ' ' and a recording of the spintual Steal Away

Students will categorize the persuasive nature of songs
according to Masiow SHierarchy of Needs—— "

= Materials - .
. FROM JUMPSTREET (select from mé@owmg) .
> 2 Gospel and Spintuals ~ ¢

" . Segment2in which Oscar Brown Jr performs R
* In Da Beginning
and -
Segment 6 in which.The Mighty Clouds of Joy
*. perform If God Is Dead" ‘ -
=10 Soul
Segment6n which Oscar Brown Jr performs '
Brown Baby"- . v -
213 The Source of Soul )
Segment7n which Oscar Brown Jr performs
. - Bid Emin’ .
HANDOUTS ’
9a Maslow s Hierarchy of Needs . '
9b Viewing Guide on Persuasion '
9c kyncs to Brown Baby’
RECORDING
Hotter Than July (Stevie Wonder) Tamla T373
. Side 2 Band 5 { 'Happy Birthday) .

1
/

Time
1-2 class periods - e

Procedures ' .
— ---3 Distribute 1o students and didguss Handout 9a
_ Maslow’s Hierarchy of Needs, and Handout 9b Per- -
suasion Viewing Guide The Viewing Guide requires
students to categonze the persuasive elements of .
each segment they-vlew according to the type of , .
needs to which it appeals- it should be used in con- . '
junction with screening apd-lgtening activities . )

/ ~




self-actualization

love and belonging

|

safety

A

survival

.ot

This model was developed by psychologist Abraham
Maslow as a means of explaining the things that persuade
and motvate people Each need level s a higher (less

basic) need than the one on the level below

The survival level represents the most basic human
needs (food shelter clothing) The safefirfevel concerns
humans need I6r a sense of well being The love and be-
longing level represents a need for inclusion The esteem
level indicates that people need 1o feel they have value in
others eyes The self-actuahzation level refers 1o human
nekd 10 achieve desired fe goals

[

*Masiow, Abraham Motivation and Personality New York

O
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9b. VIEWING GUIDE ON PERSUASION
S

Directions: As you ww?ments of From
r

Jumpstreet, you will notice a number 8songs that have
sttong elements of persuasion. Maslow’s Hierarchy of
Needs is listed on the Ieft side of the chart below On the
" right side, enter titles of $pecific songs in a particular seg-
ment that you think appeal to a particular need. Songs
may be entered in more than one category.

HIERARCHY OF NEEDS

EXAMPLES

Love and Belonging

Self-actualization




R —
9c. LYRICS TO BROWN BABY

by Oscar Brown. Jr
LY
Brown Baby, Brown Baby
ASs you grow up .
| want you to dnnk from the plenty cup
| want you to stand up talt and proud
| want you to speak up clear and loud
Brown Baby

Brown Baby, Brown Baby

- Asyears roll by - .
i want you to go with your head held high
I want you 10 live by the justice code
{ want you to walk down the freedom road
Brown Baby .

Now lie away, lie away sleeping

Lie away here in my arms

While your daddy and your mama protect you
And keep you safe from harm

Oh, you little Brown Baby,'Brown Baby

It makes me glad
\H’get“yw will have things | have never had
w out of men’s hearts all the hate is hurled
You're going 1o live in a better world
Brown Baby

+ i

. /
SCopyright 1962 by Edward 8 Matks Music Corpora-
ton Used by permission Performance credits Broad-
cast! Musie. Inc (BMI)




— Additional Activities

LESSON 10. PERSUASIVE SPEECHES 1 Have students view "Gospsl and Spintuals ' Discuss
— .
the nature of the messages in the music of the sldves

The persuasive speaker attempts to arouse hisaudience ~ Suggest possible topics for persuasive speeches from
by using motwatonal and colorful language. Two seg- the messages ,

ments of From Jumpstreet which contain excellent ex- 2 Have students study Oscar Brown's delivery of "In
amples of persuasive techniques are Gospel and Spinit- Da Beginning " Several students might be asked o
dals” and "The Source of Sout” deliver sermons employing techmiques and gestures
Objective similar 1o those used by Oscar Brown .

“Students will deliver a persuaswe speech

Materials '
FROM JUMPSTREET
#13 The Source of Sout
# 2 Gospel and Spintuals
HANDOUTS
10a Examples of Persuasive Stuations
10b Viewing Guide on Persuasion
10c Lyncsto "Bd 'Em In”
10d Speech Preparaton Guidelines
10e Speech Performance Scale

Time
5-6 class periods

Procedures .

1 On the day pnor to viewing, discuss with students
- instances in which they have istened to speakersand
been persuaded to do something, as a result of what
the speaker had to say If students cannot give ex-
amples, Handout 10a suggests several plausible situa-
tons, e g . a student selling magazine subscriptions
door-to-door, a young man trying to get a date. etc
Later in the lesson, students will be asked to select a
topic from this Iist on which to develop their own
persuasive speech .

Discuss and hist what qualities are likely 10 makethe
person effective in each situahon Which qualities are
common to all persuasive §|tuauons’7
Just before showing "The Source of Soul,” distribute
10b Viewing Guide on Persuasion Students should
e direated to pay particulay attention to Segment 7,
in which Oscar Brown, Jr orms "Bid 'Emin,"and
to answer the Viewing Guide/questions in wniting im-
.medately following viewirlg. The tape might be
stopped immediately following this segment (approx-
imately 17% minutes) or shown through to the end
Discuss students' Viewing Guide responses
Distribute the lyacs to "Bid 'Em In” (Hanﬁout 10c) to
students Discussthe style and tone ofthe work Point -
out expressions i the speech which are persuasive

of communicaton add to the persuasive quallty ofa

speech Have students role play an auctioneer using

common ems ¢

Pnor to assigning students 1o selecta topic from Hand-

out 11a on which they will deliver a 2-minute persua-
.swe speech, review Speech Preparaton Guidelines

(Handout 10d) To evaluate students’ mastery of this

objective, the Performance Scale (HSndomﬁmay
e




B .
10a. EXAMPLES OF PERSUASIVE SPEECHES
e

va

-

Y

1 A student seling magazine subscriptons door-to-
door ) :

2 A poltician delivening a speech on job criteria to a
labor organization

3 Acollege coach attemptingto recruit the number one
high schoel athlete '

‘4 A cheerleader speaking at a pep assembly when the
school's sports teams are in last place

5 A teacher trying to convince studeds that learning to
write 1s very beneficial

6 A minister delivering a sermon

7 Ayoung man trying to get a date

8 A high school student trying to convince the pnncipal
to getia soda machine for the stydent cafetena .

O
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10b. VIEWING GUIDE ON PERSUASION .
‘_|'a
Directions: In “"The Source of SSul” you will see Oscar
Brown, Jr perform “Bid 'Em In," a song in which Brown
“adopts the role of a slave auctioneer-immediately follow-
‘Ing viewing, answer the questons below

‘ .

5 ’ i PRy

a 1 Did the speaker know a greatdéal about his subject?
How,do you know?

~

.t

. 2 To what type of an-audience was he speding?

- -

o . ' >
\ .

y '3 Wasthe speechappropriate for the occasion? Why or
~why not?” »

5

po -

—

' 4, What wédgthe purpose of the $peech?

. 5

5 What evidence was there that tffe speaker had care- o
fully'researched his subject? o
c;« . ¢
. . - oo
6 Whatevidence was there tFaTThe spéaker-had orga-

nized his matenal? ) RN

-

. @ 2 -
.,

7 Did the speaKer adequately introduce %nd onclude -
his speech?
’ I3

- 8 Was the 'speaker'&o»pe full of ife and did 1t have
variety?

8

* e
» 9 How would you rate the speech? ~
7

4 4@ ~ )

’

.

- LS . -¥
10 What other charactenstics did you notice?

Aruitoxt provided by Eic:
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- by Oscar Brown, Jr

e - 9]
Bid 'em in.. Get 'em in
That sun is hot; plenty bright ¢
et's get down with business and get home tonight

d'emin. .Get’emin.. .
Auctioning slaves is a real high art
ring that y0ung girt Roy, she’s good for a start

-

o~

id'emmn” Get'emin .
*/ Now here's a real bargain, about fifteen, |
Her great.grandmammy was a Dahomey queen
Just look at her face, she sure aint homely,
Like Sheba of the Bible, she’s black and comely

Bid emn Get emin

I'm gonna start at 3, can | hear 3

Step up, just get a good togk you'll see

| know you'll want her once you've seen her
She's young and bright and will make a darn -
‘ good breeder

. -Bd'emin. Get'emin
~ , She's gogd in the field, she can and cogk
Strip her do let the gentlemn look
. . She’s full up frontang out in behirid
.S __Examine her teeth, you've got her mind
Bid'emin Get'emn N y
*/ There's a bidder, 3 for my man who's 50,
$350 $325. can,| hear $35, )
Your money aint earning ydu much in the bank
Turn her around Roy.Tet him look at hir flanks

£~ Bd’ emin Get'emin
" $350. Ifn looking for 4 ., ' .
$400 1s a bargain sure - '
413a bd, $450, 5, $500 dollars, now look ath

1N

nBid 'emin Get’gmin . A
"’j Don't mind them tears, that's one of her tncks
$550 1s a bid and I'wen't say 6
She's healthy, strong and fully equipped
’ Shelll make a fine lady's maid when she's
N properly whipped

Bid'emin Get'emin .

*

Al

-

-
-

- 6.$650 Don't be slow 4 1s a bid

I'm gonrna let her §o

At 7 she’s going, going, gone

Pull her dowr Roy, bnng the’next one on

Bid 'emin’ Get'emin .

Bid ‘'emin
i

- ©1966 Edward B Marks Music Corpbratlon Used by
~permission Performance credits Broadcast Music, Inc
[BMI]
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Chootsing a Subject: -

In choosing a subject. be guided by these points

1 Consider yourself Choose a topic about which you
know a great deal or 1n which-you feel a vital interest
and a desire to know more

2 Consider your audience Choose a sub;ect n whnch
your hsteners are interested or in which you are sure
you can make them take an interest )

3 Andlyzgshe occasion Be sure that your subject ts in
good tas®Tor the particular ime and place After you
have chosen a topic, select one phase of it to develop
Anyone can speak on a genéral topic, but only an
authonty can deal with a carefully imited subject

Deciding on a Purpose
To persuade Here you give the why (or reasons), with the
aim of getting your hsteners to do something

Collecting Material

1 Your eawn knowledge Use those pomts'of which you
are absolutely sure. check those on which your infor-
mation s hmited

2 Other people Consult authonties, ask them inteligent
questions. make notes of their rephes.

3 Observahon and expenmentaton Wherever possibie,
check your informaton by actual observation or expen-
mentation

" 4 Supplementthe preceding sources by readmg ongnal
source matenal

Orgamzmg Material »

Organize your matenai into general statements (those
that must be explained, described, or proved) and sup-
porting statements (those which explain, descnbe. or
prove the general statemefis

Making an Outliné

" Arrange the materials for your speech into an outiine by

makng tworgeneral statements into the main peints and
the $upporting statements nto subheads

Planning the Introduction and the Conclusion

After organizing the body of your speech by outhining It

you will need to plan carefully for the opening and closmg

parts An interest-catching beginning is extremely
e

important \ .

Rehearsing . N
When most of the preparation has been com pleted begin
lo rehearse your speech Make sure that you know what
you want to say and how you want to say '

e

~
s .

’

s

5



Rater

Date

Time Start__
’ Stop—

CRITERIA | RATING (5-1)

1 Voice . :
{volume quality,rate pitch) )
2 Articutation |
(inteligibility) ’
3 Physical activity
(posture gestures eye cantact
fgcaal expression)

- 4 yangudge *
{structure clanty word selection)
5 Ideas .
{purpose selection support
development originaity}
6 Organization
cunity order) .
7 Audience interest *

: General Effectiveness

KEY
5—Excellent
+ 4~ Apove average verygood
- 3 - Average good :
2 - Below average
1—Faiyre

Aruitoxt provided by Eic:
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LESSON 11. SPEECH DELIVERY
e

Speech delivery techniques are important because:no
matter how well a speech is planned and put together, it
loses its effectiveness If delivery i1s poor Thus, this lesson
should follow one on speech organization that includes
an assignment to deliver a speecH

From Jumpstreet with its emphasis on oral communi-
cation s an excellent vehicle fof ilustrating effective
delivery techniques as well as their benefits

Objective
Students will be able to 1dentfy different methods of
speech delivery as well as speech dehvery techniques

Materials
FROM JUMPSTREET

%13 The Source of Soul )
Segments 2 and 9 n which Oscar Brown Jr
introduces and closes the program
Segment 7 in which Oscar Brown Jr oerforms

Bd Emin - »

# 8 Black Music in Theater and Film i
Segment 3in whichL O Sloane's Jubilee Mirl-
strels perform and discuss the minstrel tradition

HANDOUTS
11a Methods of Speech Dehvery
11b Verbal and Nonverbal Speech Delivery
Technmiques

11c Viewing Guide on Speech Dghvery Techmques

11d Bynesto Bid Emin

11e Lesson Quiz' Speech Delvery

Time - .
2-3 class penods
Procedures
1 Distnbute and discuss Handou{g”11a and b Methods

of Speech Delivery and Veerbal and Nonverbal Speech

Delivery Techmques

Show The Scurce of Soul through Segment 2 in.

which Oscar Brown Jr introduces the content of
the progr m’directing students to fill out the Viewing
Guide on Speech Delivery Techniques Handout
11c as they view
Discuss students Viewing Guide resoonses as well
as the following questons
« What kind of delivery do you think Oscar Brown
uses?
* What techniques of good speech delivery does he
incorporate in his taik?
» How was his nonverbal delivery exhibited?
« Descnbe Oscar s eye contact. gesture appearance
articulation “etc .
Distribute the lyn Bid Em In (Handout 11d) for
students to study prioNg continuing the program
Continue the tape through\this segment directing
students to again use their Viewing Guides Discuss
students responses as well as the differences be-
tween the wntten word and the performed word

4 Show the
Theater a

instrel sequence from Black MusiC in
Film™ (Segment 3) where the dancers

first perfarm and where LO Sloane speaks to
viewers Have students listen caretuuy to evaluate
LO Sloanes delivery according to critera in.the
« handouts ~*
5 A Leésson Quiz (Handout 1fe] 1s provided to help
evaluate student mastery of this objective

!
%
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11a. METHODS OF SPEECH DELIVERY N ’

1 Reading from Manuscript : .

This method s used frequently. by high official§ such as ‘

the president of a country The digadvantage of tstype !
-of speech dalivery is tnat the speakey often sounds as if he > '

1s reading and he frequently forgets 10 Iift his eyes anc

make ¢ontact with his audience - . .

R

2 Speaking from Memory T . \ . .

. This method of speaking Iis dangerous because the .,
speaker may forget his speech and be uriable to contnue

3 Speakihg Extermporangously -
+ 37 Fhis kind of speasng G0es not mean soeakmgumpromptu ¢ -, ' -
without preparation. Extemporaneoys speaking means
that after preparing the speech the speaker puts keyideas
or words Or the speech outline ‘on inde¥ cards As he
speaks he refers 1o these deas to gude him as to what to * . *
say The speech will then seem conversatona! and
spontaneous This is the most common desirable and
effective kind of delivery o
4 lfnpromptu Denyery
Trus 1s the least effective kind of gelivery because the . .
speaker may rambie .o @ ;

L 2y
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11b. VERBAL AND NONVERBAL ‘
SPEECH DELIVERY TECHNIQUES

»

1 NONVERBAL SKILLS

A Appearance
Wken appearnng before an audience the general visual
mpacte] the speaker is very important This impactor im-
pression s determined by appearance -demeanor and
dress Wear appropnate dress for the specific occasion
Appropriate dress can be determined by the occasion
the locaton and the audience. as well gs by confernng
with the director ¢oach or teacher

B Eye Contact

Speakers shoukd mantain good eye-contact with the aud-
encg n order tb exhibit confidence and to engage the
audense Look directly al the audience Dont be ted o
/our "ofes Shiftatienton from one area of the audience to

’

Exeroise Mamtam eyecontact while reciing a memonzed
“VérSe of nursery riymes

C Gestures

Movement of parts of the body tQ transmit nonverbal

signals s called gesturing There are different types of

gestures

T Tre Locatng Gasture s used to ‘ndicage the physical
iocaton of an object of person or to i¥dicate the past.
present or future The following are verbal locating
signais whicn havecorresponding nonverbal gestures

a) there d) here
b up 2} away
c)down f} long ago

Erercise Use locatpg gestures for the underlined
words whilg reading the foliowing statemepits

/,.:11) You and you are heTe because we rerallin this together

) The assignmeny was due last week

&) We wentdeep down into the cellar of that old haunted

house on Main Street

d) Here! Right here! This is the 'staring point

e) The sqtre family moved far far away

f) It haz&nw along kong tme ago
2 The Descnbing Gesture s used to create an image in the

minds of the audience This gestyre illustrates size shape, *

number or texture

Exercise Read the following sentences using appropn-
ate describing gestures on words that are
underiined ~

a) There is only one thing | want to remember

b} The painting had an oval shape like this

¢) He had wild harr that stug outintght curls

3 The Whole Idea Signal occurs when the hands, face .

or whole body are used to convey an entffidea

Exercise Use who4e Mea signals to convey the following
ideas

a) Go away'

bjHes nuts

¢) I'm worned .

d)idontknow

e) lfeelgreat  *

52

il VERBAL SKILLS .

A Atculation” f
Articulation involves the movement of the tongue. ps, @w
and soft palate to modify the sounds which are made in the
larynx or vorce box Meaning and good deiivery depend on
clear articulaton Be fareful to avod dropping final word
souhds. omitting sounds in the middie of words running
words together and substtuting one sound for another
Exercise Arbculate the following sentences

a The cat s in the easy chair

b My mothers brothers are visiing us

¢ Take care of Ann's blank bank book

8 Projecton
Speak loudly enough to be heard volume and pitch are
important Take deep full breaths of air to amplify Speak
from the abdomen
Exércise Say the Tllowing sentence in a ndrmal voiume
and at a normal rate
" The big man went through the smat door while
the small man went through the big door
Now say the same sentence in the following ways
a Softly and ata normal rate -
b Softly and at a fast rate
¢ Loudly and at a fast rate
d Loudly and at a norroal rate
C Tore of Voce .
The tone of voice carnes as much meaning as gestures
Todetermine the meaning of whats said the speaker can
change tone when uttenng a word
Erercise Pronounce well so thatit may be interpreted to
mean
aj Go ahead tell me more!
b} I disapprove

Pronounce no to mean

a) 'Really. you dontsay

b) Thatsimpossible’ or That's incredible
¢c) ceranty wll not * '
d) Thatsfunny

. Pronounce the'followmg staterments
1)sadly 2)bitterty 3)angnly .
~ a) Healwayswins . '
b) "Come here "
¢) I'mtred
d) Im disgusted

o~

61




11c. VIEWING GUIDE ON - N ’
SP{EOH DELIVERY TECHNIQUES
’ # -
!
. . . . .
) — -
= QUALITIES ‘ . .
NO SOMETIMES YES ‘. - ’
. 1 Does the speaker behave confidenty” ’
_ ‘ 2 Does the speaker stand straight while speaking?
3 Isthe speakers main ez easly understood? -
G B 3 - s . . . . -
L]
( ! 4 Does the speaker pronounce vierds cleanyg.
' .‘ 1 .
5. Does thespeaker make eye contact wath the audence?
¢ s *
, . - ‘| & Are the speaker s gestures and other body movement »
. | natural and appropnate? .
o 7 Is the rate at which the speaker speaks netther too fast
- nor too slow 100 loud or 100 soft etc ?
.. . 8 Does the speaker seem to be familiar with the subject?
- ! < g
¢ ' ’
y a v ) )
A
M b ’
. L\
) y
- - R —f‘
N ’
] Ciay
. . (~
LY
o \ . . -
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11d. LYRICS TO “BID 'EM IN"

by Oscar Brown Jr

Bid em,n Getemin
That sun s hot, plenty brght
Let's get down with business and get home tomght

Bid em i Get emin

Auctonmng slaves ss a real h;gh art N

Bring that young giri Roy she s good for a start
Bid emin Get emin

Now here s a real good bargain about fifteen
Her great grandmammy was a Dahemey queen
Justlook at her face she sure ain't homely

+ Like Sheba of the Bible she s black and comely

Bid em:n Getemin

tmgonnastartat 3 canihear3

Step up just geta good look K you li see

I know, you i want her onceYou ve seen her
Shesyoung and Bright and will make adarn
° good breeder .

Bid emn Get emn \
She s good in the fieid, she can sew and COOK|
Strip ner down Roy fet the gentiémen look f
Shes full up front and out in behind :
Examine her teeth you ve got her mind

Bid emn Getemin

Tnere’s a bidder 3 for my man whos 50

$350 $325 canlihear 3350 ° '

Your money aint earning you much i the bank
Turn her around Roy let him look at her flanks

Bid emin Get emin
$350 I mlooking for 4
$400 1s a bargain sure
41sa bid. 8450 5 '$500 dollars, now look alve

Bid emin Get emn

: Dont mind them tears thats one of her tncks

$5501s abid and | won'tsay 6

Sheé healthy strong and fully equipped B
She'll make a fine lady s maid-when she s properly

' whipped. .

Bid emin Get'emin ,
.6 3650 Don'tbe slow 7 1s a bid
I mgonna let her go ‘
" At 7 she s going. going, gone
Pull her down Roy bring the next one on
Bid emin Get emin
Bid emin

¢ 1966 Edward B Marks.Music Corporgtion Used by
permission Performance credits Broadcast Music Inc
(BMI)
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\\ 1 Name three types of g'ehvery

e

- 1;0. LESSON QUIZ: SPEECH DELIVERY
I ————————

-

2 Whnich type 18 most effective? Why?

k)

-

3 Desenibe two delivery techriques thatdeal with the way ,

words are saig

\ ,

4 Describe two delivery techniques that deal with how a “
speaker first oresents mmself to his audience

-

5 Describe two debvery techniques that deal with the T -

speaker s body movements

(4

-

6 Descnbe two delivery techniques that deal with subject.

matter '
' -
- >
L3

V2 : - . ;
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LESSONS

12 Tithing
+ 13 Vocabulary Development
14 RQescnptive Writing

15 Structure

LESSON 12. TITLING )
]
When students wnte essays they all too often do not
take the time 1o develop interesting and imaginatve titles
for theirr works frequently labeling a composition
Enghish in spite of repeated reminders 10 do otherwise
Both the senes btle From Jumpstreet and the titles’ of
kJ
indvidual programs offer a resource from which a study
of ithng can be developed
‘Objective . -
Students will prepare a summary Qf the key concepts in
a given television program and will develop an alternative

€

" utle for that program y . #

Materials
FROM JUMPSTREET (select from the fonowmg)
3 Blues Country To City .
4 The West Afncan Hertage
6 Dance 10 the Music
9 Jazz Gets Blue

#13 The Source of Soul
HANDOUTS N

12a" Selected Titles

12b Tithng Viewing Guide
OTHER

A selectonrof magazines

¥ o

IR I : B Y

Time
2-3 class penods -

Procedures
1 Pnior 1o the first class penod in which this lesson will
be used. ask students to coliect examples of interest-
ing titles from” magazines and to bring these to class
It may be necessary to distinguish between titles and
headlines

2 Begin the class by putting a number of provocative
tties on the board e g ~ The Invisible lliegal Alens
Giving Birth to Words  Shootng A Chance  The
Metamorphosis of Man Add to this examples that
students have brought In
Using the sample ttles sfmulate a discussion of
tthng with such questiohs 3s Whats in a title”? What
are effective means of attragting attenton through a
title? What is the relatonsip between a title and the
text? Students shouid € led to understand that
a Titles are used
b Tiles are uged to give information
¢ Titles ofteri summarize the key ¢ontent of the text
d Tiies often reflect the point of view of the writer
and the tone of the article
Atthe conclusion of the pegod distribute to students
Handout t2a Selected Jumpstreet Titles n which
students are asked 1o’ write a one or two sentence
sunamary of what they think the program will be
about based on tts titie and to select the program
they would most like 10 see
During the next class period, distnbute to students
Handout 12b Tihing Viewing Guide and show the
program which students selected The Viewing
Guide requires students 0 take notes of the key can-
cepts jn the program, 1o develop at least thrge alter-
native titles for the program, and to select the one
they like best, explaining why
To evaluate students’ mastery of this objective
tewing Guides can be coflected or extended to re-
quinng students to wnite a short essay based on
therr notes l . . ’




12a. SELECTED TITLES - , ' ‘

. I -
Directions: Below are selected titles of programs»a—ﬂe\ ’
television senes From Jumpstreet For each title, wnte a

one or two sentence summary of what you thirk the - : s
program will bg about Circle the tile of the program you

would most like to see

5 .
! . ’ -

{

. i
> 1 THE WEST AFRICAN HERITAGE >
~ . ) . ) ¢ -~ 8 )
&
! i

-

2 THE SOURCE OF SOUL

" T 4 JAZZ GETS BLUE -

-gy
~

_5 DANCE TO THE MUSIC
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12b. TITLINQG VIEWING GUIDE

.}
Directions: As ybu view a programin the television series
From Jumpstreet, take notes below on the key concepts

in the program After viewing, complete the assignment
at the bottom of the Guide. .

i

«

1 Develop three new htids that might be used for this
program ,

2 Seledt the titte you like best and write a one-paragraph
say on why you have-selected it

K3

58 L
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. LESSON 13. VOCABULARY DEVELOPMENT *
—
When asked to define a word, students most often check

the dictionary Yet many words have meaning to particu-
far groups of people well beyond their dictionary defini-

5 To evaluate students’ mastery of this objective, show
the program-~Blugs Country To City,” assigning as
homewzii Handout 13¢, which directs students to

write a fbur paragraph essay entitled, "When Do You

Sing the Blues?" and specmes how the essay IS 1o be

organized

. tions AlsG, many styles of black Amencan music, for : i ,
example blues, jazz. soul, gospel. are particularly difficult ’
to define 1n one sentence In fact, most of the programs . . ) .

in the From Jumpstreet senes spend thirty minutes de- ]

" veloping a definition of a parycular style

Objective \

Students will wnite a four paragraph expository €ssay

that definesg particular style of black American music

Materials -

. FF?OMJUMPSTREET(seiect from the foltowmg) |

# 2 Gospel and Spirtuals . -
% 3 Blues Countty To City : .
# 7 Jazz People ¢
%10 Sou! : v bn

HANDOUTS \ :
13a Formal Definitions . ’ .
13b Viewing Guide on Definions . . : -
13¢c Lesson Assignment Definition A . : .

Time ’ .

2-3 class periods .

Procedures ' . R \ -

1 Explain 10 tHe class that writers must choose lan-
guage that conveys meaning clearly in order to be
understood Most of the words we use have formal
definitiond or are easy to define In a few words The
use of formal definitions I1s described In -Handout
13a Using this method as a guide students can de-
velop formal defintions for other'everyday words . -
2 Some words however have several meanmngs-each ;
appropriate to a.particular context and sometimes .
only meaningful to aparticular group of people Many ,
terms also are more difficult to define in a few words : . ;
An example of such a term is ‘the blues  lf students
were 10 write an essay titled. “When Do You Sing /
The Blues? it would be necessary to define the term 4
early in the essay in order 1o avoid vagueness and
ambiguity .
3 Distnbute to students Handout 13b Viewing Guide .
on Definiions. which requires studénts to takéfotés -
while viewing a program on concepts that define the

» style of music in a selected program , > o
4 Following viewing. elictt from students a definition of . Y
the style, emphgmg precise use of language
I ’
, e :
» ) S
- o -
' . Yo '
[ \ (W | ’ =
i I - '
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13a. FORMAL DEFINITIONS

A formal defimtion makes the wnter sum upinone buef,
exact statement the meaning of a key term A formal.

gory It g tells us what kind of thing we gre defining It
®then narrdws the chouce by*giving us the distinctive fea-
ture of what weare defining Itthus sets it apart fon other
things of thé same kind F nple, a guarter (specific
termy is a type of comn (g,egpra ory) intheUS Cur-
rency that 1s one fourth the valye a dollar, equal to 25
cents Blue jeans (specific ter a type of pants
{(general category) generally ma f dermm (glsuncnve

feature) ” @ .

'defmmor¥t places the termn a class, or general cate-

-

Define the following terms

1 Orange

2 Textbook

[R5
3 Pencil’

oY
-

4 Rhode Island
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| 13b. VIEWING GUIDE ON DEFINITIONS

. * ’ 4 ‘
Directions: As yoy watch afiven Jumpst?eet program,

write down 1n the space w all_statements that are S~ -
used to define the style of musiC being discussed
0" 4 " ’ ' ) .
r:d ‘ . ~ ¥ :
~ - M
2 .o '
. * . - )
J ‘ o .
. * »
B ' =
L & -
- .
‘ v
- —_ -
- " w
= L4
~ / . -
‘ 1 -
i \ -
‘ ) ¢’ s
+ I ﬂT 4 _ :
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. » / . . . .
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13¢c. LESSON ASSIGNMENEEFINI‘I’IONS
*

Directions: Write an essay titled "When Do You Sing The
Blues?” in which yourexplain, early in the'essay what yéu
mean by the blues
The essay should be organized as follows
(a) Introductory paragraph —a statement of your purpose
(b) Paragraph two—a definition of the blues
" (c) Paragraph three—examples of sifuations in which
- people have the ‘blues
.. (d) Concluding paragraph— summary of key points men»
noned in earher paragraphs ¢ .




&

LESSON 14. DESCRIPTIVE WRITING

Descnptive wrmng reflects a person’s response to the
impression the world makes on his senses On many
occastons the student will be required to respond to
situations by giving his perceptions of what he is seeing
orexpenghcing In“Dance To The Music,” the student will
see how Ihe dancers are able to respond to the rhythm
of the music and will have the opportunity to transiate
Impressions INto vivid dest:nptlcins .

Objective )

' Students will write a descnpuve composition on an
assigned topic .
Materials
FROM JUMPSTREET

#3 Blues Country To City

#6 Dance To The Music
HAN@UTS

14a Descriptve Wnting

14b Descnptve Wnting Samples

Time
4.5 class penods

-

Ceo

A J
Procedures .o

1 Distribute to students Handouts 14a and b Descrip-
tive Writing and Descripfive Writing Sampiles Review
with students the definition. purposes and elements
of descnptive wrting. using the three wnting samples
in the handout for clanficaton In particular, Sample
#1 Wlustrates organization of details choice of fan-
guage creanon of mood and varations in sentence
patterns Sample #2 illustrates an objective descnp-
tion and Sample =3 a subjective descrnption
Have students write or discuss an objective descnp-
ton of an object or person in the classroom As the
students write the descriptions have thef hst the ob-
jects or persons physical charactenstics DisCuss
the description with the students Next have students
write or discuss a subjective description of the same
object Follow the same procedures as wjth the
ob;ecnve descnption '
Have the students write or discuss a descrnption of

" one of the latest dances Discuss the. notion that
dance may be viewed as a physical descnpnon ot
music
Before playing the videotape ‘Dance To The Music.” .
direct students to take note of the followingedgscnp- + .
tive elements stage design. costumes, body move-
ments of the dancers. and the rhythm of the musiC
After the tape has been shown, ask students to de-
scribe particular elements of descrption that they
noteed In jhe tape '

To evajuate students mastery of this objective, assign
aone paragraph descnption of a parhicular element
of Dance To The Music ~ Several descriptons should
be read aloud and crtiqued by membets of the Class

y

o

ERIC
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Adaitional Activities ™

1 Have several students create dances similar to those
performed in "Dance To The Music * Students should
descnbe their dances to their classmates /

2 Have students view “Blues Country To City” and
write a descnpnon of the blues from the information
given or have them describe what it feels like to be
blue

3 Have students listen to "Seventh Son” (Segmept 31n
"Biues Country To City") and write a descrnption of
the c?aracter, the Seventh Son

i
S
S o
- >
s
v
1]
4
) . @ )
b .
R 63




Definition and Purpose \
—~Descpiphve wniting presents qualies of a person, a
plack or an object
scripive wnting can be ebjective or subjective
Obyective description is factual. it presents an object as
the senses perceive it The purpose of the objective
description i1s to give physical charactenstics which
identity a person place or object
Subjective description refiects the wnter's imagination
and personal responses to a person, place or object
* The purpose of a subjective descnptiaut is 10 give the
v reader of histeneran expenience in sensation, allowing
the reader to share inthe wnter's emotonal xperence

Elements of Descriptive Writing, -
—Orgarf2ed detais —Organization of details]to provide

happen in tme. topically one topic or iter aftethe
other or spanally, as they would appear-to
space (one place after another)
—Chorce of Language— The wnter’s choice of language
should producﬁlgeﬁa\r\ colorfut pictures in the mind of
the reader .
Concrete words can be used to appeal to the physical
senses and to create mental images
Repetition of ideas of words'can be used to create
images ’
Figurative language can be used 1o supply Images 5
already presented in iteral terms . .
—Creation of-Mood - Effective description not only -
creates im also establishesmoods Instead of /
merely describihg a mood, the writer can use wordsto {
creates images but also establishes moods Instead of
merely describing a mood. the wniter can use words {0+
— Variation of Sentence Patterns— Changes in the length
and complexity of sentences allow the wniter to vary the
. pace of his wnting ’ A

\‘1 6.4 * ) . ‘U

<
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Sample #1 ¥

Esther s hair fails 1n soft curls about her h:gh-cheek-
boned chalk-white face Esther s hair woukd be beautiful if
there were more gioss 10 it And it her face were not pre-
maturely senous. one would call it pretty Her cheeks are
100 flat and dead for a gl of nine Esther looks hke a httle
white child, starched, fniled. as she walks siowly from her
nome towards her father s grocery store She s aboutto
turn 1n Broad from Maple Street White and black men
ioafing on the corner hoid no interest for her Then a
strange thing happens A clean-muscled magnificent.
black-skinned Negro. whom she had heard hex father
mention as King Barlo, suddenty drops to his knees on a
spot calied the Spittoon White men. unaware of him,
continue squirting tobacco juice in his direction The
saffron fiuid splashes in his face His smooth black face

\begins to glisten and to shine Soon. people notice i,

and gather round His eyes are faptutous upon the
heavens Lips and nostnis quiver Barlo 1s In a relgious
trance Townifolks know it They arenotstartied They are
notafraxd Some beg boxes from the grocery stores From
ol McGregor s notion shop A coffin-case is pressed into
use Folks ine the curb-stones Businessmen close shop
And Banker warply parks his car close by Siegtly, all
awatt the prophet s voice The shenff-g great flond fellow
whose leggins never meet around his buiging calves
swears in three deguties Botties, five fingers fulkof shine.
are passed to those who want them A couple of stray
dogs starta fight Old Gbodliow s cow comeslopping up
the street Barlo stll as an Indian fakir, has not moved
The town bell stnkes six The sun ships in behind a heavy
mass of honzon cloud Theerowd s hushed and expec-
tant Barlo'sunder jaw relaxes, and his lips begin to move
From Cane by Jean Toomer

Copynght. Livenight Publishing Company.

New York Used with permission

Sample #2 .

Far out in the country there was an old Negro wpman
with her head ted in a red rag, coming along a path
through the pinewoods Her name was Phoenix Jackson
She was very old and small and she walked slowly inthe
dark pine shadows. moving a littie from Side to sde in her
steps, wwh the balanced heaviness of lightness of a
pendulum in a grandfather clock She carned athin, small
cane made from an umbrella, and with this she kept
tapping the frozen earthin front of her This made agrave
and persistent noise in the stll arr, that seemed meditative
like the chirping of a solitary little bird

She wore a dark stnped dress reaching down to her
shoe tops. and an equally long apron of bleached sugar
sacks. with a full pocket all neatand tdy butevery tme
she took a step she might have fallen over her shoelaces
which dragged from her uniaced shoes She looked
straightahead Hereyes were blue withage Her skinhad
a pattern all ts own of numberless branching wnnkles
and as though a whole little tree stood in the middle of her
forehead, buta golkden color ran underneath and thetwo
knobs of her chieeks were llumined by a yellow burning
under thé dark Under the redsag herhair came down on

her neck in the frailest of ngglets stll black and with an ~

odor ke copper

From. A Worn Path” in A Curtan of Green and
Other Colors by Eudora Welty
Copynght, Harcourt Brace Jovanovich Inc

“ ) Used with permission

\

Sample 3 » N
Ghanian Dance "Salamatu Bansa —Movemeqt 1

To begin, the dancers stand in a line or a wide circle
with bodies bent in a downward curved position and
hands crossed With bodies sffgbent. dancers move for-
ward, coming down on the ngt footon Beat 1, dragging
the left foot to a postion near the nght foot on Beat 2
Simultaneousty the nghthand is pushed forward. cupped
with palm up as if holding ahanana, and the Ieft hand 1s
gently pushed across the body with paim down Hands
should cnss-cross areund the eibow

While counting 1 2. 1 2, confinue_these movements
until set and natural. remembering to bend while doing

"the foot motions ' >y

From FromJumpstreet Guideto Use/n Secondary
Schools by Vada E Butcher, Tgby H Levifie
and James A Standifer Washington WETA-
TV Used with permission

65
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LESSON 15. STRUCTURE \

A writer needs a fairly specific idea of the entire product
being written before begmnning to write Each df the_
Jumpstreet programs has a very definite structure which

- may be used to illustrate this concept Each opens with - -
an introduction by Oscar Brown. Jr. is developed ARy )
» through the use of the musical examples and theme of

the program and concludes with a narrative by Qsgar
“Brown Specific songs n the programs aiso may
« analyzed to develop the cqncepts inherent in composi-
tien structure - _ .
Objective
Students will be able to analyzé thie structure of a
television program tn terms of standard composition

structure )
Materials
FROM JUMPSTREET
=210 Soul .
- ' HANDOUTS . ,
15a Driagram of a Composition
15b Viewing Gude on Structure : .
“ \
. Time R N
2-3 class perods . ‘
Procedures ' '
1 Using Handout 15a as a guide review with students
the structure of a composition .

2 Dstribute to students Handout 15b Viewing Guide
on Structure prior tosintrocucing the program  Soul
Two major musical compositions are included in this
program Brown Baby (Segment8)and You Are
The Syunshine Of My Life (Segment 8) The lync of -
each song 's a complete structure which students
should analyze on therr Viewing Guides More than
one viewing of each segment may be necessary for
students to complete their charts
- 3 Asindicated earher each full program aiso Hlustrates
the basic elements of structure Play the complete
Soul program requiring students to list spectfic . .
points that ilustrate the structure of the program
From discussion with students diagram the struc« “n '
ture of the program on the board
4 To evaluate students mastery of this objective dis-
trbute a short essay and ask students to diagram its
structure using the informiation presented in Pro-
cedure 1 as a gude , . .

¥’

»
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# . .
} 15a. DIAGRAM OF A COMPOSITION . .

#

4 * ¥ 4
’ , .
]

. . I'4
) -
. ' .
) , )
. - .
' INTRODUCTION :
' ) .
' ’ 1 introduces the subject .
’ 2 presents a thesis statement « . *
3 gives a suggeshon of the order of ideas
’ 4 gets the reader s interest 4
5 presents a point of view T N
)
@
) ,
) .
) MIDDLE PARAGRAPHS
\ ‘
|
) 1 present evidence 10 support thé thesis &
- 2 contain a topic sentence . «
) LT 3 contain transitonal techniques <
’ 4 may be developed through details examples defnm
) ton classtfication €omparnson contrast or causeand
effect
)
‘ e
.
)
) .o ‘
N \

’ CONCLUSION
’ 1 may stress-the final point of the main discussion o,
} . 2 may present a dwscover or theory
| 3 roay present an answer R
‘b 4 may summanze ) .
- 5 may present a solution "
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| N | . . o

15b, VIEWING GUIDE ON STRUCTURE ' .
e —

A
Directions: On the diagram below, chart the structure of
a Jumpstreet segment by writing down specific events or .
statements :

e

-

- ' — »
V4 v ‘
EY

/ INTRODUCTION - L

1

For each tem under development note whether the state-

ment represents o -
z . A a detail ’

B an example . ~ oo -

C a definition

0 aciassification

E a companson or contrast 4

F anexample of cause and effect

DEVELOPMENT

.

. CONCLUSION . . —

68 . —
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The Theatrical Dimension

: . -

LESSONS

16 Vocal Nuance

17 Interpretation

18 Tone

19 Literary and Dramatc Tone -
20 Elements of Costume Design
21 Costume Design . N

#

'LESSON 16. VOCAL NUANCE

Nonsense syllables such as doo-wop. 'oh-oh.” etc,
unconsciously creep into everyday speech But more
importantly if one can communicate an idea or an emo-
1on using nonsense syllables or nonsense words. one
will communicate more effectively a text of “real words™

Objective

Students will select a one paragraph dramatic text and
convey its meaning substtuting nonsense words of
syllables for each written word

Materiais
M JUMPSTREET
#12 Rhythm and Blues
Segments 1 & 2 1n which Oscar Brown. Jr
introduces the theme of the program

Time

1 class period

Procedures -~

1 Show students the first two segments of “Rhythm
and Bies” (approximately the first three minutes of
the program) instructing themn to study carefully Mr
Brown's delivery and 1o write down two or three sen-
tences.from his opening speech Note The profffam
opens with host Oscar Brown, Jr on Jumfstreet As
an a cappella group hums a "doo-wop™ harmony in
the background., Oscar joins In with a bnef falseffo
solo and then cites the social and economic trends
which contributed to the development of rhythm and
blues
2 Discuss students’ descnptons of Mr Brown’'s de-

livery and ask several students to read the portion of
the script that they have written down, delivering
these lines as if they were the narrator of the program
Caution them against simply imitabng Mr Browi's
delivery.

SR

er

L3

.

3 After several students have participated and the
writer's intent of the hnes is clear, ask students to
substtute nonsense syliables for each word (e g
be-bop, doo-wod shoo-wo0. shoo-be-doo. hi-de-hi,
etc) Overexaggerated mime is not the purpose of
this exercise It 1s t0 make students aware of the
need for vocal nuances that produce effective
communicaton

4 TJo evaluate students’ mastery of thig skill, have stu-
dents perform their scnpt segment with nonsense
syllables Class members should try to determine
which onginal speech is being delivered Have the
speech delivered again using the actual text Focus
class discussion upon the performer’s effechveness
in conveying the sense of the text through nonsense
words

r
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°  «LESSON 17. INTERPRETATION

Oral interpretation and thgater studen\goften forget that
the mixture of unique sounds given to & word or phrase
can communicate a particular idea, mood. emotion, or
colioquial usage of the word Algd, vocal embelishments
and lyric phrasing are essential parts of interpretaton
arid heip impart the meaning of a work 1o an audience
Black vocal music abounds in exampled of unusual

lync phrasing and embellishments and provides a

uniquely rich resource for this stuly In part. this i1s par
of a long tradition stemming back to West Africa where
languages were often tonal —that s the pitch and accent
of each syliabie of a word determined its nfeaning

Objective
Students ‘wili demonstrate an understanding of the use

of embellishment dramatic phrasing and emotionai .

variety when reading a dramatic or lync text
Materials .
FROM JUMPSTREET i

= & Jazz Vocalsts

=13 The Source of Soui

-

)

Time
2-3 class penods

Procedures

1 Discuss the term embelishment with students
pointing out that embelishments occur frequently in
everyday speech and are not imited to musical situa-
tions To ilustrate how the manner in which a word
15 spoken affects its meaning. ask different students
to read the folliowing sentences
+ Get 6ut of my face man'

» Man thats a foxy lady! v
» There s the man!

in each case discuss what meaning is being im-
parted to the word man .

2 introduce Jazz Vocahsts and play 't through Seg-
ment 4 in which Carmen McRae performs | Have
The Feehng |ve Been Here Before and s inter-
viewed by Oscar Brown Direct students 1o write
down the words Ms MCRae embellishes

3 After viewing discuss which words students wrote
down In each case ask what was Ms McRae trying

‘1o cohvey through her interpretabon? How might the
same words be said differently to convey a different
meaning? ’

4 Discuss the term interpAtanon and the performer’s
role in iInterpreting a scopt or lync What does Ms
McRae mean when she says "Experience is impor-
tant to re-creation?’

5 To evaluate students’ understanding of embeliish-
ment, develop with students a lisiof everyday words
whose meaning might be changed-through embel-
hshment Assign each student a word to interpret If
the meaning of the word is understood by the class,
the student’s interpretation of the embejiished word
should be considered successful

e Q‘.

70

6 The clanty with which a particular emotion 1s con-
veyed also is a major part.of dramatic interpretation,
both musically and verbally Continue the tape
through Oscar Brown's performance of,One FootIn
The Gutter” Inthis segment, Mr Brown demonstrates
the technique of vocalese. in which a lyricist develops
words for an existng instrumental jazz solo. in this
case a trumpet solo by Clark Terry Buring this per-
formance, the chorus is repeated several times
Direct students to jot dow¥the lyncs of the chorus as
they watch v .

7 Following the screening. studenis shiould write a One
paragraph statement that relates the lync in the -
chorus to the song as a whole Students should also
prepare to deliver this part of the lync in @ manner
that conveys a specific emotion eg fear joy sad-
ness. pteasure Hf the class (acting as an audience)
can identify the emotion the student wished to
convey the student's presentation should be con-
sidered successful |

8 Variety of emotional tone within a single performance

also contributes to the overall success of that per-

formance Al Jarreau's performance of So Long

Girt 1s an excellent example of this Continue the

tape through to its conclusion directing students to

pay particular attention to the numerous emotional

varniatons achieved by Mr Jarreau in his performance

9 Discuss with students what elements (e ¢ . rhythm

speech patterns facial expressions movements
etc ) contributed to the changing emotional pattern

of Mr Jarreau's performance Compare these to the

other performances in this program ’

10 A second excellent demonstration of emotional

variety is contained in the program entitled The

Source of Soul Here in Segment 7 *Oscar Brown,

Jr performs ‘Bid Em In, a re-creation of a slave

auction in which Mr Brown takes the role of the auc-

tioneer This can be compared to Segment*8 in
which Mr:Brown narrates a montage that conveys
the range of emotions and experiences expressed

through Afro-Amer'lcan musiC .

i

*
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LESSON 18. LITERARY AND DRAMATIC TONE -

We are made aware of the hterary or dramatic tone of\a
paem song. drama or prose selection whenever th
words and/or the delivery of the words of a text make us
aware of the feelings or thoughts of the author, singer or
spewker The songs and wordsin From Jumpstreetdem-
onstrate a vanety of literary tonal experiences

Objective

Students will be able to identify iterary and dramatic tone
in selected songs and speeches in the From Jumpstreet
television series

Materials
FROM JUMPSTREET .
+ 2 Gospel and Spiritugls
24 The West African Heritage
HANDOUTS
18a Background on Literary and Dramatic Tone
18b° Selected Song Lyncs and Poetry In Da Begin-
nng Pattin Jibba Poem at Thirty “Steal
Away f(spintual) Deep River (spwitual) Roll
Jordon Roll (spiritual)
18¢ Viewing Guide on Literary and Dramatic Tone
18d Techniques of Oral interpretation
18e Speech Performance Scale

Time
2-3 class periods

Procedures

1 Distribute and review Background on Luterary and
Dramatc_Tone {Handout 18a} coficentrating prin-
cipally on the concept of tone of voice as it relates
to literary tone

2 View the entire &ospel and Spintuals program and
the Pattin Jibba segmentof The West African
Hentage (Note Since iterary tone is present in
almos! any song musical selections from other
Jumpstreet programs aiso could be useﬁ )

As students watch each musical selecton they
should ndicate on therr Viewing Guide on L}rary
and Dramatc Tone (Handout 18c) what literafy tone
or tones are present Students aiso are asked on
‘thesr Viewing Guides to indicate which key lyncs or
phrases suggest this tone to them Remember to in-
struct students that literary tone as explained in the
earlier handout reflects the feelings and thoughts of
the author speaker or singer Discuss students
responses replaying segments as necessary for
clarfication

3 Select a poem or poetic monologue from an estab-

ished black poetry anthology (see reference sec-

won) Good examples are Langston Hughes The
Negro Speaks of Rivers. Mother to Song. or
Laughers Claude McKays Harlem Shadows' or
"If We Must Die Sonia Sanchez Poem At Thirty
(on Handout 18b) Students should compare or
contrast the tone of the selecled poem with that of a
gospe! or spintual lync selected from Handout ;,18b
Students may then discuss the elements of black ex-
perience revealed in the tone of black music and
poetry

A

2

4 Review techmgues of oral interpretation of poktry
with students as summanzed in Techniques of Oral
Interpretaton (Handout 18d) Distnibute a given poem
or lyric (selections from Handout 18c may be used)
and request that students pegform the poem or text
being faithful to the literary and dramatic tone of the
work

5 Students mastery of this lesson’s objectives may be
evaluated using the Speech Performance Scale

(Handout 18e) to rate their oral interpretations
L3
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18a. BACKGROUND ON LITERARY AND

.DRAMATIC TONE 4 }
) i o
. 1]
~ - .
- " ) , &
- '

/

Whenever the words of a text (poetry, music, lyncs, or .
prose) make us aware of the feekings or thoughts of the
we(nter. singer or speaker, we are dealing with the tone of »
the piece When we expenence a piece with a clear liter-
< ary tone, we do not have to guess the intentions, concerns
or atitudes of the deliverer e
According to lterary cntic Hugh Kenner in The Art of
Poetry .
Tone s determined by the wnter's or speaker’s sense of .
the situation. perhaps an imagined stuation This -
cludes both his sense of the gravity of his subject. and
his relatonship courtly. solemn, offhand. intimate, or
whatever it is, with his audience (1965.p 17)
The following 1s a ist of statements whichcontain avery
clear and observable tone
God has smiled on me ’ -
Cecil 1s a damned har
| do not agree with Linda .
This is a pleasant walk o .
What a silly thing 1o say N
Chnstmas 1s such a romantic htme of the year
Since individual sentences can reflect tone, it 15 likely
that a collection of sentences. for example’in a complete
poem or song, ¢an exhibit a definite tone The tor\e,de,-
. pends onthe choice of words, and the choice of words in < ' . ~
black religious music can produce a tone of |0y, sadness., )
- suffenng, resignation, hope. etc There 15 hope 1 the
* words of a song hke “God Has Smiled on Me,” or "He .
Shall Feed His Flock " The tone of the lyncs in the song “'If ,
God 1s Dead"” 1s onei@spiritual toughness, hope and
irony The song challenges the very queston it raises in : A
an attempt to discredit the fact that God could never be
dead The speaker or singer of this song 1s thus exhibiting
an attitude and tone of optimism and hope Tone clearly,
then. gives us the speaker's sense of his situation

v
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18b. LYRICS OF SELECTED SONGS,
POEMS AND spmgm.s

BN

~s

-
£ 2

Poem At Thirty Steal Away To Jesus v
by, Sonia Sanchez Steal away, steal away, steal away to Jes

1t 1s midnight Steal away, steal away hormhe.
no magical bewitching . lain't gotlong to stay here
hour for me ’
i knowonly that
-1 am here waiing
remembering that
once as a child My Lord, He calls me,
. twalked two - , . , He calls me by the thunder,

miles jn my sleep | ) The trumpet sounds withina my soul,
dd t know . / laint got long to stay here
then where i (Chords) :
was going?
traveling 1 m Green trees a bending
always traveling Ro’ sinner stand atrembhing,

The trumpet sounds withina my soul,

lain't got long to stay here.
Oh, Lord i ain't got long to stay here

Steal away, steal away, steal away to Jesus!
Steal away, steal away home .
laint got long to stay here

;e::)s:: t:;)u?g; Roll Jordan, Roll

me anymore . Roll Jordan, roll,

father do not Roll Jordan, roll

send me out N I wanter go to heav'n when | die, |
among strangers . To hear o’ Jordan roll

you you black man
stretching scraping

the mold from your body

my han . Jien
hereis my hand | wanter go to heav'n when | die, -

1am not afraid . (
" of the night . To hear ol Jordan roll .

. Oh, brothers you oughter been dere,
* From Homecoming by Sonia Sanchez Detroit, Ml Yes my Lord '
- Broadside Press, 1969 Used with permission by A sithn’ up in de kingdom,
’ the author ) . To hear ol* Jordan roll
) Sing it ovah.

O bretheren (sisteren).
Roll Jordari, roll, R
Roll Jordan, roll,

Oh sinper you oughter been dere,
YeS My LOrd gy )
A sitin’ up 1In de kingdom,
To hear of Jordan roll . .

O. Roll, Jordan, roll,

Roll Jordan, roll,

I wanter go to heav'n when | die,
To hea;ol' Jordan roll

L]
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. Deep River In Da Beginnin’ . .
) Deép nver my home i1s over Jordan ’ T o by Oscar Brown. Jr ’ e N

Nebber bein one to shuck .
‘De Lawd set hisse'f T wuk - -
An n nuffin flat had somfin swell designed
It had galixies it place .

Each wif' hits own cosmic space - —
Operated by a univusal min

. Deep nver-Lord. | want to crogs over into campground
Lord | want to cross over into campground
Lord | want 1o cross over into campground
Lord~! want to Cross over into campground

hd * Oh chl”un %
Oh dontyou wantto go to that gosfii feast «

& . v .
. ¢ That promised land thatland where all 1s peace? He had agencies lak fate -
. Walk into hehiven and take my Seat ) T control an regulate < - v

', * And’cast my crown at Jesus feet En’ less stoes ob time n’ sp n energy .

All vibratih wif afoce .
Comin outa hidden so ce ‘ ' -
An developed fum a secret recipe :

‘'

‘Lord | wantTo cross over into campground
. Lord I wanttocross over into carnpground‘
Lord |wantto cross over into campground

Deep nver my homeys over Jordan Allt which he set his han

- Deep nver Lord > Tufn tout fine ex hitwere gran - s
| want to cross over into campground An fo evah paht he'made a countapaht
N Lord | \&ant 1o cross over nto campground Dere was certainty fo doubt
Lo want 10 cross over into campground Evergn had some way out
Log ! %ant to cross over intoamrmground Lord - An atevahstop he pufin one
. ; Mo staht . ) 3
. T . T - Twas sptendiferously vas ) e
. An he tended hit should las  *
. Phttin Jibba v o . Him 4t leas a full etermity or two

. ~ ’ ‘ ‘ e Lawd had time arrange

jiggz tn'lgnglbba hat Co T take T all thoo constantchange | ?
. . 3.~ An replace what done growed ole
n Jibba kill a yeiloy cat ) , .
n vend over doubletrouble Jibba co Wif what grew new ’ :
Den de' L e struck a spahk r

: Sit the meal -, o - ¢ An hestu®x hitnextt dahk- . N
Gwe me the-husk’ . his whole creation come t -

- Cook the bread * | . Life nhght =

! . Give me thecrust » - An'Lawd say

Eatthemeat, . - S . Dat's.good Not bad |
Gwe me fhe skn - - ~- Aih t.annuder rﬁwad

nthats Where my fommas troubles begin
Jibba this n"Jibtia that

"An he guaranteed de wuks wif all his raght

¥» nJibba kil a yeffow cat
o . n pend over double trouble Jibba

Jibba up N Jibba down
n Jihba all around the town )
Bend-over double trouble Jiba - y I

. ! e complains hit hab hits flaws -
But){eckon dat s jus.cause #
Day ai™t nebber seen no univus befo ,

An Ise telin derm an you

Dis'n hyeah Il hab tdo

Cause de Lawd ain't promise us he gonna“ ’

Show no mo* 3
. . - n .

Show no mo . : .

Shownomo .

Oe Lawd ain t promise Js he’ gonna show no mo

- ' .. {sings again)

Some complaints hit hagahits flaws . i
) . . -But | figgas dat's jus cause
; . v * -Deyant nebber seen no unwus ‘befo .
s . AR ‘ _An Imtelin dem anyou ‘ . ,
- o TN e~ : ", Disnhyeahlihabtdo,
‘ ) . . . ‘ - Causede Lawd ant proghise us he gonna » p
) P . . * Show no mo P . o~
) " | say show nomo , gD . -
5 Show né mo . ‘ to :
The Lsgvd antpromise us he gonna . .
ot . P - : Show Ro Mo R K

’

~ . . . R

‘ - . - v -¢Oscar Brbwnl;/( Used by permission
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18¢. VIEWING GUIDE ON LITERARY TONE { ¢ .
AND DRAMATIC TONE . -t .
» T .* y 4
E o .

s & ) KEY WORDS ‘
MUSICAL SELECTION . s TONE . * IDENTIFYING TONE .
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. - 18d. TECHNIQUES OF ORAL . ., SN
} * . INTERPRETATION » . ‘
o3
, : LI .
£ ‘ ‘
- .

. & .
7\ The interpreter of poetry and prose should be mindful of . e -

the following elements when a work-is presented orally
1 Delivery~the work may be memorized br read The
interpreter's eyes. however. must not be fixed to the ' ) : .
page if he/she is reading the text A strong famitanity :
with the textis assumed
2 The Act—the interpreter should explore what actions
occur in the selectidn , . .
“ 3 The Ageni—the interpreter should fully explore the type . N
. of character or characters who are speaking in the . . -
4 ' selection ‘ y . : :
4 _The Agency—theinterpreter mustbeawareofthepur- .-
’ poseor raison d'etre (reasorfor being) of the selection N ) Lot
‘ 5 The Scene—the interpreter must explore and present * }
a sense of the tme and place in which the selecton :7 .
occurs k
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! Rater

Subgct - . " Date ' *
Type © 0 * . . Time Sta e
: ) Stop,—— - -

CRITERIA . o RATING (5-1) ' ‘

' B . N

+ Tone (expresgng the feeling or thoughts . - .

in the selecton) % - o . a
2 Vbice .

(volurffe qualty rate GllCh] - . - .

5 Aruculation
* (inteligibility)-

4 Physical activity

(posture gestures, eye contact o,
\ facial expression) ] e - . 2
4 5 Language o - .
(structure clanty word selectort)
) 6 Ideas -
{purpose selecton suppon development o
ongmahty) ¢
. ,7 Organizaton '
- (untty order) - . . .
8 Audience inferest and adaptation ®

= - QGeneral Effectiveness . .

KEY )
5- Excellent _
- 4—Aboye average. very- gooti ' & .
3-Average good * / :
2 —Below-average
. 1 —Failyre
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) LESSON 19. CREATION OF A DRAMATIC % . Co s A
SCENE

. Students of theater must be creatively resourEefut They '
must constantly create stage business and believable : + +
situations to accompany ‘dramatc textd® Brown Baby
will provide appropriate matenal to stmulate this theatrnical

. -

creativity P ] )
Objective - : . p \
Students wilt create a dramauc scene based on'a §ong
lyrnc . . A SN .
Materials . .
EROM JUMPSTREET s ~ »
=10 Soul
Seg™ent 6 in which Oscar Brown Jr performs Co -
Brown Baby . . ! .
WANDOLTS . o . -
- '9a Lyncsto Brown Baby ¥ / .
190 Interpretaton Cneckist . , ¢
- Time . ’ .
2 3 class penods . .
Procedures ’ ’ S : » : . B -

* Srow, "Sogt girecting students to pay particular at-
tention 10 Oscar Brown Jr s performance of Brown . ) ,
Baby . .
2 Dwice glass irto teams of tWo giving each team a
cooy of Brown Baby ‘Handout 19a) Drrect each
team to eitber pregare 3 monologue from the lyriés ’ © X .
or 10 develop a ‘dramantc Ssituaton based on their =
nierpretation of the lync Students should be advised

' that their performances will be evaiuated according : : T
10 Handou! '90 Interpretaton Checkhst  ° . :
a 7 3 Provde time for student teams 10 perform . T
4 - 14 L
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1Qa. LYRICS TO “BROWN BABY" ot .
B )

by Oscar Brown Jr . T .

Brown Baby Brown Baby N . ’ . .
~ o Asyou'grow up - .. s

I want you to dnnk from the plenty cup : . . . !

i want you to stand up tail and proud N . .
. I want you to speak up ciear and loud v . : ] [N
) Brown Baby ' . I S ’ ‘ o |

v -4 . .
\ " Brown Bapy Brown Baby ’ g ' \ ' . (-\ :
. [N . - .

As years roil Dy ' ) . - .

Y I want you to go with your head heid high . Coelad .
t want you to hve by ine justice code . 9 . o =

1 you to walk cown the freedom road ) - - e e LA o

Brown Baby c ' - co

Now he away hgaway sleeping ’ ’ . . < . LY L

Lie away herg/in my arms % _ : . .’ o R

While your daddy and your mama protect yo‘u . . % .. : -
: And keep you safe from harm ’ B .o

Oh JOu iittle Brown Baby Browr Baby ‘ ' < ) N = -
't makes me glad o . oo : .

. Tmat you wili-have things | have never nad e S ’ T

Wnen out of meri s hearts alf the fate s hurted ] .
You re gong to ve in a better world Lt . LA
Brown Baby | ( )
. ) v
ward B Marks Music Ccr:)ora-
r Perigrmanrce creats Broac-

Inc "I .
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195 INTERPRETATION CHECKLIST ' ¢ ¢ 0
PR
» / l . : 3 ' ]
"// . Y \

- »

I ELEMENT ‘ | SCORE (1 = low'to 10 = high) .

¢ .
’ -
Dramatic Phrasing .
4 -

, .. f 4
— — s
Embell'ns{m_ent - - ] .

= {um(..‘\e expressweness) . ’

-~ - . = ‘

'l' L gTOne ‘ ‘ ) ‘ =

{emoton mead: feelng athtude)

3

.f’. e » ’ ‘

_ otonal Vanaton -, -
vichanges N emoton mood
. feeling attitude) ] N ~

1} ’ 2 ’
-y’

: | ] TOTAL < ! ﬂ/
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» LESSON 20. ELEMENTS OF COSTUME .
‘DESIGN’
} . *
From Jumpstreet will effectively provide the students with .
] matenal which wili assist them n recognizing some
elements of deSlgn

' Objective
Students will recognize some principles of costume de- . .
' - signand imitations placed on the costume designer ", ‘

' Materials
FROM JUMPSTREET
. #10 Soul
’ OTHER ,
Books on Costume Design ,

Time: ,
1-2 class periods ' . .
Procedures ’ A
; 1 Discuss with students the facto that influence what
< s worn to schob! to work and on a fancy date : <
Y Soicit and record’students responses Some re- . A /
sponses to look for are amount ot money avaiable .-
) . for clothing type of physical activity to be done in
crothmg INGVIduar s Prysique” cofors thought-com- S
) phmentary by indivdual etc . e
2 View Soul and gsk students to make notes com- ,
mentng on the. berformer § costumes Their note- . ’ »
. taking should be gUkted-by fne tistof influences the
' ‘ class drew up . )
3 Atfter viewing the tape discuss the kinds of gosturmes o '
worn and perhaps cite possible rnﬂuences on the ’ .
clothing warn ' ' '
4 With the class make a list of costummg influences
. - {pnnciples; that you consider basic (eg budget
type of snow or performance physique etc : °

&> .

3
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LESSON 21. COSTUME DESIGN

Objective «

Students will desigr costumes faithful to a performers

stylishic penoa and contrast these with contemporary

aress
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Afro-American Culture and Folklore
' Dundes Alan Ea Mother Wit From e Laugnifg Barre
. En¥lewood Chffs NJ Prentce Hall 1973
? Gayle Addison Jr Ed The Black Aesthetic Garden
r - City New York Doubleday & Co Inc 1972
Herskovitz Melville J Tne New World Negro Blooming-
on Indiana indiana University Press 1966
' Lester Juhus Black Foitaies New York Grove Press
1970 -
J Levine Lawrence W Blacy Cuiture ancd Black Conscious-
ress New York Oxford University Press 1978
i Stearns Marshail and Jean Stearns Jazz Dance New
York Schirmer Books 1979:. ’

i Toll'Robert C Biack ng Uo ThetAinstrel Show .0 Nire-
teenth Centyry Amww New York Oxford Uniersity
i . Press 1974
o
} Creative ~ Literary
Adoft Arnold Ed /am The Darker Brother An Anthology
D of Modern Poems by Negro Amercans New York
The-Macmitlan Company 1968
) " Alhams Ahmed and Harun K Wangara Eds Blagh Arts
, Anthology of Black Creations Detroit Broadside 1969
] Barksdale Sichard and Kenneth Kinnamon Eds Black
. V/qtars of Amerca New ‘fork The Macmifan Com-
)" pany 1972 ‘
' Bontemps Arna Ed American Negko Poetry New York
} Hill and Wang 1974
Bontemos Arna -Ed Gologen S//ppers An Anthology of
) Negro Poetry New York Harper & Row 1941
: Brawley Benamin Ed £arly Negro American Writers
; Selections with Bibhographicaland Critical Introduction
New York. Arno Press, 1968
, Breman Paul Ed Sixes and Sevens An Antho/ogy of
: New Negro Poetry London Breman 1962
) .Brewer J Mason Ed Heraiding Dawn An Anthology of

verse Dallag Texas Thomason 1336
Brown Stemng A Ed Amernican Stuff New York
Viking 1937

‘ !

' P

Brown Stering A Arur Davis and Ulysses Lee Eds
Tne Negro Caravar New York Dryden 1941 «

Catverton Victor F Ed An Anthology of Arercan
Negro Literature New York Qandom House 1929 ~

Chapman Abraham Ed Biack Voces Néw York New
Amernican Library 1968 -

Clarke JohnHenrk Ed American Negro Short S'or'ﬁs
" New York Hiltand Wang 1966

Cromweli Otelia Lorenzo D Turner and Eva B Dykes
Eds Readng from Negro Authors New York Har-
cournt Brace 1931

Couch Willam Jr Ed New Black Playwrgnis An An-
(hOIog/ Baton Qouge LA Louisiana State 1870

Cullen Counfee Ed \Caro"ng Dusk A Anmnciogy of
VDfJQD/PJDngPO°(§ New York Harper & Row 1874

Cunard \Jancy Ed Ncg‘ro Anthoiogy London Wishan
1934 4~ 3

Dreer Herman Ed és_,can Litergture 5y Negré
Authors New York Macmillan Company 1950

Emanuel James A and Thebdore Gross Eds Dark
Symphony Negro Literaturekn Americg New York
Free Press 1968 ot '

Ford Nick Aaron and HL Faggett Eds Best Shon
Stores by Afro-Amercan Wrters 1325-1950 Mili-

* wood~New York Kraus Reprint Co .1950

Hayden Robert Ed Kaleidoscope Poems by American
Negro Poets New York Harcourt Brace & World
1967 ’

Henderson Stephen Ed Understanding the New Black
Poetry New York Wiliam Morrow and Company
Inc 1873

Hills Herbert Ed Soon One Mormng New Writing by
Amierican Negroes 1940-1962 New York Aifred
Knopf 1963 '

Huggins Nathan! Ed Voices From the Harlem Renais-
sance New York Oxford Unwersity Press 1976

Hughes. Langston EJ The Best Short Stories by Negro
Writers An Anthology from 1899 to the Present
Boston and Toronto Little Brown 1967
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s Hughes, Langston’ Ed Negro Poe!s US A Blooming-

~ ton Indiana University Press, 1964

Hughes. Langston and Arna Bontemps. Eds The Poetry
of the Negro, 1746-1970 Garden City. NY Doubie-

" day & Co, 1949

Johnson, James W, Ed The Book of Amencan Negro
Poetry Rev Ed New York Harcourt Brace Jovano-
vich, Inc 1969

Johnson James Weldon and J Rosamond Johnson

’ The Books of American Negro Spirituals New York
DaCapo. 1969

Jones. LeRoiand Larry Neal, Eds Black Fire New York
Wilkam Morrow and Co* 1968

Keriin Robert T Ed Contemporary Pbetry of the Negro
New York Arno Press, 1923

Kerin Robert T Ed Negro Poets and Ther Poems
2nd ed Washington Associated Publishers, 1935

Lanusse Armand Ed Creole Voices Poems in French
by Free Men'of Color Centennial ed Washington
Associated Publishers, 1945 (Ong publication in 1845 )

Locke Amun Ed The New Negro An Interpretation
New York Arno Press 1968

Locke Alan Ed Four Negro Poets New York Simon
and Schuster 1927 (Works of Claude McKay. Countee
Cullen Jean Toomer. and Langston Hughes. with
critical commentaries by the editor )

Locke Alain and Montgomery Gregory. Eds Plays of
Negre Life A Source-Book of Native Ame&an Drama
New York. Harper 1927

Marcus Samuel Ed Anthology of Revolutionary Poetry
New York Active 1929

Murphy Beatrice Ed Ebony Rhythm New York Arno
Press 1948

Murphy Beatnce Ed Negro Voices An Anthology of
Contemporary Verse New York Harrnson 1938 -

Perkins Bugene Ed Biack Expressions An Anthology
of New Blatk Poets Chicago Conda, 1967 .

Pool Rosey E Ed Beyond the Blues New Poems by
American NegroessLympne Kent, England Hand
and Fiower 1982

Pool ,Rosey E Ed Biack and Unknown Bards Alding-
ton Kent England Hangd and Flower 1958

Richardson Wilis Ed P/a/s and Pageants from the Life
of the Megro Great Neck New York Core Coflecton
Books inc 1930 -

! Comm ation
P)Buys E Speaking-By Do:ng Skokie; fit Na-
“~* Wonal Textbook Company, 1973
Egolf D B and S L Chester’ Nonverpal Communication
and the Disorders of Speech aad Language ASHA,
Vol 15 No 9 !
Griffith, Francis Cathenne Neison and Edward Stasheff
v YourSpe New York Harcourt Brace Jovanovich,
Inc 1979 \
Jabush Davis M and Stephen W Litlejohn Elements

R}

of Speech Communication Achievihg Competency -

: Boston Houghton Miffin Gompany, 1981
Jandt Fred E The Process df Interpersonal Communi-
cation New York Harper & Row. 1976
,  Knapp. Mark L Nonverbal Communication in Human
Interaction New York Holt. Rinehart& Winston, 1978
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Maslow\. Abrabam H, Ed Motivation and Personahry
New York. rper& Row, 1970 ”
Mehrabian, Albkrt” Nonverbal Communication Chicago

Aldine-Athérton, 1972 '

Vasile, Albert J and Harold K Mintz Speak with Confi-
dence Cambndge, Mass Wmthrop Publishers, Inc.;
1977

"Weaver, Carl H Human Listening Indianapggs. and New ’
York Bobbs-Mernill, 1972

Composition

Bernstein, Theodore M The Careful Writer New York
Atheneurn Press. 1965

Guth Hans P . Ed Concise English Workbook Belmont,
Calf Wadsworth Publishing Co , 1978~

Guth, Hans P Ed American English Today New York
McGraw Hill Book Co . 1980

Kenner, Hugh The Art of Poetry New York Holt Rine-
hart & Winston. 1965 hid

Morns, Alton C . Biron Walker and Phillip Bradshaw
College English the First Year New York Harcourt
Brace Jovanovich. inc , 1973 .

Shipley. Joseph T, Ed Dictionary of Worid Literature
Totowa, New Jersey Littlefield Adams & Co 1972
Theater and Film .
Charters. Ann Nobody New York "The Macmillan Com-

pany 1970 Biography of Bert Williams._ an all-around
entertaingrand one ofthe last minstrel figures includes
N d:scograg

+

Contini, Blila Fashion From Ancient Egypt to the Present

Day New York Odyssey Press, 1965

Cripps Thomas Slow Fade to Black New York Oxford
University Press, 877 A COmprehenswe examinaton

f the black role in ilm between 1900 and 1942

Davenport Milid The Book of Costume New York
Crown Publishers Inc . 1964

Fletcher Thomas The Tom Fletcher Story— 100 Years
of the Negro in Show Business New York Burdge &
Co. 1954 An autobiography that chronicles black
. entertainmE&nt from late minstreisy and early black
musical theater to the early 1950s. discusses imporfant
minstrel figures such as Billy Kersands, Sam Lucas

and James Blan . .
Garland. Madde Theé Changing. Forms of Fashion New

York Praeger PuBlishers. Inc , 1970

Garafalo, Reebee and Steve Chapple, Rock n Roll Is
Here to Pay Chicago Nelson-Hall. 1978 .

Groia. Philip They All Sang on the Corner Setauket. NY
The Edmund Publishing Company, 197

Handy, W C Father of the Blues New York The Macmil-
fan Company, 1970 Autobiography. discusses the be-
ginning of Handy's career 3s a minstrel musician

Hansen, Barrett Eugene Negro Popular .Music 1945-
1953 Los Angeles University of California Press, 1967

Haralarhbros. Michael Right On From Biues To Soulin
Black Amenca New York Da Capo, 1975 A sociologi-
cal examinabon of, the decling of blues and thenise of
soul In the black community. focuses on those blues
influenced by the rhythm and blues era

it

Al



0.7

Hatch James V Black Image New York Drama Book :
Specialists, 1970

Johnson James Weldon Black Manhattan New York 7
Arno Press and The New York Times, 1968 A culatural/

historical narrative of the development of the black K .
»#  community in New York City from slavery througfrthe .
4 Harlem Renaissance ° -

Kimball. Robert and Willam Balcom Reminiscing With

Sissle and Blake New York The Viking Press, 1973 .

\V, The story of the most successful black lyricist/com- _ ) M
poser team ever 10 write for the musical stage. includes . -
many photographs and memorabihia

Middleton Ray Pop Music and the Blues London .
victor Gallancz Ltd 1972 Traces the refatonship be- v o .
tween blues and pop Music. covers the emergence of
rhythm and blues in the 1940s and 1950s as wall as N .
thé soul era, pinpoints the cross-influences between i
blues gospel and jazz ' )

Mitchell Lofton Black Drama Thée Story of the American : .
Negro in the Theatre Rew York Hawthorne Books
Inc 1967 An historical Accountef black participation
on the stage from minstreisy through the early 1960s - .

Redd Lawrence N Rock*ls Rhythm and Blues East ‘
Lansing Michigan State University Press 1974, Ex- I ) 2
pidres tHe sources of rhythm and blues and thew rela-
tonship to rock and roll special anennon 1s paid 10 the AN \3
impact of the media

Shaw Arnold Honkers and Shouters New York The \

Macmillan Company 1978 A comprehensive hustory.

of rhythm and blues includes a number of valuable .

nterviews with performers producers and record cCom- . X &
pany executives of the pernod

Shaw Arnold Tne Rockp Fifties New York Hawthorne . .
Books Inc 1874, Considers popular music in the <
social context of the 1950s includes an interview with . :

Bo thdley ameng others
. Shaw Arnold The World of Soul New York Cowles
Book Co Inc 1970 Traces the evolution of soul N ‘ o |
music from its roots in country blues covers transition
ahd overlap penods ‘ . . 3

Southern Eileen The Music of Black Americans New
York WW Norton 1971

Toll Robert C Blacking Up New York Oxford Univer- .
sity Press 1974 A history and interpretation of . :
minstrelsy “ - <
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UNIT 1. THE PEOPLING OF AMERICA.
(1607-17786)
e

Unit Goal (7-10 class behods),

" Afncan culture in the music and dance of Afro-Amencans
. dunng the.penod pndr to'Amencan independence
Objectives ' *
1 Identfy charactenstcs of Afncan culture pnor 1o the
Atlantic slave frade.
List four characteristics ofgWest Afncan music
3 List three functions of traditional Afncan music
4 |dentfy basic charactensics of West Afncan culture
which are reflected in the music of black people of the
United States
FROM JUMPSTREET
# 4 The West Afncan Hentage
#13 The Source of Soul »
HANDOUTS
1a Background on Afncan Culture *
1b The West Afncan Heritage Viewing Guide
1c Black Music and Entertainers
1d Study Guide for "Black Music and Entertainers”™
te The Source, of Soul Viewing Gulde
1t Unt Quiz

Students will be abie to describe the presence of West .

UNIT 2. SLAVERY (1776-1863)
A

Unit Goal (6-7 class penods)
Students will be abie to identify the constitutional provis-
ions régarding slavery and the black respanse through
musical expression to the conditions of slavery
Objectives
1 Identify three areas of the Constitution tha\ relate to
the existence of slavery and their impact on the con-
tinuing practice. of slavery dunkg the penod pnbr to
the Civil War
2 Descnbe the condition of slavery with pamcular refer
ence to the slaveas property
3 Compare the role of religion during slavery from the
perspective of the slave and the slave owner
4 Determine the reactons of Blacks to their enstaved
condition through the examination of the music and
dance of the period, »
FROM JUMPSTREET '
# 2 Gospel and Spintuals
# 4 The West Afncan Hentage
# 8 Black Music In Theater and Film
> #13 The Soure of Soul
HANDOUTS
2a The Consﬁunon and Slavery
2b Study Guide for "The Constitution and Slh\
2c. Lyncs to"Bid 'Em In”
2d Slavery~The Role of Religion
2e Viewing Guide on Spirituals
2t Lyncs to "Pattin’ Jibba”
2g Unit QGiz' Slavery

N




" FROM JUMPSTREET

_
UNIT 3. POST-CIVIL WAR AMERICA . - #4 Gospel and Spintuals - ’
- (1868-1880) . #5 Early Jazz o
K ~ . #8 Black Music in Theater and-Eym
", .HANDOYTS .

4a A“Jim Crow" Society
4b Study Guide for "A'Jim Crow’ Society”
4c¢ Black Music At The Turn of the Century
4d Study Gude for Black Music At The Tyrn of the
- Centyry”* '
* 4e-Unit Quiz The Turn of thg Century

Students will be able to recognize jhe paradox of hope
and despair that black Amencan$ expenenced during
this penod, the social and legal tircumstances that con-
tnbuted 10 i, and the expression of thys paradox In the
black music that developed during this perod

Unit Goal (7-9 cfass perfods) f :

Objectives '

1 To identify dyscrepancies between federal and state - )
laws that affectedtblack people during this penod® — _
2 ‘Charactenze tving conditions in the south that gave UNIT 5. a’gﬁ""c:‘:)"omo WORLD WARS
nse to disiflusionment among freedmen .

3 Identfy at least three reasons for the migraton of
Blacks out of the south during the pened and to cotn- it Goar (8- 10 class perods)

, Pargthesé with patterns of migration today « - Students -will be able to recognize and cite examples of
4 Identfy two major musical genres of the penod - ‘the paradox of hope and despair evident in a varnety of
FROM JUMPSTREET * black musical expressions of the penod -
 #2 Gospel and Spirtuals . Obfectives ,
#3 Blues, Country To City, 1 Compare and contrast the Iives of Blacks during thls
HANDOUTS - ) penod with that of other Americans citing three dif-
3a The Historical Seting g ferences & were due to conbinuing aspects of racism
3b Legal Status oleBlacks - . 2 Explaini how these differences were expressed in the
3b Legal Status of Blacks . + . music that evolved In black tommunities duning this
3¢ Blues. Country To City Viewing Guide S period iden tleast four differentstyles of music
3e Gospel and Spintuals Viewing Guide 3 Comparffé?c‘::rast the stereotype of Blacks in earty
3f Reasons for Migration films with/black writers and artists active in the Harlem
3g Blues Country To City — Thoughts for Review Renaissance .
3h Unit Quiz Post-Civil War Penod 4 lystrate the acceptance and appreciation of black =
) ~ music by thesdominant culture and the simultaneous
S L re)ec"on Of b|ack musiclans s
UNIT 4. THE TURN OF THE TWENTIETH EROM JUMPSTREET
CENTURY.(1880-1914) : , #2 Gosoel and Spintuals
S #3 BerS Col{ntry TO C'ty
#7 Jazz People
Unit Goal (8-10 class penods) #8 Blagk MuZuc in Theater and Fitm
Students will be able to compare the social and polmca| . #9 Jazz Gets Blue .
developments of the era with the music that evolved HANDOUTS i :
within the black community -during the same pénod, 5a. Histoncal Backgrodnd ,
defining the neaning of Rayford Logan's phrase, "be- 5b Black Music 1914-1945
trayal of the Negro ™ . 5¢. Unit Study Guide - ¢
Objectives 5d Unit Quiz !
1 Define the pnnciple of “separate but equal” and idently- . - .
the Supreme Court case from which itis dernved : . . ‘
2 Cite four examples of situations in which Jim Crow . .
laws-affected Blacks’ civil nghts . "
3 Identfy four styl€'s of music that evolved in the black | o
community”during this penod and recognize two | {. ..
major composers, arrangers or performers of each . .
- 4 Recognize the nature of stereotyping in minstrelsy and : ’ .
compare 10 the portrayal of Blacks in contemporary : <G -
- tefevision programs t B . ) . . L
53 Seiect’one of the following and compare the manner 7
in which eaCh musigal style reflects the social and " ’
political forces of the penod in which evolved N . 1
+ Blues and minstrelsy )
+ Spintuals and orchestral music of the “Black Na- .
. -bonali§t’ School  ~ ~ . ~ ' N
. . td
’ . ! ) " . ’ "‘ Q I
" N_: . l J \J) ‘.
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+Describe the significant historical changes that began in

the 1950s and show thetr impagcton the musiC and dance
thatemerged .

Obijectives °

1 List the social, pohtical and economic developments

which influenced black music of the period in particu-
lar cibng factors which broadened the marketabiiity of
black performers

Expiain how rhythm and blues and later soul reflected
the polycal sacial and economic developments of the
period including Blacks increasing impatience with
continuing discnmination

Develop a tmedinathat igentfies styles of black Amern-
can musiC in each/ detade of the 20th century and
name twoterformers associatéd with each style

4 Select sechrdings By plack Americans that reflect
- brs eg pnde hooe love protest etc
i 3
d Biues / i
& ence in the Record g mdu,stry

o~

+ 6a antemoorary Amernca An Histon¢dland M us«cal

“ERIC

R VA7t provided by eRic:
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v

Perspective ’ .

6b Stidy Guwde for Contemgorary America An His-
toncal anc Musical Perspective ”

8¢ Rhythreand Blues Viewing Guide

8d Path to Profit for Black Musicians

»

UNIT 6. comsupoi’mv AMERICA ‘
. (1945-present) )

Unit Goal (8- 10 class periods)

.
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Unit1. .
The Peopling of America;
(1607-1776). '

7
y 4

—
¥

Any discussion of Amenican history prior to 1776 must of
necessity begin in Europe and Africa It is estimated that
some 50 milion'Blacks were removed from their home-
land and brought to the New World Prior to 1640, they
were likely to have been indentured servants By 1660,
they had been reduced to slaves for ife From Jumpstreet
~A Story of Black Music chronicles this journey TWoY
programs 1n-partcular — The West Afncan Hentage andJ
The Source of Soul—provide first-hand exposure to the
culturé that existed in West Afnca pnor to the Atlantc
slave trade and to the retenton of thatculture in Amenca

~

Unit Goal \ . .

Students will be able to describe the presence of West”
Afncah culture in the music and dance of Afro-Amencans

during the period prior to Amencan independence
Objectives ’

1 identfy charactenstics of African culture prior to the

AtlannC slave trade
s oral tradihon
» strong family hfe
* religion - . .
+ strong. polihcal, economic and legal system

'2 Listfour charactenshcs of West Afngan music

. functonalism

» Improvisahon

» call and response

» rhythmic complexity

» existence of instruments
3 Listthree functions of tradiional African musiC,

« hfe cycle accompaniment

« work accomparyment

» social and histgfical commentary

4

4 \dentify basic charactenstics of West Afnchin culture
which are reflected 1n the music of black people of the

Unted States |

Time '
7-10 class penods

Materials :
FROM JUMPSTREET !
# 4 The West Afncan Hentage -
#13 The Squrce of Soul
HANDOUTS . ~
1a Background on African Culture
1b The West Afncan Hentage Viewing Guide
1c Black Music and Entertainegs -
1d Study Guide for Black Music and Entertainers’
1e. The Source of Soul Viewing Guide
1f Unit Quiz

Procedures , ,
1 Begin the unit with a brief overview of hife in West

Africa prior to the 16th century Handout 1a gBack-
ground on African Culture) summarnzes the points
that should be made and can be distnbuted to stu-
dents A unitresearch projecton Afnca'sancient Civil-
izations, e g . Mali. Songhai, Oyo. Dahomey. Ashanti,
could be assigned as a concurrent project to this unit
To ilustrate some charactensticsof this culture, show
students the first half of "The West African Hentage™
stopping the tape just after Oscar Brown's compart-
son of the functions of music in Afncan and European
cultures Handout 1b (The West African Heritage
Viewing Guide) directs students’ attention during
viewing to spectfic contentin this program Using stu-
dents' Viewing Guide responses, review the content
seen .
Handout 1c (Black Music and Entertainers) revie
characteristics of traditional Afncan culture and dis-
cusses the reteftons and adaptations of these char-
actenshcs inthe New World A Study Guide (Handout
1d) 1s inciuded to focus students’ reading, and may
be used as the basts of class discussion -

3
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4 To demonstrate and iliystrate the concepts of this

article, show students-T he Source of Soul ' Handout
e (The Source of Soul Viewing Guide) is included to
. direct students’ viewing and to provide a quick means
of comparing and contrasting characteristics of West
“ African and Afro-Arhercan music (Note These pro-
grams wifi be used again in other units, at which imes
students will be directed to focus upon other aspects
of the program )

5 Several attivities may be used to illustrate further the

functional nature of African and Afro-American
*music.eg )

. a Students can work in small groups to develop an
oral history of the class such as might have been
prapared by the village bard or griot

b Students can list or demonstrate examples of work
songs that they kriow, or identity songs used to
" cefebrate specific occasions

6 Todemonstrate the retention of charactenstics of West
Afncan musiG in Afro-Amencan music. ask students
to bnng in ‘records by black performers that
demonstrate
a cali and response
b improvisation N

- ¢ rhythmic complexity
d functonalism

7 A unit quiz (Handout 1f) 1s provided to evaluate stu-

dents mastery of the objectives in this untt

Discography

The African Mbira Nonesuch H-72043

African Musical Instruments Asch AH 8460 ‘ .

African Song's and Rhymms for Children Folkways
FC 7844

" Africa South of the Sahara Fo!kways FE 450§

African Story Songs University of Washington Press-901"

Anthology of Music of Black Africa Everest 3254/3

Oscar Brown. Jr Sin & Soul Columbia JCS 8377 »

Orums of the Yoruba of Nigeria Folkways FE 4441

LDM 30040 ) ,
Folk Music of the Western Congo Folkways FE 4427

K,elta Fodeba. Keita Fodeba s African Ballets Vogy’

Alnay Bai Konte Kora Melodies from the Repubkc of

Gambia, West Africa Rounder Records 5001

Hugh Masekela Introducing Hedzo/eh Soundz Blue
Thumb BTS 62

Music of West Africa Malinke (Guinea) and Baule
{lvory Coast) Vogue-Counterpoint MC 20 045

" Niger-La Mysique Des Griats Ocoro (F) OCR 20

-Panorama of the Instrumental Music of Black A?r/ca
BAM LD 409
Voices of African High Life and Other Popular\Music

Nonesuch H-£2026 e

~

: il as on modern independence movements
Dd

.

1

a .

Recommended Reading

Bascom, Wiliam R and Melville J Herskovits, Eds Con-
tinuty and Change in African Cultures Chicago. Uni-
versity of Chicago Press, 1958 An interdisciplinary
look at tragtional African society and modernization,
includes Alan P. Merrnam s essay, African Music”

Bebey, Francis African Music A People s Art New York
Lawrence Hilland Company, 1975 Anintroduction to
tradihonal Africdn music, includes discography

Bujcher, Vada E Materials for a One-Year Course in
African Music Washington U S Department of Edu-
cation, 1970 Articles, blbhographnes discographies, -
and other teaching matenals for courses in Afucan -
music

Chernoff, John Miller African Rhythm and African Sen-
sibility Chicagd The University of Chicago Press, 1879
Examines the relationship between African musics afid )
their .performance contexts contrasts African and .
European music cultures

Davidson. Basil Africa History of A Continent New York
The Macmillan Company, 1972 Overview of African
history includes material on ancient civilizations as

son Basil African Kingdoms New York Time-
Life Books. 1971 A survey of ancient African king-
doms, recommended for students .
Detz, Betty Warper and Michael Babatunde Olatuny
Musical Instruments of Africa New York John Day
Company 1965 Surveys the variety. nature, and use
of instruments and music In African societigs, recom-
« manded for students . * '
Nketia. Joseph H The Music of Afrca New York W W .
Norton, 1974 A broad study of African music €Is in-
struments social role structure, and relatrdnsmp to
other arts
Wachsmann, Klaus P, Ed Essays on Music and History
inAfrica Evanston. Il Northwestern University Press,
1971 Examines-the impact of modernization on the
musics of selected African peoples mcludes three
essays on West Afnca
Wallerstein, Immanuel Africa The Politics of Indepen-
dence New York Vantage Books 196t Surveys the
political history of Africa from colomalism to
independence ’ - P
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The West African way of ife down to the end of the 16th
century was a stable ane, ard the African continent it
was the site of several great civilizations including Mah, . : p
Songhat, Ghana and Ashanti In West Africa. the basic , ’
) problem of existence had been solved political, eco-  * .
nomic and social institutions were in place and well or-
ganized A thnvmg civilization and culture prevailed In - .
addition, well-defined concepts of law and order were ' : . N
evidentand a remarkable degtee of peaceand stabiity  ~ : { ‘
prevailed within the government and economy, which ’ )
depended heavily on farming, animals, and commerce A
2 West African secteties enjoyed a cohesive family life . . .
¢ The mnwediate family. the clan, undergirded every as- :
pect of ife The deep loyaity and attachment of the in-
dividual 1o the family approached reverence and,
’ indeed. was the basis for most of the religious prag- . .
' ticgs in which ancestor worship played suchan |mpor- ,
tant part . , B ’
3 The rdligions of Africa were the product ofan environ- >
ment n which the population lived tlose to nature K) ‘ ‘ LR
. : These sacred ntes were manifestatons of a people N .
who were 1n search of,answers 1o the imponderabies )
' which iife presented Their gods functioned in their
daily hves and were invoked 1o bring good crops, happy . . o
. Iives, good health. etc -

.4 Dance and music have been central to the soctal activi- E .
ties and nituals of traditonal West African societes A ¢ . ' . !
particular dance or musical sefection often has no ' ’
meaning outside the socsal actity or ritual wuh whnch it )
is associated \ . " e

5 Tradiional African music has been-transmitted orally . &
Througtrftus oral tradiion, Afncans told tales, proverbs, .
epics, histones and laws, which served.as educational ) .

—
w
‘

i

devices, sources of amusement, guides for the admin- R . t )
istration ofvjustice. and the conduct of rehgious, ) - ]
ceremonies : P 3
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1. THE WEST AFRICAN HERITAGE )
VIEWING GUIDE

Directions:, As.you view this program, listen and watch
for specific examples of the content listed below Use this
page to take notes ' -

®

. 1 Functons of Afncan music and dance ¢ -

J , —r
¢

. \
.

-

- 4
- N B

3.-Characternistics of traditional Afncan hfe style

-
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Introduction .

Music hasbeen an integral pan e human exper-
ence since before recorded tme It is the language of
sound which expresses all levels of the conditons under
and into that which man was and is, and, as such, be-
cBmes a form of communication which fits the neédsg
the people who created it
, Most early peoples attnbuted music to their gods,
and the arfbnyrous poets and singers can be said to
have been music's first histonans

In Genesis, the firsTBook of the Cld Testament, Jubal. a
relative of Cain, 1s said 1o be *  the father of all such as
handie the harps and organ Moses affirms this The
Greeks. through their legends and mythology, had aGod
and Goddess who invented music Behind thatancient
civiization came the Romans with their carbon copies

In the Sudan, the Dogans have eight kinds of drums,
each a different size, which correspond to their interpreta-
of the creation of the world, from.the birth of the
great Monitor {God). symbolized by the Kunga drum, to
the age when the human race began to increase and
multiply —symbolized by the Barba drum One might
find an anaiogy n the Judeo-Chnshan interpretation of
the Creatioh

Music and religion, then bave
woven since the Dawn of Man
Africa

According to some eighteenth and nineteenth century

n intimately inter-

canscience of the ruler\Somé became wanderers O

\hnerant minstrels Bnd performed in religious cerentonies

in additon to beingthe musical focus at social occasions
In the late eighteenthcentury, Olaudathe (1bo) Equiano,

" one of the first Africans to write In English wrote &

“We are almost a nation of dancers, musicians and
poets Thus every great event is Celebrated n public
dances which are accompanied with songs and music
suited to the occasion ™, - ’

various European wnters in the seventeenth and eight-
eenth ¢entunes corroborated this .

Music, therefore, was a functionat part of each person’s
ife from birth to death The Ashanti, according to Bow-
dich, thought it *  absurd to worship Ged in any other ™
way than with chanting or singidg ™ Music was used
socially, recreatonally, politicalland, a's stated earler, as
an actof communicaton Al chiges, community involve-
ments, human conditions, contracts Fand expressions
were manifested in this form Each song had a specific
motve for being instrumehtaized, danced or sung

nstruments on record, other than
balafou or balafo, the forerunner of

today's xylophone or marmba Jobson car Ity de-
scribed it and temarked upon its unusual conggucton
Two gourds suspended from each key, afford extra-

rdinary resonance when this wooden slat (key) was

Amencans, culture in Afnca was said 10 be non-existent, . struck by astiCkswathedin™ some sBft stuffto avod the

however, reports belie thlss)aefore the' African was

brought to the New World as’a slave, his musicality was/

well-developed and documented. The earhiest published
account was wntten by Richard Jobson, Esq dunng a
visit 1o Gambia 1n 1620-21 He observed the importance
of music in the Afncan's life, and stated thatall * pnn-
cipal persons (thatis, the kings and chiefs), do hold as an
ornament of their state, so as when wee come 10 see
them, their musické will seldome be wanting.”

The important rulers employed their own bands and
the band-master, master drummer, and royal horn-
blower had the higheststatus. The better band members
and singers were also held in high esteem, often recew-

. ing some form of gfatuity from the dancers and visitors.

An’important member of every village was the bard.
After having been identified as possessing possibilities for
suchacareer, heserved an apprenticeship of many years
His responsibiities were manifold As chief histonan, he
refated all informatonin song .

Before a battle, he whipped the warriors into a frenzy
with music, continuing on Into the battle constantly en-
couraging the troops with songs of the glonous deeds of
their ancestors )

-

B

fiutes, horns from elephant tusks, dududen

clattenng noise the bare stck would {nake *

Drums, of course, were the mostimportantinstrument
and were indigenous 1o all communities or tnbes They
were formed from hollowed out logs, gourds of
bashes, which were cdvered by strétched amimal skins

The instrument ranged in size from one to sevey feet
high and from two or three inches to several feet
Different pitches were achieved on the same dpum
when the drum was struck by a stick, fist, foot or el

Accompaniment to the drum was afforded by w
ofclan-
net, trumpets fajc.iuoned from wood and {usks, various

Among the principal musical instruments developed in
Afnca were the xylophone, drum, guitar, zither, harp and
flute v
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percussive instruments constructed of ggn, and rattles
made frgqm gourds or other dried vegetables
- So, 100, wefe the stringed instruments commonly
formed from latge gourds with strings stretched across
the opening and attached to a long neck without frets
\One of these stringed instruments was specifically noted
by Thorhas Jefferson in his Notes on Virghia

He stated “The mstrumengproper o them (Afnican
slaves) is the banjar, which they brought hither from Africa,
and which is the onginal of the guitar, its chords being
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precisely the four lower chords o\f the guitar It later be-
came known as the banjo .-

Women used the thumb piano, a wooden box with
varying lengths of thin slivers of wood or metal fastened
over an opening This was the only instrument that was
allowed them, generally they were singers and dancers,
men were the instrumentalists, and thus enjoyed higher
status

Essentally, all were participants, for onlookers clapped,
stamped and-shouted their approval or disapproval and
communal actvity was therefore emphasized

Thus we see that when the African crossed the Atlantc
asaslave, it was inevitable that with him came some ot hus
Instruments, if not physically, atleastin memory, awaiing
the nme when they could be fashioned from matenals at
hand in the New World So,t00,camea rich hlstcry\of his
past in song . .

The Log of the English ship/Hannibal" recorded in

. 1654 that captive Africans were forced to dance and
sing on board for the dual purpose of exercise for them-
.selves and entertainment for the crew A similar report
was made in 1788 )

If reluctance or resistance was offered, the slave wes’
flogged An early Portuguese writer wrote thatthe singing
of a captured group of slavgs aboard ship indicated that,
although the language was ummelllglp‘le, the lament was
clearly understood by the listener .

.Colonial America 1701-1800 ’

Adjustments by the slave to his Aew "home” included
cifferences in language, customs, music, religion, In-
struments, and the ways of his white master

Memories of his former hofne were maintained in the
field through work songs, he received Sustenance
through his religious songs and expressed joy through
his dance and secular music Therefore, music afforded

» him some modicum of ease in his transihon

., . slave became a musician able to render American or
" European songs to ergertain himself and others with some

skill ,

Newspapers of the time carned listings that refer to
slaves for sale, hire or runaways who possessed the ability
to perforsh well on various instruments These ads indi-
cated that the violin, fiddle, French hern, drum, fife and
flute were the most common instruments employed by
the staves® One such listing in The Virginia Gazette, May
14,1772, ruefully states:

"RUNAWAY a Negro man named Derby, about 25
years of age, a shm black Fellow, and plays on the Fiddfe
with his Left Hand, which he took with hm "

. Much of the dance music was performed by black
musicians, for dancing was the chief diversion fot the
anstocracy, however, here again, meager documenta-
tion does nat present a definitive picture as to how a slave.
acquired the necessary skill to perform ina band.

. To be sure, there are records that refer to this "slave
fiddler,” or that "Black musician,” and an occasional diary
will give a ghmpse into how some were actually trained

Army records indicated that there were more than a
few Blacks who played the fife or drum and the dishncton
of being thg earliest Black musician of record belongs to
a slave named Nero Benson who served as a trumpeter
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with a Captain-Isaac Clark of Framingham, Massachu- .
setts in 1723, but only conjecture can lead one to con- ’ .
clude that they continugd their musical career after the v
Revoluhonary War was won . .
In the southern colonies, it1s evident thatsome house- .
hold slaves learned through being presentwhenitinerant ’ .
musicians taught the children of the weaithy ~ * o : '
In more specific cases the more accomplished Virginia ™« : )
musicians may have gainedvirtuosity by attending classes . "
* with therr young masters at the College of tham and .
s Mary at Willamsburg, Virgina ‘
. - Fiddfers such as Sy Giliat, owned by the Royal Govers .
nor og\:gm\sa.aand John Stokes, who belonged to Charles .o : ’
_Carrol of Annapolis, providedthe call and music for reels,
1gs and the ike Their abilites were such that they, and .
others, often provided additional income for their masters J .

Pt ol
.

ISN

througH being “red out” for ghittering affairs
Some-were fortunate enough to receive monies in-
dependent of the stipend paid to their owners The more
frugal saved until they could purghase therr freedom . .
Newport Gardner (1746-C 1826) is one notable ex-
ample Atthe age of fourteen, he was sold to Calib . .
Gardner in Newport, Rhode Island Early evidencing a ’ \7\ ’ ¥
propensity for music, he was allowed by Mrs Gardner to . ‘
stutﬁy with a singing master after teaching himself to read
His superior inteligence enabled him o QuiCkly learn *,
the rudiments of reading and writing music Hebecamea . ,
teacher of a fair-sized $inging school I the city and was , . _ . T
able to purchase his freedom in 1791 He then opened
. his own musiC school and composed many tunes One ‘
of his anthems was performed in Boston 1n.1825 < '
During this century, one of the more unique forms of : . : "
entertainment that the slaves performed for themselves
(at first) was Catled the Jubilee Generally, it was held on
Sunday on the plantations, and it helped to relieve theten-
sions and tedious gnominy of the work week /
However, the h|gh spints, inféctious humor and “prnm- .
ive” steps afforded the master and his guests a different : \
form of amusement Atthis ime, the slaves poked funat .
their master's ways, atitudes and Culture In an “innocent” ’ .. ,
manner that was reminiscént of the bards In that far-off . . -
home In Africa .
Apparently the meanmgswere obscure enough for the ’ /
slaveholders notto recognize themselves Here, iImprovi-
sations and embellishments on standard themes was
common In addiion, original songs were extemporang- *
ously composed to fit an immediate Situation .
“Call and response,” a form which became common - d
to gospel and spintual music, with the soloist giving evi-
denceto his or her importance, indicated the great com- , -
' - plexity of African music, and the seemingly unlimited skills ' (“
the artists possessed  +
Typically, the whites would adapt this form into a carica- .
ture of the Jubilee, and take 1t on stage in the nineteenth .
century Thus, the minstrel, with its cork-blackened faces, AN |
gxaggerated dialects and insulting buffonery, was born . .

-
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1d. STUDY QUIDE FOR “BLACK MUSIC . .
AND ENTERTAINERS” e

[

1 Cite three examples of the relationship between music
and religion 1n traditional Africa . . -

2 Describe the responsibiitties of the village bard in 18th . k
<" century Afnca  ° K . ' L.
’ L

3 Wnite a one-paragraph discussion of the following state- ‘
ment Music. therefore, was a functional part of each )
person’s life from birth to death - -

[4
.

-

«

4 Listfour instruments comrﬁonly used in Afrnica and Th‘e’a
-materials from which they were made

—_—r

. «

5 Cite two examples of the use of music by slaves en -, . )
route 10 Amernca Discuss whether each example . Y
ilustrates cultural retenflon or adaptaton

LY

’

4
6 Identify three adjustments to American life that the
slaves needed to make - .
v - > SN - N /
\ . hac

. ~ .

. . 4

7. List three‘mstruments commonly used by slaves and
compare them to traditiohal Afri€an instruments
»

¥
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- 1e. THE SOURCE OF SOUL VIEWING GUIDE
: :

v

* Directions: The chart below’lists four charactenstcs.of

Atncan music As you view "The Source of Soul," take. -
note of specific examples ‘of these characterstics In )

Afncan and Afro-Arfiencan music
- | ‘c . ¢ u. tr

2
-

. * CHARACTERISTICS - X

2

AFRICAN EXAMPLES

» AFRO-AMERICAN EXAMPLES

) 0 -
.

Call and Rg‘sponSe

¢

;

Functionalism
« .

Rhythmic Compiexity

'{#' ]
Improvisation

-

:'f'@»
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1 Which two of the following best describe the nature of
. - Afnican-music? \
A Performed for an audi€nce  /
B Functional or ceremonal -
R C Religious or sacred
D Easy Jistening or mood music

2 Which of the following are exampiles of funchonal music?
A Work songs ’
B Religious hymns ’
C String guartets
D The "Wedding March *

3 Which of the following 1s most likely to be true in a tra-
dional West African community? .
A Music 1s reserved for sacred occasions
B Women are not allowed o pammpate in musical
performances
*  performances .
D Everybody is expected to participate in the perform-
mance of music

4
4 Which tradinonal African instrugnents are demonstrated
on Jumpstreet? d
A Mufra, Dyndun, Kora
B Guitar and Xylophone
. pyC Bata and Gourd .
AP Bells ahd Banjo &

¢

5 ‘Which of the following characteristics-are common to
traditional West Afncan story songs and Afro—Amencan

- C Children are not allowed to bartuc;pare in musical

7 'Bustin’ Loose”ﬁwf(ormed by which otthe following
artists on Jumbstreet?
A Oscar Brown, Jr
B Chuck Browh—~
C. Stévie Wcz{:;:r
D The; Delphonics ‘

[

8 According to Chuck Brown, many black singers E)egan
their Careers .
A In school :
B Inchurgh
.C Athome ’
D" Out of town -

9 Descnibe the function of the groit in Afncagn Culture

@

. 4 1mprovisation/sponta
Y
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D work songs

-

<

story songs? ’ ' } ‘
=~ A Repetition . .
B Call and response " R . ' )
C A moral or philosophical message P
v D Noneofthe aboye -
6 Match the characterishcs in Column Agvith apprppnate "
example in Column B . &/ .
. Column A Column B . ‘
V 1 call and response A “Bustn' Lodse"
' 2 funchonal . B preacher and congregahon iy
s 3 percussion C drum rhythms




Unit 2.

. Slavery

(1776-1865)

2\

Systems of bondage and servitude are probably as old -,
« 1 Identfy three areas of the Consmutxon that relate to

as mankind #tself And yet the system of slavery that
evolved in North America took on a fundamentally racial
character The first evidence of Blacks coming to North
Amenca was in_1619-when twenty Blacks arnved in Vir-
ginia on a Dutch man-o-war As-early as 1630, Blacks
were set apart ir the laws of thatleguslature By 1664, the
colomal legisiature of Maryland had defined the ' ‘Negro"

- and his progeny as'slaves for ife As the other coionial

provinces: began to establish themselves, similar laws
evolved defining Blacks as slaves for hife

The Declaraton of Independence, a document whose
keynote was freedom, did not include the freedom of
Blacks The Consttuton of the United States in three in-
stagces entrenched and reinforced the enslavement of
Blacks In 1857, in the Dred Scott decision, the Supreme

Court of the United States defined Blacks as having "no .

rights which the white man was bound to respect” and
maintained that all Blacks "could be lawfully and, justly
reduced 10 slavery” for the benefit of the white man
This uniqUe system of labor exploitation and racial
control had a profound impact on the life and cullyre of
Blacks in the antebellum period, and their rgsﬁ@ég—! avi-
denced in their music, dance and religion —was unique
Fom Jumpstrest graphieallyl portrays this response in

the programs entitled, “The Source of Soul” and "Gospe!

" and Spirtuals.” These programs will be used in this unitto

explore the legal, religious and social systems thatwere a
part of the slave system.

Unit Goal
Students will be able to identify constitutional provisions

Objectives ' '

the existence of slavery and thei.impact on thdgon-,
tnuing prachce of slavery durning the period pnor 1o
the Civil War
+ Article |, Secthon 2 (The Three Fifths Combromnse)
* Article I, Section 9 (Importahon of Slaves)
* Article IV, Sechon 2 (Fugitive Slaves)
2’ DescripeThe Condiion of slavery with particular ref-

erence 10 the slave.as property |, * &

3 Compare the role of religion dunng slavery from the
perspective of the slave and the slave owner
4 Determine the reactons of Blacks o their enslaved
condition through the exagaigation of the music and
dance of the penod -
* spirituals
* social commentary games -
* dances .

«  Materials
FROM JUMPSTREET
# 2 Gospeland Spintuals
# 4 TheWest Afncan Hentage R
# 8 Black Music In Theater and Film
#13 The Source of Sou! ’
HANDOUTS :
2a The Consttution ang Slavery .
2b Study Guide for The Conshtution and Slavery
/20 Lyncst0"Bid EmIn”  +
2d Stavery — The Role of Religion
2e Viewing Guide on Spintuals )
2f Lyrcsto “Patin’ Jibba" N

regarding slavery and the black response through musi- 2g: Unit-Quiz: Slavery.
cal expressiop to the conditions of slavery uv Time
/ = i 6-7 class periods 5 »
, .
< -~
> L] .«
! 4
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Procedures .

1 Introduce of review the parts of the Congtituton that

cons;dereg the existence of slavery, using Handouts

. 2a and 2b (The.Canstitution and Slavery and Study
Guide] for reference

2° Whﬂe the-legal aspects of slavery are relatvely easy

to define, impartng to students a sense of the cond:-

non of slavery —of a person as property —

. " difficult One practce of slavery whicH epitomizes

+ - this concepits the slave auction, charactenized by

« Oscar BroﬁJr in his performance of '‘Bid ‘Em In”

“ {Segment# The Source of Soul

- dents the nature of an auchon Make a list of different
*“types of auctions, asking students to identify what
charactenstics of a given object an auchoneer would
be lkely-to stress Several simple objects might be
, selected tor’a mock auchon
. e Show students Mr Brown's performance of "Bid
« EmIn" Discuss how this auction differs from the
ones prewidusly discussed

" _show the segment a second tme With students.
analyze the lyncs to determine what traits were con-
red “valuable”
. rmined
3 Assign for homework, Slavery — The Role of Religion
{Handodut 2d) Discuss the perception of the role of
religion from the point of view of the slave and from
the perspectve of the slave owner’
"4 Segmenis. 4 and 5 of Gospe'f and Spintuals contain
excerpts from ten spitituals Distfute to students
/I{e Viewing Guide on Spidtuals (Handout 2e)pnor
* {10 showing these segmentg The guide identfies
these spmtuals and asks students to note specific
lyncs thatindicate something about the eondihons of
. slavery and/or the slaves’ responses to these condi-
+ tons A more complete lync analysis can be accom-
»  phshed using recordings, although the performance
style ewident In the recordings listed in the Discog-
raphy 1s Tikely to be quite different from the manner
in which these songs were sung by slaves
/ 5. Spirtuals wereynot the slaves only musical response
Segments of two other programs will illustrate this
« “Pathin’ Jibba™ (Segment 7, The West Afncan
Hentage) 18 a musical game which was com-
monly taught to children on the plantation as a
means of secret protest (Handout 2f contains
lyrics of this game for further analysis )
» Cake walking (Segment 4, Black Music In Theater
and ‘Film), while illustrated here as part of a
~ musical comedy. evolved on the plantation as a
: means of making fun of the masters while simul-
tanedusly entertaining them.
6 A unit qthz i1s providedrto evaluate students’ mastery
of the oBjectives

b

s far more -

Pnor to showmg this segment. discuss W|th stu-.

Distribute the lyncs to "Bid 'Em In" (Handout 2¢) and |

In a slave and how these were

-

< Wilhiam Daw

Discograph{ :

Manan Anderson Farewell Recital Victor LSC-2781

Manan Anderson He's Got the World Victogl.SC-2592

Willam Dawson "Spirituals Victor 4556

n Soon Ah Will Be Done (Roger Wagner
Chorale) Capitol P-8431

Robert Nathaniel Dett Spirituals Victor M-879

Robert Natpamel Dett Listen to the Lambs (MOrmon
Tabernacle Choir) Philips N61-5012 -

Fisk Jubilee Singers Folkways FA-2372

Fisk Jubilee Singers World Records W-4007

Roland Hayes. Spirituals Penod SPL-580

Paul Robeson Spirituals Columbia ML 4105

Tuskegee Institute Choir Spirituals Westminster 9633

Recommended Reading .
Bell. ernck A, Jr Race, Racism and American Law
Boston- Little Brown Co, 1973

_ Berry, Mary Black Resistance/White Law Englewcod

Ciffs, New Jersey Prentice-Hall Co . 1971

Blassmgame John W The Siave Community New York
Oxford University Press. 1979

Blaustein. Albertand Robert Zangrando C/wIR/gmsand
the Amencan Negro New York Tndent Press. 1968

Curtin, Phiip D The Atlantic Slave Trade Madison,
Unrversltuyagfﬁ/rsconsm Press, 1969. '

Douglas. Eredenck My Bondage and My Freedom Ch-
cago Johnson Publishing Co , 1970

Heilbut, Tony The Gospel Sound Good New and Bad
Times New York Simon and S¢huster. 1971 -

Johnson, James Weldon and J Rosamunq Johnson
‘BooRs of American Negro Spintuals New York Da
Capo. 1969

Mays. Benjamin The Negro s God New York Atheneum
Press, 1968

Nichols, Charles H Many Thousand Gone Bloomrng
ton. Indiana Indiana University Press, 1969

Southern, Eileen The Music of Black Americans New
York W W Norton Co. 1971

Taylor, Oliye A The Final Arbiter Significant Cases Rela-
tive to the Negro Brougm to The Supreme Court Pnor
to the Civil War Washington Howard University, 1979
Unpubhished manuscnpt

Weinstein, Allan et al) Amencan Negro Slavery New
&)fk Oxford Unwersity Press, 1979
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Introduction

The institution of slavery had existed for centunes in
vanous parts of the world Only in Amenca, however, did
the institution take on peculiar racial charactenstics Trans-

ported thousands of miles awayrom his native land, with

litle hope of ever returning, the Afncan and his des-
cepdants found themselves in a situation where their color
was a mark of slavery Considered to be an essential in-
gredient for economic success, the slave was afforded
no legal or social status, he was, in fact, "property " In-
humane and harsh Sractices developed as the system
becarme moré entrenched and the slave owners became
more determined to protect their way of life

Those who were held in bondage evidenced a vanely
of responses 10 their condion but were basically power-
less and ineffective in rendenng any changesto their con-
diton The plabters ightened thesr hold over the slaves at
the slightest indicaton of protest by the slaves by using

detailed restnctions outlined in slave codes, fugitive slave |

laws, elc /
b N

Colonial Acts . ‘
As early as September 1644, proceedings of The Mary-

land Assembly show the codification of laws concerning

black people In that year, An Act Concerning Negroes
stated
Be it enacted that all Negroes already within the
province, and all Negroes hereafterimportedinto the
province, shall serve as slaves, durante vita [for life] All
children born of any Negro shall be slaves for the
term of ther hives ..

. The same law wenton to provide that inasmuch as many

free white women, fomgetiulof their free conditon and to
the disgrace of our naton, marry Negro slaves. be it
further enacted: )

That the freeborn woman who shall marry any slave

shall $erve the master of that slave dunng the life of her

husband Allissue of such marnages shall be slaves as
. thexr fathers were
Constitution
The Constitution of the Untted States gave its approval to
the institution of slavery and to its protection When the
founding fathers gathered in Philadelphia in 1787 10 write
a consttution for the new United States of America, they
were well aware of the thorry problems of slavery and the
slave trade and thg manner in which the document would
deal with those two subjects Sectonal feeling was Clear,
and nobody believed that the ney government would, or
could, interfere with Savery where it existed Indeed. it
was gehgrally agreed that slavery was a local problem to
be dealf’ with solely’ by the respective southern states

' »

v

e

!

However, there were those who hoped that the Conshtu-,
tion woyld prohibit the slave trade Butthey raninto heavy.
opposkon from men who were there 1o represent the
sentiments and mteres&%\ithelr conshtuents N
The format of the Constitution required that the conven-

ton,deal with the apportonment of members for the

House of Representatives before it reachedthe issue of
the forexgn slave trade The first Census of 1870 showed
that there were 1,900,076 whites and 27,112 free Negroes
in the northern states, as against 1,271,438 whites and
32,364 slaves in thé Northand 657,533 in the South This
dispanty was known 1o the men who attended the con-
véntion Should slaves be passed over as property or
counted as men in apportioning representation and

“enacting tax legisiaton? If the siaves were ignored com-

pletely, it would have a senous effect oy the representation
allowed states in which the number ot slaves was’high
Hence, the three-fiths compromise was devised, dnder
which.part of the slaves were forbe counted for both
‘purposes Article |, Section 2 of the Constitution provides
Representatives and direct taxes shall be apportioned
among the several states which may be included Within
this Union, according to their respective numbers
which shall be determined by adding the who number
of freepersons, and threefifths ofaltother pdrsons  »
“All other persons™ was a synonym for Negro slaves -
In addition, the interests of the stave states waye pro-
tected by qualificahons and compromises whefever it
could be foreseen that they might be endangered by the
powers 10 be given to Congress Thus, since the foreign
slave trade came within the scope ©f that commerce
which Congress was to have power to regulate, the South-
erners were adamant In their opposiion The Constitu- -

ton would never be ratfied by their states if prohnbueq .

the importation of slaves Slavery, they argued, was a
local problem, and, as Charleg Pinckney of South Caro-
fina putit, "If the southern states are left alone, they will
probably of themselves stop importaton * The answer,
the compgpfise, was found in Article |, Section 9 of the

" Consttution

Theimmigraton primportation of such persons as any
of the states now existing shall think proper to admut,
shall not be\prohibited by the Congress pnor to the
year one thousand eight hundred and eight, but a tax
or duty may be imposed on such-importation, not ex-
ceeding ten dollars for each person

What they meant was that Congress could not prohibit
the foreign slave trade for twenty years = until 1808—but
could levy a head tax up to ten dollars on each slave who
was imported. !
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At the ime the convention was meeting 10 wmé the
Constituhon the air was full of ideas of freédom and the
nghts of man in both the United States and England lﬁ
deed, the decision by Lord Mansheld in the Sommersett
case, holding that under the common law, 8slave gained
permanent freedom when he set foot on free soll, was
well-known on Amencan $hores It.was apparent that
some of the northern states were begmnmb to abolish
slavery The Northwest Territory was already free sil by
the Ordinance of 1787 What.would be the status of a
slave who escaped 1o the free states? If freedom attached
to slaves under those &ircumstances, slavery was in
jeopardy More importantly, a slave owner's property
rnights were in jeopardy The fearsof states in which there
were stil many staves held as property, Articie iV. Secton

, 2. of the Conshtuton.provided
No person held in Service or labour in one state, under

the laws thereof. escaping into another, shall, in conse-

quence of any law or regulation therein, be discharged
. from theService or labour, but shall be delivered up on

claim of the party to whom such service or labour may

be due .
To faciltate this provisionn the Constituton the Congress
of the United States passed the Fugitive Slave Law of
1793 which required that federal. state and local officials
in any stale to which a fugitive slave had escaped were re-
sponsible for his return and that anyone who heiped 2
slave escape or hid him from his master w. bjectto a
3500 fine

These provisions*were a part of the pnce pad for
southern acceptance of the Cggshtuton When their labor
was done the Founding Fathers had wntten a Conshtu-
tion without mentioning the words ‘slave” or “$lavery
But the world knew that the document they had produced
was desighed to protect even entrench the instituton of
slavery Ina realishc sense itwas understood that slavery
did exist, that it was deeply rooted, that it was believed to
be essential to seuthern cmlizaton, and- that the South
was deterrminegd to preserve it and had made it plain that
unless Stavery was recognized and protected thatsection
would not join the new union
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2b. STUDY GUIDE FOR : - o
“THE CONSTITUTION AND SLAVERY” - - .
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1 What does the term durante vita mean? “
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[ a M fi

; .
1 4 -3 A
2 Descrbe the purpose and conent of the three fifths ' .
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3 Inwhat wayﬁ;d the Constitution deal with the question
of the importation of slaves?
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2c.LYRICS TO “BID 'EM IN”

L

by Oscar Brown, Jr
-Bid 'emin Get'emin v

That sun i1s hot, plenty bright
Let's getdown with business and get home tonight

Y
L4

\ \Bd'emin Get'emin
Auctoning slaves s a reakhigh art
Bnng that young girt Roy. she’s

Bid emin Get'emin p
Now here s a real good bargain, about fifteen,
Her great grandmammy was a Dahpmey queen
Just look at her face. she sufe aint homely,

Like Sheba of the Bible. she's black and comely

Bid emin .Get'emin

I m gonna start,at 3, can | hear 3

Step up justgeta good look you'll see

I know you'll want her once you've seen her

She’'s young and bright and will make a darn
good breeder <

Bid.emin Get'emin

She's good in the field she can sew and cook
Stnp her down Roy, let the gentlemen look
She’s full up front and out in behind

Examine her teeth you've got her mind

Bid 'emin Get'emin

There's a bidder 3 for my man who's 50

$350 $325. can | hear $350

Your money aint earning you much 1n the bank
Turn her around Roy. fet him look at her flanks

Bid Emin ,Get'emin
$350, rm looking for4 .

400 1s a bargain sure .o
}s bid, $450, 5. $500 dollars, now look alive

Bid 'emin Gét'emin
Don't mipd them tears. that's one of her tncks
$5501sa bid and | won't say 6
She’s heaithy. strong and fully equipped
* She'll make a fine lady's maid when she's
properly whipped

Bid 'emin Geét'emin

6. $650 Don't be slow 7 1s a bid

I'm gonna let her go

At 7 she's going, going. gone

Pull her down Roy, bnng the next oneg’on
Bid 'emin Get'emin -
Bid 'emin

st

SCopyright 1966 by Edward B Marks Mus:cﬂ Corpora-
tion ‘Used by permission Performancecredit Broadtast
Music Inc (BMI) ‘
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The dea of-God in Negro spirftuals and gospel music
representsone of the greatest contributions to Amencan
culture The creation of Spirtual and gospel musiC was
hardly an accidentin Negro lfe It was a creation born of
necessity in order ghat the slave might more adequately
adjust himsetf to the new condition after having been
snatched from his homeland and brought to this new
world in chains
These songs are the expressions of the restnctionsand
dominatons which black peopleexpenenced in the worid
of slavery They represent the soul-ife of thepeople and
embody the joy and sorrow, the hope, the despai, the
pathos and aspiration of the newly transplanted peopie
" Speaking of the situation that gave nse to Negro spint-
Fals. James Weldon Johnson, Negro poet. once wrote
At the psychic moment there wags at hand the precise
rehgion for the condition in which he found himself
thrust Far from his native land and customs, despised
by those among whom helived, experiencing the pang
of the separaton of loved ones on.the auction block,
" knowing the hard taskmaster, feeling Ipst, the Negro
sezed Chnstanity, the religion Qf compensations in the
ife to come for the ilis suffered in the presentexistence,
the reigion which implied the Hope that in the next
world there would be a reversai of conditions, of nch

man and poor man, of proud and meek, of ;nastqrand )

siave The result was a body of songs voiCing a

cardinal wirtues of Chnstianity, patence, forbearance,
4 {ove, faith and hope
it must aiso be remembered thatthe Amencan church in
the South was the bulwark of slavery Religion was used
by slave masters to make slaves docile or break them
in to therr ifeotsiavery, and to preventthem from running
away Most slave masters preferred a religious slave
because he was taught that slavery was God's will, and
that, when whipped, he must not find faull, for the Bible
says, - He that knoweth jus master's will, and does it not
shall be beaten with mény stnpes *

Henry Box Brown. a former slave, wrote in his Narra-
tive on the subject . R

The great'end o which rehg;on 1S here made to mmnster

1sto keep the slavesin adocileand submissive frame of

_mind, by instikng intg them the idea that if they do not

obey their Masters they will infallibly goto helf

White masters and minssters taughtthe 'slaves that they
did not deserve freedom, that it was God's will that they
were ensfaved, that the devi] was creating those desires
for hbeny in therr breasts, and that runawgys would be
expelfed from the church Then followed ti{e slave beat-
tudes. blgssed-are the patient, blessed arg the faithful,
bigssed afe the cheerful, blessed are the dbmussive,

blessed are the hardworking, and above all. blessed are
the obedient PR

Lungsford Lane. another former slave who left a nar-
rative on this subfect, reported that in the Baptist chugch
he .
was often told to by the minister how good God was In
bnnging us over to this country from dark and be-

__ mighted Africa, and permitting us to hsten 1o the sound

of thre gospel .
| often heard select portionis of the scriptures read
And on Sabbath there was one sermon preached ex-
pressly forthe colored people | became quite famuliar
with the'texts Servants be obedient to your masters”
— Not with eye $ervice as men pleasers” —He that
knoweth his master's will and doeth it not, shall be
beaten with many stripes,” and others of this class for
they formed the basis of most public instruction to us
Most siaves, however were repelled by this brand of
religion that therr mmrasters taught, and formulated neway
ideas and practices in their slave quarters The siave's
religious principles were colored by his'own longings for
freedom and based on passages from the Old Testament,
struggles.ofthe Jews, beautful pictures of a futurelife, en-
chantmentand fear, and condemnation of sin Frequently
the. praise meetngs started on S'aturday or Sunday eve-
nings and lasted far into the might
A syncretsm of African and conventional religious be-
hefs, the praise meehng in the slave quarters was unique
it'the United States Slaves had an intense emotional in-
votvement with their God every week, and the meetings
were scenes of perpetual motion dnd constant song
Shouting. singing, and preaching, the slaves released

_ all of their despair and expressed their desire for freedom

i therr spintuals The emphasis, words, phrases, struc-
ture, and call and response pﬂern of the spirituals was
[

. the umque creation of black s

The spiritual, reflecting the day-to-day expenence of
the slave, his troubles,’and hope of release from bondage
represented, as Fredenck Douglas wrote, the sorrows
of his heart,” and certain themes are discernible For ex-
ample. one of the strikyng charactenstics of the spirituals
was the frequent reference to meeting fathers, mothers,
relatives.and fnends in Heaven Although possibly related
1o ancestor worship in Africa, songs of this nature prob-
ably grew out of the slaves' longing to be united with loved
ones torn away from them by their rasters Forconsola-
tion, the slave sang

When we all meet in Heaven

There is no parting there,

When we all meet in Heaven

There is nqgarﬁn,g there

; 109

L7 . .




-3

ERIC

Aruitoxt provided by Eic:

Often the real world of the slave and his reaction 10 it ap-
peaRyd even more explicitly in the spirituals, and were
described in graphic terms

No more rain fall for wet you. hallelujah

No more sunshine for burn you

Dere’s no hard tnals

Dere s no whips-a-crackin

No evil-doersan de Kingdom

All s gladness in de Kingdom
Slayes sought some hope, some solace for their suffer-
ing In the spiritual Toalmg from day to day they sang 1o

*highten their burdens’ .

Breddren dont get weary ,

Keep yo lamp trm an a burnin

Fo- de work 1s mos’' done
While Willam Wel's Brown former slave, was working for
a slave trader he often heard the slaves singing these
words as they were carfied to New Orleans

See these poor souls from Africa

Transported to America

We are stolen and sold in Georgia,

Will you go along with me?

We are stolen and sold in Georgia,

Come sound the jubilee!

See wives and huébands sold apart

Their chidren s screams will break-my heart
There sa better day a-coming

Will you go along with me? -

There s a better day'a-coming~"—""

Go sound the jubilee! -

Slaves longed for earthly freedom and4hey sang tintheir -

spirituals which had double meanings
O Canaan, Sweet Canaan )
I'am bound for theland of Canaan
Canaan-of caurse, was the free states of the North
was the free states of the-North
While the spirtualsrevgal thé slave's attitude toward his

. condiieniniife, they are. ke most sacred songs, pnmanly

refleguons,of his religouconcepts In this regard, sev-

*eral distinctive features are presentn a majority of the

songs the slaves sang Theserinclude their search for
God in the wilderness, storms, rocks and valleys in order
to obtain rehef from the pain, weanness and troubles of
the world. or patience tg bear them The strong sense of
family"and community sdhdamy Is indicated by frequent
references td relatives and friends by name 'Because the

chureh served as a major social center in the qud?!grs )

there are numerous references 10 “gojng to the meetin

Often the slaves were so filled.with the Holy Ghost (the
Spint). they forgot %5&; oppression th an outburst of
shouting and singing Therr joyful voices to the Lord indi-
cated that they valued the ideas of personal honor, godly
ving. strict mprality.<ntegrity. perserverance, falth free-

dom, and fa% Me
F4
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Gospel and Spintud

?

"1 Soon ! Will Be Done With
The Treubles of The V}lorld"

-\

2e. VIEWING GEEE ONSPIRITUALS
-—

Directions: Listed below are the tifles of eleven spintuals
Excerpts of each will be heard in From Jumpstreet
syou histen, pay careful attention
to the lyrics. Make notes below of lyrics that reflect a) the

ihons of slavery and b) a response to these condi-
nons Some will be appropriate in both columns

Conditions

e

Response

2
L 4

2 Couldn t Hear Nobody Pray

.

L

3 Steal Away

»

4 Deep River \

5 Roli Jordan Roll  «

-

6 Don Found MySLost Sheep’

% Plenty Good Room

8 Let fe Fly

g "My Soul's Been Anchored”
. &

-

10 'Ezekiel Saw de Wheel”

.

11 JoshJa Fought The Baltidas .
" 9 ? ’

of Jencho

-~

!
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. 2f. LYRICS TO “PATTIN’ JIBBA" -

| l

Jibba, Jibba ) .
Jibba this 'n Jibba that
'n Jibba kill a yellow cat & .

) ‘n bend over double trouble ¥tbba

Sift the meal
Give me the husk
Cook the bread
Give me the crust

- Eat the meat

\

Give me the skin
'n that's where my momma’s troubles begin
Jibba this 'n Jibba that

'n Jibba kill & yellow cat
'n bend over-double trouble Jibba .

Jibba up, 'n Jibba down
'n Jibba all around the tawn

Bend over double trouple Jibba "’

»

.
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2g. UNIT QUIZ: SLAVERY

1. Which of the following 1sa parfof the U'S Constitution?
A The Dred Scott Decision
B The concept of durante vita -
C The Three-Fifths €Eompromise. -~
‘D The Fugitive Slave Law

.

2 The word “slavery” appeagsm the U'S Constitution
A Once

B Seven times
C Thirty times
D Notatall

.

\

3 Compare the Briish Sommersett Case with the Fugr-
tve Slave Law of 1793

4 Lstthree conditons of slavery thatillustrate the concept
of the slave a5 property 3

-
“ N /\

)

5 Describe at least two ways by which slaves typically
used music and ‘dance’as a form of protest, citing
specific examples .

6. Select one spintual that you have heard and explain its:
meaning
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Unit 3.
Post-Civil War America
(1865-1880) |

For Blacks in America, this is a pernod marked by great
hope and equally great disillusionment Slavery has finally
ended and the nghts of black people are at last recog-
nized in the United States Constitution But these nghts
are yust as quickly abndged by state laws, such as SQuth
Carolina's Black Codes Thus. the realty of life in the
south for black people during Reconstruction was often
particularly harsh, and many sought relief and a new hfe
In the north and west The vocal music that Is prominent
In this period—primarily blues and spifituals—reflects
the paradox of hope and disillusionment that Blacks fre-
quently ived with This can be demonstrated in twa pro-
grams in the From Jumpstreet series Gospel and
Spirituals and Blues Country To City '

Unit Goal
Students will be abte to recognize the pagadox of hope
and despair that black Americans experienced dunng
this period the socidl and legal cwwmstances that con-
tnbuted 1o i1, and the expression of

black music that develope ’

Objectives
1 Identfy discrepancies between federal and state laws
that affected black people during this penod
+ 13th, 14th and 15th Amendments
» South Carolina's Black Codes
2 Characterize living condions in the south that gave
rise 10 disillusionment among freedmen
* Ku Klux Klan activities
* Electoral system
« Patterns of jushce
3 Identfy at least three reasons for the migration of
Blacks out bf the south dunng the period and
compare these with patterns of migration today
»« Educational’opportunities
* Job opportunities - -
* Land ownership

114

4 Identty two major musical genres of the period
* Spintuals . .
* Blues .
Materials ' .
FROM JUMPSTREET .
#2 Gospel and Spirituals
#3 Blues Country To City
HANDOUTS
3a The Historical Setting
3b Legal Status of Biacks
3¢ Blues Country To City Viewing Guide
3d Realities of Reconstruction »
3e Gospel and Spirtuals ghewng Guide
3f Reasons for Migration
~ 3g Blues Country To City — Thoughts for Review
3h Unit Quiz Post-Civil War Amenca
Time
7-10 class periods
Procedures
1 The first objective of th|s unit—to identfy das0rep
ancies between federal and state laws that affected
black people during this period —can be effectively
“achieved by a comparison of the three constitutional
amendments that were ratified duning the late 1860s
and a sampling of state laws This informaton Is
contained In Handquts 3a and 3b
Distribute the handout to students, assigning each
stufent or pair of students an amendment or"code
section Ewther in class or as homework, students
should prepare a poster that capsulizes In everyday
language the substance of the law Display these
posters and discuss with students the dnscrepanmes
in the two sets of laws ¢

. 4
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2 To illustrate this pargdox in the everyday vocal music
of the penod, sho nts "Blues. Country To
City.” Anaccompanying Viewmg Guide (Han,.lt 3¢)
requires students to categorize Several of thefsongs
they wyll hear according to Whether they reflect hope

- or disillusionment While not all songs on the pro-
gram were created dunng this perlod the general
form of eountry, blueg 1s-considered to have
evolved then ¢

It may be useful after the first song has been heard
10 stop the tape and discuss students’ responses
The fact that it may be difficult to categonze several
of the songs in one way or another 1S Indicafive of the
inherent paradox

3 To illustrate reasons why Blacks were disillustoned
with hfe In the south duning Reconstruction, distribute
10 students Handout 3d — Realities of Reconstructon
—which contains,three selections from Eyewitness
The Negro'in American History by Willam Katz (New
Yok Fitnam, 1971) These might each be assigned
. 'to a differerit group ofstudents, eath of which'could
either report back on therr findings or create a role-
playing situation that illustrates their findings

4 Spintuals—the prevalent black religibus music of the

« penod —similarly express the tensions’of the day, as
well as the inherent tope for the future This can be
demonstrated through Segments 4 and 5 of "Gospel
and Spintuals Although only excerpts from each
spiritual aré presented, thd songs are identified on the
accompanying Viewing Guide (Handout 3e) to help

, students follow the prdgression In this Guide.
students are asked 1o note the major theme of each
‘work as a transition o a clasg discussion of how
such music reflected the lving conditions Blacks
faced and how they fesponded 1o it through religion

5 Miggdton is a fairly common pattern among Amern-
cans today. with an estimated move evefy six years

for most people This topic can be further explored .

through the following activities
a With students, Instorm two hists one that In-
dicates the thifgs peeple move 10. the other,
things tl‘(ey\-ﬂg\;e from Have the students ar-
range each list. n order of prionty, giving reasons
for their choices -~ :
b Discuss, or rassign a short essay on the impact
. of major geographic moves on the family as a
. means of helping students 1o personalize the
material that will follow
“#¢ Dwide the class INto four ggoUPS, assigning each
group the tagk of reportihg on Qne section of
andout ﬁeasons for Migration) ‘While the
* data in théffbading on ‘education 1§ from a later
,ﬁerrod (1916), the circumstances described in
e piece were true of this period as well

Have each group hist reasons people durnig
the Reconstruction period moved 10 something
or away from something else@nd see if the class
can-place these in pnonty order Also compare
*this ISt with their reasons for moying in contern-

porary times, as listed under a

Branson, Margaret and Edward France The Human' ~
*  Side of Afro-American History New York Ginn and -

-

6 Asa culminating activity, rescreén Blues Country To
City, distnbuting and/or reading to students "Tho\rghts
For Review” (Handout 3g), which asks them 10
reflect on what today’s music has inhented from the
blues

7 AQuiz (Handout 3h)is prowded to assess students’

) mastery of this unit's objectives

Recommended Reading

Berry, Mary Black Resistence/White Law Englewood
Cliffs, New Jersey Prentice-Hall Co , 1971

Blaustein, Albert and Robert Zangra il Rights and
the American Negro New York ent Press, 1968

Co, 1972

Dubois, WE B The Souls of Black Folk Greenwich,
Conn Fawecett Publications, 1977

Frankhn, John Hope From Slavery to Freedom New
York Alfred Knopf, 1974

Hughes. t.angston Selected Poems of Langston Hughes
New York Alfred Knopf, 1959 ’

Jones, LeRoi Blues People New York Willam Morrow
and Co, 1963 ’

Katz, Willam L Eyewitness The Negro in Americdn
History Belmonts CA Pifman, 1974 '

Logan. Rayford The Betrayal of the Negro New York
The Macmitlan Company, 1965

Pinkney, Alphonse Red, Black and Green New York

Cambndge University Prgss. 1976

Rowe, Mike Chicago Breakdown New York Da Capo.
1979 ’

Discography

American Folk Music Ballads Folkways FP 251°

American Folk Music Social Music Folkways FP 252

American Folk Music Songs Folkways FPe253

B B King Alve and Well Blues Way 6031

Withe Dixon What Happerted to My Blues Ovation
QD-1441 )

Jazz, Volume 2. The Blues Frederick Ramsey, Ed
Folkways FJ 2802

Robert Johnson King of the Delta Biues Singers
Columbia C 30034

.Lets Get Lobse Folk and Popular Blues Styles from the

*Beginnings to the'Early 1940s New World NW 290

Living Chicago Blues Alligator A 7701-7703

Brownie McGhee and Sonny Terry You Hear Me Talkin/
Muse Records 5131 .

?Musrc Down Home Folkways FA 2691

The Story of the Blues, Volume 1 Columbia CBS 66218

The Story of the Blues, Volume 2 Columbia CBS 66232N

v
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3a. THE HISTORICAL SETTING
S

! Immediately after the Cuil War, southern whites began to

establish Black Codes for the Negro and to etfectively dis-
franchise the race Withthe approval of the federal govern-
ment. particularly the Supreme Court, it was determined
that Blacks’would remajn slaves in principle if not in
name While many factors acgounted for the great migra-
tion of Blacﬁdom okthe South, violence played a crucial
part Since Blacks were no fonger the private property of
the slave holder. and thereby no longer important eco-
nomiC investments, lynching ‘was deemed 'a suitable
means of maintaining control over the powerless Blacks

" By the opening decades of the 20th century it has been

estimated that lynchings of Blacks occurred at a rate of
twoa W mobs, which included a cross-section
of the community, frequently advertised their activi-
ties n the pawspapers In general, every cohcevable
form of barbarous treatment awaited black people
Inaddition to violence, the economic phght of Blacks in
the rural south was severe Unemployment was high and
when the landless Blacks were able o secure work, they

were relegated o positions paying subsistence wages
Health and samtary facities, where they existed. were

substandard And while educational facilihes for whites

were imited, those reserved for Blacks were, in general,
deplorable .

This peniod then witnessed the massive redistribution
of Amenica’s black population The north, as any place
outside the south was called, encouraged black migra-
tion because !t needed a cheap labor supply, while the
less than human conditions 1n the south repelled the
Blacks .

The two major motivations for black migration, then,
were economic improvement and the desire 1o gscape
violence diregtedragainstthem However, upon reaching
the north, Blacks soon learned thatconditions there were
httle different or better Where they had faced lynch mobs
In the south, in the north they were victims of savage race-
nots Major nots erupted in East St Louis, lihinois in 1917,
andin Chicago and Washington, D C in 1919. Indeed the
summer of 1919 has been called the "Red Summer" be-
cause 26 major race nots erupted betwesn May and
September Hundrels of Blacks were killed and thou-
sands more injured In additidn, gangs of whites frequently
roamed through the black community, terrorizing its
inhabitants In wirtually all cases, the police and other law
enforcement officials either assisted the mobs or ignored
them
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3b. LEGAL STATUS OF BLACKS

1. CONSTITUTIONAL AMENDMENTS | -~

THIRTEENTH AMENDMENT (1865)

SEC 1 Neither slavery nor invoiuntary servitude, as a
punishment for crime whereof the party shali have been
duly convicted, shaif exist within.the United States, or any
place subjectto theu/;unsdmnon

FOURTEENTH AMENDMENT (1868)

SEC 1 All persons born or naturahzed in the United
States, and subject to the jursdiction thereof, are citizens
of the United States and of the State wherein they reside
No State shall make or enforce any law which shatl
abridge the pnvileges or immunities of citizens of the
United States, nor shall any State depnive any person of

life, liberty, or property, without due process of law, ngh

deny to any pemon within its junsdiction the equal protec-
tion of the laws

FIFTEENTH AMENDMENT (1870)

SEC ¥ The nghtof citizens of the United States to vote
shalt not be denied or abridged by the Unt@4 States or by-
any State on account of race, color, or previous condihon
of servitude

SEC 2 The Congress shall have power 1o enforce thns
article by appropriate Iegaslauon

{I. SELECTIONS FROM SOUTH CAROLINA'S
BLACK CODES
(Acts of the General Assembly of the State of South
Carolina, 1864-65)

HUSBAND AND WIFE

v Every colored child, heretofore born, 1s declared to
be the legiimate child of his mother, and alsp of his colored
father, if he 1s acknowiedged by.such a father

vir One who s a pauper, or a charge to the public, shail
not be competent to contract marnage Marnage betwesn
awhite person and a person of color, shall be illegal and
void

ix. The marriage of an apprentice shall not, without the
consent of the master, be lawful

MASTER AND APPRENTICE

xvii Males of the age of twélve years, and females, of
therage of ten years, shall sign the indenture of appren-
nceship and be bound thereby. '

xxu The master shall have authority to infict moderate
chastisement and impose reasonable rgstraint upon his
apprentce, and to recapture him if he c@ans from his
service

-

CONTRACTS FOR SERVICE

xxxv All persons of color who make contracts for
service or fabor shall be known as servants, and those
with whom they contract shall be known as masters

xxxvi Contracts between masters and sérvants, for one
month or more, shall be in wnting, be attested by one
white witness, and be approved by the Judge of the Distnct
Court, or by a Magistrate’ .

xlm For any negiect of the duty to make a contract as
herein directed, or the evasion of that duty by the repeated
employment of the same_persons for periods Iess than
one month, the party offending shal be.guiity of a mis-
demeanor, and be liable on convichon 10-pay a sum not . |
exceeding fifty dollars, and not less than-five dolfars, for
each person so employed No written contract shall be
required, when the servant voluntanly receives no re-
muneration, except food and ¢lothing

xlv On farms or in out-door servicé, the hows of labof,
except on Sunday, shall be from sun-rise'to sun-set, with
a reasonable interval for breakfast and dinner Servants
shali rise at the dawn in the morning, feed, water and care
for the ammals on the farm, do the usual and neédfui
work about the premises, prepare their meals for the day,
if required by the master, and begin the farm work or
other work by sun-rise The servant shalt be careful of all
the animals and property of his master, and gspecially of
the arimais and instruments used by him, shalt protect
the same from injury by other persons. and shall be
answerable for all property lost, destroyed or.anjured by

" his negligence, dishonesly or bad faith

~  MECHANICS, ARTISANS AND
SHOP-KEEPERS

* ixxn No person of color shall pursue or prachcethe art,

trade or business of an artisan, mechanic or shopkeeper,
orany other trade, empioyment of business (besides that
of husbandry, or that of a servant under a contract for
servicas or fabor) on his owf®account and for his own
benefit, or in partnership with a white person, or as agent w
or servant of any person, unti he shall have obtained a
license therefor from the Judge of the District Court,
which license shall be good for one year qnly

-
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* - 3¢. BLUES: COUNTRY TO CITY
VIEWINQG QUIDE ) .
L. ]
. Directions: You will hear‘the songs listed below as you
watch Blues Country to City Listen to the lynics and °
decige if tHey reflect a sense of hope or disillusionment
,«Jotgdown specifiG lyncs to support your decision” N
. ‘ 4
HOPE DISILLUSIONMENT OTHER
* 1 'Severtth Son™ ’
(Wilhe Dixon) %
. L]
*
~
~
2 'Hootchie Coochie Man
{Willie Dixon)
>
. - - *
-3 The Sun's Gonna‘Shine In -
" My Back Door Someday’
(Sonny Terry & Brownie McGhee)
L] —{, . -
7 .
. -~
4 "Stonefony Blues” \
(Charlie Patton) -
- . - . * N \‘r
5 "Mo Jo Hand"” -
(Lightnin’ Hopkins).
- N 5
e
. hY
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3d. REALITIES OF RECQNSTRUCTION
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PART A THE POWER OF THE KU KLUX
ThroughoutReconstructon, masked groups such as the
Klan had power which was greater than their numbers
would indicate and influence that reached into every part
of local and state government Colonel George W Kirk of
the North Carolina state troops gave this picture of Kian
power fw his state
| have spoken of their having t}e law and the courts
all on their side The junes were made up of Ku-Klux,
and it was impossible for'any of the loyal people to get
jushce before the courts Notless than fifty or sixty per-
sons have been killed by the Ku-Klux in the State, be-
sides some three or four hundred whippings, and there
has never been a man convicted out of aft those that |
have heard of Out of all those that | arrested, against
whom there was as good proof as could possibly be
given, enough to convict anybody before tweive honest
men. | do not think one has'ever beentned They know
very well when they commit these depredations that
they will be cleared and #t just makes it that much worse
for the loyai people |f they prosecute them for debt or
“tor anything else they fail €olored men cannot get
jushce, cannot get their hard earned money They agree
1o give them part of the crop. and about the time of the
.harvest they charge them with something and runthem
oft ¥hey dare not.say a word
(From Eyewitness. the Negro in American
History. Third Ediion, by Wilham Loren Katz
Copynght © 1974~by Pitman Pubhshing Cor-
poration Repnnted by permission of Pitman
Learning, Inc 3}
PART .B A MISSISSIPPIELECTION VIOLENCE
The electton of 1875 in Mississippi-was the scene of
bloody massacres of Negro voters and their white fnends
These letters to the Republican Governor, Adeibert Ames,
picture the mounting threats that were received and the
violence that took place as Electhon Day approached The

" first letter 15 from Senator Charles Caldwell, a fearless

Negro Republican leader, who was assassinated a few

" months Jater by his polihcal enemies

The inimidation and threatening of colofed voters
contnues uninterrupted, and with as h system,
determined purpose, and combination of effort as if it

. were a legitimate means of canvassing and the chisf

oneto berelied onincontrolling the colored element

N

PPN N

L

{Letter from 300 Vicksburg NegrQ volers ) we
are intimidated by the whites We wants 10 Eld
meetrgs, but it is impossible to do so. If we d
they will say we are making an invasion-on the City
and come ouf (10) kil us When we hold church
meetngs. they breakes that yp, our lives are not
safe in our houses

{Letter of HW Lews of Columbia, Mississippr)
Dear Sir Everything in this and adjoining‘counties is
up 1o fever heat The 24-pound cannon thunders

- forth every night The brass band accompames the
democratc speakers, together ‘with ab0ut 50 hot-
headed young men, and assassinabion and biood-
shed are openly enéouraged Our voters are very
much overawed, and (we) fear we cannot get out
more than one-half of them

(Letter from a group of Negro Republicans) Dear .
Governor “We here give you notice that the white
people of this towne have jest received, by express
from New Orleans, three boxes of guns and &lso
some boxes of pistols for the pogpus of a notin this
place, while we have not got a gun or do not want
any destrubemenst, and we asks you for our protec-
tion or helpe some way or erther, knowing that you
are our govnor and the only heip for us Please give
us some helpe we ask agin )

(From Eyewitness. thé Negro in Amerncan

+ History. Third Edition by William Loren Katz

Copynght € 1974 by Pitman Publishing Cor-
pofation Repnnted by permission of Pitman
Learning, inc, Belmont, California} -

PARTC JUSTICE THE /MPUDENCE TO RUN
AGAINST A WHITE MAN"

Secyet terronst organizations roamed the South after
the Cwil War The most famous of tHese ant-Negro groups
of sodthern whites was the Ku Klux Klan, formed in-Ten-
nesseein 1866. Butthere were a number of other groups
of white supremacists that fought congressional recon
struchon plans and increasing black poiiical participatidn
with force and violence—The Knights of the Whtte
Camelia in Louisiana, The Knights of the Rising Sun in
Texas. the White Brotherhood, The Pale Faces, and the
'76 Association In time, the terms "klansman" and "Ku
Klux" meant any terronst, whether he belonged 1o the Ku
Klux Kian or another such band .

Dressed in white robes and hoods, Klansmen broke
up Republican mestings, threatened Radical leaders, and
abused, lynched, and killed Negroes Shootings, mur-
ders, whippings, plundenng, and other acts of violence
reached such a peak that Klan leaders themselves tned
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P 4 ¢ .
without success td disband their orggnizatons Congress-
men became alarmed at the widespread lawlessness in
the South, and they started investigations into Klan activ-
iies and membership in 1871

Here 1s part of the teshmony that Andrew J Flowers, a
~black, gave at one of the congressional heanngs In this
excerpt, Fiowers tells congressmen what happeried 10
him bgcause he had the impudence 1o run against a
white man in an electhon for justice of the peace .
Source US Congresé‘ Jeshmony Taken by'the Joint
Select Commuttee to inquire intd the Condition of Affairs
in the Late Insurrechonary States. Vol. XtH, Misceilaneous
and Fionda, 1872

LY

Washington, D C July 151871

_QUESTION. Tell all that they said

. ANSWER. They asked me what was my name | told
them Then some of them sad, O, yes, you are the
rrfan we are looking for” and $o forth One of them told
me they were going to kil me.  He had a pistol in his

hand. After they got me out of doors, the captan of

the organization (they called him captain ) told me
that he was going to whip me, he said he would give
me twenty-five lashes, that{ had had the impudence to
run against a white man for office, and beat him, that
they were not going 1o allow i, that it was an organiza-
tion organized by them 1o stop negroes from hoiding
office, and 1o put out of office thosethat had office; that
if they did not get out of office by being toid or notified
or whipped, they were going {0 kill them

Andrew J Flowers (colored) sworn and exa neds-/ QUESTION They whipped you' until you promised-to

By the Chairman (Mr Poland)

QUESTION Where do you lve?
ANSWER In Chattanooga, Tennessee

QUESTION How long have you fived there?
ANSWER Since Ju!yé‘1865 ~

QUESTION What has been your.business since you
tived in Chattanooga What trade have you followed?

ANSWER The only trade | followed was coopenng |
learned the trade of coopenng there within the last two
or three years '

QUESTION Do you now hold some office? 7
ANSWE‘R Yes, sir, I am a jushce of the peace

-

whole county? .

ANSWER Yes, sir, for the whole county

QUESTION How many justices were elected at the
same time as yourseif?

ANSWER | was the only colored man, the other two
were while men R

QUESTION Since you were elecigd fast August have
you seen duty as a magistrate or jJJstce of the peace?
ANSWER | have.

QUESTION 1 want 1o induire of you particularly in refer-
ence to some wiolence which it has been understood
was committed upon you a short time ago Tell us the
story in reference to that.

/_ —QUESTION You are now a justice of the, peace for the

. ANSWER On the 17th of last, month | went,out from

Chastt;g:ga to Whiteside on a wisit 10 a school which

my si asteaching | wentdown there on Saturday
night and staid all night My sister 1s teaching gchool

. therg /‘ .

QUESTION You went down on Saturday night and staid
over Sunday?

ANSWER. Yes, sir

QUESTION State all that took place
ANSWER On Sunday nignt, between 11 and 12, or 10
and 11to'clock | cannot say exactly which .1 woke up,
" and there was a crowd of men, all with masks, around
me, with pistols in their hands They waked me up
They called'me by name, they took me out near a mile
from the house. :

resign your office?
ANSWER Yes, sir

QUESTION State as much of the conversation as you
can remember —all said from the tme they came unhi
they let you go

ANSWER When_they were taking me out of the door,
they said they had nothing particular against me, that
‘they ddn’t dispute | was a very good fellow, and they

had not héard anything wrong of me, but they did not

intend any nigger 1o hold office In the United States, that
they were going to stopit, and fere goingto whip meto
show that | was not 1o have the impudence 10 run
againstany white man in an electhon as | had done, and
that! might noty a couple of other colored men that we
have In our city — members of the City board —that they
weregoingto getthem Theysaid further thatany white
man who had anything to do with my elechon® if they
. got holq of im they would treat him just as they did me

(From The Human Side of Afro-American His- 3

tory, compiled and edited by Margaret Shbmmann
Branson and Edward E France, *Copynght,
1972, by Ginn and Compdny (Xerox Corpora-
tion) Usedllwuth permission

‘
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3e. GOSPEL AND SIRITUALS VIEWING GUIDE .
S — ‘\' .

y —
Digections: As you view Gospel an_d\ Spirituals, you will

,hear excerpts of the spirituals listed below Mote the

specific theme of each song, i e., whatconditon(s) does

*+  the song refiect?

)

-

P s " .'
\ . v, [

!

1.Soon | Will Be Done With
The Troubles of The World"
(Howard Roberts Chorale)

v

- .

t

- 2 "Couldn't Hear Nobody Pray”

(Fisk Jubilee Singers) -.

3, Plenty Good Room” -
(Roland Hayes)

5

-

4 "Let Me Fly”
(Paul Robeson)

) s

5. "My Saul's Been Anchored
In The Lord"
" (Manan Anderson) .

¢

. ¢
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PART A EDUCATION Lets Go Where Our Children
Csa Educated”

Almost without excepton, parents the world over wanta
good-educaton for ther children 'Yetin the rural South,
“colored schools” often were so inadequate that even
learning basic reading and wnting skilis was difficult Many
black parents left the South, hopihg that in the North their
children might be educated The following excerptis taken
from an extensive study of Negro educaton made by Dr
Thomas Jesse Jones It makes clear just how great the
ditterences were between white and ‘colored” schools in
Mississippi in 1916
e (’—~Source U S Departmentof Health, Education and Wel-
are, Office of Education Jones, Thomas Jesse Negro
Education, Vol I, Bulletin 30, Washington, D C Govern-
ment Pnnting thqe, 1916, pp 14-15.

The school populaton i1s 50 per cent colored There
are seven white and two colored schools The average’
salaries paid 1o ‘white assistant teachers 1s $75 per
month The average salanes paid to colored assistant
teachers 1s $32 50 per month The average number of
. ﬁupﬂs taught by whites 1s 30 and the average number
ught by colored 1s 106 .
In the county there are no agncultural high schools
or in fact Mgh schools of any kind The whites in the,
¢« samecounty have.an agncultural igh school of “mag-
officent proportions” and “excellent facilites,” a Iterary
h school and about ten consolidated schools
Negroes complain that the authonties are building
white SChools in communities where the negro popula-
ton ts five times 4s great When they first sought to es-
tabhish these consolidated schoois, there was a prow-
-7 sion that everyone must pay taxes to support them
Negroes who were required to pay large taxes refysed
because they were denied the benefits of the schools
A layw was passed with the prowvision that the majonty of
qualified electorg in a county supervisor's distnct might
secure one of these schools on petition to the Board of
Supervisors and with the understanding that they would
pay taxes But negroes are not qualified electors and
consequently have no.schools. .
in Liberty Grove the white schoo! goes 1o the twelith
grade, with courses also in fusic Automobiles bring
the children to school and carry them back. The negro
school 1n the same community has Only one teachar
gemng $25 per month and teaghing over 200 children
There are two large negrQ degominational schools,
Jackson College and Campbell College, which serve
to supplementthe public schools provided by thecity. ..

The supervisor of white elementary rural schools in
one of the States recently wrote concerning negro

schools "k never visit one of these (negro) schools

without feeling that we are wasting a farge par of this
money and are’neglectry a great opportunity The
negro schoolhouses are miserable beyond all descnp-
ion They are usually without comfort, equipment,
proper ighting or sanitation Nearly all of the negroes of
school agen the distnct are crowded into these miser-
able structures dunng the short term which the schoot
runs Mostof the teachers are absolutely untrained and
have been given certificates by the county board, ot
because théy have passed the éxamination. but be-
cause 1t 15 nedessary to "haye some kind of negro
teacher Among the negro rutal schools which | have

wisited, | have found only one in which the highestclass

knew the multiplication table ™
(From The Human Side of Afro-American His-
tory. compiied and edited by Margaret Stmmann
Branson and Edward France, *Copynght. 1972.
by Ginn and Company (Xerox Corporation)
mission
)Used /wxh permissio

PART B JOBS "Help Wanted in the North™ oy

Dr Emmett J Scott. Secretary-Treasurer, of Howard
University and a team of expenenced social science re-
searchers investgated the economic motives of the thou-
sands of black workers who left Alabama, Georgia,
Flonda, and Mississippi They concluded that because
wages in the North were double and tnple thpse in the
South, many blacks headed for northern states Alftrac-
tive adverhsements appeared in Negro newspapers with
wide circulation in the South The examples cited below
aretaken from the Chicago Defender Although the wages
offered in these adverttsements seem low as compared
1o today's standards, they were unbeligvably high to a
southern black In 1915, for example, wages of farm
taborers in the South averaged seventy-fife cents a day
For domestc service, women earned $1 5010 $3 00 per
week plus board, while men received an average of $5 00
per week In southern towns, the chief employment
opportunities for blacks were in oil refinenes and lumber
milis, cotton compresses, railroad shops, and domestc
service Even skilled workers, such as carpenjers and
bncklayers, were paid just $2.00 to $3 50.per day
Source Scott, Emmettd Negro Migratipn Dunng the:

-

War, New York Arno Rress, 1969, pp 17, 18 ¢ .
Wanted— 10 molders Must be expenenced $4 50 to
$5 50 per day Wnte B FR Defender Office ,

. .
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Wanted - 45 giris for dishwashing Salary $7 a week
and board. John R Thompson, Restaurant, 314 South
State Call between 7 and 8 a.m Ask for Mr Brown

Wanted ~ 25 young men as bus boys and porters
Salary $8 per week and board John R Thompson,
Restaurant, 314 South State Street Call betwesn 7 and
8 am Ask for Mr Brown

Molders wanted Good pay, good working conditons

Firms supply cottages for married men Apply TL

Jefferson, 3439 State Street.

Ten families and 50 men wanted at once for permanent
work in the Connecticut tobacco fields Good wages
Inguire National League on Urban Conditions Among
Negroes. 2303 Seventh Avenue, New York City, New
York

Moiders wanted Alarge manufactunng concern. ninety
miles from Chicago, is in need of expenenced molders.
Wages from $3 10 $5 50 Extra for overime Transpor-

tation from Chicago only Apply Chicago League on —

Urhary Conditions Among Negroes T Arnold Hill,
Executive Secretary, 3719 South State Street.

w

ing Inaterials, they lived in crude dugouts or burrows
Foy fuel, they burned buffalo chips, sunfiower stalks,

d faggots cut from clumps of dwarf willows ahd cot-
tonwoods Duning the first year no houses of any kind’
were built above the ground They recewved httle aid
from the white settiers of the county, who resented them
so bitterly that Hill, blagn&d for bringing them 1n, was
forced to‘flee (When he returned to this section later,
however, he'was heid ih high esteem and Hill City was
named for him) T

This community was named Nicodemus not for the
Biblical character Hut for the tegendary Nicodemuswho

"came 1o America on a slave ship and later purchased

his liberty Of dm the plantatron Negroes of the South’
sang*
i Nicodemus Was a slave of Afrnican birth,
And was.bought for a bag of gold
He-was reckoned as a part of the salt of the earth
And he died years ago. very old ’ -

Nicodemus was a psophet’ at heart he was wrse

~ For he toid of the battie to come’

Now he trembled with fear when herolled uph
And he heeded the $hake of his thumb -~

eyes

Chicago
(From The Human Side of Afro-American His-
tory. compiled and edited by Margaret Stmmann
Branson and Edward E France, “Copynght.
1972. by Ginn and ‘Company (Xerox Corpora-
tion) Used with permission

~Wembers of the Nicodemus colony added the foliow-
+ing hopeful chorus,

Good time coming. good time Comrng
Long long time on the way.
Go tell Elyah to hurry up pomp -
To meet us under the cottonwood tree .
In the great South Splomon Valley to build up
The city of Nicodemus at the break ofday,

Crog failures followed mn morfotonous succession v
Even in 1883, a good crop year elsewhere in western =
Kansas. Nicodemus was seared by southwest winds
Many colonists, discouraged. abandoned ther claims
Others found seasonal work with white farm®s in the
county From a population of 500 in 1880thetownhad -
dectined 1o less than 200 by 1910 s, .

One of Nicodemus Tost able leaders, the Reverend
Roundtree — who wore a brand on one cheek as pun-

PART C LAND The Exodusters and Nicodemus'"

Emancipated blacks flowed in Kansas in such numbers

inthe 1870's thattheybecameknown as the “Exodusters

Just as thé Jews had once left Egypt in search of the

/’ promised land. so dig the fr en come to Kansas
lured by the hope of a better life and the false promises of

“forty atres and a mule "

‘ ) Benjamin (Pap) Singleton, who called himself the father—
of the Exodus,, persuaded more than 7000 Negyoes from
Tennessee alone 1o migrate In 1870 there were approx-

L

A

imately 17,000 blacks in the Sunflower State Ten years .
1ater trzlere were more than 43,000 Y ishment for having received educational instruction \~
Most of the blacks who came in 1876-1878 semed i fromhis mdster's son— taughtthe new citizens to read
and wnte At a State Fair in Michigan his pleas for the :

‘ one of Singleton’s three colonies Dunlop in the Neosho
valley. Singleton in Cherokee County, and Nicodemusin
Graham County Nicodemus was tfie only one of the
"Exoduster” communities o survive Here s the story of
the founding of that town
Source Kansas A Gude to the Sunfliower State Written
and compiled by the Federal Writers' Project of the Works
Project Administration for the State of Kansas New York-
The Viking Press, 1939, pp. 329-331
The “Exodusters” were organized in 1873 by Benlamm
(Pap) Singleton In establishing Nicodemus he was
aided by Topeka Negro leadersand W R Hill, a white
man from Indiana, who was speculating in land in west-
ern Kansas at that tme and was attracted by the large—
fees that homesteaders paid for assistance if obtaining (From The Human 8%e of Afro-Amerncan His-
land and file papers The firstgroup reached thistown- - 107 compilpdand edited by Margarel simmann

7 ) d Edward E France, *Copynght, J
site 1h the autumn of 1877, too late to plantcrops Th Branson an .
. hily . 1972, by Ginn and Company (Xerox Corpora- )
savingf$ had been spent for railroad fares an - : /
pen airoad fares and the pay tion) Used with permission

mentof fees Unable to purchase lumber or other build-

- calpny of Nicodemus brought several carloads of food
and a sum of money Assisted by Zach Fletcher, an-
other resident. he was successful in haing Baptistand
« Methodist churches erécfed These buildings are still
used by the community Afthough mostofthecélonrsts .
have had to begin work at an eany age, some have '
bedn graduated from college and a few have held
_ county offices Probably the most notable of these w¥s ,
E P McCabe,.state auditor (1885-1883), who latér -
became a territonial official in Olkehoma
Kansas Negroes observe August4 asEmancipation
. Day, because. according tolegend, thatwas the dayon
which Nicodemus® master laid aside is whip

(}“_

123




.

Q

ERIC

Aruitoxt provided by Eic:

-Country To City.” #t is noted how popular musicians of

<

-

39 BLUES: COUNTRY,TOCITY -
*  THOUGHTS FOHR REVIEW.

(34
[

Consider how people relate 1o popular music these days
Is music only for when people are happy? Are there times
when music can uplift us if we're féeling down?

In this segment of the From Jumpstreet senes, "Blues —

today (e g , Rolling Stones Enc Clapton, Johnny Winters)
were influenced by blues singer Muddy Waters, whose
reots are in the blues of the reconstruction era and the -
field hollers of slavery days ‘ A

For the slaves, music was their only release Complaints -
and protests, though stll voiced by many slaves, were not
permitted After the war, the limited freedoms granted
were quickly uswped Once again, song became the
only vehicle of expression

Music was one thing that could not be taken away *
Even when certain instruments (e g, drums) were
banned or became too expensive ta buy, people made
music Nng from everyday tools (washboards, etc ) ltwas
and 1s, Iterally¥a carze of “can't stop the music ™

As you watch this program, consider how this music
relates to our modern pop, rock country and blues music.
Fof example, when stars call for audience partcipation

*(the yeahs, screamnts, etc ), they are using a "9§" and re-

sponse” pattern that began in Afnca and was
Amenca

Listerrcarefully fir what else today's musig may have
inhented from these earlier expressions of life

rought 10

¢

-~
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1 All of the following except one were reasons for Blacks
to feel disillusioned with life 1n the South after the Cwil
~ War Select the exception . )
a Klan violence , -
b disenfranchisement of black voters
¢ poverty
d reunited families
e Black Codes

2 The fd?ng characteristics are evidentinsome black
music Use the following key to indicate the-penod in
which théy are most likely to be evident

* A, Before the Civil War

B After the Civil War
C Both before and after the Civit War
— 1 Unaccompanied human voices
2 Useof piano
— 3 Complaints about the overseer
—_ 4 Money problems

< — 5 Use of many instruments -
6 Work songs—Field Hollers
7 Banpo
— & Nightlife

3 The following reasons were given by immigrantgroups
in Amencan History for coming to the United States
Circle the reasons which also would have been given
by black people leaving the South after the Civil War,
1 to avoud religious persecution
2 economic prospenty :

3 educational opportunity

4 107 ay from sociaf or political persecution
5 for a better future for following generations
6.togeta "new start”

Bonus Question

Discuss reasons for Blacks' disillusionment after the Cil
War, using examples of lyrics from "The Sun’s Gonna
Shine In My.Back Door Someday” o illustrate the paradox
of hope and disillusionmentin the music we call “blues.”

1]
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Aruitoxt provided by Eic:

Unit 4. 7

The Turn of tlﬁo Twentieth Century

(1880-1914

N

As a resuit of the Hayes-Jilden Election of 1876 and the
polgical compromise that emanated from 1t the so-called
Negro problem was left'1o the states to resolve What

*this meant 4n effect was the reestablishment of white su-

premacy in the south During the following decades, the
south successfully repealed federal laws or rendered them
ineffectual and shaped national p%bhc opinion 1o the end
that Blacks should have no nghts in American socety.
and Iittle or no remedy In the courts of law

The Plessy v Ferguson decision of 1896, establishing

- the doctrine of separate but equal.” became the legal

and judicial basis foyﬁe continued segregaton and dis-
cnmination of Blacks in Amencan society It was a worid
of 'Jim Crow, " grandfather clauses, poll taxes, lynching.
race nots mob violence, white primaries, segregated
schools. segregajed housing. and discrimination in em-
ploymeat. Indeed. “"the betrayal of the Negro” (a term
coined by Rayford Logan) had taken place and would
continue untit 1954 -

Blacks responded to their condition musically with the

. blues, with spirtuals and with the early development of
jJazz By the early decades of the 20th century a new

medium —talking pictures — has become a major force in

" the entertainment industry and the musical and theatrical

expressions of Blacks were included From Jumpstreet

continges its histoncal and musical ddyssey 1o encom-
pass of the 20th century ,
Unit Goal :

Students will be able 1o compare the soctal and pohitcal
developments oOf the erawith the music tHat evolved within
the black community during the same period, defining
the meaning of Rayford Logan's phrase “betrayal of the
Negro :

Objectives r/\
1 Definethe prinCiple of separatebutequal andidentfy
the Supreme Court case from which it is denved

* Plessy’v Ferguson Decision
2 Cite four examples of situations in which Jim Crow
laws affected Blacks' civil nghts
* Education -
* Housing )
* Transportation
« Voling rights

3 Identify four styles of musiC thasevdlved in the black
community durning this period and recognize two
major composers, arrangerg or performers of each

* Mipstrelsy and musical comedy (Will Marion
Cook.James Biand, J. Rosamund Johnson,
Eubre Biake and Noble Sissle)

* Ragime (Scott Jophg, Eubie Blake, Tom Turpin)

* Concert music (Joseph Douglas. Sissieretta
Jones, Harry T Burleigh, Nathaniel Dett)

» Concert spinituals (Fisk Jubilee Singers)

4 Recognize the nature of sfereotyping In minstrelsy
and compare 1o the portrayal of Blacks in contem-
porary televiston programs

5 Select one of the following and compare the manner
in which each musical style reflects the social and
pohncal forces of the penod in which it evolved

* Blues and minstrelsy

* Spintuals and orchestral music of the "Black Na-
tonalist” schoof



~ ~

Materials '
FROM JUMPSTREET .
#4 Gospel and "Spmtu Is
#5 Early Jazz
#8 Black Music In Theater and Fim

HANDOUTS v
4a A"Jim Crow" Society .
4b Study Guide for ' A 'Jim Crow' Society”
4c¢ Black Music Al Thgrvko‘f the Century \
4d Study Guide for Black Music A\ The Turn of the
Century”
4e Unit Quiz The Turn of the Century -
Time
8-10 class penods -
Procedures

1 In introducing this unit, « wu||”bab|y be helpful to
review material covered 1n previous units, particularly
noting the disillusionment that surfaced in black com-
munities dunng Reconstruction One means of doing
this 1S 10 have the class recall a ist of hopes that the
newly freed Blacks probably had immediately after
the Civil War (1e , jobs, legal rights, suffrage, etc ) and
to have students rate on a scale of 1-5 the degree t0
which such hopes were achieved during the Recon-
struction Period Such a ranking can be reviewed
and revised/at the conclusion of this unit to see if any
progres_smﬁheseareas:sachueved dunng this penod

2 Foliowing this discussion. assignfor readmg

da A Jim Crow” Somety
4b StudyGUIde for “A Jim Crow) Society”
The Study Guide can be used a8’ the format for a
class discussio aad—fewew_pt/\ﬂals material As part
of this discussion, show students Segments 1-3 of
“Black Music in Theater and Film," in which L O
Sioang's Three Black Three White Refined
Jubillee Minstrels perform seyeral minstrel routines
that were commonly performed (mostly for white
audiences) around the turn df the century As stu-
dents watch, direct them to jot down examples of
stereotypung that are evident in these performances
Stop the tape just after the performance of "Walking
Talkngﬁnny" and list these examples Continue the
tape through L O Sloane's discussion of the tradi-
tion of blackface and his reasons fOr having de-
veloped this troupe

3 This discussion of stereotyping In public entertain-

ment can be extended o stereotyping still evident on
tetevision today Divide the class into as many gams
as there are television channels in your area kave
each team monitor one channel for a period of
evening hours and note 1) all black characters that
appear, 2) what roles they play (e g . doctor, judge,
mechanic, elc , rather than name); 3) whether they
are pottrayed In a stereotyped manner, and 4) if so,
what characteristics identfy the stereotype Compare
- these findings with those in procedure 2
4 Assign for reading
4¢ Black Music at the Turn of the Century
4d Study G/LQe for “Black Music at the Turn of the
‘ Century”

Review the questions on the Study Guide and screen
. for students the program "Early Jazz," all of which
concerns music of this period Several other program
segments that demonstrte music of this period are as
follows. Segment 4, Gospel and Spirituals, traces the
development of the Fisk Jubilee Singers, Seggnent 5,
Gospel and Spirituals exposes students to the work of
several of the composers highighted In the reading,
eg., Harry.lg
on, Segment 4in Black Musicin Theater
sses black musical comedy and gives

examp ‘ works of Will Marion Cook and Eubi&
Blaich ents have seen the segments previously,
a qURek review or recalldiscussion may be sufficient

§ In the previous unit, two styles of vocal music were
h:ghhghted fhat conveyed the hopes and distllusion-
ment of the newly freed Tris period sees the
development of ragime, arly azz, orchestral music
and minstrelsy, in addition to thg continuaton of blues
and spintuals The works aretkely to be more com-
plex musically and to be more instrumental than
vocal Assign.a short essay in which students com-
pare blues with one of the styles listed above in terms
of s reflection of somal and historical forces of ther

- penod ¢

/B~Review and reyuse the rankings established in pro-
cedure 1 to determine If progress in this area I1s
achieved during this period

7 A Unit Quiz (Handout 4e) 1s provided 10 assess stu-

dents’ mastery of the objectives of this unit
L4

Recommended Reading

Anderson, David Ed The Dark and Tangled Path Race
in America Boston Houghton Miffin Co , 1971

Betts, Raymond F ,Ed The Ideology of Blackness Lex-
ington, Mass D C Heath Co , 1971

Brown, Stering A Negro Poetry and D¥ama Washing-
ton The Associates in Negro Folk Education, 1937

Cnpps, Thomas Siow Fade (o B/ack New York Oxford
University Press, 1977

DuBog, WE B Autobiography of WE B DuBo;s MI";
wood,-New York Kraus ReprintCo , 1976

DuBois, WE B Souls of B/ack Folk New York Fawcett

Book, 1977
Feldstein, Stanley The Posgned Tongue A Documentax- .
Histary of American Racism and Prejudice New York
Willam Morrow and Co, 1972 -
Fhanklin,John Hope and Isadore Starr, Eds Tthegro n
oth Century Americe New York Vintage Books,

Ao P'ress. 1968



and Co, 1963
Logan, Rayford W. TherBetrayal of the Negro New York.
The Macmillan Company, 1965
Mitchell, Lofton. Black Drama A Story of the American
Negro in the Theater New York: Hawihorne Book .
Inc, 1967
Newby, Idus A Jim Crow's Defense Anti-Negro Though ..
in America, 1900-1930 Baton Rouge. Louisiana — 7
State University Press, 1965 )
Pinkney, Alphonse. Red, Black and Green New York
Cambndge University Press, 1976 A
Sochen, June, Ed The Blgck Man and the American N
Dream New York Times Books, 1971
Southern, Efleen The Music of Black Americans New
York WW Norton, 1971 N
Weinberg, Meyer, Ed WE B DuBois® A Reader New' :
York Harper and Row, 1970 -

Discography

Jones, LeRoi. Blues People New York William Morrow J/

. Louts Armstrong and Earl Hines 1928 The Smithsonian

Coliscton C 002 - ’
Brass Bands George Lew:s Funeral French Barclay ‘
920161 °
The Eighty-Six Years of Eubie Blake Columbia C2S-847 : .
Eubie Blake The Wizard of Ragtime Piano Twenteth
Century Fox 3003
William Balcom Pastimes and P/ano Rags Nonesuch -
H-71299
Roy Eldndge” Arcadia Shuffle Jazz Archives JA 14 /"‘\
Don't Give The Name A Bad Place' Types and Stereo-
types in American Musical Theater 1870-1900. New
World NW 265
Heliotrope Bouquet Piano Rags 1900-1970 Nonesuch
H-71257
Fletcher Henderson Deve/op/ng An American Orchestra v
1923-1937 Smithsonian Collection R006 ’

Scott Jophn Ragtime Pioneer 1899-1914 Rverside . . .
RLP 8815 " 4
Jellyrolt Morton Library of Congress Recordings River- .

side RLP 9001-2
Max Morath Plays the Best of Scott Jopin Vanguard
vSD 39-40

King Olver's Jazz Band 1923 The Smithsonian Col- / -~ ‘“.
lecton RO06 e . A
Piano Rags by Scott Joplin Nonesuch H-71248 ) v \
Steppin’ On the Gas Rags to Jazz 1913-1927 New o . . /’
World NW 269 -
Sweet and Low Blues. Big Bands and Ternitory Bands
ofthe 1920s New World NW 256 | : *

The Smithsonian Collection of Classic Jazz P6-11891 .
Fats Waller Piano Solos 1929-1941 RCA AXM2-5518 . ’ ”
World of Popular Music- Afro-American Follett Publish- . : \

ing Company, Album XLII '
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4% “JIM CROW” SOCIETY

z .

The phrase Jim Crow may be dated o 1830. lt1s said
- that Thomas Rice, a white entertainér, while performing
in a Balimore theater, Observed a black man singing and
dancing in an alley He/g%e the black man'sssinging and
dancing routine, an e song and cancature world
famous" -
Wheel 3bout, turnabout ) - .
Dance jist8o ° . )
Everyime | wheel about *
I shout Jim Crow
While most whites iiked the character, Blaeks despused it
because it seemed 10 symbohze all the negatwe stereo-
types and racism that had evolved by the turn of the 20th
century Thus, Blacks-used the phrase "Jim Crow" t0
express the myniad of discruminatory laws and soCi
. scnptions they faced at the turn of the century
. Thisquagmure of social injushce resultedlarge
U S Supreme Court decision in 1896 Homer y. a
Louisiana plack man, bfought a suit before the United
States Supreme Court testing the constituhonality of a
Lou:5|ana law of 1890 that separated the races in varnious
activities The Supréme Court tield” that such laws were
not only reasonable but necessary In“order 0 mantain
the peace Bnd secunty of the white commynity
it was frorn thi§ decision that the doctrine of "separate
but eqal" emerged Followingit, Southern states, In par-

ncular, began passing laws fRat segregat discrim-
. inated against Blacks in every facetof their lives’ byth

todeath Forexa , Qklahoma had segregated phone
booths, Mississippi had segregated Coca-Cola machines
{in Atlanta, Blacks had to use a separate Bible from whites
Schoojs were segregated; and in some areas, different
textbooks were used Not only were eemeteries segre-
gated accordipg to race, butin Washington, D C,. Blacks
, could not bury their dead dOQS in the same dog cemetery
whites uged

Of course, laws and social mores do not exist In a

toons, and jokes BMacks were believed to be over-sexed,
dangerous, lazy, stupid, childlike, dirty, thieves, hiars, etc
« The national climate that evolved seemed to justify any
kind of treatment of an(icontrol over Blacks
Indeed, there was a response by Blacks o challenge
this "Jim Crow” socuety Many Blacks disapproved of
Booker T Washington's accommodationist policies and
began a creative campaign to change the laws" WE B
DuBois was one such achvistwho called for theimmediate
implementation,of the 14th and 15th Amendments to the
Constitution and the establishment of an organization to
. fightfor the civilnghts of Blacks” The National Association
for the Advanctent of Colored People was established
for this purpose The Ndfional Urban League was estab-
- hsheg to fight segregation in employment Through her
newspaper, [da B Wells Barnett fought against lynching
in this society Blacks staded protests and boycotts against
ségregated transportaton in such cities as New Orleans,

Mobie and Houston However, inthese early yearsofthe

dew Century. successes were meager Substantial gains
for the race would take another fifty years
) ;

I
-

_vacuum In this instance, the existing intellectual climate, __———~

to a.large degree ‘shaped, rationalized, and enhanced
tHese practices In the field of science, Blacks were de-

.

-*fined as 3ub-hufman creatures incapable of thinking ora ,

“enjoying cviization and culture. In the field of hnstory
-slavery was seen as a "Christianizing influence” on the
black sévages from Africa on the prefise that Africans
“lacked thd moral fiber for freedom In the field of religion,
Blacks were perteived as thg sons of Ham who had been
cursed into slavery, In perpetuity —one minister going soO

far as to charge that a btack man was the tempter of Eve.\

blaening the raceTor the fall of man from the grace of God
These ideas were disseminated through fewspapers,
rhagazine articles, theater and film, popular songs, car-
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Aruitoxt provided by Eic:
g

.1 Define “Jim Crow " .

4b. STUDY GUIDE Fgﬂ “A JIM CROW'’

SOCIETY” .

2 How and when'did the term onginate?

-

= - > -

3 Cite examples of "Jim Crow" laws and the “separate
but equal” principle ,

6 Who was Homer Plessy.and whatwas the significance
ofthe 1896 Plessyv Ferguson Supreme Courtcase?

A
(

A

'ﬁ?’Descnbe how blacks were portrayed by whites duting
this tnme period

/ ‘

4

‘

8 Identfy three Blacks who 10ught for Civil Rights dunng
this period and cite their contributions

-

4 By whom and for what reason were Jum Crow” laws
passed'7 F]

”

o
v

5 Were these faws 1n violation of the Civit Rights laws

passed by Congress durnng the period of Reconstruc-
\ion? Why or why not”

9 Define accommodationist

S
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4c. BLACK MUSIC AT THE TURN |
* OF THE CENTURY -
. '

[3 -
.

- -
-

During the last decades of the 19th century andW Nevertheless, with borrowed clothing and funds White

part of the 20th centuge. several styles of music emerged
In the black commuguty, and In spite of the "separate but
equal” national philosophy, a number of black musicians
successfully entered the traditional concert world

THE FISK JUBILEE SINGERS -

The purposes of the spintual have been discussed 1

earlier units but it was not until antebellum times that

spintuals became widely knowr outside the black com-
smunity This was largely due to eleven young singers,

seven of'whom were born slaves They were the Fisk

Jubilee Singers .

Fisk Universtty, founded in 1866, was first intended 10
be a high school, but the need for artinstituhon of higher
learning was recognized, so the Fisk college classes
began in 1871 When a young, white instructor named
George White was asked by the presidentof Fisk to give
mustc Instruchon to his students, he was overwhelmed
by the emation produced 1n him by their singing Recog-

-nizing that these naturat qualiies would enhance the
singers’ performance, White taught them to read musiC
and develop stage presence without eliminabng those
qualities T

The president of Senegal. Leopold Senghor has sinte
said* .

Negro voices. because they have not been domesh-

cated by training. follow every shade of feeling or

imagination drawing Treely from the infinite dictionary
of nature, they borrow from it tonal expressions from
- tha light songs of the birds to the solemn roll of the

thunder ‘o

. Therr first selections were popular bailads of the day.

such as "Annie Laune" and "Home, Sweet’Home " In’

unstructured moments, they'would sing some spirituals
and plantation melodies for their own entertainment

Hearing the simplicity and beauty so evident in these

songs, White wanted to include them’in the first concert
that he planned There was strong resistance to this from
the sfuglents because they feared being ndiculed Finally.
White encouraged them o sing several of their” songs at
the program, and the selechons met with success and
accolades that encouraged White to include more in
future programs ot
In 1871, White decided to take the group oOn tour to
raise funds This was a difficult decision, for there were
several obstacles none_had the proper, ciothing for a
orthern tour or mon/Qyt purchase any, their program
was not in the mhastielsy form with which the Amencan
public was famiiar, and, in fact, spintuals were quite un-
famcl@r to the general public - )

.

and hissingers leftto begin a fundraising tour on October
6. 1871, In Cincinnah, Ohio Although they recerved less
than crtical acclaim, they continued on therr tour Al
. Obérlirr, Ohjq, a turning point was reached During a lull
In the proceedings, while waiting for their turn to perform,
they softly began to sing, “Steal Away to Jesus ' As a
nush settled over the audience, their confidence grew
The punty and uty of their singing moved the white
audience In a way nothing else had Remembering that
slaves had talked about the ‘year of the Jubilee” that
would be celebrated when bondage-ended. White re--
named the group the Fisk Jubilee Singers Fame came o
them 1n Boston atthe World Peace Jubiee in 1872, where
their strong voices carried the strains of " The Battle Hymn
ofthe Republic " throughout the Coiseum From then on,
they toured throughoutthe United States and in Europe
For the next seven years theytravelled, constantly in-
creasing the university's treasury by over $150 000 Asa
result of therr tour, Jubilee Hall was constructed. and still
stands on Fisk Urlsversny s campus in Tennessee

ON THE CONCERT TOUR |
The erid of the Civil War created dificulties for iIndividual
performers Unless a performerwasa member of alarge
minstrel troupe. difficulties were expenenced Smalt un-
known groups had to rough it, often doubling as stage
hands, janitors. and ticket sellers, finding their own accom-
modations in unfnendly towns, advertising their show with
previews in the town square, providing their own Cos-
tumes. and so on Only the exceptional made it Some of
*the musiClans who were particularly successful are
profiled betow
In 1854, James Bland was born to free parents in Flush~
ing. New York He would write music ttfat would be
famihar, one hundred ‘years later, to milions of people
who were unknowingly listening 10 the compositrions of a
black man Bland. one of eight children, was destined to
become the darling of the Continent, and g wnter of songs
that would become standards not only in the country of
his birth, bufin Europe as well His father, Allen Bland, at-
$1ended Wilberforce and Oberlin Colleges in Ohio, and re-
cewved a law degree from Howard University When
James was twelve, Bland was appointed examiner in the
United States Patent Office, so the family moved to Wash-
mwgtgg‘ D C where James attended local SChools
B%eph Douglass (1869-1935) was the first black
viohnisto tour the United States He began his studies in
Washington, continuing them at the New England Con-
servatory and in Europe Douglass performed before-
Presidents McKinley and Taft, and was featured at the
Chicago World's Fair on the Colored Amencan Day in e
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1893 Tonsprre young black violintsts, he often performed
in black communities and was the first black violinist to
record for-the VictorTalking Machine Company, now a
subsidiary of RCA Upon his retirement from the concert:
stage. he taught music at Howard University and the
Music School Settlementin New York e
, Hazel Harrison (1881-1968) begdf her studies in her
hometown of Laporte, Indiana, and continued under
Europead masters She performed with the Berlin Phil-
harmonic Orchestra in Germany in 1903-06 but did not
begin cohcertizing in the United States untl after 1920

Carl Difon (1886-?) was born in Philadelphia After his
graduation from the University of Pennsylvania in 1909,
he pursued further study in Germany under the patronage
of Madame E Azalia Hackley Upon hisreturn, he became
the first plack pranist 10 tour the United States Diton left
the coﬁ stage after a brief career to teach and com-
pose, al) may have been the first composer 10 use a
spirituai as themanc maternal for an organ composition
Diton was onie of the organizers of the National Associa-
tion of Negro Musicians ¥ , ’

Sissiergita Jones (1886-1933) was one of the few black
solo vocaisis who performed after World War | She was
born in Virginid, raised in Rhode Island. and completed
studies at thg New England Conservatory Although she
sang on tolr for several years, it was not until she
dppeared at a-ubilee held at Madison Square Gardersin
New YorR In 1893 that the cntics acknowiedged her exis-
tenge.with any real enthusiasm Dubbed-"Black Patti.”
after an ltalian operatic star Adelina Patti. she was ap-
proached by the manager of the Metropolitar Opera
Companydo sing the part of the Afncan pnncess in Verdr's

Aida " and*Meyerbeers LAfrcaino " However, a Black
wvas not to appear with the Metuntii Marian Anderson did
so1n 1955 Jones beforé President Harnson in 1892
and gomipleted a successful European tourin 1893 Updn
her réfurn she formed Black Patti's Troubadours, with
.. whom 3he sang operatc arias and enjoyed continuous

° acclaim untl her retirement from the concert stage in
L8 1910 . - . +

BLAGK NATIONALIST COMPOSERS
- Dn/@the three decades between the end of the Civil
War and the beginning of the twentieth century, black
musicians lalents encompassed a broad spectrum of
-, musicianship. from thefliarmonies of simple folk music to
. Mthe.complexities of clasSical scores During this penod,
{sejeral eomposers were born who came to be called
* *Black Natonalsts, chiefly because they incorporated
black folk music into their otherwise traditional scores
.Harry'Thacker Burleigh (1866-1949) was the grandson
of arunaway slave who fled North with his wife and family
Their destination was Canada. but theimpiinentbirthof a
daughter (Harry s mother) caused them 1o settle in Ere,
Pennsylyania As achild, Harry ied his blind grandfather
on the lafter s roumds as lampiighter, all the while istening
_to hus grandparents plantation songs and stories in
schooi. he exhibited a good veice and ear, but it was not
untl his 'mother s employer noticed hig avid interest in

Conservatory he came to the attention of Antonin Dvorak,
the Czech composer Dvorak incorporated spiritual |
melodies he learned from Burleigh into his Symphoay
#9, "From The New World "

Burleigh 1s perhaps best known for his arrangements
of spintuals for concert singers "Deep River” was ar-
ranged and published in 1917, and has been performed
for decades
Rovbert Nathaniel Dett (1882-1943) s chiefly recognized
for his leadership of the Hampton Institute Choft, begin-
ning 'n 1913 While director there. Hampton enjoyed
recognition for the group s high levei of performances
The group_ appeared at festvals held at the Library of
Congress. Carnegie Hall in New York, and Symphony
Hall in Boston Dett was born in the siave-founded
community of Drummondvwilie, Canada. and received his
degree in music from Oberlin College He won the
Bowdoin Prize a} Howard University fofa/n essay. The
Emancipation of Negro Music. and the Francis Boot Prize
for music_ He received honorary degrees from the
Eastman School of Music and Harvard University Among
the major concert works for which Dettis recognized are
The Ordering of Moses. Listen to the Lambs. and In The
Bottomns Suite for Prano

MINSTRELSY AND MUSICAL COMEDY
The much maligned minstrel show evolved into @ more
sophisticated form of musical comedy The first reai de-
parture from minstrelsy was a piay that used a pretty
black woman ' The Octoroon was presented by a white
_manager named John Isham in 1895 His success en-

couraged him to produce another show, Orental
America, one year later It featured the first all black cast
10 piay on Broadway Otnher major figures of this periog
are featured below . : .

Will Marion Cook (1869-1944) achieved distinction as
a compaser, conductor, viohnist, and director Born in
Washington. D C of graduates of Oberin College, he
demonstrated an early talent for music He began with
violn lessons at the age of thurteen at his parents alma
mater and was enroliecet the Hochschule in Berhin at ~
sixteen Upon his return to the United States, he continued
his studies at the Natonal Copservatory of Music. in New
York under Dvorak and John White

He and Paul Lawrence Dunbar collaborated on
Clonndy, The Ongin ofthe Cakewalk, a musical comedy
sketch that employed twenty six black performers. Over
the admonitions of a white producer who stated that white
Broadway audiences would not pay 1o listento Negroes
singing Negro opera,” he presented the show at the
Casino Roof Garden on Broadway in 1898 — the first all-
black musical comedy to enjoy distinction

J Rosamund Johnson (1873-1954) was born in Jack-
sonville, Florida and trained at the New England Con-
servatory He toured the vaudeville circuit and in 1901,
settied in New York He and his brother James wrote a
number of popular songs, two of which are "Ll Gal” and
Since You Went Away " In addition 1o collaborating with
the produgcer Bob Cole, he and his brother wrote "Lift

music that his abiiies were encouraged Although he, Evry Voice and Sing. the song that has since been titled,

sang in churchchoirs, itwas not until the age of twenty-six
thathis formal music €ducation began with a scholarship
to the Nanonal Conservatory of Music in New Yark Atthe

A

“The Negro National Anthem ”

1
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James Weldon Johnson (1873-1954) graduated from
Atianta and Columbia Universiies Aithough primarily
known as a pbet. statesman and cwil nghts leader, he
collaborated with his brother and Bob Cole aslyncistiora
number of songs In 1901, the tno were apparently the
first Blacks to sign a one-year contract for monthly st-
pends againstther royaltes with a Tin Pan Alley publisher,
Joseph W Stern and Company They wrote songs for
such white stars as Lillian Russell, Anna Held and May
irwin - Didn tHeRambile. oneotsuchsongs. was popular
with brass bands The tno aiso wrote songs that were

- published in The Ladies Home Journal and Etude
OTHER MUSICAL FORMS OF THE PERIOD
Music takes many forms, each of which is refated 1o the
experniences- hentage and expertise of the individual who
‘conceives, Interprets and projects for himself or an
audience

Three othermusic forms whose genesis s considered
10 be charactenstically black are raghme. blues and jazz
Raghme seems 10 have evolved out of the ¢ unal
syncopated mustical forms of the slavery periog, The

strongly developed percussion bass (or left hand o;\ the
p1ano) may be related to the foot-stomping and hand
clagping that bystanders engaged in. while the nght hand
on the prano simulated the banjo or fiddle
. History does not record the earliest ragtime piano
players but they often were the only entertainment pre-
sented at saloons and other such places along the Mis-
ssippt River and in the tenderioin { red hght™) districts
ﬁnerant musicians were the inital purveyors They rarely
played a recognizable tune forthe earliestraghme or jig
prano” music was likely to be composed on the spot and
its composer rarely stayed long enough in a community
-for his tune to gain popularity

Scott Joplin (1868-1917) was king Bornn Texarkana
Texas he had a strong background in music for each
member of his family was an accomplished musician He

taught himself to play the piano with enough expertise -

that he began to study with a German nstructor in the
area There he gained an appreciation for and a knowl-
edge of traditional western styles of music :

In 1896, Joplin settled in Sedaha. Missour and fook ad-
vanced courses in musicwhile composing At the close
of the century. ragime was being acclaimed. so thatJoplin
was able to get his "Ongin&l Rag’. published in 1899
While he was performing at the Maple Leaf Club. he came
10 the attenton of John Stark, a white musiC publisher
whe bought Joplin's piece. Maple Leaf Rag.” for fifty
dollars plus royalties Scott was under the ilusion that he
was on his way However, the song did not immediately
sell When it did however, hundreds of thousands of
copies were purchased 1)

Joplin then began composing h:s firsttradibonal music

‘A Guest of Honor.” "A Ragtime Opera,” and "The Rag-
sme Dance™ - the latter a ballet that featured the cakewalk
and slow drag .

\[ RIC

PAFulext Provided by Enc

! Jophin settied in New York in 1910 Most of his life was
spent in declifie after he publishedsthe opera Tree
onisha” in 1911 His obsessién with the opera cul
inated in a one might performance in Harlem It would
nbt be untl decade€after his death in 1917 that the work
would be given proper treatment “lts successful revival
was due 10 the populanty that ' The Entertainer” received
In a first run movie, "The Sting
Raghme never did earn the respeciability that other
forms of black music attained. it would basically remain in
the urban areas with its cotenes of-admirers forming a
select fraternity well-known tq each other
Eubie Blake (1883) has helped to keep ‘the spint of
ragtme alive He is the only ragtime artist alive today and
his memoirs —and memories — served this medium well

Adapted f\om The Washington Afro-American February
14 1980 Materal used with permission of the publisher
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4d. STUDY GUIDE FOR “BLACK MUSIC AT THE
~ TURN OF THE CENTURY"

~t
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2 Identty three black concert aristsof the penod and
state theit instrument? -

3 Why was it necegsary for many of these concert per-
formers to work mostly in Europe?

[

«

4 What does the term Black Nationalist composer
mean?identify two composers who were sgclassified

»

——— »

“ SyExplain the relatonship of raghme to mu5|cal forms of
v the slave pendd ) '

XF )
/ r)
6 Name three raghme composers - .,
q"
o -
® °
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K 4s. UNIT QUIZ: THE TURN OF THE CENTURY _

1 The US Supreme Court Plessy v Ferguson decision
of 1896 eStablished the
a. Monroe Doctnne
b Thenghtof black students 1o go to school with white
students .
¢ Doctnne of "Separate but Equal”
d The nghts of blatck people to sue In federal court

X 2. Cite four examples df situations in which “Jim Crow”
laws affected Blacks cwvil nghts

o

* -

3 Which of the following 1s not a ragtime composer?
‘a Tom Turpin ’
b Nathaniel Dett
¢ Eube Blake
d Scott Jopin

[ 4

4 Mark each statement True or False -

) ——— TheFisk Jubilee Singers performed blues music

Burnt cork was worn by both black and white
minstrel performers

— Sissieretta Jones was the first black woman

) : asked to perform at the Metropolitan Opera
. House
S —— Harry T Burleigh composed “Carry Me Back to
Ole Virginny”

5 Compare the existence of stereotyping of Blacks in
minstrelsy and on telewision tQday, ciing specific
examples .

]

-
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Umt5 o oo )
America and Two World Wars '
(1914-1945) ; : g

From Jumpstreet now progresses int0 a remarkable .3 Compare and contras{ the stereotype of Blacks I,

penod in Amencan history This penod—from 1914-1950 early films with black writers and artists active in the
' —witnessed the nse of najionalism, mpenalism, mili- Harlem Renaissance )

tansm. ciies gnd urban Amenca. a revolution in industry 4 |llustrate the acceptance and appreciahon of black

and agncuiture an influx of new immgrants. and two muskc by the dominant Culture aﬂd-&b@ simultaneous
world-wide confiicts — World War 1 (1914-1919) and World rejechon of black musicians

War il (1941-1945) The nation by mid-century was totally Materials .

different from that of 1900 }e FROM JUMPSTREET

Amencans embarked upon an era of matenalism, and #2 Gospel and Spirtuais .

turned with unashamed enthusiasm to the business of #3 Blues Country To City

big business. dgveloping technical skills, exploiting 47 Jazz People |
natural resources, geting nch and enjoying themselves , £8 Black Music In Theater and Film }
Many pondered whether the profound changes taking 29 Jazz Gets Blue ‘ -
place were making life better or worse For many the - ) . ’ 4
transformatons were a cruel and embittenng expenence HAND®UTS oo, T

It was a penod of profound change— of paradox and 5a Histoncal Background _ : '

conflict. of progress and poverty of coliectve social " 5b Black Music 1914-1945

reform yet great indmvidual enterpnse These social and 5¢ Unit Study Guide ‘
technological changes fundamentally affected the Afro-  * 5d Unit Quiz

Amencan expenence and.the black musical expressions > Time <

emanating from-that expenence In these years, while 810 class penods |
blues and spinituals continued, new musical styles

emerged in the black community, specifically jazz and Procedures -
gospel These musical styles, and therr social and his- 1 Several days pnor 10 using the videotapes. distnbute

torical connections: are explored on the following From and assign !
Jumpstree! programs: Jazz Gets Blu&Jazz People; Jazz 5a Histoncal Background X
Vocalists; and Gospel and Spirituals = : 5b Black Musk: 1914-1945 ) |
Unit Goal g N " 5¢c Unit Study Guide -
Students will be able 1o recognize and cite examples of The Study Guide may be used as the basis of class- Y, {

room discussion to review the histoncal penod and

the paradox of hope and despair evident in a vanety of -the musical styles that emerged within the period |

black musical expressions of the penod At this time a research project might be assigned
Objectives in which each student selects one performer gr com- 4

1 Campare and contrast the lives of Blacks dunng this poser merthoned in 5b and prepares a report that in- )
penod with that of other Amencans, Ciing three dif- cludes biographical information as well as a selec- 1
ferences that were due to conbinuing aspects of racism ton of the individual's music  Alternatively or concCur-

2 Explain how these differences were expressed in the rently, some Students might research the lives and ,
music that evolved in black communites dunng this works of.individuals who were active in the Harlem o
périod, identfying atleast four drferent styles of music ‘ Renaissance of the 1920s Suggested figures in- ‘

) ’ clude Langston Hughes, Paul Lawrence Dunpar.
Jean Toomer, Claude McKay, Alvin Lockeand W E B E

DuBis In addition to the compilation of brographical
information on these literary and pokhtical mdw»duals/./

136 . . 1 j ;4 j ) ' [£}
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students should be required to read at least one
work by thé individual they select and to report on
the charactenistics of black life reflected in the work
As an untroduction to student viewing of "Black
Music In Theater and Film.* review and list on the

board some of }he major reasons Amerncans sup- _

ported US involvement in two World Wars, eg . to
make the world safe for democracy 10 acmieve self-

" deterrmination for all people, to achieve freedom of

"

religion and spdech Direct students 1o take particu-
lar note whileAewing of any evidence that supports
or contradicts this view of American society as it
pertains to Blacks .

Fouowmg the television program compare stu-
dents’ observations ‘with the list created prior to
viewing to ascertain differences in achieverment of
socal goals between Blacks and whites

For further study of the perception of Blacks by Holly-
wood dunng this penod, it may be possible to obtain
and show one.or more of the following feature films |
Pinky Birth of a Nation, Green Pastures. Emperor
Jones .
To demonstrate the,musiC that evoived in the- black
community dunng this penod, several programssn
the From Jumpstreet senes can be used
a Biues Country To City—The first half of tRe pro-
gram. which features Willie Dixon, wili provide
addiional background on migration and on the
effects of urban migration og blues music
B Jazz Gets Biue illustrates the continuing devel-
opment of blues—into classic blues and jazz. as
well as the environments in which these styles
were generally found In particular direct stu-

dents attention 1o Oscar Brown s performante |

of All Blues which relates or suggests many
of the conditions under which Blacks lived
durnng this period Ask students to ist mood-
evocatve words in the lyncs of this song and
discuss how these are used {0 convey a sense
of the blues }

¢ Gospel and Spirituais—The development and
spread of gospel music in the 19205 and 1930s
1S also N part, a response {0 urban migration
While viewing this program. students can com-!

pare and contrast these two forms qf religious
expression to determine why gospel music’

seems sO responswe o its ime .
Dunng this penod. the black musical sfyle most heard

Recommended Reading

Boskin, Joseph Urbdn Racial Violence Beverly Hils
Glencore Press, 1969 g ’

Cronon, E David Black Moses The Story of Marcu
_Garvey Mddison University of Wisconsin Press, 1/5){9;

Cruse, Harold The Crisis of the Negro Intellectual/New
York Wilkam Morrow and Co . 1967 '

Fishel, Leshe'H Jr and Benjamin Quarles The Black
American Glenview, ll Scott, Foresman Co , 1970

Garfinkel, Herbert When Negroes March New York
Atheneum Press, 1969

Huggins, Nathan, Ed Voices from the Harlem Rena/s-
sance‘NeW‘YQrk Oxford Unwversity Press, 1976 .

Locke, Alain, Ed The New Negro ?lew York Atheneum, ~

. Press, 1968 -
Meser, August et al. Ed Black Protest Thought in the
Twentieth Century. Indianapolis Bobbs-Merrill, 1871
Osofsky. Gilbert Harlern The'Making of A Ghetto M890- ~
1930 New York Harper & Row. 1966 .

Otiley, Ro1 New World A-Coming New York" Arno Press,
1968

Sherman, Richard. Ed The Negro and the City Engle-
wood Ciffs, NJ Prentice-Hall Co 1970

Sitkoff, Harvard A-New Dedl For Biacks New York Ox-
ford University Press. 1978

Tayior, Arnold Travail and Trumph Westport Conn
Greenwood Press, 1976

Tivombly. Robert Blacks in White America Since 1865
New York David McKay Co 1971

Tuttle. Wilham_ Race Riot Chicago in the Red Summer
of 1919 New York- Atheneum Press 1970 - *

Urban Larry The Negro in Amerca Chicago Scott
Foresman Co 1964

Woodward C Vann The Slrangé Career of Jim Crow
New York Oxford Unwersxty Press 1974

Discography ‘ -
Art Ensemble of Cruicago N/ce Guys ECM-1-1126 ¢
Art Biakey with Horace Siver A Night At Birdland”

Volumes 1 and-2 Biue Note BLP-81521-2
Blues and All That Jazz Decca DL 79230 )
Boogie Woogie Jump and Kansas City Folkways

FJ 2810 .
Oscar Brown, Jr Telis It Like itis Colufnbia CS 8825 )
John Coltrane Coitrane Plays The Blues Atlantic 1382

“Jehn Coltrane Kulu Se Mama Impulse A-9106

ohn Coitrane Meditations Impulse A-9110
The Complete Savoy Studio Sessions Savoy 5500 .
Cuttin The Boogie Piano Blues, and Boogie Woogie

by the country as a whole was jazz While fazz must-
cians traveled and played throughout the country

. with, at imes. cohsiderable professional success, off-

¥

stage they frequently endured segregated lravel,
housing and restaurants Black-patrons often were
not permitted in clubs where jgzz musicians played
and the musicians thémselves were often unable to
stay in the hotels where thiy performed Yet the style
conyoued 10 deveiop and to grow, which students
can expener\ce by. viewing Jazz People " Following
viewing students might be asked to develop a hypo-
thetcal finerary for a jazz musician

To culminate this unt, prowde,sufﬁc'ent time for all
students to presentJheir research téports A unit

A, Quiz also ts ngcluded (Handout 5d) to assess stu-

dents’ mastery of the unit objectiv v

1926-1941-New World NW 259" &

Mites Davis Kind Of Blue Columbia CS 8163

Miles Davis Greatest Hits Columbia PC-9808

Roy Eldndge Only The Biues Verve 8250

John Bnrks Dizzy 'Qillespie The Development of Ap
American Arist The Smithsonian Collection R 004

Jackie McLean Biuegnik Blue Note 84067

Jackle McLean Let Fkeedom Ring Bide Note 84106

Singin” the Blues MCA2-4046

Bessie Smith The Besse Smith Slory Columbia CL .,
855-8

Bessie Smith The Empress Columbna G 30818

The Smithsonian Gollection of Classic Jazz Smithsonian
Collection P6 Jf89 1 ‘

Sweet and Low Blues Brg Bands and Territory Bands of
the 20s New World NW 256 ’
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Sa. H|STOR|CA§ BACKGROUND
e —————

The next great watershed in black Amencan history after

emancipation was te migration of millions of Blacks from
southern farms to northern cities The following chart
,\ shows how many Blacks moved north between 1910

and 1960 . 2f
: - Net Emigration of Blacks
1910-1920 454 000
T 1920-1930 749,000
1940-1950 1.244.000.

1950-1969€ o 1,457 000

This influx had significanteffects both on the individuals

who moved and on the cities they went to The chart
_ peiow sHows the change in biack populaton between

21910 and 1920 focthree major northern ities

- Change In Black Population

N 1910 1920
New York 91000 152.000
Chicago 44 000 109 000
, Philadeiphia 85000 - 135000

*What were the causes of this massive populaton

. movement? Certainly the increasing racism of southern

— society e\Fo’ericev n rynchm franChisement and
segregaton hetped a lacks to leave the
But the quest of ife was aiso a

. factor 7
The migration of Blacks to the cities led to changes in
almost every aspect of black ife As northerners, Blacks
»« expenenced new compettion for jobs and housing and
- racial tensions and violence heightened Befween 1900

and 1920 race [iots occurred in leading northern cities
. including New York Chicago. &nd Springfield and East
St Lous. inois So much racial violence marred northern
s « soctety that James Welgon Johnson dubbed the pafiod
the red summer ~* Thousands of black soldiers had

fought valianty « (5 makethe-word-salefor-dermecracy

only to return to be lynched —even mdﬁ?laryn: .

Nonethetess, the great migration brought the Afro-
Amencan into contact with the quickened pulse of the

city Blacks were forced to come to gnps with an entire
. different life style” The ghetto, unlike the 1solated farm,
’ provided the basis for a vigorous group fife Urban iife
and environment re-shaped the Blacks' psyche Such a
profound transformation could hardly ogcur without re-

urban consciousness was expressed in blues anttazz

* - . .

}
»

5 .

vertseration®n the world of music and dance The new

The 1930s. .however brodght the Depression, social
upheaval. riots and bread lines for most-Americans —
Black and white President Frankin Delano Roosevelt,
elected in 1933.-was a most attractive leader to Blacks
Roosevelt's New Deal programs and agencies eased the
burden for many Blacks

In 1941 when the United States entered World War lI
Blacks rallied agound the slogans ofthe war to fightfor the
four freedomd-fear want religion and speech —and to
fight Aryan s§premaey abroad And yel’ the armed
services remaified segregated 4nd black soldiers were
not always weicomed The prosperity of the war industry
and the proscriptve southern goves once again attracted
thousands of Blacks to northern cities The consequent
overcrowdmg and war tension heated racism to the boil-*

. ing point and race nots erupted in New York, Detyoit and

Los Angeles Many Blacks began to recognize that the
need to fight against "Juden Verbonen in Europe was
sotunhke the needtoﬂghtagamst NS roes Allowed’
in Amerca
After the war the next signiicantevent affecting Blacks
hragamst prejudice and discrimination occurred on
17.1954 when n Brownv Board of Education the
Supreme Court overturned the separate but equal’

doctrine , -
. ‘
e
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Sb. BLACK MUSIC 1914-1945 c

The penod covered in this 6nit saw some remarkable
technological developments that affected and advanced
the course of Afro-Amefican music Phonograph record-
ings. for example, madge 1 possible for the first time to
hear a musical performance that had been presented
somewhere else and atsome other ime Radios brought
hve musical performances from one place to many These
two innovations greatly expanded the musical expern-
ences and awareness of masses of Americans

CLASSIC BLUES .
Classic blues was the first style of music to emerge from
the black community™that would benefit from this new
technology Classic plues differs from other blues ¥
several respects tincorporates more European musical
elements than earlier blues 15 more audience-oriented
than earher blues and s generally accompaned by a
piano or combo rather thars self-accompanied on guitar
or harmonica The field was largely dominated by female
performers (although composers tended to be maleand
music of this style was more likely 1o be specifically com-
posed for performance and/or recording than forspon-
taneous individual creation -

The commercial success of classic blues women such
as Ma Rainey Bessie Smith Clara Smith Bertha
Chippie Hill Sippie Wallace Lwille Hegamin Rosa
Henderson and Victoria Spivey was very influentialin the
development of the recording industry The introduction
of black music into white recording company catalogues
{beginning in 1820 with Maimie Smith ssrecording of

Crazy Biues ) was a financially successful strateQyhat
produced significant revenue for these companies at a

versions of almost every popular song it became the
basis of serious composition through the efforts of Scott
Jopin |gor Stravinsky and others This was in marked
contrast to the early years of both ragtime and early jazz
when ragtime s association with ‘redlight district#hega-
tvely affected the public s image and acceptance of the
music

EARLY JAZZ

Early jazz 1s an improvisational music which synthesizes

many musicatelements ncludi es. brass at?énd

music African rituals and ragtm gnschar,cter-

istics are ;

« blue notes flatted microtonal variants of the 3td and 7th
degrees of the scale . R

+ 12-bar AAB blues form employing a I-IV-I-V-I chord
progressioft

+ short melodic andmhmnc breaks or solos between
ensemble pessages

-+ collective improvisaton led by the trumpet or cornet
and supported harmonically by other melodic instru-
ments e g clarnet and trombone

+ head arrangements worked out by or improvised by the
entiré group and then memonized for perfermance

+ syncopation and a variety of instrumental attacks and
inflections including growle note bending shakes and

* vibrato i
Thie ongin of the yord has numerous theories One i

that a black musician named Jazo Browns first name

was shortened by his patrons and asscciated with the

music he played Another s that when a sign was painted

for a black musician named James it came out Jas

me when other_record sales had declined sharplydueto Band  Stil another,deals with the poor pronunciation of

the popylarity of hve music on radio Crazy Blues sold
for months at a rate of 8 000 records e week Victonia
Spwvey s 4irst record  Black Snake Blues released in
1926 sold 150 000 copies in one year

RAG<H7»4E
Ragtime was the first black music to constiously synthe-
size Afro-Amencan and European musical charactens-
tics Afro-American melodic and rhythmic elements of
ban and fiddie music often were included as were cake-
walk andjubadance rhythgns European sources include
polkas quadriles marches and schottlsches .
Ragtime primarnily a frano music, was the first biack
music .n America interided to be performed as written
.Ragtime often was commercially exploited through Tin
Pan Aliey which fqr several years published ggged

the word razz. the name of a black band in New

Orleans

JAZZ AND BLUES  \_

The association between blues and jazz began in New
Orleans and progressed in the 1920s and 1930s to
Kansas City The 12-bar AAB form and the §tandardized
I-IV--V-I harmonic progression of the blu'gsorowded;azz
musicians with a vefucle uniquely suited fpr improvisaton
This blues/jazz synthesis. which became gne of the main
styles in the,swing era, emphasized head hreangements
(largely improvised but worked out prior to performance
and then memorized). repeated melodic figures and call |
and response sections between instrumental sections

4 Modern jazz musicians pagticularly those from the
bebop or hard bob schools.x\qe continued to utihze
blues elements in performance and composition

W,
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JAZZ IN TRANSITION

The 1930s were distinguished by the crystalhzation of

three basic approaches to the performance of large

ensemble jazz.

« the tightly arranged 32-bar form employed by the
Fietcher Henderson Orchestra, which emphasized
wntten vanations on the theme and call and response
exchanges between brass and reed sections wnh solo
interiudes,

« simple head arrangements, blues-based nff ﬁgures
and bouncy swing rhythms which served as Jaunthing
pads for the virtuoso soloists who were the trademark
of the Basie Orchestra

« the unique compositions and arrangements of Duke
Elington, which were often features for the orchestra’s
pnncipal soloists, emphasizing cross-sectional voiCing
of themes and utihzing the personat timbres of orches-
tra members as a compostional resource
The 1940s wgre distinguished by the development of

bebop. which, in addition to its purely musical value, was

signficant because many of its practiioners considered
themselves artists rather than entertainers Among\nes
» pnncipal innovators were .

*

Lord, Take My Hand"is his mostfamous He organized a
National Convention of Gospel Singers and inspired
hundreds of gospel singers Gospel songs invaded the
theater, night-clubs, gambling casinos, jazz festivals and
concerts. By the late 1940s, the recording industry be-
came aware of the commercial value of singerslike Sister
Rosetta Thdrpe, Clara Ward, and Mahala‘Jackson

« Dizzy Gillespie, whose onginal compositionand improvi-

saton emphasized extended harmonies and a new .
¥ rhythmic complexity through asymmetfically phrased
16-note patterns and the introduction of Afro-Cuban
percussion’,
« Charles Parker, who perfected the practice of generating
\ new melodies over reharmonized themes, *
« Thelonius Monk, the most adventurous bebop com-
poser in terms of form, harmony and rhythm’

GOSPEL
The refationship between religion and music is central to
traditional West Afncan society in America, religion and
music were frequently the only areas in which Blacks
could express themselves fregly In the early partdf.the-
century, a new form of religious music evolved in the
black community

Gospel music is a family of performance styles, including
solotst with accompanying group, maie quartets, song
sermons/holiness shO}mng gountry gospel, balladeer-
ing. rhythm and blues and soulinfluenced gospel, and
progressive gospel. Gospel music generally | rmed
with accompaniment, including guniﬁ and
organ, 1s drawn from secular music formé, is up-tempo,
syncopated and rhythmically complex, including the use
of tambourines and body percussion to provide counter, -
rhythms; and is characterized by a wide variety of vocal
attacks, including moans, wails, shouts and falsetto Itis
based on texts drawn both from the Bible and from life
expenence and frequently uses black vernacular lan-
“guage. Gospel is characterized also by intensely emo-
tional, communal, pamcnpauon through call and response
Not all gospel musiC, however, is fast and hard-driving
rhythmcaily. Someis ballad-ike and rhythmically simple

*

The writings of Thomas A Dorsey, from his staan\
By

1920, have been a dominant force In gospel music.
1970, Dorsey-had written mbre than 400 songs forchurch

» congregations and other listeners. His music has swing-

ing, rocking thythms and blues-like melodies "Precious

i
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and 1920

»

1. List three reasons for the migration of blacks irom
South to North and identfy the major cities where the
black population increased significantly between 1910

2 In what way did the 1930s Depression affect Blacks

who had moved out of the South?

+  3"Why was President Roogevelt's New Deal helpful to

Blgck

s? -

4. Name two technological developments between 1914

and 1945 that contributed to the advancement of

black music In Amenca

5 Cite three ways.in.which classic blues differed from

earlier blues

6 What classic biues performer was tHe ﬁrst' black re-

cording arhst?
- »

7. Name, cor\:lpare and contrast two gnvironments
where one’might have heard ragimé music dunng

this penod

Y

gelopment of jazz

A

with what style of jazz?

10. "Precious Lord Take My Hand" is an example of what

style of black music? Who wrote it?

”

/

~

4

—— e e A ]
8 Name two cities that were important in the early de-

Y

9. Dizzy Gillespie and Thelonius Monk are associated
'4
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5d. UNIT QUiZ

1

4

N t

Which of the following statements best describes the

differences between Anglo-American experiences

and the black experience during this period? *
a open‘covenants openly arrived at

a.

b abg 9gp between official statements and actual

conditions:- ;
¢ adifference between,North and South.
d differences did not exist : ,;

Feelings most frequently expressed |n ques Include

_all of the following except

a despair

b jubitation
¢ frustratien
d worry

Life experiences which often are reflected in urban
blues include all of the following except

a unempldéyment/poverty

b romantc disappointment

¢ raciglacceptance and equality N

d urban liing

Black personal characteristics frequently shqwn
through public entertainment rncluded all of the
following except

a lazy

b superstitious

c simple .
d ambitious

>

A major contradiction it American society durrng thrs

period was

a the public’s acceptance of black rggsic and rejec-

" tion of black. musicians

b blackgmusicians ability 1o sing but not to play
.nstruments

¢ black musicians’ abilityto play instruments but not
sing 3

d the public’'s acceptance of black musiciang and re-
jection of black music

A Gospel music artist appearing on Jumpstreet says
of the musicC that
a the feeling 1s important
b the instruments make the difference .
¢ !he fmessage.is what counts
d the sincerity of the singers i1s what counts
b J 1

7

8

9

4 Swing

Which of the f@!lowmg themes was a feature of early

black musncal theater?

a aparodyonracismand Jim fow Iaws by black
performers (ac

b ‘the enjoyment of music and dance

C satisfaction with Ife

d the1dgsplayrng of one’s talents

Which of the following cities 1s called the "birthplace”

of jazz?

a Chicago

b New Orieans

¢ New York .

d Detroit )

LY

Which ot the fotlowing mustcal activities are essential

n mstrumental jazz tunes?

a Improvisation on a theme or on the bass line

b The repetition pattern of the rhythm section

¢ The use of a boogie wooge left hand style by the
pianist v

d Imprevisation based on the rhythm of the drum
solo f

10 Which of the following terms indicate prevalent jazz

styles of the 1940s? 3
b Ragtime

¢ Cool

d Bebop

.11 Write a one-page essay in reéponse to one of the

following
a Compare the image of Biacks in early fims with
what you have learned about black culture
b Qyscussthe waysinwhichthe separate butequal”
doctrine affected black musicians durrng this
period
¢ Write two letters The first is from a yound black
man, writing his final letter home after #ghting In
Europe in World War | What s he lookyhg forward
107 The second letter is written by the samemanto
an army buddy after he has been hdme six months
This letter should reflect the conditions he found .

-

.

-
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»
Wgaow enter the period of contemporary pgrierica, in
which the g{gsent generation impact$ upon the music of

the tmes Much that has gone on before has been passéd_

down ifi the forem ofgnusic However, the contemporary

_ penod will add its own musi¢al flavor which Tepresents
American culture today The advent of television and the

*  electronics revoiution will fundamentally shapethe music s

%, of thissperiod But the social and ¢ultural joroes of this”

. . penod will make the music uniquely reflect whatis today —
what is contemporary Ftom Jumpstreet—A Story of
Black Music considers these changges in popular vocal
mdsic in the programs entifed, "Rhythm ang Blues.”
Soul. and Black Influence In The ReZdrthng Industry '

Unit Goal _ - -7

Describe the significant historicatBhanges tRat bgan in
. the 1950s and show their impact on the music and dance

Jhat emerged : : Ly

Objectives

1 List the social, pohtical and economic-develapments ¢

which influenced black music of the perod. in par-
ticular, citing factors which Hadened the marketabulty
of black performers .

2 Eplain how rhythm and blues and later soul réflected

the political, social and economic developments of the,

. penod, including Blacks'-ncreasing impatience with _
continuing discriminaton i '
Develop a ime line that iggmtifies styles of black Amer:-
can music In each decade of the 20th centufy and
s+ name two performerssasspciated with gath-style.

4 Select recordings by black Americans thal reflect
. specific factors. e g, pnde, hope. love, protest, etc

Materials Cey P ;

FROM JUMPSTREET T b

#12 Rhythm and Biues -
#10 Soul . A%
#11 Black Inflyence In The Recording Industry

i

.

Q

HANDOQUTS - \ i
ga Contemporar enca An Historical phd Musical

Perspective « ~ ,
8B Study

&<

torical &

ide for “Contemporary Amerca An His-
A Musical Perspective”

6c Rhythm qBIues viewing Guide L,
.8d Path to Pt for Black Musiggns i
g o2 -
8-10 o3hs ~
Proeedures ° - '

1 Several days prnor to s}'}Owulng the first vndeotape§
assign ‘
ga Contemporary Amenca An Historical and
Mustcal Perspective. ] S
6b.Study Guide for "Contemporary America An
. Historical and Musical Pefspective” .
.The reading i1s primanly an overview, students@ ~
_need todo‘addiional research to complete the Study. «
Gude . 1 o
Atleast oneclass periodshould be spent reviewing
the Study Guide,1n pgrticular, contrasting the political
and sdcial chmate Jof Blacks in America before an
after 1954 Whenever possible, students should try t
refate the significance of the Brown decision to their
own lives, €g, listing those integrated activities In»
which they now frgely engage which would not have
been possible prior 1o 1954
2 The purpose of showily "Rhythm and Blues' 1s two-
fold to iustrate the musical characteristics of the
style and to show how these charactenstics reflected
the politcal and social climate gf the perod
A “Rhythm and Blyes"” Wéwing Guide (Handout .
5¢) g5 provided §o focus students’ attention during
viewing on these two factors- it may .be dificult for
students 1o absorb both sets of informatiorin one
viewing An alterpative to showing the program twice
1s to assignrdifferent quesyons toQQch half of the
class, corrgidting the information gathered in
- discussiorn * - -
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Since rhythm and blues was probably the major
popular music of the previous generation, students
might find records i their homes that are from this
period ‘\ —

"3. By the early 1960s, music by black Americans, which
had always reflected the political and social chmate®

"IN whncﬂ‘lt was developed; began to have a much
more dnrect connechon with the development of the
styles that came 1o be called "soul.” The From Jump-
street program on this subject notgnly points out the
political uses of music in the '60s, but the equally im-
portant economiC issues that were confronted with
the emergence of major black-owned recording

companies
Itis recommended that this program be shows i

three parts, although it may be completed n one
class penod
Part 1—~Segments 1-5 (approximately 11 mmutes)
ending with examples of political statements made
by soul musicians Gil Scott-Heron, Marvin Gaye
and Curtis Mayfield d
Discuss the political statements being made by
. each of these musicians and relate them to the
civil nghts movement of the pernod- Ask students
10 bring in recordings of other rusical artists of
the penod, such as James Brown and Aretha
Frankhn for further analysis ) .
, Part 2—Segment 6 (approximately 3% minutes) in
which Oscar Brown, Jr performs “Brown Baby"
In this song, Mr Brown calls for the social world
he w0uld ke his child to grqy up In Discuss
Qﬁa world¥nd do

’ What 4re elements of suc
they exist today
" Part 3—Segments?7-9 (approximately 14 minutes)

concerning the evolution of black recording com-
panies {n the '60s, inCluding a 9-minute. interview
/ with Stevie Wonder Discuss he differences in
intent between the songn this sechon and those
heard earhier. both of which are marketed as “sout
4 The hnal program in this unit “Black Inﬂuence In T
Recording Industry™ 1s one which provides botha r
view offhe last 60 years and a look to the fufure Pnbr
toVnewmg distribute to students
6d. Path to Profit for. Black,Musicians
in'which they are asked to chart Significant major
'® styles of black American music in each decade of the
20th century and to identfy at least two performers
also related with each style Already listed .on this
tmeiine are major histoncal evehts When compliete,
thischartcan serve as a reyiew of From Jumpstreet
8 Select a culminatng evaliative actvity for this unit
from the following -
@ Write a 500-word essay in which you define “Soul
Music,” citing specific examples to support your
defimtion and refating these examples to social, -
polihcal dnd economic factors

) ®

b Select 20 records by black American artists re-
leased between 1945 and today #n which the

. lyncs of each record reflect at least one of the
following-
+ Black pride . *Rage
* Hope > «Rejection; -
*» Freedom _ * Economiciissues
* Oppression » Protest
* Love * Success

Prepare an introduction,for each record that ex-
v plains its significance

Recommended Reading

Baker, David N et at: The Black Composer Speaks
Metuchen, NJ The Scarecrow Press, Inc,, 1978

Boskin, Joseph Urban Racal Violence Beverly Hills

> Glencoe Press, 1976

Carmichael, Stokely and Charles V Hamiljon Black
Power New York! Random House, 1967

Davidson, Basil Let Freedom Come Boston Little,
Brown and Co , 1978

Frankin, John Hope and Sidore Starr The Negro in 20th
Century America New York Vintage Books, 1967
Huckaby. Elizabeth Crisis At Central High Baton Rouge
Lousiana State University Press, 1980

King, Martin Luther, Jr Why We CantWait New York
Harper & Row 1964

Meter, August et al, Ed Black Protest Thought in"the
Twentieth Century Indianapoiis Bobbs-Merrill, 1971

Nua JHK The ‘Music of Afnca New York WW

O?’ 1974

Read, Qliver and Walter L Weich From Tin Foil to Stereo
Indianapolis Howard A Sams Co, 1976

Taylor, Arnold  Travail and Tnumph Westport, Conn
Greenwood Press, 1976

U.S Commussion on Civil Rights Twenty Years After
Brown Washington U'S Commussion On Cwil Rights,

1957
. Discography *
Rhythm and Blues '
The Dells The Dells Greatest Hits Yolume 2 Cadet CA
© - 60036 A

Bo Diddley 16 Al Time Greatest Hits Checker 2989
The Greatest Ray Charles Aflantic SD 8034 .
History of Rhythm and Blues Volure The Roots 7947
52 Atlannc SD 8161
Volume 2 TheGolden Years 1953-55 Atlantic SD 8162
Volume 3* Rock & Roll 1956-57 Atlantc SD 8163
Volume 4 The Big Beat 1958-60 Aflantic SD 8164
Eivis Presley Eivis Forever 32 Hits RCA PJL 28024
Roots of Rock and Roll Volume 1 Anthology SavQy
a ‘Eecords SJL 2221 ‘“
*  Volumie 3 The Greatest Group of Them All—The
Ravens Savoy Records SJL 2227
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Volurrjé _The Ongfr;ai Johnny f)ng Shdw Savoy
écords SJL 2230
Vdlume 5 Ladies Sing The Blues Anthology Savoy

=’ Records SJL 2233

- Volume 6 Honkers and Screamers Anthology Savoy
Records SJL 2234

Straighten Up and Fly Right Ffbythm and Blues New

© World NW 261 .

.Soul

James Brown Say It Loud, I'm B/ack and I'm Proud
King 5-1047

- QOscar Brown, Jr Sin & Sou! Columb»a CSJ 8377 .

Ray Charles Greatest Hits Atlantic 7101 | .

Sam Cooke The Golden Sounds of Sam Cooke Trip ¢
2TLP 8030

The Delphonics The Best of the Delphonics Kory

Records KK 1002 "

Aretha Franklin Aretha's Gold Atlantic SD 8227

Aretha-Frankin’ T%Xears of Gold Atlanhc SD 18204

Aretha Frankiin with James Cleveland and The Southern
Calfornia Community Choir Amazing Grace ' Atlantc
SD 2-906

Isaac ‘Hayes Hot Buttered Soul Enterpnise Records
ENS-1001

History of Rhythm and Blues Volume VI On Broadway
1963-64 Atantc SD-8194 , '
Volume VIl The Sound of Soul 1965-66 Atlannc sD

8208 .
Volume VIl The Memphis Sound 1967 Atlantc SD
8209

The O'Jays Ship Ahoy' Philadelphia Internatonal Records
KZ 32408

Ous Redding History Atco 261

Dinah Washington Back to The Blues The Blues Aint
Nothin But a Woman Crying For Her Man Roulette
SR 25189 P

Stevie Wonder Greatest Hits Tamla T7-283

Stevie Wonder Songs In The Kéy of Life Tamla T13-
340C2 |
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“ 6a. CONTEMPORARY AMERICA: AN
. HISTORICAL AND musucu .
! PERSPECTIVE

-

INTRODUCTION 1

FROM JUMPSTREET A STORY OF BLACK MUSIC may
be viewed as a train traveling through the significant
pglods or statons, of Amernican hustory Witheach stop
passengers board the train and bring with them their
cultural baggage This baggage orthese experiences
mix with what has come before creating a new cultural
_mixwhich is passed 0n to the next generation or
. station
The first station wasihar,)omt m history wnich brought .
© apoutthe Pecping of Amernca Amongrhe passengers’
were West Afncans who Qoarged the train with a strong
© musical hefitage
Thesecord stop of the Jumpstreet train was In slavery
-tself Here spintuals work songs and dances evoivegto
char’actenze *he respofse of the black passengers to the
-conditigns of slavery oY
Tb_ train then mowves to r%tahon after the Civil
Waf — wPentlaves were legally freed but Blacks learned
they were not really free The disillusionment of the pas-
sengers who boarded 1n this period was expressed in
their blues music theer hooes were expressed in'their
,Spirituals
- . Bythefourth station at fre turn of the 20th century itis
clear to most Blacks that they have been betrayed Dy
Amerncan society Milions will move to urban and in-
dustrial areas seeking a new beginring and new hope
The passengers who boarded here br0ught with them
the musical respunse of jazz and the constart realitis of
a karsh Ife still e»/)denced in ther spirtuals and biues
America engaged in two world wars— World Var |
"1914-1919; and World War Il 11941- 1945]) The years of-
- history between these wars represent the fitth station for
- the Jumpstreettrain Thereexisted in this perod a paradox,
of hope and desparr for Blacks as expressed inthe variety |
of black music evigent in those years It was a perod of
blues gospel jazz and the begmnmgs of rhythm and
: blues
And now.the tram has reached the station where your,
generation boards and mixes its baggage with that
which came before As you explore this penod see the
extentto which {his history impacts upon and mixes with
. the musical forcés of your day .

POST-WORLD WAR Il -

» . Among the numerous adjustments the American people.
had to make at the end of World War 1 was adaptation to
the new status of black people nghe United States This
new status arose not merely becpuse a substantial por-
tion of the gains made dunng thg war were retained, but

. also because of the intensificatign ofthe pivnl rnghts move-
*ment Black,organizations notably the NAACP beganto
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press more vigorously for full equality in pohitical organiza-
tions, and civic labor and religious groups. among others
Thecourts, chiefly at the federal level increasingly debated
racialissues and frequently ruled in favor of equaity The
executive branch of the federal government sensitive to
domestic pressures exerted considerable infl e In
attempting to eradicate segregaton In addition ?e nsing
independence movement in Africa beginning-X 1948
with the establishment of an independent Ghana also
impacted on the shape of American history inthis perod -
Tne interaction of these forces created a better environ-
ment for tlack Americans as the nation moved into the
second half of the 20th century c

In several significant ways Prasident Harry S Truman
contributed 10 the creation of a clmate in which the status
of the Negro could be improved In 1946 he appointed a
committee of distinguished black and white Afnericans’
1o inquire into the condition of civil nghts and 1o make
vecommendanons for their mprovement The report To
Secure These Rghts strongly condemned segregation
practices In 1948 Truman desegréegated the armed
forces and issued an executive order calling for fairr em-
ployment throughout the federal establishment

inthe mid-1940s the popular musical form in the black
cofimunity was rhythm and blues' Technological inno-
vations soon spread this music throughout the countty
The record business wag going strong and had targeted
yourg peoplg as consumers Radio too was stil grow-
ing anYy the air waves could not be»segregated White
teenageys. prodded by energetic disc jockeys quickly —
responded to the highly expressive music they heard by
dancin -ancfdancmgl They were called rebellious and
wid The gusrc was consndered by many to be a bad
social influ : .

In Blues Peop/e Le#Roi Jones descnbed rhythm and y
blues as follows .

Rhythm and blues not only reﬂected that stream of .

fusic that had been city blues and was a further de-

velopment of the growirg urban tradition 1t also re-

flected a great deal about the America it came out of

and the Negroes who sang or listened to it Certainly

the war years had brought about profound changes in

the cultural cohsciousness of Negroes

There was a kind of frenzy and extra-local vulgatity to

rhythm and blues that had never been present in older

blues forms Suddenly it was as if a great deal ¢f the

Euro-Amencan humianist facade Afro- Amencan music

had taken on had been washed away by the*war

Rhythm and blues singers iiterally had to shout to be

heard ahove the clanging and strumming of the vanous

154 "




D

=

Q

ERIC

Aruitoxt provided by Eic:

electrified instruments and the churning

-
Gdtm seo
tons And somehow 'the louder the instrumgntal ac-
companiment and the more harshly screamed the
singing. the more expressive the mysiC was
- Equally interesting are the uncommonly weird
sounds that were made to come out of theinstruments

The tseemed. ‘was to make the instruments
sound unmusical. or asnon-Western., aspossible ,
AFTER 1954

In 1954 the Supreme Court of the United States rendered

. s Brown v Board of Education decision which over-

turped the ‘separate but efual doctrine This decision
profoundiy affected the futere of Blacks in Amenca—
became the sheet anchor lor civil nghts demands and
later civil disobedience in-American society In 1955 Dr
Martin Luther King Jr ushered in the civil nghts move-
mentand the subsequent black n lismof the 1960s.

by leading-a group that boydotted ihe Montgomery’

Alabama bus system because 'of |
gatlonlst policies
Oﬁly by looking back and contrasting the role of music
»_.in the history of Afrcan and European Cultures can we
beginto understand the apprehensive reaction torhythmi
and blues and ts white counterpart rock nroll In Euro-
pean cultures music served primarily an entertainment
functon during times of leisure Butto the ancestors of
Afro-Amencan music dancing was anintegral partof ife
it functioned in leisure work ceremonies even bad times
ke mourning the loss of loved anes Some descendants
of Byropeans esbecially people from Protestant funda-

mentalist heritages had been taught that dancing was -

sinful and music was to be imited to certain occasions
The advent of commercial music and its public accept-
ance and expression by white youth would naturally have
peen a distressing.sign to the elders of such cultures

The record industry had inadvertently fore€d acultural
‘tash between two peomes whose customs and tradt-
tions had heretoforé co-exjsted as ~ separate but equal
The differences that seethed during segregation surfaced -
‘when the air waves mixeq and forced the two cuitures 1o
confront eack other and their own values in the music

The new breed of young people in both cultures had
found in this new assertive musical form a way to exert
their independence their own personality They became
an important block of consamers in the American gcon-
omy spending millons of doliars on recordsand concerts
yearly

THE 19605

Duning\the 1960s black activism became so prevalenta ‘

-~ phenomenon that the years have been called the decadé
of the Black Revolution Blacks were becoming in-
creasingly intolerant of their st and were outraged by
the violence perpetrated on merhiers of therr race IR
urban areas new black leaderseme with programs
and organizations to allevnate the plight of the black
people

The introduction of the conceot of black power began
the spread of the current nationakist sentiment among
Afro-Amencans Black power was a call for black com-
mumity control of businesses, education. police and
other insfitutions which had not been responswe to the

cantinued segre-

«

needs of Blacks Furth
the concept of black/
premise
Before a group can enter the open society it must first
“close ranks By this we mean that group solidarty 18"
necessary before a group can operate effectively from
abargaining pdsition of strengthin a pluralistic society
Its leading political exponemts were Malcolm X and
Stokely Carmichael Musically, soul and black-owned
recording comganies emerged to achieve the same
goals.1 e 1oencolrage and proclam the surging feelings
of black nationahsm¥unity and pride and to revolu -
tionize and share controlof anindustry whose successes
was largely due’to the influence and contributions” of
blacks but which unfonunately had faled 1o recognize
and compensate them accordingly ‘ »
Expressions of unity and solidarity by a people in therr -
struggle for self-detetmination are fundamental compo-
nents of black cultural nationalism Afro-American music
s perhaps the only serious art form

it was a call for black unity, for
wer rested op a fundamental

States was revealea And it was the decade of tHe 1360s
that the re-affirmation of negritude was in great abun:
dance and the musical evidence of tnat essénce was I1s
soul musiC
{
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. STUDY GUIDE FOR “CONTEMPORARY .
AMERICA: AN HISTORICAL AND MUSICAL -
PERSPECTIVE” . -

o

1 Whateffect did World War Il have on the status of Blacks
in America?

- 1]

i
\ ”
.

2 Identfy the following ndvidualsior orgamzanons ———-
a NAACR T » N
b Martin Luther King Jr o .
¢ Malcolm X /-
d Stokely Garmicha . )
e ,CORE < LT . .
f Jesse Jackson . ’
g Vernon Jordan .

- -

-

w

What was the pnmary political 'novement takung Dtace
in Afnca in the late 1940s?

-+
* ’ *

.
o

What changes in blacks cwi nghts occurred aa a result
of the publication of.7g-Secure These Rights?

S

» . .
- 3
k' 13

1

What was the significance of the 1954 United States ’ :
Supreme Court Brown v Board ofEducaﬂon decigion”?

1
~ > £y . -
~ . R -

<

6 Inwhat ways did the grfé\h of radio™Mhd-the recordfhg .

industry contnbute to ti¥ growth of rhythmand blues
and s )mpact on non-black teenagers? * . . -

- 5
4
y R ¥

¢ © * . w
7 Why did some people of European ancestry find the - '
attraction of white teenagers to .rhythm’ and biues ,
threatenmg? N >

8 List five areas 1h which Blacks sought control of their .

own affairs during the 1960s \

.

"' . l{'/)
. ) . . Z oy
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6c. RHYTHM AND BLUES VIEWING GUIDE - '

Directions: As you view this program take notes on the
charactenstics of rhythm and biues that are mentioned
and hsten carefully to the four songs histed below In one
or two sentences tell how each song reflectsthe penodl n

K4

=~ which- it was wntten and which charactenstics are *
prominent. .
NOTES
‘e
1, -~ > - . '\
SONGS | , ’
1 I'm AMan’ } K .
an’' {Bo Diddiey) / N
_/
* 2 Tuth FeOm {Litde Richard) »
L4
3 - -
3 GetAJob (The Coasters) ’ ’
. T — .
-
vy !
4 "Hound Dog" (Elvis Presley) >
. 4
1 5 . . ¢
149
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6d. PATH TO PROFIT FOR BLACK MUSICIANS
e ———————

Directions: On the bottom half of the timeline below. a

* number of significant historical events are noted On the
top half of the chart enter the major styles of black
Arnencan music that were prevalentdunng each decade

~and the-names of at least two performers associated wgth

+ each style

I - 1
Major styfes of black ‘ ’ . : !
Amencan musi rformers ' ' '
. associated with each peniod ’ ' ) g

; . |
‘; .. . ' ‘ Q.
: Ty : —./ ? |
r 7,
| / & 1963-Martin |
| ’ ’ © Luther,King Jr
‘ . P «
| . / * pg_ 1954-Brown , | ave A Dream
.o ’ ' g 7 Board of ;
\ ) N 1944-45 Educaion | 1968 Martn .
. © Lutner King :
World War Il .
% . kiled
K 2 Great Afrigan t |
Independence

% - Depression | 1948- .-
. % Harlem Publication | Movement | ¢, mights |
v Renaissance | ot To Secure movement ,
> 1911 Natonal . These Rights . ) !
+ ) 2 cban League 929 Wal :
% 1905 Negara] © Street Crash - - ‘
‘ LNEgerd] g . .
Moveémiert +11847-1918 : v 1
27 I S LY
World War ', . o -
1909-NAACP x| W \_, :

»
V
j
»
»
»
|
l
\
|
|
. ' . 1Y e * ’ o
7 .
D
F
|
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. Introduction - N
.\

/ . ¢ " & 4 >

4\\M ulticuttural education is the act of involving indmdualsin
a variety of experignces that have great potential for
- producing individuals with perspectives about and sensi-
- ' tivities to the mutticultural aspects of Amencan society.
’ What one perceives about any culture seems 1o be in
w . directproportion to the extent of one's active involvement
with that culture, its customs and traditions This unit will
introduce selected expefiences designed to place the
. . . learner in direct touch with some of these traditions and
R p) customs.
Unit Goal N
The pnmary goal of this unit—to demonsirate how se-
lected artforms, e g., music, dance and poetry,function
. . " as a means of cultural expression — will be achieved by
providing teaching models which focus upon specific art
forms and the way or ways thesé art forms typically are
- . used in a culture for a vanety of purposes over a span of
by e - time Specifically, this unit facuses on activites that dem-
James A Standifer . . ‘ onstrate cuttural change, cuitural adaptaton, cuttural con-
Professor of Music . i bnuity and discontinuty The actvites are humanistc in
University of Michigan . their orientation, and their development and use are
\ guided by a philosophy thatdemands anacgceptance and
and _ belief in the values of cultural diversity. -
Toby H. Levine ’ Unit Objectives
Project Director _ " The overall obijectives of this unit are:
Oirector of Educational Actvites, . 1.10 help leamers become more keenly aware of and
. WETA-TV -~ acceptthefactthatchange anddiversty are itherentin
all human life and actvity: : .
\\ ¢ 2.0 help learners recognize. deal with, and adjust to
) change and dversity: . y
3 tohelp us recognize that there 1 no one modei culture,
no one model Amencan: and
. 4 o demonstrate in achieving all of these that mutticul-
» ) turaleducation has intnnsic to 1t the humanizing poten-_
tial that rests at the core of humanites education.
ldeally, teachers involved in“these experences will
demonstrate mutticultural competencies that. *
1, emphasize a recognition and acceptance of diverse
Behaviors typical of multicultural school populatigns; |
. ) ) 2. recognize and accept students’ patterns of verbal and
- ’ non-verbal behavior unique to those students"culture; -
. and e, N
- 3. demonstrate the ability to help others recognize sims
R : . larities and differences between Angid-Americans and
- .+, minority cultures typical of the current school popula-
" & tiansin the United States, ,
The television series From Jumpstreet: A Story -of
. R Black Music has as one of its fundamental goals that of
. T increasing the knowledge and understanding of black
. . . music as a legitimaty and integral part of America, This
: . * . unit's activities have begn developed to reinforce that pur-
. pose, andto extend it toinclude a varisty of othepcultures
: andcontentareasthatare embraced by the hurltjamu'es.

‘ Unit Format . ‘ Co -
J 61y The unit i§ divided into two parts: ‘
) i Lesson 1. Music and.Dancs .
Lesson 2. Poetry

4 *




LESSON 1. MUSIC AND DANCE

<

. (6-7'class penods)

Obijectives: }y

To sharpen awareness of ghange and diverstty inherent
in human hfe and actwity -

To assist learners to recognize and respond posmveiy 10
diversity and similanity in behav:or

To introduce partcigants to means by wh»ch dance docu-
ments vanous forms of cultural expression ™

¢

FROM JUMPSTREET ’
26 Dance to the Music
#4 West African Hentage
RECORDINGS
Pop'! Goes The Weasel by Lucien Calliet 80und Beat
and Feelng Record 7. Amencan Book Company
or
RCA Adventures In Music, Grade 4 Vol 1 Record
LE1004,S¢de 1, Band 1 ” -

“Tanko 'Bushn""i’\//g(gngvo Minyo (Japanese folk-songs)

Japan Victor MV 5585 (VEV-2991) Side 1

© 'HANDOUTS

12 Background Information on Poo' Goes the
Weasel”

1b Listening Guide for Popt Goes The Weasel”

1¢ Rhythm Patterns for "Salamatu Bansa”

1d Dance Instructions for “Salamatu Bansa”

1e. Histoncal Background to “Tanko Bushi"

1f Dance Instructions for ‘Tanko Bushi”
OTHER

Stereo record player

One small and one large cow belk

Room adequate for moyement activities

/. ~ .
\

LES$SON 2. POETRY: ™

(5-6‘clas§ penods)

Objective
To sharpen aural awareness of and sensitivity 10 urHque
poetic forms from selected cultures -

£ MPSTREET
#3 Blues Country To City
#1 Jazz Vocalists

#9 Jazz Gets Blue | == C. .

HANDOUTS .

2a Postic Form of the Blues

2b Poetic Content Worksheet

2c- Background onrHaku %

2d Gudelines for Developing Haiku

2e Companson of Japanese and Afro- Amencan
Poetry

2t Guidelines for Developing Cinquain

BOOKS-
Charters, Samuel .The Poetry of the Blues New York

Oak Publications, 1967
Hackett, James The Way of Haiku An Anthology of
Haiku Poems. (Qnginal creations in Enghish).Jokyo
Japan Pubjications, Inc., 1969 Columbia C 30034
Ueda, Makoto Modern Japanese Haiku An Anthol-
ogy Toronto University.of Toronto Press 1976

RECORDINGS =

King of the Delta Blues Singers (Robert Jonnson) Col-
umbia C 30034

You Hear Me Talkin' (Brownie Mt:Ghee and Sonny
Terry) Muse Records 5131

The Story.of the Blues, Volume 1 Columbia CBS
66218 -
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‘Lesson1. -
Music and Dance

-

e

Objectives

To sharpen awareness of change and diversity inherent
N human life and activity

To assist learners to'recognize and respond posmvety to
dversity and similarity in behavior

To intreduce participants to means by which dance docu-
roents vanous forms of Cultural expression

Materials  ~
FROM JUMPSTREE T
#6 Dance 1o the Music
#4 West Afncan Hentage
RECORDINGS
“Pop! Goes The Weasel," by Lucien Calfiet Sound, Beat
and Feeling, Record 7, Amencan Book CBmpany _
or
RCA Adventuredn Music. Grade 4, Vol t Record
LE1004, Side 1, Band 1
"Tanko Bushi.” Nihon no Minyo Japanese folk-songs)
Japan Victor MV 5585 (VEV-2991) Side 1
HANDOUTS

/

*

ta Background Information on ‘Pop! Goes The '

Weasel”

1b Listening Guide for “Pop! Goes The Weasel

1¢c Rhythm Patterns for "Salamatu Bansa”

1d Dance Instruchons for,"Salamatu Bansa”

1e Histoncal Background on "Tanko Bushi”

1f Dance Instruchons for’ Tanko Busht”
OTHER

Stereo record player

One small and one latge cow bell

Room adequate for movement activiies

Time . .
B-7 class penods .

-

AN

Procedures , .
1 D:stnbutr—; to students the following handouts
1a, Background Information on Pop' Goes The
Weasel " .
1b Listening Guide for “Pop! Goes The Weasel
Play the recording of “Pop' Goes The Weasel” and
provide time for students to read the background
informaton
While directing students’ attention 1o thé Listening
Guide. have them identify the dance in each variation
They might alsa tap out the beat patterns of the
different variahons -
After students have heard the composiion several
tmesand read the background informaton, discuss
—ways in which dances have changed or been
addpted over the years by varous cultures and in .
other places
— ways in whichimported dancesand dance patterns
exemplify retentions of the culture of ongin

—ways In which vanous European dances (gigue- -
treland, minuet-France, waltz-Gérman, jazz swing
band-Afro-American music) have moved from an
anstocratic courtly environment to one that involves
the masses

—ways in which Afro-Amencan music and dance
exempiify universal values and attractiveness
deemed highly desirable by the masses

—ways 1n which these universalines proved aesthet-
ically transient and unsansfactory (that 1s, ways in
which dance styles multliplied or changed quickly,
the incongruity of particular styles being performed

§ N by rent class of people, etc )
. ysin w\tsp dance transformations and diversity
N telate to the fagses in general and 1o American

ety in particular (e g, democratizaton of the
n beha)ﬁ)r)
N\~
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2 Screenprogram #6 Danceto the Music In parficular, |

direct students attenton 1o segments on the influence
of traditonal African dance on American modeérn
dance and on early Afro-American dances
Following screening, have students disCuss or re-
“spond In wriing o the following questons
» What*musical elements of African dance have
been retained in
» Afro-Amencan dance
* American youth dance
» Amerncan modern dance

fluenced by functional aspects of
« Africap hfe )
* Afro-American slave life
3 Distnibute to students the following matenals
1¢ Rhythm Patterns for "Salamatu Bansa” -
.1d Dance Instructions for “Salamatu Bansa”
The song and associateddance for “Salamatu.” which
1s from Ghana. it totally functional, that is, it was cre-
ated and 1s generally performed to accompany, rein-
force. or motivate a particular task or aspect of the
culture out of which itemerged and in which itis prac-
nced However, the musiccan be enjoyedaiso froma
formalist orabsolutistvantage point—for its own sake

and for the aesthenhc pleasure,it gives frozp avisual, .

aural and kinesthetic point of view .

To prepare students for performing the “Salamatu”
dance, have them first practce the clapping pattern
untif they gain praficiency After they learn the dance
a percussion accompaniment could be added. which
appears in smphfied form on Handout 1¢

4 Screen program #4 The West African Heritage
through the 'Pattin’ Jibba” segment (approximately
15 minwtes)
Discuss HQa'do "Salamatu” and “Pattin’ Jibba”
both illustrate #€ nature of functionalism and the oral
“tradition typical of selected forms of African and Afro-
American Cculture? .
5 Distnibute 10 students
1e Background Information on “Tanko Bushi”
1f Dance instructions to "Tanko Busht”
Have participahts learn and perform this Japanese
danceand discuss how a culture populatizes and/or
commercializes darices that were onginally purely
functional {1 e , this work dance) With the increasing
Westernizahon -and ‘mechanization of Japan, work:
pantomime dances €ither are no longer prachced or
have moved to the dance halls, house parties and
other places of enteftainment in Japan
®-_Have students di®uss ways in which the ‘Tanko
Bushi” and "Salamatu” dances and'songs may be
used as absolute music {music with no specific func-
~ ton). comparing fhis to their onginal purposes.
6 Rescreen #6 Dance 10 the Music, focusing students'

attention on dances typical of early black Ami;;,:;n’ -~
4

theater The segmaent appears roughly 17% mi

Which of these elements are most strongly in-

7 Have students give a brief (a minute or two) demon-
stration of a dance step that is uniquely cultural in,
terms of the ethnic group to which the student be-
longs Discuss waysin which these dance steps have’
been appropriated by, changed, or adopted by other
cultures Cite aspectsretained,changedorignored.

Suggested Reading ,
Blake, Glarence N Quiz Book on Black America Boston
Houghton Miffin Corapany, 1976 '
Keene, Donald Landscapes And Portraits Appreciation
of Japanese Culture Tokyo Kodansha International
Ltd , 1971

La Meri (Russell Menwether Hughes) Total Educatzon n
Ethnrc Dance New York Marcel Dekker, Inc, 1977

Southern, Elleen The Music of Black Americans A
History New York WW Norton and Company, inc ,
1971

Standifer, James A, Ed A Guide and Sourcebook of
Studentg@ctivites Techruques for Improving Muiti-
cultural Music Educrt/on Ann Arbor Program: for
Educational Opportunity, University of Michigan, 1981

Stearns, Marshall and Jean Jazz Dance (The Story of
American Vernacular Dance] New York Schirmer
Books. 1968 ’

Tipton, Gladys and Eieanor Tipton Adventures in Music-
Teachers Guide RC A Victor (Grade 4, Volume 1},
1961

N

to the program Compare the musiC and move-
ments of these dances 10 those of “Tanko Bushi * -
§ 4+
T~ ’ oa
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1a. BACKGROUND INFORMATION ON '
“pOP! GOES THE WEASEL"

Histoncally, dance, and dance music have been one of
the most pepular musg forms in varnous world cultures
Specific groups of 046 have created patterns c1f sound,
rhythm artd movement in unique ways to exemplify chiir-
actenstics typical of their group These Characterstics
often are influenced or@aused by sp eligion, family,
and environment R TN, &

The familiar children's tune. POBTGOES
s an example of this  Pop! Goes The Wea
English folk tune. although during the colofil penod,
Americans were very fond of singing and,ddncing to the
melody The term weasel Is a name used by English
tailors for one of their mostimportant tools — the pressing
iron After. having paid for a spool of thread and needle,

- the falof In this tune finds ke needs to pawn’ his pressing
ron He thus says Pop! Goes The Weasel "

Litien Calliet, a naturaized American cihzen who was
born and educated in France. composed five varations
on this simpie tune, using a dance reflective of a different
period in-Western culture for each tion He says the

= following regarding his vanahons
Pop' Goes the Weasel was reminiscent of a dance
(gigue) and suggested (that | treat the variations gs an)
_evolution of the dance through the ages Hence, after
anntroduction and theme, | wrote a hittlg fugue onit, as

10 Bach's ime Then followed a minuet. as+n Mozarts

nme Thinking teasingly of the 19307 perod and the

4

v

famous Jewish violimist Rubinoff, | wrote a violin solo®

vanation, trying to display such a mood This was fol-
* lowed by a music-box waltzimitanon. and finally a jazz

episode > . .
. The gigue. Ca!ﬁat‘sﬁ;rst/vananon. 1s essentially a quick

. dance: which frequently uses imitative melodies laid out

in vanous kinds of triple meter. The dance formdeveloped
from the 16th century Insh jig, which alsowas very popu-
lar at the time 1n England The gigue s an example of
absolute or non-functional music In the 17th and 18th
century, undey the Frenchname "gigue." the music of the

fig was incorporated into concert music as one of the |

movements of the Classictl Suite
In a brisk compound triple meter of 6/4 or 6/8. the jig
,dance was performed by comedians, who'introduced #t
in Amernicain the 19th century Blacks imitatedthedance
gradually transforming it inta the more grotesque move-
ments and rhythmic patterns frequently seen in minstrel
"shows The g dance gradually became an essental part

~ of the early form of Amerncan theater )

-Ealliet’'s second vanation is a minuet, an elegant, 18th
century French dance with a dignified 3/4 rhythm ftwas
quite popular at that ime, and its stateliness was teally
suited to the environment of the court and royalty, exem-
plifying the elegant.ambience of 18th century balls In
fact, the minuet first appgared dt the French court of Louis

XIV around 1650 It was danced in a courtly manner in’

which couples exchanged curtsies and bows The music
was soon adgpted as part of the classical symphony and

other instrumenta!l forms of the classical period It later

gave way 1o the waltz .

The waltz. Calliet's next vanation, also Is exceedingly
successful In reflecting the hfe and times of a particular
period The waltz 1s a popular German dance 1n 3/4 or
6/8 meter that onginated during the 18th century lts
stylized triple meter and dance characterstics had as their
immediate ancestor the Gerrrian folk dance called the
landler The tempo I1s generally fast but some are mod;
erate Intempo its¥hythm hasan heavy accenton the first
beat and it has a liting flow o N

In the late .19th and early 20th centunes, world society
soon discovered the univgrsal values of g new vibrant
music and dance whose Qngins were Afrnican and Afro-
Amernican They included the mulfiphcity of dances dc-
companied by the ragtime beat and the Closgly related

rhytims of jazz Callie's composttion-is brought 1o a re- )
sounding close by using the unigue Amencan and Afro-,

Amencan jazzidiom (1e the b'lg jazz band sound of the
swing era) !
_All of the dance episodesyn “"Pop! Goes the Weasel™

reflect cultural continuity and change. and, alternately,’

culpral disconinuity and adaptaton Some sprang from
the courtly environment of kings, while other began as
folk darices, In poth cases reflecting a degree of function-
ality In addition. the musig and dagge materal reflectthe
mores of ethrC groups and classes of people In short,
they are each aesthetic expressiors of a people, who

* existed at a particular time and place and had particular

and communal tastes and needs

-
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- Feeling New Yog, Amencan Book Company f
1942#0p 60-62 Used by permission ‘ N

- & )
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’ 1b. LISTENING GUIDE FOR . . s
“POP! GOES THE WEASEL" g
N \
Pop! Goes the Wetsel 9 . .- ’ ' -
Lucien Calhet T . ~
° ’ i ' . [V 4
O — ~—— i - - T T )
‘ VW) ) 3 )| B Y 1 ) D ) 3 ) 5\ i 1 . J_1 I\
J fasNdl K] Y 1 N1 iy g o )| i 1 N 1 Al BN i At G | N
%.\jﬁ”i{‘"é“*"'é‘i’}‘ié“'é‘iﬁ'é:‘
m [ )
f so  “do - etc
L} - P . M
1 INTRODUCTION Many repettions of the first two
notes of theme moves higher and higher in pitch * e
2 THEME almost complete, moving in twos, extended. =
R "
3 VARIATION +:Fugue (ke a round). “pop” played in . - T,
’ vartous ways . .
* + Vanous tone colors bring in tune five times - ﬁ
1 Clannet .
2 Frencn Horn
3 French Horns .
4 vloan' Flute Piccolo . .
5 Low Strings Brasses Bassoons
4 Bndge matenal (unteﬂﬁde)'. pause, chime \
5 VARIATION il New minuet melody (3/4 tme)
- L . |
4JJ,gia’zJ'JJJJ;J'J;JJzJJJ,zJH
M N
A |pen- ny Sfor a spool  of | thread, a pen- ny | for " a|nee dle .
% 2 = > > > > > > ‘
L ) 4 . .
Beats x
L S
. o . .
[‘ J 3 J J 1 J J J J J } i J i 1 L 1 J J ] .2 J J
~ L [d v w * - '\//’ L4 v [ [ A [d [ [ L4 ~—
. v .
thag the “’vay‘?"{he mon-key | *goes "pop” gdes Re | wea- sel ’ ‘
> > > > > > > > k
U - !
N D
A . 2 ' ‘ 1
' 4
. ) . 1
From New Dimensions in Music, Sound Beat and N : \ J
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6 THEME entersinlower ptchandin leng%ned notes

(augmentation) as new melody cont

Matenal exte‘?ded ‘

7 Partal repeat of (6) New tune presented
bridegroom Mazol tov’

n

nues above it

¢

"Bnde and

-t

x

18
!
|

E)

2
¥
i
1

v

8 Solo violin in virtuoso passage (Cadenza) endrﬁg'j“

leading to

»
+

-

[ 4

’

o
9 VARIATION Hil Sold, other instruments accomparty,
slow 4/8 ime, very expressive, note return of “Bnde
and bridegfoom Mazol tov” melody (wa wa mute
used) Violin ascends scale-wise in pitch

10 Muted trumpet on descending scale with wa wa mute

. introducing

_VARIATION IV ight, staccato. jagged melody in waltz
sme Oompah, pahaccompanimentin high register
Brass in echo fashion i¢ads to '

11 VARIATION V Whole orchestra syncopated, swing
orjazz version of theme Now movingin twos, incom-

plete repetitious §

)

P

-~

etc

-

| V-

eic .

o

etc

b o

12 Byg ntard and cymbal crash! Successive tnills

<

13 Summation on o

? El{lC

I

4

&

Y

‘\

nginal theme )

-
~

v .

~
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1c. RHYTHM PATTERNS FOR

“SALAMATU BANSA" ~

*
1
» .
N

{ CLAPPING PATTERN Qlap on circled number

GroupA 2B 4B 789 © 11 Q Repeat
GroupB D2Q@D5B0D 80 11 @ Repeat

it TWO-K{PNE BELL PATTERN
Enher of these patterns may be used to accompany
Salamatu Bansa Inthe absence of a gankoqur(an Afn-
can two-tone bell), two cow bells may be used a small
one for ahigh pitch (H) and a farge one for low pitch (L)
»

Pattern 1
H @ 2 0
L 1 2 4

Repeat
Repeat

o o
[« 3]
~ ~

Pattern 2
lane 1 H 1

-

L 1
Line 2 H 1
L @
Line 3H
L 1
Repeat from Lin

@D w

> 7
2 7
2 7
2 @
2 @
2 7

T oW |w

1
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1d. DANCE INSTRUCTIONS FOR
“SALAMATU BANSA"

* BEST COPY AVAILABLE

——

Salamatu s the name of a pretty girl who was disobedient
and disrespectful to her parents Her behavior earned
her another name Bansa, whichmeans badgrl, When
she ceased her disobedience the name Bansa was
dropped

The dance consists of two pnncipal movements and
tradqpna!ly 15 done by four to six girls

MOVEMENT |

To begin the dancers stand in a.line or a wide circle with
bodies bent in a downward curveg postipn and hands
crossed With bodies stil bent dancers move forward
comingdown ontherightfooton Beat 1 draggingthe left
foot to a postion near the night on Beat 2 Simultaneously
the nighthand is pushedforward cupped withpalmupas
f holding a banana andhe left hand 1s gently pushed
across the body with gz own Hands should criss-
cross around the elbow

While countng 12 1-2 continue these movements
unti set and natural rememberning to bend while doing -
the foot motions

MOVEMENTI  + ®
While continuing the foot motion of Movement | atapre-
determined point dancers gradualigform a single line
shoulder to shoulder When the ine1s formed the move-
ment changes Dancers now jump up and down as if J ’
marching moving forward gradually to the strong 1 2 i
2 beat of the song 3 .
. While moving forward half the Sancers do a pushing
motion as if sawing wood keeping their arms taut bentat
the elbow pushing straight out fram the body The other
dancers beat up and down with ijts clenched alternat-
ing arms ’
A natural feel and appearance is imparative to capture
the essence of this and other African dénces Improvi-
sations may be added after the basic movements are
tearned’

)
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1e. HISTORICAL BACKGROUND TO
“TANKO BUSHI”
—

»

kY
‘ Tanko Bushi” 1s a coarruger s dance and 1s one of the
most famous folksongwwhere are many differ-
ent kinds of coal miner s songs thiroughout the country
Usually, the name of the place is added to the title of the -
song This coal miner s song s called ' Kita-Kyushu Tanko
Bushi ' ltoniginated from northern Kyushu. located in the
southern part of Japan The origin of this work song 1s
believed to date back many centuries: However in 1915

a teacher in an elementary school in Kyushu rearranged
the song to accommodate young children and classroom
Japanese music-learning During World War !l the coal
miner s song was recorded for commercial sales After
the War the song began to gain nationa! popularnty

‘Tanko Bushi

Verse 1 Tsu-ki ga de-ta de-ta Tsu-ki ga de-ta -
(Now the full moon now the full moon quite
' round as a ball)
Response AYo o Yo-i .
Verse 2 Mi-i-ke tan-ko no u-e ni de-te
+ (Has nisen bright out of the back of that yonder

> hilf)
Verse 2 An-ma-n en-to-tsu ga ta-ka-1 no-de ’
‘ (Cause the chimney of the coal mine is very big
e and tall) (—/%\
Verse 4 Sa-zo-ya o-tsu-ki-sa-ma ke-mu-ta-ka-ro
{The smoke must be awfulto hes  Shelibe taken
- i) -
Response B Sah-no Yo-i Yo -
- [ ’
4 N v P
@
' oy
. ~ /
- ¢ .
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1f. DANCE INSTRUCTIONS FOR
“TANKO BUSHI”

1

' The dance 1s very simple 1t consists of five major move-
ments each of which 1s pictured Each movement indi--
cates one moton typical of coal miner's work

» INTRODUCTION .
Form a circle, with all participants facing inside Clap
hands three times bnskly in rhythm with the music, as
follows .
HO )] 3 4 ® 6 7 8
Turn 10 the nght ’

R

Movement 1 simulates the digging of coal with a sbovel Movement 2 simutates carrying coal Step forward with
Starrip night foot twice using digging mohon Then stamp your right foot as your hands move a basket of coal from
left foot twice using digging motion Chant Oig Dig Dig the fioor 1o over your nght shoulder Repeat with left foot
Dig as you walk through this movement - and left side Chant Carry. carry as you make the .

movement ’ :

»

[

2
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»

Movement 3 simulates looking up at the moon Step
back with your left foot as you put your nght hand to your,
forehgad and pont left hand behind you, pointing back
Repeat in oppostte direction Chant. ‘Look up. ook up.”
‘as you make the movernent

Viosement S s:muiatgAe end of the day While

[ stepping forward with your night foot cross both handsin
front of you and move them apart spread wide Chant
That s tne end of the day as you make the movement

— performing tne clapping pattern of the introduction once
as you say day

s

FRIC - :

Aruitoxt provided by Eic:
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*  Movement 4 smulates pushing a cart Step forward
with night foot as you push cart with both hands. Repeat .
stepping with left foot Chapt, ‘Push, push
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All poetry reflects ife While words are apt to be a pitifully
weak means of conveying feelings. poetry strives to over-
come this severe imitaton The degree to which poetry
succeeds is @ measure of its aesthetc quality The activi-
ties in this portion of the unit compare and contrast Afro-

'Amencan blues poetry. Japanese Haiku. and the French

poetic form, cinquain

Objective
To sharpen aural awareness of and sensitivity to unique

tic forms from selected cultures
Mdtgrials
FR JUMPSTREET

#3 Biues Country To City

#1 Jazz Vocalists:

#9 Jazz Gets Biue

HANDOUTS
2a Poetic Form of the Biues
.2b Poetic Content Worksheef

2c Background on Hatku

2d Gudelines for Developing Haiku

2e Companson fof Japanese and Afro-Amencan

Poetry T ’
2f Guideines for Developing Cmquam
BOOKS !

Charters, Samugl The Poetry of the Blues New York
Oak Publicatons, 1967 )

Hacken James The Way of Haiku An Anthology of
Ha:ku Poems (Onginal creations in English) Tokyo
Japan Publicahons. Inc , 1969

Ueda, Makoto Modern Japanese Haiku An"Anthology
Toronto Universty of Toronto Press, 1976

RECORDINGS

King of the Delta Blues Singers (Robert Johnsony
Columbia C 30034

You Hear Me Talkin (Brownie McGhee and Sonny
Terry) Muse Records 5131 -

The Story of the Blues, Volume 1 Columbia CBS 66218

b

LEd

. e e e st e TN TN
) /
LA
. /
< e =
2 W /
A .
Time
5-6 class periods N
Procedures
1 To introduce students to the structure of the blues :

poetic form, distribute and discuss Handout 2a Poetic
Form of the Blues. and show program #3 Blues
Country To City While viewing, students should note
down examples of song lyncs they hear that follow
the blues poetic form

2 Introduce or review the terms on 2b Poetic Content
Worksheet Rescreen Segment #8 of Blues Country
To City. n which Sonny Terry and Brownie McGhee
perform ‘The Sun's Gonna Shine In My Back Door

- Someday ' Students should complete the handout
with reference to this song Discuss how the lyncs
and form combine to refiect hife and the performers
attitudes toward hfe . .

Additional practice in this technique may be
planned using any of the following
—~Recordings of classic blues
_Selectons from Charters Poetry of The Blues
—From Jumpstreet #9 Jazz-Gets Blue {first 15
minutes)

3 Introduce students to examples of the Japanese form
of poetry called Haiku (pronounced hi-C00). using
selections from the books histed under Matenals
Handout 2¢c prowdes background on Haiku, and may
be distributed directly to students or used as the basis
of a presentation

To encourage students 1o develop therr own ex-
amples of Haiku. distnbute Handout 2d Guidelines =
for Qevelopmg Haiku |

4 Compare and contrast the strategies that poets, gﬂ z
farent cultutes use 10 convey meaning Han
presents an example of Haiku by Masaoka Shiki and
“Impasse” by Langston Hughes For additienal exam-
ples, students can recall blues lyriCs studied earter,
or, screen From Jumpstreet #1 Jazz Vocalisis,in
which Carmen McRae discusses Jazz lyrics

®
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5 The French poetic. fogm; cinquain, aiso follows a
preschbed structure, whuch can be compared o . ) &
Haiku and blues form Handqut 2f presents Guide- i : g
hines for Developing Cinquain A reporton the denva- . *
tion of cinquain and its cultural significance can be#
assigned as a companion 10 a wnting project , . -~ '

6 Toevaluate students' comprehension of this material, .
select from the following queshons . .
—How does the poetic structure of Haiku relate to the .

poetic structure of Blues? How dogs the structure ,

of each form contribute to its symbolsm and its ,

functional use as a cultural expression? ’ ¢
—Comfyare and contrast the selechon and use of oy . .

words in Haiku and Biues .
—Select an example of Blued lyrics and an example

of Haku and compare the manner in which they N .- s

reflect and communicate attitudes toward hife that . )

are reflective of the culture ffom which they . , ‘

merged’ ‘ » ) ©
Sugiosted Reading ) ' )

Behn, Harry (trans ) Cricket Songs New York Harcourt i N
Brace & World Inc 1964 .
Charters.Samuel The Poetry of The Blues New York ) >
QOak Publicahons, 1967 ‘ 1
Hackett James The Way of Harku An Anthology of <
Haku Poems (Onginal creations in English) Tokyo
" Japan Pabticanons: Inc . 1969 . -
Hender'?J'rfrfm Harold G Yntroduction to Haiku Garden
City NiY Doubleday and Co 1958
Keene Donald Landscapes and Portraits Appreciation ‘
of Japanese Culture Chapter Il “The World of Haikia .
Tokyo Kodonsha Internatonal Lid 1971.
Ueda Makoto Modern Japanese Haiku An Anthology
(Compiied and translated by Ueda) Tagento University
\ of Toronto Press 1976 )
) Work John W American Negro Songs Philadelphia
Theodore Presser Co 1948
?

[
b}

ERIC . - - .

&

Aruitoxt provided by Eic:




-

ERI

Aruitoxt provided by Eic:

4

°

e -
* 2a/POEYIC xu OF THE BLUES
»

Following are two examples of blues ly?(:s

STRUCTURE

A Good lookin’ woman make abull dog break
his chain .

A Good lookin' woman make a bull dog break
his chain -

B  Good lookin’ woman make a snail catch a
passenger train

or v
. A I'm awful lonesome, all alone and biue
A I'm awful lonesome. all alone and blue
8 Ain got nobody to tell my troubles to
From Work. John W American Negro Songs A Com-

orehensive Collection of Religious and Secular
Foik Songs Philadelphia Theodore Presser Com-
_pany 1948 pp 30-31 Used with permission :

- Thethree ing structure of the lyncs was used 10 support

the 12-bar AAB form of early blues music and was
generally organized as follows v

&ELAODY

A

Statement

Re-statement emphasizes

importance of phrase
reinforces it in memory

Explanation of-consequences Orf
sofution o problem

- B

POETRY
Description of situation

Re-statement stresses importance
of situation, the senousness of

the possible consequences, or the
necessity for solution

Contrastng phrase .
provides satsfaction

by averting monotony
through the introduction
of new matenal

AN
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_
— 2b.POETIC CONTENT WORKSHEET .

e .|
Directions: Complete thischart after either viewing and/or
listening to a vocal blues composition Use short descrip- -
tive phrases and refer to the lyncs to help you recall what

SR you notice

1 Poetic Structure
¥ 4

2 Symbolism

3 Functionalism

4 Afthtudes

N

Aruitoxt provided by Eic:
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. 2c. BACKGROUND ON HAIKU

~

. : }
e '
= //
.

Haiku oniginated from a 16th century Japanese poenc
form called Hakia This 1s a witty collection of inked
verses It may consist of as many as 100 verses that were
composed by a team of poets who adhered to very strict
. sets of rules and guidelines The team leader, usually the
most respected member of the team. would start the col-
jection with a verse called hokku It consisted of three
hnes the first using text of 5 syllables, the second using
text of 7 syllables, and the last using text of 5 syllables A
second poet would add to this verse a two line verse
(couplet} with 7 syllables in each ine This 5-7-5 syllable
verse pattern (composed by the team leader) and 7-7
syllable verse pattern (composed by a team member)
would be continued with other poets adding their con-
tnibutions untl the Haikia was complete
_ Afamous team leader and hokku was Matsuo Basho
(1640-94) Obviously, the hokku was the mostimportant
poet of the Haikia form Increasingly. it came 1o be used
and composed independently of the Haikia form, result-
ing In the Haiku tradition that we know today
Traditionally the content of Haiku has reflected the
Japanese culture s emphasis on the beauty of nature and
. s effects on peopie Thus, Haiku most often has the
, following charactenshcs

It reflects nature and the experience of nature

It expresses. through symbolism, metaphor and
imagery immediate and fleeting sensations of nature

- ltexpresses the sensations of pature also by asking the
reader o enter into a private relationship between the
poem and poet n fact it asks the reader to use his
imagination constantly in order to bring 13 full frution
the total meaning of Haiku.

It reyeals wonders of natural phenomena—nature's
handiwork ’ :

- Asallart, it strives to give.a sense of reality Unlike most
discursive forms or more like symbolic forms such as
music, Halku seems to transcend the severe hmitahon
of words to convey a real sense of the affective Asdoes

"]

music, Hatku tnes and often succeeds In being ana-»

logous of how life fegls and moves

It expresses these feelings through unigue choices and
uses of sound, rhythm, silence and beat, and manages
to do this within a relatively simple but presgribed form
or strucCture

»
- -

~J
~J
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For one who does not read Japanese. but favors Halku
poetry, there is a severe handicap There are still a vast
number of Haiku poets who are unknown outside of
. Japan, although a small number of poets (such as Basho)
have beengransiated Severaltranslations often are made
of the same Haiku in order to get as near as possible to
the onginal spirtual and cultural quality of the poem
Makoto Ueda points out some additional problems asso-
ciated with Hatku translafions
Any poem demands a measure of active participation
on the part of the reader, but this is especially true of
haiku With only slight exaggeraton. it might be said
that the haiku poet\completes only half of his poem,
leaving the other half to be supplied In the reader’s
imagination_ The act of translahng haiku therefore has
negative implications, as it brings an extra person Into
what should be a private relationship between the
reader and the poem’
Because of this, p:%hcanons of Haiku such as those com-
piled and translated by Ueda (Modern Japanese Haiku
An Anthology), and Harold G Henderson (/ntroduction
to Harku) give Haiku examples in a formatthatcarnes the
onginal Japanese wording, with a word-by-word English
‘transiation .

‘Makoto, Ueda (compiier and ’translatoF) Modern

Japarfese Haiku An Anthology Toronto University of
Toronto Press, 1976, p v

.

169




- ’
“2d. GUIDELINES FOR DEVELOPING HAIKU

!

|

—/T The Haiku verse form consists of there lines totallmé 17
syllables and always s written in a spectfic form

Structure Example .
. Firstine - 5 syllables A niver leaping
Second hne 7 syllables tumbling over rocks roars on
Third ine 5 syllables as the mountain smiles

© 2 The traditional subject matter*of Hatku 1s nature and
the impact of nature on one’'s sénses Use words,
phrases sounds and rhythms to evoke images that
closely approximate what you feel about your subject
and how to respond 10 it

3 Avoid the temptaton to end lines in rhyme

Have your Haiku read aloud Listen intently to judge

whether you have achieved your goal

5 Adjustyour Haiku as needed #® achieve the'gffect you

are seeking

£

e
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. 2¢. OOMPARISON OF JAPANESE AND .
AFRO-AMERICAN POETRY q o o

”, .
Directions: Compare the strateg:es that poets of dnﬁerent
- cultures use 0 COnvey meanmg

- . . N
. ’ ’

Haiku by Masaoka Shiki

On a sandy béach /
gla§sy chips sparkle -
in the spnng sunshine : ’ -

¢
! .
‘ﬁ{ ) Blossoms Q,ave fallen

. and the water 1s flowing
. ’ towards the south

Sunahama/ i / kirara-no / hikaru 7 haru / hifaka ) ' J .

“Sand-beachy on / mic8s / sparking / spring / sunshine
Hana / chitte / mizu / wa /. minami / e / nagare-ker
Blossoms / falling / water / as-for/ south/ to /flow -

S

-  Translated by Makoto Ueda in *
Modern Japamese Haku An Anthology
Toronto Unergty of Toronto Press. 1976

Used with pem})s”ton

.
v

N .
lmpasse by Langston Hugnes . oo,

l could, teII'yOu

.~ lflwantedto

What makes me what lam
Butl dont really want to
Andyoudontgiveadamn .

- N . v

From The Panther and the Lash
by Langston'Hughes_ Copyright,

i
. . /;(med A Knopf, Inc Used with
. N et permission .
. ’ ' ’
. '\‘
= . . Y a‘. ]
i ) . ~ . \ .
- £ “ e .
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. »
* In France thére is also a form, of Boetry gvhich has a .
pattern that must be followed in order to maintain its char: . . : .
acter 1t s calle® CINQUAIN (prpngamced sin-qwane) - :
Cing in FfenchPheans five and Z‘%:Z/n always hasfive
ines Also éach line aiways must ha:e acertan number

of'v'vords : . - L )
. . ‘ .

* .
§ - - - o '
. Structure cxample P
Frstne One word giving title Boys g s, A .
SecoPg Line two words t<;<q _ sometimesgough L
. TrrdUine three words about * Doing things together - y o o

Fourth Line

» Ffth Line

four words
One word summary

subject

Runrung here and there
Active

Try your own mfwuam Use a varnety of titles including . »
animal names dates oeoole places feehngs and the ® . ,
L J Remembper 'jOu must use the pattern descnbed i -

your poem.stobea- - ngaan - o P v -
1 \ i

; : : ' T

v s

. . - . . |
al ~ @‘ - R \\ » ' i .,_/l
Fes |
' - ’ . 3 - . T
Vs i . 1 ‘: FIR] n~e ;s

v - SN ., !
N ; L 4 \ o~ ﬂ ¢ 5 ;“ . . |
‘ < . “ i
¢~ 7 . ’ § o
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- how West Afncans approach the

. S 4

" singing are denved from traditonal West  Indian lmprov@anon e

Afncarnmusic A brief film demonstrates .
: Jamatcan' l/rp_prowsanon

concepts of improvisation, .

tonality Whithe'useo provisatonin . -

folk music
acknowledg

'

. Its rolq 1n4azz (g stressed

FROM JUMPSTREET #1. JAZZ VOCALISTS ' ”
. R Iy Approximate i
. . " Music (Performer) - ¢ Segment Segment
Segment and Content Synopsis . Composer/Lyricist ‘ C Start Time Length
, > t ) . '
1. Standard senes opengng - Jumpstreet Theme Music 0 118
s . . B Quing, B Kaiser ‘
2 The program opens with host Oscar _Heebre Jeebies” <. 119 107
Brown. Jr relating the possibly mythical  (Lous Armstrong) ,
ongins of Louis Armstrong's famous Boyd Atkins
scat singing style . o :
3 This Segment highlights the golden Fine anq Mellow™ —< § . } o227 207
era of jazz vocalists dunng the 1930s  + (Billie Hohday) !
and 1940s. and establishes the relation-  Billie Holiday
-ship between the vocalistsand the top . .
big bands of'the time Bask styles of “Mr Five By Five”
)2z singing are demonstrated through  (Jmmy Rushing) . v
a montage of severa|mportant * G DePaul D Raye{ “
arusts of theera Y ¥ . ’ ’ ) l
, - "l Apologize” -~
- . (Bily’Eckstine) ~ ” ' /
o : ‘ Hoftman, Nelson, Goocha
. ‘Perdido”
{Sarah vaughn)
Lengsfeider. Drake® Tizol )
A} . . A Y
N PR “Pent-up House ' -
" (Betty Carter) .
Sonny Rollins et a - "
. <
% “Only A Moment Ago” '
. ' (ODinah Washington), -
. o M Asar, B Rose . .
L) . »
4 In a performance setting called The I Have The Feeling I've Been . 435 , 857
Black Orchid, Oscarintroduces jlazz . Here Before”
vocahist Carmen McRae, who performs  (Carien McRae) :
and discusses her. formative years as a A.&M Bergman .
pranist in New York's Minton's Rlay- | : &
house dunng the early 1940s. atiMe ,  “Bursting With The Dawn ™ v AN
when jazz was In transition to bebop (Cdfmen MgRae)
Ms McRae also discussés her approach - A. Jarreau ' ,
to lync interpretation and sélection of T ) N i v
matenal. closing ouf the segment with . ¢ o
another performance . . ‘i-\ — / ‘
\ . . o N . }
5 Back on Jumpstreet, Oscar explains Afnca7’ improvisation - " 1333 101
‘that Many of the techniqises of jazz ! X




6 In this segment. Oscar explains how  "The Mooch” 1435 124
jazz musicians have discovered a whole  (Duke Ellingtqn)
range of expressive possibilities through
improvisaton inciuding thelr ability te ‘Parker'g Mood™ & e
evoke human sounds through wind (King Pleasure) .
--nstruments as showp by Duke Eling- Chartie Parker
ton Another feature of jazz singing — &
vocalese. or the practice of setting lyrics ~ Avenue C” ® ¢
10 the melody of an estabhshed instru-  (Lambert, Hendricks & Ross)
mental s0l0 —ts exemphfied by the work  Clayton, Hendncks & 'ﬁmbert
of King Pleasure gnd others »
4 d .
7 Oscar performs his own vocalese One Foot In The Gutter 16 00 230
example " (Oscar Brown, Jr) - -
X - C Terry/O Brown . ) -
} s i { -
8 A Lt’.mg:B!ack Orchid Al Jarreau does 3o Long Girl )/ 18 31 124
. a scat performance and discusses his (Al Jarreau) . ,
apprenticeship in Milwaukee mghtctubs A Jarreau
Mr Jarreau also demonstrates how he " : .
uses his voiCe 10 wraitate vanqus instru- Take Five o *
ments Ms McRae ang M, Jarreau end (Al Jarreau & Cas@ McRae) Toe
the segment performing together P Desmond : )
. 9 Oscar closes with a bref synopsts of Jomorrow '’ 28 54 8
the program ’ >Brothers Johnson) .
* “~ ‘- G & L Johrfson
) {
-
. FROM JUMPSTREET =2. GOSPEL AND SPIRITUALS
& . _— . Approximate
o Music Performer; Segment e Segment
Segmen?,and Content Synops:s Composer/Lyricist Start Time ‘Length
o ys
1 §tandard series opening . -. Jumpstreet Theme Music 0 117
}\ . 8 a B Quinn. B Kaiser ) -
. .
\ 2 Host Oscar Brown. Jr opens the WSR\ 118 504 .
i program outsigde the First Church ( Llouds of Joy) ‘ 3 /‘\__\
of Deliverance : - ) ’
b . “ -
The infiuential role of the church and In Da Beginning .
its music s lustrated in a performance  (Oscar Brown, Jr) R .
by Oscar of a song sermon based on O Brown T . /
Genesis that he wrote for the theater ) . )
3 The musical tradiion of gospel ‘Lord. Help Me To Hold Out” * : 623 542
music is demonstrated by the Rev-  (James Cleveland, 0-C Mass Choir \ '
‘erend Jares Cleveland who also dis- and the congregation of the Way of '
cusses his relatfonshaps with Mahalia the Cross Church, Washington,
-Jackson, Aréetha ‘Pranklm and gospel DC) :
composer Thomas A ‘Dorsey. who has  J C!eveland . )
led the gospel choir at Chicago's Pil- .,
gnm BaptstThurch for more than 50 , ‘ ¢
years Reverénd Cleveland distin- "He Shall Feed His Flock™ ' . ’ -
guishes bétween spintuals—a body of  (James Cleveland. D-C Mass Chorr. z ,
music born of frustration irf chaotic and the congregation of the Way of @ N
tmes —and gospel music—the message the Cross Church, Washington,
of the Lord determmed to ve - DC) » .
in this time HE J Cleveland - .- ’ .
i s - : - o ) )
. r -, A S ’ < . 1-8 '3 "" 175
] ° ! » "\ b R
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N
4 A montage traces the development  “Soon | Will Be Done With The 206
of spintuals, including the journeys Troubles of the World™ . )
of the Fisk Jubilee Singers in the late (Howard Roberts Chorale)
1800s tha! resuited in intermanonal ‘ac-
ctarm $or the music of former slaves Couldn't Hear Nobody Pray” - °
and raised sufficient money to keep (Fisk Jybileg Singers)
open the then struggling Fisk Unnviirsity  J "Rosafaynd Johnson. arr )
Steal Away”

(Howard Roberts Chorale)
# [ * .
5 In this segment viewers are exposed Reep River” . 13 44

to the works of several renowned

composers who arranged spintuals for |

the concert stage as well as to the use
of spirtuals in such movies as
rd
Hallelugh (1929) and Gréen

. Pastures (1936)

' Plenty Good'Room

(Paul Robeson)
Harry T Burleigh

RoliwJord n Roll .
(Marian Anderson) - ¥ N ‘
Hali Johnson ¢

Couldn t Hear Nobo:dy Pray -
(Howard Unwersity Chorr} :
Nathaniei Deft - - -

Don Found My Lost Sheep
(Maran Anberson} :
J Rosamun®ohnson

Heres One )
Wilham Grant Stil . .

{Roland Hayes)

Let Me Fly g .
{Paul Robeson)
' »
My Soul s Been Anchored in
The Lord H
(Marian Anderson) st TLE

Ezekial Sdw de Wheel frem  * .

Halielujah’ . .

Wilkam Dawson ari™~ Ll
4

'Joshua Fit The Battle of Jercho

Rl Q 1
$LRIC

Aruitoxt provided by Eic:

from Green Pastures « . - A N
(CaliCty Chorus) . » ~ * ¥ . . “ y
6 The ability of gospel¥husic to com- if God Is Dead' ‘ A 16 56 < 348}
bine a religious message with popular (Mghty Clo&ngl,JOy) 4% S ., , .
musical sounds of the day 1s demon- - - r " e e
strated by The Mighty Clouds of Joy - \ e, ’ ’ <

Mighty Clouds leader Joe Ligon dis-

cusses the development of contempo-
\rary gospel with Oscar B_rowyrand

v

Reverend Cleveland

76 . P
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3 7 This segmentliustrates the whpact “Today | Started Lovin’ You Again” 2005 ¢ 3ot
of gospel on rhythm and blues | (Bobby Blue Bland)
. Performers - L . N .
. ’ Conély Teardrops” )
. / (Jackie Wilson) .7
, ) J*Wilson ' L -
\ / P “| Feel Good" N
- % (Al Green) )
. A Green, F Jordan, .
{ ) o R Fairfax Jr N
. ‘Walknlg The Line* )

_(The Emotions)
M White, S Scarborough

. ‘ < " .
o, ’ .- Canl r?et A Witnéss
v ' . (MarviGaye)
g (,  Holland Dozier Holland
\ -
"’.." - - Major f§maie goiael amsts also are - This Tran - ‘
“3 zdennfxed {Rosetta Thorpe) , .
L . "
- o ~ We Il Soon Be Done With Troubles ' ,
R Y . . and Trials LT ST
) < « ) (Clara Ward3 c R
. . ko - .
,;'f‘ E N\ O+ - What Couid | Do ' ’
TR '_ , {Manon than'is}
N -7 ' . B Faded Rose '
P o . (Shirley Caeser)
. f . e, J Hill L M
. , (Y .’r _ ) -'f
T S Ddn tit Rain o
- . ] . {Mahaha Jackson) ) /J
T BT Mgty Clouds of Joy 'the + | * Lord. Help Me To Hoid Out . 2307 226
"7+ Reverend James Clevelandandthe : J Cleveland ”
; DC*Mass Cho‘r perform T . . ,
9 QOscar closes win a bnéef synop&s- " Jumpstreet Theme Music ' £534 - 230 .
01 progﬁr?r &8 Quinn B Kaiser ) .
’ * FROM'JUMPSTREET 437 atuss coumax TO cmr ' ‘ ’ ) -
- ' - . ’ . Approximate ’ .
. "y Y. “Music (Performer) *, Segment . Segment
‘Segment and Qodze{ft S,‘m«:os/s’ . Composer/Lync:st Start Time - = Length .
~ . 1 $4anddrd senes efseﬁ’ng' . g,,'Ju pstreet Theme Music " ' 0 ~ 122 ‘. .

8 .Quinn B Karser . 3 <




" .
Ny »

2 OnJumpstreet, host Oscar Brown, "'Sweet Home Chicago” 123 . 110

Jr explains thatblues+s-an Alro- (Willie Dixon & the Chicago .
Améncan music that developed in Blues All Stars)

the wake of The Civil War to express R Johnson

the sorrows and joys of the freedmen ' . -~
This earthy, but eloquent folk music.

he notes, has survived.the frequent dis- .

dain of the middle classes 10 become
the bedrock of Amencan popular music

3 Jumpstreet guests Wiilie Dixon and Seventh Son 234 - 448
his Chicago Blues All Stars illustrate (Wilie Dixon & the, Chicago ’
the lyncal and instrumental nature of Blues All Stars) .
urban blues In a performance ;
= 4 In an interview with Oscar Dixon Demonstration of major scale 723 405
discusses’his youth in Migsissippt his ’ : . .
migration to Chicago and the nature - Demonstration of blues scaie
of blues as a form of storyteling and
communication Dixon and his pranist € ) - ’
demonstrate two major rﬁugxca! char- Improvised 12-bar blues 5
- ——-actersucs of blues the difference be- . ‘
tween a Diues scale and a major scale v
and the parmonic basts of an AAB
) Biués rm here ilustrated witi a - T
boogie-woogie bass ) ’
B . * £
Highlighted also are t% Sweet Home Chicago y-
. Robert Johnson wrting in tha™ate ‘tWilhe Dixon & the Chicago
*1930s and of Wilie Dixon wnting i Blues All Stars) . . ®
the mid-1950s 1 R Johnson . ol .
- _ i Hootchie Coochie Man
;, ' (Wilhe Dixon and Muddy Waters)
5 This segment acknowledges the its All Over Now ' 1129 . 3861
influence of Muddy Waters on young 'The Rolling Stones)} R : <. ‘
white musicians of the 1960s . Womack M Waters : . .
and 1970s - , N\ '
v . o Cocane ' » .
{Enc.Clapton) - -
J Cale M Waters . . L
. P
Walking Through The Park& . g B
tJohnny Winter ) L
) M Waters ~ . o “‘
ﬁacx on Jumpstreet Oscar relates . Feld recording of fieid holler
some blues history beginning.with )
.~ early field hotlérs and including the Eariy4n'é1’ he Morning ) « ! B
- commerciahzation of blues through the  Texas prison field tecording : ’
4 = publicaton of smeet music dunng " ¢ . -
WorldWarl * ~ ) Violin Blues .
’ o ’ . q »
. ‘ " St Louss Blues .

(Paul Whiteman) *

- . . 4
, R b W C Handy : ’ d

FRIC - | - | L
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* 6 Browme McGhee and Sonny Terry ‘The Sun's Gonna Shine In My Back 15 31 400°
perform 3n example of cauntry blues Door Someday” - p
N - (Sonny Terry and Brownie McGhee)

W Broonzy . /

7 In aninterview with Oscar they Demonstration of foxhunt sounds 1932 ° 250

discuss their backgrounds and differ- on harmonica

ences in themes between country blues  (Sonny Terry)

and urban blues ) § %
Demonstration of tran‘sounds ’
on harmonica

- (Sonny Terry)

8 The regional nature of blues is . Stone Pony Blues 2223 27 -

shown through several film clips (Chartie Patton) .
C Patton ’ i

f*(’
Mojo Hand —) ‘ o
. - {Lightrin Hopkins) .
’ Louts Robinson Hopkins ? N
. /
9 The contemporary sound of blues Goin To Chicago Biues ﬁ > 22 51 239 °
"is shown trrough ilm chps " "Joe Turner and Count Bdsie Band; .
e e ' W,BroonZy
, Aint That Lovin You y
"Bobby Bland] .
D Malone
— Creeper Creeps Agan ..
. ‘James.Cotion Band]

. ]

J Cotton - .

Three Times A Foot
"Qus Rush, )
O QUS“ - - - " f

what My Mama Toje Me
fJumior Welis)

u!e"s -
CallMy Job .

“Son Seals) - ~
Withams Perking

Wwang Dang Doodie ' ‘

. {Koko Taylor) ' .

W Dixon

~

10;Oscar cioses with a brief synopss of
of the program

’

1

The Blues Had A Baby (And They -
Named it Rock And Rolf)

+Sonny Terry and Brownie McGhee)
M Waters W McGhee

255

Jumpstreet Theme Musict’
B Quinn B Kaser
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FROM JUMPSTREET #4 THE WEST AFRICAN HERITAGE .

fi

Approximate

-

Mustc (Performer) e Segment Segment
Segment an¢ Content Synopsrs / Composer/Lyricist Start Time Length -
1 Standard series opening /, Jumpstreet Theme Music 0 - 121
B Quinn B Kaiser
M -~ r i
2 .On Jumpstreet, host Oscar Brown, Afro Blue” 122 225
Jr relites that much of the vast body {Oscar Brown, Jr) ’
of music created by black Américans M Santamarna O Brown 4
is West African in ongm Oscar sels .
the tone of the program with a
pefformance .
‘]
3 A montage contrasts ancientand - “Afnca 348 108
modern West Africa congluding with {John Coitrane) ' .
reference 1o the ancient kingdoms of J Coltrane . . ,
Atnca s Goiden A?e/\
4 In 3 setting that epicts an outdoor Lamba ' 458 3463
Afncar festval thg Wose Dance "The Wo se Dance Theater) \ '
Treater demonstrites the West African 4 L .
egacy n 2 performince of a dance i
dore ‘or royal occakipns 0 Mak o~ .
and Senega: \ . *
5 Oscar and Wo sedealier Aidoo /
Mamed: discuss the ongR and - , &
position of the troupe "whiCtT s pan !
Am~encar ard paft Afrcan, AN .,
& A montage cbmpares a tracitionar Happy Birthday To You 851 209
st car vew Of music win a European ’
ven shpwing row Westerners fre- Nhemanusasa {the cutting of '
quently use music for contemplation branches for temporary shelter)
ard enjertainment wnie in tradonal C A and S Magaya
' Afrcar societies music is prmarily . b
‘unctional and an integral par of ife Talking drum 2z
Tre Jse of funchona music i Afro- John Henry
Arencar Jfe als¢ s demonstrated ‘Pine Top Shm)
Saint Martin
> [Terry Colher)
'y T Collier L Wade - ~
. .
* “Say It Loud {Im Black and ! m Proud) A
- - {James Brown) -
. J Brown
7 Back-on Jumpstreet costumed as Pattn Jibba 1101 230

a community eider and surrounded
by children Oscar ilustrates uoth the
nature of functonalism and the oral

_tradition by teaching the youngsters a*
musical game which was usedygduring
slavery as a vehicte for secret protest
against slavery s inhumanity

¢

-

-

(Oscar Brown Jr)

P
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8 Oscar compares this oral teaching *
to the Alrcan tragition in which gnots
transmit African history and culture
through music, as demonstrated and
explained by Jumpstreet guests

Alhajir Bat Konte and his son Dembo

Improvised demonstration of music
of the kora (Alhau and Dembo Konte)

-

jwisz -

268

9 This segment concerns the reci-

procity between Afro-Amencgh and

African cultural tradiions, including

references to the parallels between

the Alrican independence struggles
"and the American civil ngnts ”

. movement

-

16 41

54

10 The influence of black Amerncan
music on contemporary Afncan music
is demonstrated by Hugh Masekela
Oscar and Masekela discuss
Masekela s early ife in-South Ainca
the infiuence of American jazz and
popular music on his music and the
mecia role in spreading American
music 10 West Afnca

- ~

.

Masekela and group perform agan

FROM JUMPSTREET 5. EARLY JAZZ

-

Segmert ang Contery SyropsTs

Ammennon '
(Hugh ela)

Ashiko (all African people reunite]
(Hugh Mas%la)’

$

Music {Performer; .
Composer/Lyricist 4

¥

Approx.mate
Segment
Star( Time

1 Standard series opening

;Junr]ostreet Theme Music

2 On Jumpstreet host Oscar Browh
Jr explains that blues brass band
music African rifualsand ragtime arg

roots of ragtime which isgdentified as
the first completely notated Afro-.
Hfnercan music are shown in a
montage thatinchides the banjo and
fiddie musC of slaMe-zom ‘
centuryeffertainme ong Blacks
such as cakewalking and marching
bands and a comparison between
John Phip Sousas ‘Stars and Stripes
Forever” and Eubie Blake's ragged
version of the same march This com-
panson illustrates how thi onginal
march rhythm was kept inthe left
hand while the right hand played a
syncopated version of the melody

L

- a

O . A

Aruitoxt provided by Eic: -

%

among the sources of early jazz The “*

4 Efficiency Rag
{James Scoft) .

Banjpo music
Cakewalking example

Stars and Stnpes Ffé’?ever
(Flonda A&M University)

J P Sousa
Stars.and Stripes Forever
(prle Blake) N
J P Sousa
] ”

th




3 Back on Jumpstreet, Oscar ex- "Harlerp Rag” 307 104
plains that ragme was initially con- Tom Turpin -
stdered 1o be unsavory music because /
of the sites 1n which it usually was . "Maple Leaf Rag"
played A short montage tells the Scott Jophin .
/gtory of Tom Turpin, the first Black to b o
have a ragtme composition published, v
and Scott Joplin known as “King of
Ragime
4 This segment focuses on another Lord. Lord, Lord" 412 t 18
antecedent of early jazz —the brass ' (Eureka Brass Band)
bands that were organized by black
fraternal organizatons and secret African funeral music d
societies A montage presents ex-
amples of Afncan and New Orleans What A Friend We Have ln Jesus™ '
funerals tb demonstrate their s»mnanty‘ .
and to show some of Irc
stances in which brass ba ds °
were used
J7 s .
5 Back on Jumpstreet Oscar de-- Muskrat Ramble 531 . 607
scribes the earty New Orleans jazz {Alvin Aicorn & Co )
combo that evoived from these vanous  E Ory R Giyben
musics and infroduces Jumpstreet
guests Atvin Aicorn and nis Tuxedo * Yeltow Dog Blues : -
Band pert at a tradimonal New {Alvin Alcorn & Co )
Orieans patio party Oscar and Aicorn M David W C Handy »
discuss the history of the band the w
New Orleans settings where jazz
musictans played and the role of
m i i w QOriean
MProvisaton in New Orlea j |azz /\v}
6 A montage identfies selected London Blues 1139 209
New Orleans greats (Jelly Roll Morton) ¥ ’
' F Morton ™
Dippermouth Blues
(King Oliver and Louis Armstrong)
B J Olver .
Louis Armstrong example
7 In this segmenty jazz great Roy Sometmes | m Happy' 1349 1140
Eidndge perform{;n a setting called {§oy Eldrndge & Co ) . .
The Metronome reminiscent of jazz ! Caesar C Grey V Youmans
spots along New York s 52nd Street
Oscar joins Eldndge for a discussion Blues improvisation !
of Eldndge s eary development and (John Morns)
influences Eldrnidge and his group ’
close out the segment with another -
performarice o Kidney Stew and Lobster Sauce” -«
. { . Q (Roy Eidridge & Co) N Y
8 Oscar closgs with g)braef synopsis 2530 259

of the program

-




. FROM JUMPSTREET #6. DANCE TO THE MUSIC , -

1Y .

N Approximate | N .
Music (Performer) Segment Segment
Segment and Content Synopsis Composer/Lyricist Start Time Length
1 Standard series opening Jumpstreet Theme Music 0 114
B Quinn, B Kaser
2 The program opens on Jumpstreet “Street Life” 115 351
with host Oscar Brown, Jr. explaining (The Crusaders)
that most music frgm the Afncan W Jennings, J Sample .
tradition provokes bodily movement
Dance he notes. I1s the physical ex- Don't Stop The Feeling” -
pression of the music With the help (Roy Ayers, Chano O'Ferral, Wes
of two couples, Oscar compares Afro- Ramseur) \
American social dances to traditional R Ayers.C OFerral, W Ramseur .
Afncan dance noting the similanties - i "
in basic movements rhythmic interest, I'm Your Friend
use of improwvisations and pelvic {Panchito Lozano) ¥
gavements P Lozano
. Oya
, - {Babatunde Olatuny) .
, B Olatuny
N Example of drum message
(Kasadi Celestn)
3 In this segment Oscar points out that  *Africano 507 ) 120
while Americans have retained many (Earth Wind & Fire)
Alrican dance movements traditionally M White L Dunn
these movements were related to .
specific functions and social activities
in African culture These relationships .
have largely been lost in the transiton
The relationship of specific dances to
specific styles of Afro-Amencan music
however remains strong as shown in
fim chipé of dances from the 1900s ’
1930s and 1940s
9 4 The influence of traditional African Rhythm Ritual”’ 628 748
dance on American modern dance I1s (Rod Rodgers Dance Co )
demonstrated by the Rod Rodgers * R Rodgers -
Dance Company In an interview
Rodgers discusses his early influences. | Dont Need No Help”
the use of Alncan and Afro-Amerncan (Valerie Simpson and Nick Ashford)
elements in his work and relates the V.Simpson N Ashford
interpretive skills of a modern dancer : 3 '
* o those of a jazz musician The Dance -~ }
' Company performs a second time — . 1
to Valerie Simpson s music ¢
A montage traces Afrncan influences: Misa Negra’
in the work of other Afro-American (Jesus "Chincho’ Valdes) .,
choreographers including Kathenne ~  J Valdes . .
Dunham and Pear! Primus . ) ‘
. . ‘Catavan’ -
(Duke Ellington).
‘ ) = Elington, Tigol. Mills ’
¢ -
L ' :
Q - - 1,9 v 183
ERIC - - ) ,

Aruitoxt provided by Eic:




5 In'this segment, Oscar discusses “My Ragtime Baby" 1417 "¢ 327
such early Afro-American dances as (Fred Stone) .
the juba dance and the nng shout, F Stone ¢
both developed dunng slavery, noting . .
that many such dances were adopted “Georgia Camp Meeting”
by whites for use n blackface minstrel (Carey Mills)
shows in the later 1800s Ultimately F Mils
minstrelsy was remnvigorated by
Blacks, and dances made famous ' Castle Walk”
there—such as tHe buck and wing, (James Reese Europe and
the corn strut and the cakewalk — Lord Dabney)
were added to the American dance J EuropeJ Dabney
vernacuiar A montage traces the ’
influence of black dange and music
on American musical théater
6-Honi.Coles master tapdancer. pers ‘In A Mellow Tone” 17 43 4 46
forms He also discusses the ongins (Duke Elington) d '
of tgs dance n particular the style Duke Ellington \
known as Harlem Tap, and the Overail
musicality of tap dancing Coles con- ’
cludes the segment with a signature
routine he calls The Exterminator
7 Afast-paced look at a variety of Stomping At The Savoy 22 30 138
20th cehtury social dances that reflect {Benny Goodman Orchestra)
the African and‘Afro-American traditon  Goodman Webb. Razas, Sampson
P the focus of thrs segment
Samba These Days”
Night Train
. {Jimmy Forest and Dinah Washington)
8 Oscar cio*;s with a brief synopsis Jumpstreet Theme Music 24 09 356
of the program B Quinn B Kaiser ,
A
s A
~ 7
N -

- - * an




FROM JUMPSTREET #7. JAZZ PEOPLE

-

» ' Approximate .
Musyc (Performer) Segggent Segment
Segment and Content Synopsis ) Composer/Lyriclst Staff'Time. Length
1 Standard-series opening Jumpstreet Theme 0 117 . &
. ) - B Quinn, B Kaiser ’ ) .1 "
.2 The sound of Dizzy Gillespie’s - “Dizzy Atmosphere” . 118 902
musIC opens the program as host (Dizzy Grllesolf) BN ‘
Oscar Brown, Jr introduces the *D Gillespie : ,
variety and constant innovation that l
has been a part of the development of “Con Alma" . '
jazz Moving to Blues Alley, a Washing- (Dizzy Gillespie & Co ) T
ton. D C -based jdzz club, Oscar intro- D Gillespie / S
duces Dizzy ‘Glllesple and group - ¢
featuring James Moody Dunng a "Tanga”
break, Gillespie and Moody discuss- (Dizzy Gillespie and Ed Cherry)
the characteristics of bebop, the D Gillespie
premier jazz style of the 1940s, the .
Gillespie Big Band of the 1940s, and / .
the influence of Afro-Latin music on
jazz Gillespie, accormpanied by guttarist - - » v
Ed Cherry, performs a second number ) |
3 On Jumpstreet, Oscar explains that “Wrapping It Up" ) <
with the advent of bébpp, jazz mus- ' (Fletcher Hendersan)
cians began to present their work as F Henderson.'S Robin N
art rather than entertainment A mon- .
tage trgces the innpvations of different  "Dickie’s Dream’ . , ‘
arrangers and instrumentalists (Count Basie énd Lester Young) .
. Lester Young performance in ) § i
14 ‘Jammin’ The Blues™
4 The montage ends with a survey of  “Rhythm Is Our-Business’ - 1021 132 i
1930s big bands Ve (Jimmy Lunceford)
S Kaplan, S Calvin ,
- “After Hours" © '
(Er!kme Hawkins & His Orchestra) d
' ’ y
' Duke Eliington performance in a h ,
fimshort * =~ ' , .
. \ ,
5 This segment focuses On jJazz INnNo- “Pansian Thoroughfare™ 1154 258
vators of the 1950s and the diversity of " (Max Roach and Clifford Brown)
styles that prolifesated during that B Powell ) ' .
decade, Cool jazz, hard bop, and .
chamber jazz are identiied, as are the "So What" . -
uniquely personal approaches of (Mdes Davis) ’ kY
Thelonius Mon'kv,{%s;ar Peterson, M Davis
s Arnt Blakey and oth ., s .o B ’ ro
"Blues Walk™ =, . .
) (Max Roach and Chfford Brown)
. ' C Brown ) , “
* “Djafige™>7 . ‘
(Modern Jazz Quartet) . ’
) J Lewis . . -
) ’

185



~

+

"C-Jarr; Blues”
(Oscar PetersqQn)
D Eilington, R Roberts, BuKatz

»

< “Blue Monk" » 7

(Thelonius Monk)

T Monk, G Fuller

"The Preacher” T,
(The Jazz Messengers)

H Silver, B Gonzales

6 The radical alternatives to traditional
a2z that were developed durnng the
11960s are highlighted here

- -
-

\

" “Fred Jazz"
(Ornette queman)
O Coleman .,

“Ja” Coe
" (Art Ensemble of Chicago)s
L Bowe

‘Afro Blue”
(John Coltrane)
M Santamana

7 Back at Blues Alley, Oscar introduces
Jumpstreet guest Jackie M¢Lean, who
performs with his group In aninter-
view McLean discusses the hmita-
ton of styhistic labels and stresses the
significance of jazz as the American
music MclLean closes put the seg-
ment with a second performance’

‘Minor March”
(Jackie McLean &Co )

J MclLean . /’ s
"Star Eyes”, ‘

(Jackie McLean & Co ) ¢
g

8 Oscar closes with a brief synopsis
of the program

R DePaul ’
T

FROM JUMPSTREET #8. BLACK MUSIC IN THEATER AND FILM

~
3

Segment and Content Synopsis

Approximate
Segment
Start Time

Music (Perforeaer)
Composer/Lyricist

-

-

Sefyment
Length -

LI
1 Stahdard series opening

Jumpstreet Theme Music o .

- B Quinn, B Kaiser

116

2 The role of black music cultdre in
theater and film 1s introduced by
Jumpstreet host, Oscar Brown, Jr,
who cites minstrelsy, with roots in the
early 1800s, as the first Arherican.
musical theater While minstrelsy at
first featured white performers imitating
and caricaturing Blacks, and later in-
cluded Blacks performing in burnt
cork, minstrelsy at the time was the
only averue open ¢ black performers

. L4 v

. Tomorrow"
-"(Brothers Johnson) }

G &L Johmson -
, "LaPasla Ma"

* .

108




¢ ve «

actvists as W E B Dubois attacked
Hollywood's stereotyping of Blacks,
and black entrepreneurs such as .
Oscar Micheaux created an indepen-
dent black cinema. most Hollywood
fiims stll show Blacks in musical and

- and social stereotypes

P -

ER]

2 , ¥

"Honeysuckle F{ose"g
(Fats Waller)
T waller, A Razoff

"Water Boy”
(Paul Robeson)

1

3 The minstrel tradition is presented "Oh,Bem Golden Shppers” 226 944
+ “inthis segmentby L O Sloane's Three  (Jubilee Minstrels) - .-
. Black and Three White Refined James Bland . '
+ Jubilee Minstrels, who perform a . X ‘
~ sampler of Amencan entertainment "Every Time | Feel The Spirnt” t ’ .
% from the minstrel era In his dressing (Jubilee Minstrels) Py
room. L O Sloane.explainssthe orign C Milis, arr
" the troupe’s.name and discusses the .
[\ tradition of blackface. explaining why “Walkie Talkie Jenny” .

. the trouge refuses to use it The seg- (Jubilee Minstrels) '
ment closes witha second . L Sloane & Mills, lyrics . .
performance ' ’

{ Come After Breakfast”

(Jubilee Minstrels) '
4 Oscar introduces post-minstrel Cakewalking Babies 12 11 217
black Amencan theater begunaround .  (Red Onion Jazz Babies) ~
1899 with The Crzple Show ' A mon- C Wiliams D Smith & A Troy g i
tage features archval photographs ~ . %
from this/Abd other early black musi- Darktown Is Out Tonight .
cals ding with a Iqok at one of (Danny Barker ang Dick Hymanj
* the cessful  Shuffie Along WM Cook A AN
’ 4 5y I \- iy I
- \ I'm Just Wild About Harry
\ / {Eube Blake and.”Shuffle Along v ‘
. -Orchestra) ’ 3 } . R
: W .. E Blake N Sissie '%
- ‘ " *
5, That the biack musical tradifion stil Black Balloons : 14 29% 3 A
. growss ltusteatéd by Oscar s per- ~ (Oscar Brown, Jr ) ‘%};—\
* formance Qf a song he wrote for the O Brown 2
musicai Buck White which starred ‘ -y v :
Muhammed Al ) L. . 5 .
. .
6 By the 1920s a new medum — Symphonic Raps -1820 ‘ 343 \a o
" talkina pictures — had become a major B Stevens | Abramg W4 ‘
force in the entertainment industry . : ‘
Oscar points out however that more Were You There , - ( .
often than not black roles and the W Lawson ) .
selection of black music reflected e . .

’ white authors fantasies of tlack iife* Trumpet solo in the Ostar Micheaux *
The scenes in which Bidcks appeared fim ‘Swing * . .
often featured gospel music or spirit- Duke Elington Qrchestra in film short
uals, musical styles consistent with the t
stereotypes of black iife held by white ‘Hi-De-Ho"

_ authors rather than the blues or jazz (Cab Calloway Orchestra) A \
which were popular in the black com-’ in film short , - . ) .
X munity at the time While such black ! .




f

~

»

.

of the program P

«

B8 Quinn, B Kaiser

.

7 Today, black musicians are beginning  “Let Me Entertain You™ 2204 405
to make their own mark in Hollywood (Pearl Bailey)
films.on their own terms, with film J Stein, S Sondheim
scores hy stich composers as Quincy -
Jones 'and Isaac Hayes Bothin films “Parade”
and on stage, some black performers (Peari Balley) . ,
are being offered a wider range of - J Herman, C Strduse L Adams
roles Jumpstreet guest Peari Bailey has / .
done it all In this segment she talks
with Oscar about the range of her
stage and screen career and calls out
for new systems of apprenticeship -
where young black performers can be )
. exposed 10 the great arsts bf their
tme The segment ends/vith a photo * .
essay on Ms Batley s chreer . -
@5 Oscar closes with a brief synopsis - Jumpstreet Theme Music 2610 244

FROM JUMPSTREET %9. JAZZ GETS BLUE / »
‘ Approximate
Music (Performer) Segment Segment
Segment and Content Synopss Composer/Lyricist * Start Time Length
: » “ . . . .
1 Standard senes opening t Jumpstrget Theme Music
* B Quinn B Kaiser 0 117
2 The program opens on Jumpstreet . 118 246
as host-Oscar Brown, Jr introdueés
the concept of basic blues form a i,
framework that has provided jazz 3
_artists with the freedom 10 improwvise N ,
for more than half a ¢entury . . '
Tne basic biues fotrn 1s discussett-and Blues improvisaton: _
demonstrated by biyesman Willie Dixon  (Wiltee Dixon & The Chicago
. . - Blues All Stars) -
. Blues improvisahon ' -
; (Lafayette Leake) P ' -
. o [
3 The impact.of blues oft even the “Dead Man Blues” 405 25
‘earliest.jazz mysicians 13 Hjustrated . (Jelly Roll Morton)
through film €ips F Morton .
L _"Dippermouth Blues” . h -
. . . (King Oliver and Louss Armstrong) .,
v * J Dliver
[} ¢ A . .
) PR / Y
. . ? (
* .
. . -~
» * Ny . . )
/] . \ \ '
- ;‘ .t




L)

4 In\(/t)l;s segment, jazz trumpeter R(‘)y Blues lmp.rovisahon ) 4 31 747 .
.Eldndge talks abdat blues feeling, and (Johmy Morris)

discusse$ with Oscar the difference be- . o -
tween a musictan perfecting the tech- Blues improvisaton -
mque of bluesdnd communicating the  (Roy Eldndge & Co) . .

* emotion of blues Eldridge points out

that many blues people had littie, if .

dny:technique, but their special ’

spund and feeling was what commu-

nicateq ther music His jazz,interpreta- )

tion of the blues 1s demonstrated In - —

an improvisaton . -
5- A montage shows the place where "Dickie's Dream™ . 1219 . 103
1azz and blues really fused —the (Count Basie)
Midwest, particularly Kansas City W Basie, L Young )
*  “Fine and Mellow" .
‘ . - (Bie Hohday) o

B Hohday
6 Oscar points out that Billie Holiday « “Log Camp Blues™ ) 1323 - 134
.was not the first woman to sing the (Ma Rainey) N
blues Classic blues singers seen on
film demonstrate the domination of “Crazy Blues” . \
the early 1920s by female vocalists (Mamig Smith) . (I
backd® up by jazz combos Many of P Bradford :
these began their careers with tent
shows and vaudeville Their recordings
changed the face of the recording “St Louss Blues™ -
industry . (Bessie Smith) .

! W C Handy v
. . y i ‘ L
7 Oscar performs a modern jazz " All Bluds” 1458 \416
composition 10 Hlustrate how the (Oscar Brown, Jr) ) .
success of blues in the early 1920s M Davis -«
soldified the form that would provide '
a musical framework for jazz people N g
for years to come
8 Amontage exposes viewers o the . “So What” h 1915 104
music of other jazz artists whose (Miles Dawis)
composttions explore new Interpreta- M Davis .
tions of the blues o
4 . "Parker's Mood"”
: (Charlie Parker)
C Parker
4 “Monk's Blues”
(Thelonius Monk) _ -
T Monk, G Fuller®
? ' Blues improvisation
) (Walter Bishop)

9 Oscar talks with saxophonist Jackie “Blues For Oscar Brown" 2030 508
Mclean about the form, feeling and (Jackie McLean & Co) - .
environment for’creating blues , J Mclean, W Bishop. M Carver,
McLean and his group close out the C Hil ’

segment with a jazz/blues improvisa-
fion that he titled, “Blues For Qscar
Brown ™ < N

o197 }

bt




1A - N 4 /
. . ' RN . . N . ~
x e "We're A Winner” '
. oo (The Impressions)  ~
’ B C Mayfield . .
: AN :
. 6 Oscar sums up the soul staternents “Brown Baby” . 1106 - 330
of the 1980s n alperformance of his . (Oscar Brown, Jr) - '
own Brown Baby " . . O Brown o - |
- 7 Back on Jumpstreet, Oscar dis- “Respect” © 1437 © 439
cusses another aspect of the 1960s (Ots Redding) - o .
* souf—the &volution of several black O Redding . , .
 recording companies, each producing K .
numnmmwnmmewaww “I'm In Love” . ’
The best khown of thesé— Motown — (Wilson Pickett) * e
1s where Stevie Wonder got his start . B- Womack -
‘ "Green Onions’ ‘
. «  (Booker T & The MGs) . ,
‘ . B Jones, S Copper, L Steinberg, .
’ A Jackson - ’ .
-’ . . - [}
. “Betcha By Golly Wow
‘ : . (The Stylistics) - .
, . T Belt. L Creed
. “Didn’t | Blow YournMind This Time” .
{The Delphonics)
‘ T Bell, W Hart
[4
c “Dancing In The Streets” L
. _ . .~ (Martha & The Jandellas) N
o w Stevenson,‘tﬂ Baye ! Hunter - :
: “Baby Love" . . ; ) ‘
‘ (The Supremes) .
Ho#and, Dozier Holland
« . L d
7 “its Growing”
) (The Temptations) " . .
. W Robinson W Moore :
: ~ *"Reach Out, I'l Be There" & - .
- {The Four Tops) g ‘.
Holland. Dozier, Holland " ;
b .
o . . "Ooh, Baby Baby" ' ’ -
~ (Smokey Robinson) - . ‘
W Robinson, W Moore - ,
. LN ®
8 In adiscussion with Oscar, Stevie “My Cherie Amour”™ - 1917 . 856
Wonder talks about his career, begin- (Stevie Wonder) o
ning with his first big hit at the age of . H Cosby. 8 Wonder, S M0y ) *
twelve Wonder recalls his life as a teen- a
age superstar, including the ngid "You Are The Sunshine Of My Life .
schedule he maintained so he.could * (Stevie Wonder) + ) )
continue n school During the inter- S Wonder - ,
view. Wonder sits at the prano and d
& - plays snatches of several of his sofligs . - : R
. as he explans'therr ongins He sums " B /
up his philosophy and closes'the St .
« segment with a performance . N
v, ! s -
N \ -

- ) Y PR - ‘ 191
- A9y (




: (The Impressions)
C Mayfield
: * N :

6 Oscar sums up the soul staterents "Brown Baby” . 1106 330

of the 1980s 1n aperformance of his - (Oscar Brown, Jr) .

own Brown Baby " . . O Brown * - -

7 Back on Jumpstreet, Oscar dis- “Respect” + 1437 4 39

cusses another aspect of the 1960s ™' (Otis Redding) s o ~
" souf—the évolution of several black O Redding ;
! recording companies, each producing i .

its own vanation of the soul sound “I'm In Love" .

The best khown of thesé —Motown — (Wilson Pickett) . . L.

1s where Stevie Wonder got his start , B- Womack Y

. >~ R
. . - « - i
.
. . -
. -

“We're A Winner"

A

"Green Onions”
(Booker T & The MGs)
B Jones, S Copper, L Steinberg, .
A Jackson

“Betcha By Golly Wow"
(The Styhstics)

T Beit L Creed

N

“Didnt | Blow Your Mmd This Time’
(The Delphonics)
T Bell, W Hart .,

“Dancing In The Streets”

" (Martha & Thgi\;aﬁdellas)

W Stevenson, ™ @Gaye | Hunter

“Baby Love” '
(The Supremes)
Ho#and, Dozer. Holland

“lts Growing”
(The Temptations)
W Robinson. W Mogre

*“Reéach Out, I'l Be There”
(The Four Tops) “ .
Holland! Dozier, Holland

" “Ooh, Baby Baby"

8 In adiscussion with Oscar, Stevie
Wonder tatks about his career. begin-
ning with his first big hit at the age of .
twelve Wonder recalls his hife as a teen-
age superstar, including the ngid
schedule he maintained so he, coufd
continue in school During the inter-
view. Wonder sits at the piano and

- plays snatches of several of his sorigs

as he explains'their ongins He sums -
up his philosophy and closes’the

- segment with a performance

(Smokey Rdbinson)” -
W Robinson, W Moore =
. “yd ¥
"My Cherie Amour” )
(Stevie Wonder) “° ;e

H Cosby. 8 Wonder S MOy

"“You Are The Sunshine Of My Lafe -
* (Stevie Wonder) ¢
S Wonder

< Y . i

8 56



. ° -~
e

- v

1 9 Oscar closes with a brief synopsis “Jomorrow" ' 2814 - 39
of the program | (The Brothers Johnson) - :
. G &L Johnson

.
e .

vy ,
FROM JUMPSTREET #1t. BLACK INFLUENCE IttTHE RECORDING INDUSTRY
¥

! ‘ . ' . ’ Approximate
- * Music (Performer) Segment.. Segment i
) Segment and Content Synopsis ' Composer/eyricist \ Start Time Length
. : N w4 — . - : ’
. -1 Standard senes opehing Jumpstreet Theme Music T 0 Y15
4 ’ 4 a
) B Quinn, B' Kaiser , .

~ ‘ . ,
2 A$ the program opens, hpstOscar  ~ “Tomorrow” 116 206
Brown. Jr 1s walking down Jumpstreet  (The Brothers, Johnson) ’ . =
carrying an armioad of records—"the G &L Johnson .
most accurate documentanhon of the -
black American expenence from the “Dinorah, Dinorah™ <
depression through the 1970s to be (George Benson) )

“found in any medium ” A quick visit 10 I Lins, V Martins g

a Los Angeles recording studio where
Quincy Jones 15 producing a new ’ ‘.
George Benson album sets the scene

. - for the program—one to which Oscar
will return Jater : . .
3 Oscar narrates some recording his-  “Crazy Blues™ . 323 ° 709
tory as viewers see film chps and © (Mamie Smith) . .

* archival photographs He beginsin P Bradford ,

1877 with the manufacture of the first *, ) ‘
Victola At the me, however, black "Downhearted Blues" 7

mugic was recorded mostly by whites (Bessie Smith)
+ and mostly for amusement The 1920s A Hunter. L Austin
saw the nse and success of “race -
records,” a term appled to aimostany “Dues and Lazarus” : .
black music of the penod The 1920s, Field recording
however, were a ime of phenomenat )

success for such classic blues artists  ~ “"Honky Tonk Tram“‘{ ’
" as Mamie Smith and Bessie Smith, (Meade Lux Lewis)
~  dithough they rarely reaped the finan- M Lewis , , "
cial rewards that successful recording —
artists get today The producton of - "Midnight Jump” ’
portable sound equipment in the late ~ (Sam Taylor) -
1920s made it possible for many H Singer
country blues singers 10 be recorded
where they lived “No matter how suc- "Great Balls of Fire" . y
, cessful'black recorded music was, (Jerry Lee Lewis) -
however, It was always at the mercy of J Hammer, O Blackwell
other events. including the Depression,: ~ :
the nige of radio and jukeboxes, the “Get On The'Good Foot"
unions, and the whims of the major (James Brown) D .
* recording companies J Browh, F Wesley, J Mims *




. .

i—'inally, 10 the 1960s and 1970s, new
recording companies emerged o/
compete with the larger. gstablished

“(Love Is Like A) Heatwave” R
(Martta and the Vandellas) :

ERIC

Aruitoxt provided by Eic:

. firms Many of these wefe and are led
by black récording artists like Maurnce
White, Curtis Mayfield and corpposer/
arranger/8even-time Grammy winner/
president of Qwest Records/ and
Jumpstreet guest, Quincy Jones

Motland, Dozier, Holland .

"Sing A Happy Song”

(The Ojays)
T Gamble, K Huyff

-
.

“We Are Family”
(Sister Sledge)

N ngers_ B Edwards

(Chuck Brown & The Soul Searchers)

Bustm Loose”

.| C Brown
4

"1 JUst Want To Be”
(Cameo)
G Johnson, L Blackmon

"Not Just Knee Deep’
* (Partlament/Funkadelic)

G Chnton, P Wynne

0

4" Oscar returns 0 the recording
studio where Quincy Jones 1s working
During takgs. viewers see the skilis of

itarist George Benson, vocalst Patti-

Austin and percussionist Paulino da
Costa at work Between takes, Oscar
* ™ talks with the artists, with Quincy
Jones, and with long-time Jones
associate, recording engineer Bruce
Swedien
Jones discusses thie consummate
musicianship that allows the per-
formers to respond to changes in-
stantly, arid notes that da Costa’s
music is the essence of the fusion of
Brazi’s European and Alricaf foots
‘ Jones talks also about hissten years as
a horn player and how he first taught
himgelf to read music

As the composer and/or artanger of
more than 30 film scores, Jones is
‘uniquely able to cémpare filmmaking
to record producing A film, he notes,
begins with a scnptand then a cast

In the recording business, the scnptis
the music But unlike film, you can
start with just the performer and build
the music around that artist's sound.

Atthe end ofthe segment.we hear a
complete run thtpugh of one of the
new songs on Benson's album,
“lLove X Love "

Q

’

“Love X Love”
(George Benson)
R Temperton

~*t
B

1033
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‘s Oscar closes with a brief synopsis
of the program

e o ; )
. J—
Segment and Content Synopsis

—

FROM JUMPSTREET #12. RHYTHM AND BLUES

1
LY

Approximate
Segment
* Start Time

Music (Performer)
Composer/Lyricist

Segment »
Length *

1 Standard series opening '

Jumpstreet Theme Music . 0

Ad

112
~

2 The program opens with host Oscar .

- ‘Brown, Jr on Jumpstreet Asan
a cappella singing group hums a
doo-wop ' harmony in the back-
ground Oscar joinsin with a brief ™
falsetto solo and then cites the social
and economic trends which contrib-
uted to the development of rhythm
and blues

“Doo-wop” vocal improvisation 113
; ' Y

"I Found & Job” vocal improvisation

*A Booker

“

R

139

~ .

3 A montage identifies elements in
antecedent black musics (e g . Kansas
City swing boogie woogle, jump
bands blues) that-have been incorp-
orated in rhythm and blues T

I

improvisational jazz demonstration
(Count Basie)

“Roll 'Em Pete”
(Joe Turner) ‘
P Johnson, J Turner

“Texas and Pacific”
(Louis Jourdan}

"J Wolf, J Husch

"Jammin” The Bluess—
(Hhnois Jackef & Co T
!mprovusguon

"Black Snake Moan™ *~ ~
(Blind Lemon Jefferson)
B Jefferson

D

“I Got My Mojo Working”
(Muddy Waters)
M Waters

“Hide Me In The Bosom”
(The Hummingbirds)
T A Dorsey

&*
"Rock Istand Line”
(Ledbelly)
H Ledbetter

4 Oscar presents‘guitanist and song-
writer Elis McDanel, popularf{l known
as Bo Diddley Diddiey performs one
of his best known songs

“'m A Man”

(Bo Diddley)

M Waters




5 .THis segment presents a montage\  "Johnny Be Gdod”
of rhythm and blues pioneers v (Chuck Berry)
C Berry

"Tuty Frutt”
(Little Richard)
O Labastrie, R* Penniman _.

“Blueberry Hill"
(Fats Domino)
Lews, Stock, Rose

« “Jim Dandy”
(LaVern Baker)
L Chase

“5-10-15 Hours of Your Love”
(Ruth Brown) .
R Toombs

“I Put A Spell On You”
.. * (Streaming J Hawkins)’
J Hawkins)* .

6 During a brief interview, Diddley “Bo Duddley”
~recalls his experiences as a younge (Bo Diddley)
performer in Chicago and telishow -~ E McDanel
he got his novel nickname He closes
. outthe segment with a performance
of his theme song

7 Back on Jumpstreet, Oscar credits “*Honky Tonk”
rhythm and blues with exerting a (The Midnighters) :
major influence on post-World War |l Dogget, Shepard, Scott, Butler
American. popular music because of . 71
the way in which 1t captured the spint “Get A Job”

_of assertiveness emerging in the black  (The Coasters)
cofnmunity at the time This new mood .
1S seen in the urgency of the rhythms * “The Hucklebuck™

.and dances. in the emotional direct- . R Milton -
ness of the performers, and in the new .
range of dynamics made posdbleby .  “The Trouble With Me"
the amplification of traditionally . (Nat King Cole)

. acoustic instryments Through film, to. :
viewers also se& how rhythm and Dnftin’ Bhees™
blues provided soctal and economic « (Charles Brown)
oullets for blacks, and how white . rdwn, Moore, Wilhamsg .
musiclans copied and/or watered . .
down the music of black rhythm and "Hi-De-Ho" -, 7"
blues artists in versions thatgame to . (Cab Calloway)
be called "cover records™ - ’ C Calloway
. "Jelly, Jelly”

(Bilty Eckstine)
=Eckstme, Hines

LI

2

"Shake, Rattle & Roll"
(J Tumer) -
C Calho -




“Shake, Rattle & Roll"~
&BIII Halgy.& The Comets)
Calhoun .

“Hound Dog”
(Big Mama Thornton)
J Lieber, M. Stoller

“Hound Dog" "
(Elvis.Presley)
J Lieber, M Stoller

“Fever”
(Little Willie John)
J Dawport. E Cooley ’

“Fever” s

(Peggy Lée) -
J Davenpgrt. E Coqley .

8 ‘The Dells, one of the first groups to
surface in the 1950s, demonstrate
that rhythm and blues i1s not only solo
music They perform one of their
greatest hits

“*Oh, What A Night"

(The Dells)

9 Oscar closes with a brief synopsis
of the program

“Tomorrow"
(The Brothers Johngon)
G & L Johnson

[ .

FROM JUMPSTREET #13. THE SOURCE OF Sb—f'JL :

»

Segmeént and Content Synopsis

Music (i Performe/)
Composer/Lyricist”

Segment
Start Time ..

' - Approximate -

Segment
Length

1 Standard series opening

B Quinn, B Kaiser . 0.

155

2. The program opens with host

Oscar Brown, Jr introducing viewers,
10 the 1dea of Jumpstreet as a metaphor
, for the range of cwrcumstances from
which black music emanates A mon-
tage surveys some of the musicians
and styles which are part of this
tradition

[
- >

"Runnin’™  * -
(Earth, Wind & Fire)
M White, L Dunn, E del Barrio

109




-Brown and The

. 3.1Inthis segment Oscar explains that
Afro-American musicians-share many

things with their West AfriCan counter-

paris, iIncluding the dual roles of story- ¢
. tefler and entertainer. Some.musical

retentions of West A}rrca are dembn-
strated4n a rmance by Chuck -
Searchers To
flustrate further one of the relahop:+
ships biétween African arid Afro-
American muUsic, Chuck Brown
demonstrates the-tapaty of a'typical
Soul:Searchers blwes- based melody
which Oscar compares 10 the tbnalrt;f
of a melody he plays on ar mbira
(Afncan thmb piano), shoWing the,

’

. stmifanty along with the adaptaton

Bustrn Loose”

Chuck Brown & The SOU| Searchers

(C Brown)

4 Another retained musical gcnce
—the use of call and respons
—is shown in a film montage

=
=

atterns

- . b'

“Praise Song For Farmers”
(folksong)

“Ayilongo Lokele”

(folksong)

“WHat'd | Say"

R Charles

7 (Ray Charles)

.
.

’

108

5“®scar and Chuck Brown introduce
Babatunde Olatuny and hisdrum
ensemble in performance of a tradi-
tonal an musical selection, A
spht scréen helps to demonstrate
the polyrhythmic layerning of African
drum pattefns, and, in conversation,
Olafuny and Oscar discuss the

- banning of the drum dunng slavery

becausé of its abihity to "talk” and
thereby foment rebellionr Chuck
Brown suggests that the syncopation
evident in such Afro-Amernican styles
as swing and funk actually 1s an

. adaptahon of African rhythmic pat-

terns to European meters .

African Drum Ensemble |
(Babatunde Olatun & Co )

_ Example of polyrhythmic layering
(Babatunde Olatuny & Co )

.

4

13

345

6. Oscar Brown interyiews Chuck
Brown and O|atun1| in this” segment

Chuck Brown reveals his early musical

experience in the church, his career

as a backup guntanst, and his develop-
~ment as leader of a musical group In
contrast, Olatunyi's training came as an

apprentce to a rpastegmusrcran 2

Olatunji iljustrates the tonal language
of his native Nigeria on the talking
drum, showing how the drum repro-
duces the pitch inflections that deter-
mine the meaning of words

‘
s e,

Example of talking drum



.4

-~

‘=«

* 7 Todemonstrate how black music
chtronicles black tfe. Oscar performs,
'Bid 'Em In,” a reenactment of a slave
auction ‘

"Bid 'Em In".
(Oscar Brown, Jr)
O Brown

-

1603

125

. 8 Amontage lllustrates the range of
emotons and experiences expressed
through Afro-American music .

i

“This Time” .
(Ear! Kiugh)
'E Klugh .
"Why | Sing The Blues’ .
(B B King) )
B King, D Clark ) e

. . . !
"0’ The Sun Don't Nevef Go D()wn”

/‘.’

‘Come By Here, Good Lord”
(Walter Hawkins & The Love Center
Chotr) °

W Hawkins arr.
v

'Happy Music”
(Donald Byrd)
D Byrd *

“Respect”
(Aretha Frankhn)
O Redding

'‘Beyond The Sun”
(McCoy Turner)
M Tyner

1729

121

9 Oscar and guests show the com-
monahty of the two tradiiongan a
* grand chrOwsataon '

—

Afro-Funk

(Oscar Brown Jr . Chuck Brown &
The Soul Searchers Babatunde # - -
Otatuny)

1851

609

h 10 Oscar closes with a brief synopsis

WI® of the program

‘Tomorrow"” *
(The Brothers Johnson)
G & L Johnson

[ 4

Jumpstreet Theme Music
' B Quinn B Kaiser

)

&/

2501

252
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HOW TO USE SQNY %' VID!OGASSBTTE
. EQUIPHMENT . ‘ BN
s ay YL, \ o< - ' . s

C e . ' ' s ' o s

. * " *How to connect the videocassette player .
» {0 the monitor or telgvision . . ) /
: « How to connect the power corc\ )

@ow 0 play a cassette X . .
. ¥ . i , ~ ~ l
"4 +How to find a particular segment : ) .
A . .
<« Whatto do it the videocassette ‘
.+ equipments not working properly
. oo : o ‘_ a
» " The nstructions will tell you how to connect the video- .- e
T ‘cassette player/recorder to the monfor or television sét, « - :
" how to play the tapes. and how to find a segment of a . o
%o simplify the instructions, they refer only to playlng ) o X ~ y -
b re-recorded cassettes ° . 4 ,
Instructions are given for two SONY models: V01800 - . J
and V02600 The model number of your machine can be .
-7 found either on the front or on the top of the recorder g
(% . ’ L4
25 T ‘ - .
o A . ’ i _ i -
R 4 : .. How to Connect the Videocassette Player to the . é
L wet S N _ Monitor or Television i ‘ -
N \ .
N « . . 1 Betermine what kind of cable hook-up you have Four -
L . configuratons arg shown below . . ‘ A
y \ .
* Audio cabie Video Cable o -~
~
O
Figure B. SEPARATE CABLES ~ 3
: ) ;o D
¢ ~
&
A N
. . : O
. ‘ ' o
Figure C RF MODULATOR (1) » v e - ,
c . R - ™
g ¥ Figure D. RF MDDULATOR (2) _ el
fL ) ’ ” 2. Follow the mstrucﬂons that follow for the type of cable So v -
’ + yQu have. - - -~
* N . o

“ 1: , . 208 ‘4 . ‘ ) ‘: -

2 - Y

.
%
O
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]

~ | - . =
Co . "' 8-PINCABLE )
’ - Ang-gincablecarries both videognd audio signals Each
end ofthe cable has a #lug with 8 pins. 2 of which are set
" above the others . Ji e

. 1 Connectone er_fd of the cable into the 8-point connec-
tion on the back of theemonitor The two separate pns .
~ ' ust be at the top : t

j Monitor .
- ] e

LINE MONITOR
) N ourt
./ @ "
N
VIR N <4
e
[N \ / ‘ ‘ . .
T - ‘ \\ 47. JJY *
’ N
N/ A <
¢ " . a
, . : : — 4
2 Connect the othsr end of the cable 1o the back of the . . .
videocassette player in the 8-point connechon marked s —
Tv -
g ) Model ~

. V0 1800 *
, VIDED N
‘ s : @ .
» ‘ a A . \
BETSE
" ®

-
cﬁz chy

5 0.0

N
By
<
>
-
1 . . &‘
)
s . .

3 On the front of the monitor, set the TV/VTR/TINE se-
lector to VTR {f your monitor has only two positions.

’ LSS
AARRY

\
v

~ . choose the non-TV'position a
. ) ) i COLOR HUE i
N . - @ : N
o - \ v .
“ TV VIR LINE y
> S e B '
‘L-
> v o~




sEPAnATECAaLE

= L.

/

1 The vdeo cable has ascrew c0nhecnon wuh acenter
prong ateach end Connectone end of the video cable
to VIDEO OUT on the back of the Yideocassette player
Push prong in Then screw connechon nght

Connect the-other end ofthe video cableinto V!DEO
IN or LINE IN on the back of the monitor .

Montor Video cassette player Model V02600

@
/ ~ N AUDIO
uNe MONITOR

MONITOR

®©

N\
@

Video Cablg

O

R LUNEOQUT

ouT

- Connect Audio
Connect Video Cable Here Cabie Here

777
NANNAN

%

2 The audio cable has a diferent plug at each end
Choose the end which has a center prong and an out-
side nng and plug this into the videocassette player
into LINE OUT, CHANNEL 1 Connect the other end
(which has a center prong but no outside nng) to
AUDIO IN or LINE IN on the back of the monitor

Video cassette player Model V01800

Monitot . Conneet Video Cable Here
/ ip
AUDIO /¥
X MONITOR VIDEO .
ourt aF
® N o
®

LINE OUT

3 On the front of the monitor, set the TV/VTR/LINE se-
lector to LINE 1f your monitor has only two positions
choose the non-TV position

/

COLOR

OO

WOVIR UNE
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. : . RF MODULATOR (1)
An RF modulator allows an ordinary telewision set to be
. used as a monitor The RF.cable has & screw connection
atoneend wnthapm Inthe center Atthe otherend isa set ’ )
of U-shaped hooks Som® RF cables may have two sets | ' .
of hooks, one marked VHF and one marked UHF ‘

’

. M r

. v 1 The hooks are attached to the antenna leads on the | .
" Y back of the television set " Loosen the screws on the ‘ 3
antennaleads, slide in the hooks and ughten thescrews '« .
. agan ) -
. If there 1s one set of h00ks attach them to the VHF
' antenna leads .
If there are two sets of hooks attach the VHF hooks - /
10 the VHF leads ltis not necessary 10 attach the UHF
hooks

2 Conpect the other end of the cable to the RF OUT on
the back of the videocassette player Insert pin gently
and screw connecton tight

. . /———- Attach Cable Here
.

AUDIO
MON{JOR VIOEO

=

LmE Ou1

- ) @@

« . cHz2

] . |

( 3 Onsomexdeocassette playersthereisa switch on the
. ' back tpelect the TV channel on whichythe tape will bé

. shown Select channel 3 or 4. whichever does not’ 2‘

"

. : broadcastin your area Setthe channel sefectdron the
! ’ front of the television 1o the same channel

¥ . . +
MONITOR CHANNEL 4
, . SELECTOR " SELECTOR

: maa‘m on s i ' ‘

. . - , /
. e
.o L 7
) R " 4
211 ,
R

/ . . . -

) . . 1 , & .. .. ..203
¢ & .

EMC ' . ; e SEPE
. { - ' . . ) .



RF MODULATOR (2)
< This RF modulator cable has a screw connection ateach ,
’ ! - end with a fine pin in the center ¢

. 1. Connettone end 1o the television monitor Gently gush . ) 5

) the pin ito the connection marked 75 and screw the

: head tight Set the switch on the back of the motutor to o
t ‘the 75 posttion .

®—uF Q N
/

.
-
.

; . ' 750 100

. , o . - . . )
; i MY a@

! \ .
Connect Switch .
~ “RF Cable ! ) ‘ -
Here

4 <

2 Connect the other end of the cable o the back of the
. videocassette player 1o RF-OUT Insert the pin ‘and
' . screw the head tight o R .
‘\ i ' .
ModeI.VO 2600 . - .
Vasi Connect RF Cable Here

O - N - — )
RF AUDIO COLOR ACIN - . .-
= - our . MONITOR | LOCK .

¢ @ @

.c;'q) , CH1 .
@ @ ;
/ . D : = R LINEOUT -,
vi

ouTt

Z

7777
SANN

[ . “ H

X . . 3 Onsome videocassette plgyers there Is aswitchonthe -~ - - 4
U back 10 selectthe TV channel on which the tape will be LN Lo
L shown Select channel 3 or 4 whichever does not s
o ’ broadcastin your area Setthe channel selector onthe .
telewision 10 the same channel v . -

- ” * - MONITOR CHANNEL !
L) ! . . SELECYOR SELECTOR

ERIC . - - <L o -

L
s . )
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HOW TO CONNECT THE POWER CORD

Model VO 260
The VO2600 has a built-in power cord :Pf(:g itinto a wall
outlet or audie cart Pfug in the monitor or television

Modewowoo '
The Model VO1800 has separate power cords Connect
the monitor power cord into AC QUT on fse back 0f the

-videocassette player Plug onejend of the separate power

cord into AC IN on the back Qf the videocassette playgr
and the other end Into the wall plug or AV cart

! Monitor Cord Here —\

»

AUDIO

MONITOR

LINEOUT -
R . L

- CH2 CH Y .

HOW TO PLAY A

Power Cord Here ———/

CASSETTE g

PR

1 Push down the power button on the left hand side of
+ the videocassette player, making sure that the power
light comes on
NOTE When the yellow stand by lightis on, do ot
touch any of the controls Walt until the hght
goes off

PAUSE o

AEC ous
. N
STAND I' l/ I I l

8y
N

& The tape tray r‘nust ‘be inthe up’ posnt)On before ';OU
can insert the cassette If 1t s noj. push the EJECT
button (MODEL VO 3600) or pull the EJECT lever
toward you (MODEL VO 1800). Fhis will tause the
tape tray to nise Insert the cassette notched edge first,
sohd sude up INto the tape tray

3 On MODELVO1800the ta
the tape 1s fully inserted

pe tray willlower utselg;when

On MODEL VO2600 gently push the tape tray down

until it checks Into position

L
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HOW TO FIND A PARTICULAR SEGMENT

1 When the station iogo appears (WETA}, set the digital
00unter located on the top left hand slde of the video-
cassette player to 000

2 Use the chartbelow to determine approximately where
the segment begins that you wish to see .

3 Press FAST FORWARD watching the digital counter as
it approaches the number you seek Stopthe machine
before it reaches that number

Time Counter Relationship for %" Videocassettes

Minutes - .Counter ., Minutes:  Counter
1 626 16 336
2 052 17 353
.3 grg ' 18 369
. 4 101 19 384
. 3 125 20 400
6 147 21 415
7. 168 22 430
8 189 23 445
9 209 24 459 -
10 229 - 25 473
1 248 . 26 487
12 266 27 501
© 13 284 28 514
14 302 29 528
15 319 .30 .542
. . 4
. . N
- « t
AY
[£)
. . »
) #
‘ y »
=

Qo not worry if you are notexactly atthe nght pointonthe
tape If there are stlll a few minutes to go before your
“segment will appear, ‘setthe recorderon play and turnthe
sound alt the way down You can then discuss the seg-
ment you are about 1o see with studentsgvhile waiting for
1t to appear ‘

If you have overshot the point you want, depress the
rewind (RFD) button briefly, then the STOP button Let
the tape play without sound until your segmentappears
.4 Press REW button to make sure the tape 1s com-
“ pletely rewound The button should release itself

when the tape Is fully rewound |f it does not, depress
the STOR button to release the REW button
depress the STOP button to release the REW button

5 Check the audio monitor selector It should be in the '

MIX or center position On the videocassette player

6 Turn the monttor/television on It 1s a good idea to
turn the sound all the way down first

7 Depress the FWD button on the videocassette player
to begin the tape The yellow stand-by ight will come
on momentarily Once 1t goes off you may adjust
sound and picture

8 When the tape or segment 1s firished press STOP
button The stand-bylight will come on momentarily
When it goes off depress the REW button to rewind
the tape When the tape has rewound the button will
refease automatically

9 Press EJECT Stand-by hght will come on morhen
tanly Tape tray will nse Slide out cassette

10 Switch off monitor or television .

11 Depress‘Qower button to switch off videoCassette

player N

s
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. WHAT TO DO IF THE VIDEOCASSETTE, - ’ “s
EQUIPMENT IS NOT WORKING PROPERLY

1 First check the cable connectons (as described ea??her)
to ensure that the system 1s hooked up correctly and
that the connections are not loose -, .
Alsocheck that alithe switches arein the nghtpositions -, >
3 Itall of these seem in order but the picture s stllunusu- "
ally fuzzy or flutters,” adjust the TRAGKING button on .
the left hand side of the videocassette player Turn the
knob until the flutter disappears .
On MODEL VO1800 the TRACKING knobmustbe
pulled on. turned untll the picture has improved and N
then pushed back down This model also has an addf™
tional control that can be adjusted if the picture bends ’ .
in the upper sechon of the screen This 1s the SKEW -
knob. posttioned abgve the TRAEKING control Turn .
the SKEW control until the bending disappears & . .
4 1f none of these adjustments sglve the problem, have | . ) :
the machine checked by a tectnician *

n

S ! -
@ .
“
. . 'y Modet VO 1800
"=\ Model VO 2600 e ./
./ 4 AUDIO | [ ;
‘ MONITOR SKEW EJECT
TRACKING . \ R
REC ouB CH1 PAUSE
TRACKING
PULL'ON
STAND-BY « HEADPHPNE -
sTop 7
LEVEL  °
\ ™~ 7
v
. » ‘X .
N ,
; v
)
- .
[ 4 e \
'
é 4
.
:
L4
C .
e L
L ,

N
» e
)]
Ny
(o]
<

& . - .




