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Preface

Judith A. Mabary, Editor

Several aspects of a Festschrift written in his honor would have pleased Dr. Michael J. Budds (1947–2020). I will start with some of the minor points. First, it is a German word and Budds is a German name. This type of volume arose in the nineteenth century; Michael Budds could always be taken to a different place by a good performance of a Chopin work. The term literally means “celebration writing.” He was a tireless advocate for good writing, and he always loved a good celebration—especially a royal one.

While he contributed to original scholarship and has a healthy number of publications to prove it, he was most fulfilled, I believe, when he was in the classroom. He often said to me, “My life is my teaching.” In fact, you could place the emphasis on any word in that short statement and it would be equally true. Dr. Budds truly cared about each of his students, but he had a special reward for those who failed to meet the potential of which he knew they were capable—he “bled green.” Those who studied with him, as well as many of his friends and colleagues, will know this refers to the famous, or perhaps infamous, green pen with which he always marked assignments.

Another of his ambitious goals in life was to ensure a supply of scholarly publications at an affordable price. The conduit for achieving this mission was the College Music Society and the series for which he served as editor for many years. As those who worked with him to bring a book to the public market can attest, he did not just edit, he EDITED in the fullest sense of the term! His was not a mindless foraging for mechanical errors; he wanted each sentence to be accurate, well written, and clearly understood. The results are in the publications of many of the scholars represented in this volume.

With his colleagues at the University of Missouri School of Music, where he served for more than three decades, he could be a bit prickly, yet such a quality should not be regarded as combative for the sake of it. At the root of his heated comebacks was a desire to preserve what he believed was necessary, to strive to maintain accountability, and to plan in a way that would maintain a high standard for the future. With all his being, he aimed to leave the state of knowledge and a commitment to learning better than he found them.

For a person whose passion for the art of music touched so many, whether students, colleagues, community members, or friends, it is appropriate that this volume should come into existence, an act of respect and acknowledgment for sharing his enthusiasm, knowledge, and dedication with each of the scholars whose work lies within these pages. Even his imagined title for this volume (Music, My Rampart) confirms the central place such “sweet sounds” in all their forms occupied in his life.

In my countless hours of communication with Michael, talking through problems, solving those we could, and railing against those we couldn’t, it became immediately clear to me that he was an extraordinary human being whose actions generated from a central and unambiguous core. He was also a lover of certain poems, one of them the following by Edna St. Vincent Millay. Let her words conclude these opening remarks.


“On Hearing a Symphony of Beethoven”1

Sweet sounds, oh, beautiful music, do not cease!

Reject me not into the world again.

With you alone is excellence and peace,

Mankind made plausible, his purpose plain.

Enchanted in your air benign and shrewd,

With limbs a-sprawl and empty faces pale,

The spiteful and the stingy and the rude

Sleep like the scullions in the fairy-tale.

This moment is the best the world can give:

The tranquil blossom on the tortured stem.

Reject me not, sweet sounds; oh, let me live,

Till Doom espy my towers and scatter them,

A city spell-bound under the aging sun.

Music my rampart, and my only one.



Note


	Permission to reprint “On Hearing a Symphony of Beethoven” by Edna St. Vincent Millay courtesy of Holly Peppe, Literary Executor, The Millay Society (millay.org).



Words of Appreciation

Michael Budds was a force of intellect and a good-natured personality when I first met him at the University of Iowa where he was completing his PhD studies and I was working as Circulation Director in the Music Library. His interests were wide ranging but thorough, whether researching Medieval and Renaissance music, Victorian music and culture, or his extensive and remarkable work on American jazz, focusing at first on Earl “Fatha” Hines. It was a pleasure to get to know him and follow his varied research explorations.

It was a distinct pleasure and surprise when, a few years later, I discovered that Michael, having completed his degree and joined the faculty of the University of Missouri, was an enthusiastic participant in the College Music Society. As both of our careers expanded, I later accepted leadership positions within the Society, and watched Michael lead, critique, encourage, and support numerous scholars in his position as editor of the CMS Bibliographies & Monographs in American Music series for twenty-seven years, adding later the CMS Sourcebooks in American Music series. His positive and precise approach to editing the several authors with whom he worked is manifested in the extensive list of works published in these series. The College Music Society was indeed fortunate to have Michael’s expertise in shepherding these valuable works from ideas to publication. Michael was also an active presence at both CMS and AMS conferences.

Especially memorable was his participation in a panel on Victorian music, which was dominated by three scholars from England, who seemed perplexed that an authority on American jazz was invited as a participant. Much to their surprise, Michael presented such carefully thought-out and deeply researched materials in a quiet and deferential manner (not his normal presentation!) that they quickly responded with an abiding respect for this engaging American.

We will all miss Michael Budds’s keen intellect, cheerful demeanor, and lively conversations. More than that, however, I will miss Michael Budds as a dear friend.

Kathleen J. Lamkin

Professor Emerita of Music

University of LaVerne, California

Past President, College Music Society


In Appreciation of the Life and Scholarly Work of Michael J. Budds

11 June 1947 to 19 November 2020

Michael J. Budds, through his passion for music, his devotion to teaching and research, and his dedication to editing the College Music Society’s Monographs & Bibliographies in American Music and Sourcebooks in American Music, changed the scholarly trajectory of music learning and research in higher education during the last two decades of the twentieth century and the first two decades of the twenty-first. During his thirty-seven years as a music history professor at the University of Missouri, he touched the lives of more than 10,000 students who took his jazz, pop, and rock classes, and worked with him on their musical research and writing.

For twenty years, I was the General Editor of the College Music Society’s Symposium and worked closely with Michael Budds. I remember the first time I met him in the 1990s when he arrived at a CMS editorial meeting with a huge canvas bag of books and a stack of papers. I asked him to report on the activities and editorial vision of the Monographs & Bibliographies in American Music. He immediately took books out of the canvas bag and began going through the stack of papers that he had carried into the meeting. It was clear from this beginning that Michael had high-level expectations for the series and for the subsequent Sourcebooks in American Music, published by the College Music Society.

Michael had an editorial vision that included a broad range of musical genres. He was comprehensive in his approach and embraced music of all time periods and cultures. He was always exacting in his editing and required the very best of the authors who submitted manuscripts to him. His vision for the CMS publications always included new and interesting approaches to research and interpretation. During the almost twenty years of our work together on the College Music Society’s editorial board, I developed a deep appreciation for Michael’s scholarly abilities and his keen sense of finding the very best research in the field of musicology.

I learned much from Michael, and I will always have a deep gratitude for his scholarly standards and his scholarly productivity. Michael helped to create the highest criteria for the CMS publications. He was a tireless and devoted editor and scholar. His work with the CMS Monographs & Bibliographies in American Music and the CMS Sourcebooks in American Music will always be regarded as an exceptional contribution to the long history of the College Music Society publications.

We will all miss Michael’s intellectual curiosity and his low-key demeanor. We will miss him as a dear friend and professional colleague. Thank you, Michael!

David G. Woods

Dean Emeritus, University of Connecticut

Past Editor, College Music Society Symposium


My hands, my feet. I throw my whole body to say all that is within me.1


—Mahalia Jackson

Michael J. Budds served as editor of the College Music Society’s flagship book publication series—the CMS Monographs & Bibliographies in American Music (MBAM) and the CMS Sourcebooks in American Music (SAM)—from the 1990s until he stepped down in December 2017. To state that Michael furnished the very heart and soul of these series would undervalue his contributions. He applied a craftsman’s skilled hands to each volume, carefully editing and laying out every paragraph, musical example, and footnote with a scholar’s precision. Michael took to his feet when promoting the scholarship of CMS authors who shared his passion for American music. And it was his brilliant mind that envisioned and shaped the entire enterprise.

Michael shepherded eleven monographs and bibliographies into print, culminating in Petra Meyer-Frazier’s fascinating Bound Music, Unbound Women: The Search for an Identity in the Nineteenth Century. The MBAM series encompassed an impressive array of American musical topics, ranging from Michael’s own Jazz & The Germans: Essays on the Influence of “Hot” American Idioms on 20th-Century German Music to James R. Briscoe’s Vitalizing Music History Teaching, which provided a scholarly framework for the emerging field of music history pedagogy.

Recognizing a void in the publishing industry, Michael founded a second series in 2002, CMS Sourcebooks in American Music, which was designed to celebrate “the remarkable diversity in our nation’s musical expression.” The ten volumes produced under his editorship exhaustively researched landmark American musical works such as Aaron Copland’s Emily Dickinson Songs, Leonard Bernstein’s Chichester Psalms, Samuel Barber’s Adagio, Miles Davis’s Birth of the Cool, and Henry Cowell’s wind band music, to cite a few.

An editor toils in solitude, the enormous devotion of time and effort unknown by most people and rarely, if ever, recognized. Michael entered his “editorial retirement” with assurance that the College Music Society treasured and celebrated his more than two decades of dedicated work. On 11 October 2018, the membership passed a resolution at the annual meeting expressing its gratitude to Michael for “promoting scholarship within the Society to the wider musical world.”

Todd E. Sullivan, PhD

General Editor, College Music Society Books & Monographs

Professor of Musicology, Northern Arizona University


Note


	Studs Terkel, “The Gospel of Mahalia Jackson,” DownBeat 25, no. 25 (11 December 1958): 13–15. Reprinted as “A Profile of Mahalia” in DownBeat—The Great Jazz Interviews: A 75th Anniversary Anthology, ed. and comp. Frank Alkyer et al. (New York: Hal Leonard, 2009), 62–4. Also available online as “Mahalia Jackson Finds Her Way,” DownBeat Archives, https://downbeat.com/archives/detail/mahalia-jackson-finds-her-way.




Part IThe Performance of Black America



Chapter 1Spheres, Progressives, and Slavery: The Long-lingering Effect of Music and Culture Politics in the Nineteenth Century

Petra Meyer-Frazier

DOI: 10.4324/9781003275695-2


Depend upon it Lucretia, that woman can never be developed in her present drapery. She is a slave to her rags …1


Elizabeth Cady Stanton to Lucretia Mott, 22 October 1852


Separate Spheres: Towards a Female Identity

In the mid-nineteenth century, Elizabeth Cady Stanton was cultivating the language of slavery to explain the plight of women in the United States. By 1859, this analogy was commonplace in the progressive movement, but it was also a strong point of division.2 At the Friends of Human Progress Meeting in July of that year, Dr. O.A. Wellington pointedly noted that the “slavery of woman is greater than African slavery.”3 Stanton must have been proud.4 Her desire to have the suffrage of women ranked as a higher priority than abolition was well known among those who worked tirelessly in the name of nineteenth-century liberal causes, primarily female suffrage and abolition. Some women felt a sense of strangulating fear and gall from the perception that White, upper-class women were to be forced into further subjugation as reams of uneducated Black men from the South lined up at the polls. At this same meeting, Lucy N. Colman reflected on the animosity and divisiveness within the political movement of progressivism. She passionately queried:


Is there a wife present that would change her place with the slave on the plantation? If so, let her stand up, that I may look upon her. Is there no difference in being a slave of one man or the lust of a thousand men. I am sensitive on this women’s rights question. I know that she suffers. I know how hard it is to be shut out from all lucrative employment. But I know my master cannot sell my children for lust.5


Dr. Wellington in turn replied that the “enslavement of woman most affected the human family, for the reason that she is mother to us all … we all, white and black—receive at our birth the effect of our mother’s enslavement.”6 Upping the ante, Wellington’s retort places the onus of slavery (of women, in his opinion) onto every male, as all humans must be born of a mother.

This exchange reveals a maelstrom of rhetoric outlining the contentious and vehement debate taking place in the United States at the time. For women, this meant an impassioned plea for place and space in the fabric of the new republic. Lucy Colman, rightly and righteously, noted that no White woman, particularly the wealthy women who had the leisure to attend the Friends of Human Progress Meetings, could or would trade places with female slaves—women who were legally subjected to rape, whose children could legally be sold away from them, and were non-citizen property. Colman’s use of the phrase “no wife here” is illustrative, however, for it was as wives that these women were given status and voice. White, married women had no right to speak or act as individuals. Dr. Wellington’s argument centered on the idea that women must be revered as mothers. He invoked the consummate ideology of Republican motherhood frequently found behind mainstream discussions of women’s empowerment in the nascent nation-state.7

The language of women, motherhood, suffering, and bodily rights was inextricably tied together. The above exchange during the Friends of Human Progress Meeting struggles with questions of both agency and prioritization. While common ground existed, both abolition and female suffrage were seen as questions of decency and moral corruption; the lines were drawn. How DARE women compare themselves to men of darker complexion who were in literal chains? How DARE uneducated men of color suddenly have the possibility of leap-frogging over women, who had been working patiently within the system to find empowerment, to have political voice and economic opportunity? By borrowing each other’s language, ultimately, both sides weakened themselves.

This language included the theory of “separate spheres,” espoused by women throughout the nineteenth century, wherein a woman’s source of power lay in her quiet, domestic arena, from which she could educate her children and gently sway her husband towards morally correct positions, which would in turn be reflected in political votes around social and economic issues. Whether conservative or liberal, women consoled themselves that their voices were heard in the home and transmitted into the outer world of trade, commerce, and politics. The self-ascribed sphere theory was found in the writings of both emerging feminists—Margaret Fuller’s essay “Woman in the Nineteenth Century” was published posthumously in 1855 with the subtitle “Kindred Papers Relating to the Sphere, Condition, and Duties of Woman”8—and harbingers of the patriarchy—William Andrus Alcott, the child-rearing expert of the nineteenth century, lobbied men to “render woman, and the sphere in which she moves, properly understood and appreciated, especially by herself.”9 Within the construct of this separate sphere, female influence was a kind of capital, billed as infinite and integral and significant to the success of the new democracy, already known for its low rates of illiteracy and strong sense of piety. Women consoled themselves that, separate from the commercial world, their role was of equal significance as they were the custodians of education—moral, religious, and academic (including music)—for both young men and women. Nonetheless, this tenuous form of power felt increasingly insufficient.


Slavery and Abolition

History would prove, however, that the primary issue of the time was slavery. From the very beginning of the country’s new status of independence, people were struggling with ideas of “equality.” A lauded ideology, questions immediately arose about equality for whom. As early as 1787, Prince Hall, a Revolutionary War hero and African American, called for equitable schools for Black children in Boston, noting that “we have the right to enjoy the privileges of free men. But that we do not will appear in many instances … one out of many … the education of our children, which now receive no benefit from the free schools in the town of Boston.”10 In the early years of the new republic, free Black men expected equality. Yet the increasing slave trade and the lack of both political and legal support moved equality further and further away. As the century turned, calls for everything from abolition to colonization—for the purpose of relocating free Black people—became common. The language used grew increasingly bitter. By 1862, Abraham Lincoln openly admitted that, “There is an unwillingness on the part of our [White] people, harsh as it may be, for you free colored people to remain among us.”11 Advocating for government-sponsored colonization projects, Lincoln justified this stance as a political pathway to peace, following the advice of practiced diplomats such as Henry Clay.12

Nicholas Guyatt argues that this concept of colonization was a liberal-backed version of “separate but equal” (the roots of segregation), citing both Clay and Lincoln as part of his argument.13 It was not until 1896 that the language of segregation was intentionally and legally indicated in Plessy v. Ferguson’s upholding of the laws of separation common in the South. The term “separate” appears nowhere in the Supreme Court decision. It was, however, common parlance throughout the nineteenth century and is found frequently in the rhetoric of both antebellum sphere theory and post-bellum “Jim Crow” laws. The actual roots of the term “separate but equal” as a stand-in for the formal name Plessy v. Ferguson are found in the 1890 Louisiana Separate Car Act (according to which separate railway car accommodations were required for Whites and for African Americans).

The lines for abolition—pro and con—were deeply sown in the language and imagery of Jim Crow, a T.D. Rice character from the early American blackface minstrel stage and the dance and musical piece Jim Crow. Interestingly, the beginnings of minstrelsy can be traced to around the same time as the colonization movements.14 The image of Jim Crow (see Image 1.1) created the shamefully durable stereotype of the uneducated and incapable Black male; it also strongly reinforced the idea, clearly articulated by Dale Cockrell, that “toward all common people, black and white, there is patronization at best and disgust at worse.”15


[image: A front page of the musical piece titled Jim Crow, New York at the bottom. Above it, there is a caricature of a man clad in torn clothes and a cowboy hat. The man looks upwards with his head bent toward the shoulder.]
Image 1.1.Circa 1834. Courtesy Lester S. Levy Collection, The Sheridan Libraries,  Johns Hopkins University.

This attitude circles the context directly back to Elizabeth Cady Stanton and the desire, first articulated clearly in 1848, to liberate educated White women either before or simultaneous with all [educated and uneducated] Black men.16 In 1860, Stanton again created a furor, this time at the 8 May meeting of the American Anti-slavery Society, where she proposed a resolution claiming that “while our first care is the emancipation of the Southern slave, we women are … at the same time working out our own salvation.”17 The idea that education, so much a part of “separate spheres,”18 was inherent to political voice soon blended into Southern segregation. When the Thirteenth Amendment, abolishing slavery, was passed in 1865, the moral question of overt subjugation in the form of slavery was, in some sense, settled. In the absence of this fundamental legal barrier to equality, however, other barriers proliferated, taking on new meanings and power. The gradual creation of the so-called Jim Crow laws indicates a not-so-subtle shift to laws of segregation, designed to marginalize and minimize African-American agency and influence by decreasing educational and employment opportunities while simultaneously increasing social anxiety and decreasing mobility. The negative impact of Jim Crow—the term and the caricature—can easily be found throughout civil rights sites and histories.19 As a character, Jim Crow’s beginnings in minstrel theater, as a dance and a piece of sheet music, quickly lost relevancy to space and place and became a commonly recognized slang term derived from popular culture. All indications are that minstrel shows were considered “slumming it” for a carousing audience of White men.20   Upper-class White women of the nineteenth century, while certainly aware of these shows, were not typically attending them.

How, then, does a philosophy of separate power spheres often designed by and for upper-to-middle-class White women eventually become mirrored into a “separate but equal” philosophy that then became institutionalized as segregation and racial inequality? Why did supposedly progressive women, so continuously aware of the inequity of the above philosophy, support the same idea when it was applied racially? To understand the complexity of ideologies, one must look beyond the rhetoric of politics into cultural identity. Sheet music of the time reflected and cemented any number of cultural ideologies, notably sentimentality, Christian piety, death and loss, and love (familial and romantic), alongside equality, regionality, classism, and racism.

Scholarship on popular genres—including minstrelsy, English-language opera, and “plantation” songs (as seen in the work of Dale Cockrell, Katherine Preston, and William Austen)21—make it clear that classism is central to any understanding of nineteenth-century American culture. Indicators of inherent classism can be found in several places. For example, Preston notes that while English-language opera (considered less elite) abounded, it was only Italian opera that was raved about in the press. Cockrell revolutionized scholarship by looking at court cases and police files versus archived special collections to understand the complexities of minstrelsy.22 Austen revealed Stephen Foster (the darling of the canon of American music) as having fought long and hard against his background in minstrel music to be accepted as a “valid” musician.23 Understanding the culture and realm of women in nineteenth-century America meanwhile relies on family letters, diaries, printed ephemera, and the personal bound collections of sheet music.24


Sheet Music

Purveyors of such music were clearly aware of gender and racial biases. Sampling sheet music covers25 solidifies an awareness of the language and images found during the antebellum and post-bellum periods at the same time that ideas around “separation” were becoming ingrained. In the following four sample categories, evidence emerges of how the ideology of the nineteenth century was codified and propagated via lithographic imagery.


Male Professionalism: Charles and Jakob Kunkel’s Compositions

This lithograph (see Image 1.2) is one of the most overt and revealing images about appropriate White masculinity and music.26 When shown this cover in classes, students regularly comment on the size of the piano, the brand recognition of Steinway, the obvious reference to Beethoven on the music stand, the grandiosity of the space (including a “classical” artwork in the alcove with a Grecian lyre), and the formality of the dress of the presumed Kunkel brothers.


[image: A page from a book titled Charles and Jacob Kunkel’s Composition. Below it, there are two men in suits near a large piano. One sits on a chair, and another stands with his arm on the piano. Below it, the sections with page numbers are mentioned. ]
Image 1.2.Charles and Jacob Kunkel, circa 1875. Courtesy Library of Congress—Music Division, M1A15, Vol. 31.

While the lithograph is from 1875, all these aspects point to well-indoctrinated tropes about “serious” music, which are still recognized today, and who this music was being marketed to in the nineteenth century. The Germanic, solo piano repertory (i.e., serious music) was designated for men of prestige and ability. Harkening back to a “classical” understanding of the music of the spheres emphasizes what is already the dominant idea in the image:27 music, good and proper music, can influence beyond the home to society at large when presented in a serious and solemn manner.


Sheet Music at Home: “Kiss Waltz”28

Standard sheets found in domestic volumes range from the simple to the ornate and rarely deviate from lithographs upholding the standard tropes of nineteenth-century sentimentality. Such imagery routinely includes a courting couple in a boat, replete with a romanticized ideal in the background (requisite castle included), a gravestone for a dearly departed, or fetishized depictions of young girls at the piano, clearly placed within their domestic arena. The “Kiss Waltz” (see Image 1.3) from 1869 incorporates many such tropes. There is the requisite Classical imagery (note the Parthenon-like gazebo on the hillside), the patriotic array of instruments (expected Grecian lyre now sitting atop a variety of strings, fifes, and drums, all surrounding the stars and stripes). Add in the iconography of Republican motherhood (in which patriotism, literacy, and etiquette were the three legs of stability within separate spheres) and the marketability of this piece is heightened.


[image: A front page from the book titled Kiss Waltz in the center. Above the title, the text reads select music for the million. Below the title, there is a hillock. The title and the hillock are surrounded by two decorative pillars. ]
Image 1.3.“Kiss Waltz,” 1869, Volume of Anna Sleece. Courtesy of Michael Murdock,  Private Collection, Denver, Colorado.

The young girl and boy (her shorter skirts denote her age as a student) standing appropriately side by side singing from one music sheet in the bottom left corner and the interior courtship ritual or lesson at the piano with the square (domestic) piano, the hair put up to depict both age and proper etiquette, and the hidden male (at least presumably as there do not appear to be two “buns” or sets of skirts), squarely places this work within the domestic arena. Humorously, the owner of the sheet has a tongue-in-cheek inscription at the top “My Favorite Waltz … No One”; whether this is contemporaneous commentary on the music itself or a later addition, the piece was deliberately included in a bound volume and provides telltale clues about musical expectations.


Sheet Music for Minstrelsy: “Jim Crow,” “Christy’s Minstrels,”  “Airs Americains,” and “Old Uncle Ned”

While domestic music is often multivalent and subtle, music about African-American life (or rather the White depiction of Black men) is offensively clear. While the Jim Crow character was created by T.D. Rice, who engaged in cutting social and political satire, the all-too-prevalent image took on a life of its own throughout the century. Here (see Image 1.1) the caricatured features of the Black man (the prominent forehead and chin), the ratty and tattered clothes (patchwork pants and holey shoes), and the jester-like angularity of the pose all point to a man who is comically and tragically incapable of thought beyond bodily agency. The Rabelaisian aspect of the actual music and lyrics of the piece are rarely focused on today, nor were they during the nineteenth century. The fact that “Jim Crow” as a piece of music was bound into “the spirit of the burlesque, political action, charivari, and Carnival … from the outset” may explain why it held agency within both the Black and White social realms, but it also complicates the history of the image.29

Other covers, such as the referenced version of “Oh Susanna” by Christy’s Minstrels (see Image 1.4), make clear the White connection to blackface minstrelsy. Often this was done to promote the piece by marketing minstrel music as somehow acceptable beyond lower-class theater and demarking the troupes and composers as educated, serious musicians.


[image: A page titled music of the Christy Minstrels with the face of a man on the top, a set of three dance performances in the middle, and a concert performance at the bottom, all surrounded by decorative frames. ]
Image 1.4.“Oh Susanna,” Music of the Christy Minstrels 1848, Hartke Collection, Box 50. Courtesy of American Music Research Center, University of Colorado-Boulder.

Here, the very White Edwin Christy is shown at the top with vignettes from the minstrel show underneath, including the ever-present minstrel line at the bottom. Significantly, this cover is not from a bound, domestic volume of sheet music. Such images are almost never found within domestic collections—which denotes, in and of itself, the fact that minstrelsy was not seen as acceptable middle-class entertainment for the female and the difficulty such images represented for both bridging the class gap for the performers and the consumer. This music was well known, often referred to in street parlance, but was not to be performed in the parlor.

During the rare times when minstrel music appeared in the White, female world (surmised by its inclusion in such bound volumes), it was almost always muted. In one version of the Christy tunes, the differences are distinct. A solo piano arrangement, by the respectable Henri Herz and published by Horace Walters in 1848, was marketed as “Airs Americains.”30 While this cover (image not provided) is much plainer overall, nods to the work’s minstrel origins exist in three small insets: at the bottom a male in top hat (formal wear), clearly blacked up, and a younger boy appear in a boat. The dancer in the upper left corner is a young Black female, with Anglicized features and a ballet stance, emphasizing a European tradition of “highbrow” art. Adjacent to her is a “blackface” cherub.

More prevalent in the domestic arena was Stephen Foster, who bridged the gap to acceptability in large part due to his progressive, humanitarian depiction of the Black slave. His work “Old Uncle Ned” ends with the following stanza:



When Old Ned die Massa take it mighty hard,

De tears run down like de rain;

Old Missus turn pale and she gets berry sad,

Cayse she nebber see Old Ned again.



While the song’s lyrics (including the incredibly offensive “n-word” repeated several times in earlier stanzas) are difficult for modern readers due to the odious dialect, it is significant that in the nineteenth century such a text was viewed as humanizing the slave and progressive in intent.31 The impact of Foster, as both musician and pivotal figure in the fight for equality, was such that his hometown of Pittsburgh erected a statue to him (see Image 1.5).32 The difficulties this statue represents in the modern era are both superficially obvious and multilayered. Ned is depicted sitting at the feet of Foster in a subjugated position.


[image: A statue of Stephen Foster. On the top, a man in a suit sits on a raised structure. Below him, on his right, a man sits with a musical instrument in his hand.]
Image 1.5.Statue of Stephen Foster, Courtesy Foster Hall Collection, Center for American Music, University of Pittsburgh Library System.

That the lyrics leading to this image were viewed as progressive is difficult for modern listeners to perceive, reflecting the contradictory and antagonistic aspects of the abolitionist and suffragette causes.


“Progressive” Music: “Henry Clay’s Grand March”

A final progressive piece, “Henry Clay’s Grand March, Waltz & Quickstep” (see Image 1.6) has been looked at in depth by Candace Bailey and brings this discussion full circle. Clay’s progressive politics included colonization in support of the rights of African Americans and abolition, as well as economic protectionism and avid support of the merchant class. Bailey noted contradictions on this lithograph, which she found in the collection of Mary Stedman (who she described as “a lady of quality” but not of wealth).33 The mere fact that Stedman owned this piece suggests progressive leanings. At the same time, Bailey concluded that the image


[image: A page with the face of a man in the center surrounded by a decorative frame. The title Henry Clay’s Grand March is above the man. On the right and left, 2 females stand with one hand up. At the bottom, a female sits with a musical instrument.]
Image 1.6.“Henry Clay’s Grand March,” 1844, New Series 2, Mary Stedman Volume, University of North Carolina-Chapel Hill, 19th-century Sheet Music Collection. Courtesy Music Library, University of North Carolina at Chapel Hill.


sends mixed messages. The scantily clad women who serve as somewhat “classical” statues lending tradition to Clay’s political efforts vividly contrast with the demure and modestly dressed young woman who is reading in front of a landscape. It shows what appears to be a home, signifying that the woman’s place was at home.34


Bailey continues that “the proper young woman also might have served to sell the music to conservative buyers, just as the draped nymphs might have attracted other types of consumers.”35 Thus the image skirts the edge of propriety just enough to be attractive and acceptable in the progressive home.

Tangling of messages abounds in the lithography of nineteenth-century sheet music. However, coding and lines of propriety were clear. White and Black rarely mix. White women are appropriately attired and most often appear in the home.36 While there were pieces composed that specifically addressed the progressive platform, they were not common. Abolitionist songs (including “Right over Wrong” and “Topsy’s Song”)37 were more prevalent; however, the popularity of minstrelsy, and its use in mainstream imagery, more than offset any inroads made in popular culture by abolitionist songs. Women’s rights songs included Kate Horn’s “Woman’s Right: A Right Ballad Rightly Illustrating Woman’s Rights,” actually a satire of the movement, and Fanny Fern’s “Woman’s Rights,” which can be read as either progressive or conservative.38

Women may have felt stifled, and music most frequently reiterated the restrictions on their place and station. Although a passionate dialogue had begun, women’s suffrage was still decades away.39 Stanton’s frustration about women’s singular path must be conceded, even as her analogy to slavery represented a leap that most Americans were uncomfortable taking. It is, then, a conundrum that the same language used to subjugate women (separate but equal) became the language of American-based segregation and apartheid. At its core, the very desire for separation suggests a systemic, inherent, and seemingly insurmountable inequality. Things are separated when something is perceived to be either dangerous or preferable for ourselves when compared with what another selection contains. At its core, ideas of class and propriety out-influenced American opinions of race, so much so that the terminology bled into all areas of subjugation and the coding of popular culture upheld the dominant concepts of culture politics.
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	See Candace Bailey, “Binder’s Volumes as Musical Commonplace Books: The Transmission of Cultural Codes in the Antebellum South,” Journal of the Society of American Music 10, no. 4 (November 2016): 446–69.

	Bailey, “Binder’s Volumes,” 458.

	Bailey, “Binder’s Volumes,” 458.

	There are a few exceptions that include shop girls or dancers. These images are either exceedingly prim or exoticized (while maintaining Anglicized features) and include “Buy a Broom” and “Go Warrior Go.” See Meyer-Frazier, Bound Music, Unbound Women, 16–18, 198–200.

	Both were sung by the popular Hutchinson Family.

	Kate Horn’s work was published by Horace Waters, circa 1853. The lyrics include: “is ‘Woman’s right’ if needs must be The ocean’s storm to brave, But ‘not her right’ the Barque to guide Across the ocean wave; ‘Tis ‘Woman’s right’ to freely speak And Honestly advise, But ‘not her right’ to gain her ends By pouting—sulks—or sighs.” The text merely enforces the idea of separate spheres. For information on Kate Horn, see Vera Brodsky Lawrence, Strong on Music: The New York Music Scene in the Days of George Templeton Strong, vol. 2: Reverberations 1850-1856 (Chicago: University of Chicago Press, 1995), 123. Fern was the pen name of sentimental novelist Sara Payson Willis and her popular novel, Ruth Hall, was a runaway bestseller. She was derided during her lifetime, however, because she was a single mother. Willis’s words can also be read as enforcing spheres with slightly less rancor. The G major, four-bar phrased piece has a lilting accompaniment of triplets and reads “Tis women’s right to take the field in virtue’s holy cause. Her right to claim on such a ground society’s applause … She has the will and pow’r to fill Man’s heart with pure delight. She rules his soul with sweet control, And this is woman’s right.” More pointed songs include “I’ll be No Submissive Wife,” which uses comedy to make the more feminist point.

	Women achieved the vote with the passage of the Eighteenth Amendment in 1920; Stanton died in 1902.
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Chapter 2Some Thoughts on the Role of Patronage in  the History of Jazz

Jeremy Scott Brown

DOI: 10.4324/9781003275695-3

Although it might be their life’s blood in a metaphorical sense, music does not exist for musicians. It is largely generated for and enjoyed by those in society who are not musicians, and for this reason those who support individual artists or musical enterprises must be recognized for their essential role in its history. For a host of historical and sociological reasons, the patronage of jazz has taken a form that is only loosely related to the customs of other Western musics. The support of individual musicians—emotional and financial—by lovers and spouses, family members and colleagues is, of course, universal. However, the bohemian lifestyle associated with jazz musicians and the vicissitudes of life “on the road” have resulted in these relationships being fraught with difficulties.

Institutions such as churches and the aristocracy have made an indelible mark on the course of music in the Western world. The classic model of the patron, an individual of position and wealth eager to encourage composition and performance to enhance their social status and to bring pleasure, can also be found in the jazz world, although not on as grand a scale. More interesting is the contribution of businessmen to the dynamic tradition of jazz patronage. Owners of clubs and the decision-makers for record labels must be acknowledged for their positive impact on the careers of jazz musicians since the days of Storyville. Although they undoubtedly acted out of self-interest, the opportunities they provided and the payments they made for professional services were not all that different from the relationship of Haydn to Prince Esterhazy, of Tchaikovsky to Nadezhda von Meck, or of Stravinsky to Diaghilev.

It can safely be asserted that fundamental to the careers of musicians is the support extended by those who love them and by the women who shared their own lives with famous jazz men and, consequently, figure prominently in their success (although these women are typically glossed over in biographical studies). One of the earliest was surely Lil Hardin Armstrong (1898–1971), who attended Fisk University and earned degrees from the Chicago College of Music and the New York College of Music.1 This pioneer in American music was a female jazz pianist of many talents and the second wife of Louis Armstrong (1901–71). When Armstrong joined King Oliver’s band in Chicago, Hardin helped him negotiate life in the North and pushed him professionally. She believed in Satchmo’s talents more than he did himself.2 She probably motivated him to take lessons from “a German teacher.”3 She was, in fact, the catalyst for his decision to accept Fletcher Henderson’s invitation to come to New York, a move that sealed his national reputation. According to Terry Teachout, Lil’s “contribution to the history of jazz arose not from the quality of her playing, but the nature of her relationship with Louis Armstrong. Not only did she pull him out of Papa Joe’s [Oliver’s] nest, but she played as important a part in his musical maturation as had Fate Marable.”4 This is a fine example of the sexist adage that “behind every great man is a great woman.”

Another wife who successfully shaped the career of her husband and sustained the careers of other musicians was Gladys Hampton (1913–71), wife of Lionel Hampton (1908–2002). Married in 1936, she acted as his manager and “was responsible for raising the money for Lionel to start his band.”5 She was, by all accounts, an astute businesswoman6 and was more behind the scenes than on stage for the Lionel Hampton Orchestra, managing all aspects of the organization from 1940 until her death in 1971. Lionel Hampton was responsible for launching the careers of numerous jazz artists, among them Charles Mingus, Cat Anderson, Fats Navarro, Betty Carter, and Aretha Franklin. The combination of Hampton’s talents and his wife’s astute business sense made for a sort of jazz empire. In addition to hiring and sustaining the careers of African-American musicians as members of the Orchestra, they created two music publishing companies and a record label and also built a 355-unit building in Harlem, the Gladys Hampton Houses.7 It was somewhat incongruous that Hampton was a supporter of the Republican Party, a political group that opposed efforts to create opportunity and equality for African-Americans. It may be that the Hamptons recognized the business opportunities present with such political affiliation.

Gladys and Lionel certainly ran a no-nonsense touring group. The Hampton band toured extensively, often for eleven months of the year,8 under stringent conditions that were quite trying for the musicians. Saxophonist Marshall Royal toured the American South with the Hampton Band in the 1940s, during the war years, and claimed it was the “starvation circuit.” Pay was just $11 a day and band members had to pay for their rooms. Only worse, he observed, “was apartheid South Africa where he visited in the 1970s.”9 In the end, the Hampton Band likely provided a steady, if not exhausting, way of life for many musicians who would have had fewer opportunities otherwise. An example is Charles Mingus, who played with the Hampton Band in 1947–48. Mingus, who one afternoon jammed with Hampton in Los Angeles, was immediately offered a position with the band:


Mingus went home and scored ‘Mingus Fingers’ for a big band and twelve other tunes as well for the band. Hamp used ‘Fingers’ at every performance after that, and to “my boy’s”10 surprise, at his first recording session with the band for Decca, Hamp called the tune. It was his first original composition and arrangement recorded by a major band.11


The most controversial of the women in the category of jazz patron will probably always be Helen Moore (1926–96), who saved the career of trumpet prodigy Lee Morgan (b. 1938) in 1967 only to take his life in 1972. First employed by Dizzy Gillespie at the age of eighteen and inspired by Clifford Brown, Morgan recorded as many as twenty-five albums, notably as a sideman on Coltrane’s “Blue Train” (1957) and with Art Blakey’s Jazz Messengers on the Blue Note label. Broken by heroin addiction, he showed up destitute and homeless at Moore’s apartment on West 53rd Street, which had become an after-hours haven for down-and-out jazz musicians. A jazz fan twelve years older than Morgan, she became determined to rescue him, nurse him back to health, and restore his career. She recovered his trumpet, which he had pawned, and when he was clean, she took over the business aspect of his work and guided him back to performance. Although they never married, she became his common-law wife and took his name. He rewarded her devotion and generosity with humiliating infidelities. During a snowstorm on 19 February 1972, she shot him at Slugs Saloon, an East Village club. He bled to death before assistance arrived and Moore was arrested. Once she was released on parole, she returned to her native North Carolina.

There is every reason to believe that Morgan’s life would have ended in 1967 without Moore’s interest and assistance during his rehabilitation. The fact that he returned to the bandstand and recorded eight albums after her intervention in his life must not be forgotten. She was characterized by film critic Peter Rainer as “muse, mother, wife, and manager.”12 This tragic episode in the annals of American music has been addressed in the monograph The Lady Who Shot Lee Morgan (2014)13 and in the documentary film I Called Him Morgan (2016).14

Although patronage in the classic (European) model was nearly unknown to jazz until after World War II, compassionate individuals who supported musicians in the Bebop era are well documented. Kathleen Annie Pannonica Rothschild de Königswarter (1933–88) from Great Britain and Francis Paudras (1935–97) from France, in particular, became prominent enablers and friends to a variety of jazz musicians in mid-century America and France.

“Pannonica,” as she was universally known “in the inner councils of jazz” for more than three decades,15 reached the zenith of her prominence in 1955 because of her close association with saxophonist Charlie “Bird” Parker (1920–55).16 The titan of bebop died in Nica’s New York City apartment on 9 March 1955. Because of the litany of incongruities, the tabloid press exploded with titular themes of man/woman, Black/White, lower class/upper class, poverty/wealth, genius/patron. The historical accounts of Parker’s death demonstrate the emotional, financial, and social support she offered to many African-American jazz artists. Unfortunately, in 1955 the racial politics of the time minimized her profound impact on the jazz community. The death of an impoverished drug addict in the home of a Baroness proved racially charged and incited the media to speculate on why a young jazz musician would be in the apartment of such a wealthy socialite. The sensationalist Hearst-owned Daily Mirror posted the headline “Bop King Dies in Heiress’s Flat.”17 Walter Winchell also wrote a salacious column hinting at sexual and race-related behavior between Bird and Nica.18 By focusing on her colorful personal life, the media minimized her intense artistic engagement with the jazz musicians of the time. Nonetheless, biographer David Kastin made the point that the forty-year reign of the Jazz Baroness reveals an iconic figure whose extraordinary life played out at the nexus of gender, race, and class during a transformative period in American popular culture.19

Such a role could never have been predicted by Nica’s birthright. She was born into the British branch of the fabulously wealthy Rothschild family in 1913, and accordingly experienced “a cosseted, pampered childhood, living in an art-filled mansion.”20 Her father, London banker Nathaniel Charles Rothschild, was also an accomplished naturalist. The name “Pannonica” refers to the province (Pannonia) of the Roman Empire that contained Hungary, the birthplace of Nica’s mother, Rózsika Edle von Wertheimstein,21 as well as the name of a rare species of butterfly that Charles found when visiting the Carpathian Mountains. “Although she may have chafed at the [Rothchilds’] claustrophobic rigidity and social pretensions, Pannonica came to embrace the name as an affirmation of her heritage and identity.”22

As an adult, she became an accomplished pilot, drove sports cars, rode horses, and dressed in beautiful clothes. She married a baron, gave birth to five children, and traveled widely. Bored by the structure and formality of being a Rothschild and all it implied—and inspired by the music of Thelonious Monk (1917–82)—she disappeared from London to settle in New York City.23 Taking up residence at the Hotel Stanhope at 995 Park Avenue in the early 1950s, she quickly became a regular patron of the jazz clubs along 52nd Street in Manhattan. Her silver Rolls Royce became a fixture in front of clubs such as Birdland at 52nd and Broadway and Minton’s Playhouse. She was known to the local jazz fans in the clubs of Manhattan as well as to the musicians.

Pannonica’s entrance into the jazz world came at an auspicious time. Birdland (named after Charlie Parker) had opened in late 1949. Bebop pianist Bud Powell was performing with Bird and Dizzy there in May 1951,24 and that same year Blue Note label reissued seven Monk recordings on one LP titled The Genius of Modern Music.25 Jazz musicians were prolifically creating and performing new music, and Nica was there to support them.

She was an incomparable patron and a great friend, although her association with Parker caused her considerable grief for many years. As Monk’s son Toot Monk explained, “Her life became absolute hell. The black cops would stop her, saying that is the white girl who killed Charlie Parker.26 The white cops would accuse her of being the white woman who hung out with black men. She could not win.” Toot, who thought highly of Nica, described the long-standing relationship between her and his father in open and favorable terms, yet “Nica paid a very dear price for her kindness.”27 That she was a loving and uncompromising patron of Monk, his wife Nellie, and their children is undisputed. She was even more passionate about Monk’s music.

The acts of friendship and support offered by Nica to Monk and his family were, even by today’s standards, remarkable. In late 1955, Monk and his wife were struggling to get by and he was barely able to cover the monthly rent of about $30 to $35 a month.28 But when money was tight, he could count on Nica, according to Monk biographer Robin Kelly.29 Nica also bought him a new black and white 1956 Buick Special. That same year, she purchased a new Steinway piano for her apartment at the Bolivar Hotel, in part so Monk always had a place to play and compose away from home: “a brand new five-foot-seven Grand M ebony with a shimmering lacquer finish.”30 In return for her lavish attention, Monk composed several compositions as tributes to her. Among the best known are “Pannonica”31 and “Ba-lue Bolivar Ba-Lues-Are,”32 recorded on the Brilliant Corners album in 1956.33

Yet Nica was not the only patron and friend to jazz musicians in New York City. Her support of Monk and others was concurrent with another patron who befriended and supported jazz pianist Bud Powell.

To this point, only support from women benefactors has been discussed, but they were not the only patrons of jazz musicians. French artist and designer Francis Paudras, though of more average means than Pannonica, became manager, friend, and fierce supporter to bebop pianist Bud Powell (1924–64). Paudras was a commercial artist, pianist, author, and a patron of other jazz musicians, including pianist Bill Evans and French pianist Jacky Terrason.34 It is the relationship between Powell and Paudras, however, that remains the best-known example of his patronage. In the summer of 1964 Paudras brought the ailing Powell—who lived with Paudras in his Paris apartment—back to New York for a highly anticipated American return engagement organized by Oscar Goodstein, manager of the Birdland nightclub. The terms offered by Goodstein were generous:


He suggested that if it were possible for me to take a leave of absence for ten to twelve weeks to bring Bud to New York with me, he would forward airplane passage for both of us from Paris to New York, as an advance against Bud’s earnings. Oscar would schedule Bud to perform at Birdland and pay him $500 each week. (He would pay the bass player and drummer separately.) He figured that it would cost me and Bud less than $150 a week to maintain ourselves in New York and the remaining $350 could be saved resulting in approximately $3500 after ten to twelve weeks of consecutive work.35


Consequently, Paudras and Powell arrived at Kennedy Airport via Air France on 16 August 1964.36 The stint at Birdland began soon afterward—but not without problems caused by Powell’s addictions. Unfortunately, the gig ended in October, according to Goodstein, with expenses having consumed all of Powell’s earnings.37 With not enough money between them for a hotel or to fly back to Paris, Paudras and Powell accepted an invitation from Ornette Coleman to share his basement apartment in Greenwich Village. Although they enjoyed their stay with Coleman, Paudras worried that the frigid basement dwelling was detrimental to the ailing Powell.38 A gracious and kind host, Coleman suggested they might rather stay with Pannonica. True to form she invited the pianist and his devoted chaperone/patron to live in her mansion in nearby New Jersey until Powell could complete a recording session to earn an airfare back to France. The session was completed for Roulette records on 22 October and released as The Return of Bud Powell.39 Despite the best efforts of both Nica and Paudras, however, Powell missed his flight back to France on 27 October 1964. Broke and desperate to return home to see his infant son for the first time, Paudras departed without him. Powell’s health declined quickly, no doubt in part because Paudras was not there to protect and support him. He died on 31 July 1966 after being consigned to a mental institution for some months.

Director Bertrand Tavernier adapted the story of Powell and Paudras in the film Round Midnight (1986) with actor François Cluzet as a character based on Paudras and saxophonist Dexter Gordon as a composite portrait of Powell and Lester Young.40 Paudras was also co-author with Chan Parker (Charlie Parker’s wife) of To Bird with Love, a book of photographs published in 1981. His most notable work, however, was Dance of the Infidels: A Portrait of Bud Powell (1998).

Francis Paudras was an accomplished amateur pianist who played in the style of Powell. Raised in Paris, he first heard Powell play “All Gods Chillun Got Rhythm” with Ray Brown and Max Roach in 1949 on a radio program.41 He became an avid fan and first heard Powell live in the 1956 Birdland Tour concert at Salle Pleyel, Paris, with Miles Davis, Lester Young, Sarah Vaughan, and the Modern Jazz Quartet.42 To read Dance of the Infidels is to bear witness to an individual who idolized the artistry of Bud Powell above all:


Besides the esthetic experience, this was the most audacious music I have ever had the privilege to hear.
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