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an exclusive”defiﬁition or emphasis, 1t.is no# my purpose to set up an
exclusivist standard of ﬂlaék rhetoric whiéhVGenias tﬁe ethnic»qr political
relevance of Lhose Placks whose modes of communiéétion are based on more
specializad, and less 1integrated modes tﬁan those éutlihed'hare.

But 1t is ejually important to recognize theée.inﬁegra£ed patterns

as a fact. For they are exemplified by the three-dimensional physical

inmages ofrvioléncé and exuberance which siiles ~avis evokes in his

Jack Johnson music by'ﬁéjor “olley's fusion of the vocal and. the
1nstru£rntal in the Quincy Jones version of Nat Adderley's‘"ﬁumhin',"

or by that generally evocative qualiiy-in Black music which jusiifies~
Leroi Jones' description of the jazz musician's riff as "that rhythmic
figure we knew he would repeat, thé honked note that would be his
personal evaluation of thevarld. Ayd he scrééhed it so the V§ins in his
face stood out 1ike.ﬁeon. 'Uhh, yéh,thh, yeh, Uhh, &eh,"wefgll screamed
to push him further.??h¥; In this same Vveln, tﬁe literary critic who brings
a narrow cqnceptiof rhetbric to the analysis of Ted Joans' " jazz poens"
will not be equipped to deal with‘thg sardonic fingér—popping, aha the
suétained riffs;which‘build up to an ir§nic climax in a work like “Uh Huh"

He:e it is
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Uh huh
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The colored waiting xoom!!l!{ =
And in Lelloi Jones' work the verbal forms of the poet's rhepop;g Jjuxtapose
the measu%ed cedence of rhythm and Blues with the free-vwheeling

.improvisations of the jazz artist:
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old. envious blues feeling
ticking like - a cobblestone clock,>
The 1ést‘two lines are the clue to the kind of verbal, musical and“
physical juxtapcsitions whichAJones is evoking here} and which.afe s0 .-
© typical of the Black pret's rhetoric.-For when reéd as iﬂg.lihes, both the

‘Thythm and the theme deﬁe;op the blues motif of triumphant resilience




in the face of disappoirtment; but when rea@ as four lines, in ﬁwo columns,
they present us with crackling, riff-line improvisations which (both
musicallf and thematiqa;ly) sweep us, climatically, from the triumph-in-
suffering of the Slues motif, to an even more militant and 1ﬁsistently
demanding mood., -

Finally, note how typically the rhythms of bangston nughes' “Dream
Boogie" evoke, indeed tdemand , the reader's physical response, or
participation, as an inherent part of the reading/ipterpretation process!

| Good morning, caddy!

. Ain't you heard
Aue ¥ copyrighT
restriefms _
And in "Children's Rhymes" Hughes fuses the exuberant physicality of
be~bop with the distinctive rhythus of Black speechi

What's written down

for White folks

iraterial ofeleted
Hewe o
cer 7;/ 747
restrichms

Note, moieover. that (1) a simultaneous fusion takes place within the

“speeph“ patterns themselves -- between the conventionally intelligible




' senténcs structure ("ain't for us a-tall") and the evocative intelligence
of "nonsense scatting ("Dzddle - de - do!"); and {2) that as a resuli of
all these processes, the distinction which the poet draws between "us" and
what's written down for white folks is not limited to thne familiarlhypocrisies
and double-realing of “hite #mexica apropos of Slacks: the'distinction also
effects a coﬁtrast betueeﬁ modes of communication -- between our black,
multimedia style, and their treasured 'written down" literacy. All of which,
in turn, substantiates Ularence.“ajor's description of Black american “nglisht
“gesture and nuance, inflection and innuendo, the entire spirit of the black
experience itseif, are just as much a part of the cultural basis of
Afrs»American slang as the collective sense of energy given by the words
themselﬁes." 5 |

I have been at some pains to emphasize the manner in which Black.
rhetoric juxts.pcses and fuses modes of conmunication, because all of this
1llustrates a fundamental characteristic with which my present study is
concerned, Lhat is to say, Black rhetoric is inherently interactives it
contains diverserpatterns of Black com.unication {vocabulary, mustc,
dancing/ which interact to produce any given structure. Put ii is equally
important to bear in ﬁind that this process 1s also external: that 1s, the
1ntsraction of “lack modes of communicatidn is supplemented by the equally
1mportant interaction vetween ‘these Plack forms, and structures or ﬁedia
which are identified with Whits, destern communication, Let us return to
the excerpf from Langston flughes' "Children Rhymes," The full effect of

the passage not only depends on the interaction of islack music, dance,
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and vocabulary. it is also derived from another interaction, on an external
level, between these Dlack forms and *hite #maricanisms; or, more precisely,
vfrom the dramatic manner in which hughes literally shattes the stald,
mythic cliché of “hite hypocrisy ("Liberty And Justice/ . . . Foxr All")
with the egplosive "Huh" -~ which prepares us, in turn, for the inock
celebration of the be-bop rhythms, and the :arcastic c#terwéulings of
the scutting in tﬁe fina; stanza . | |

The fact that Hughes' poem was publishigpiy 1951 sugzests that the
kind of interaction seen here is not some revolutlonary innovation 0of the
sixties or seventies. Indeed, this black-white interaction {3 one of the
oldest traditions in Afro-American literaturss but receut trends in ®lack
Nationalist theory, apropos of the Black Aesthetic, imply that fhere is
a pressing need tqlﬁa) pinpoint the ggnerally interactive nature of |
Black rhetoric, and (b/ emphasize the extent to which structures in
Black'zhetoric have traditionully incorporated, and interscted with,
Wnite modes of communication. As Langston fughes' poetry démons?rates,
this tralt lends itself reudily to tenslon and ironic conflict. And this,
the very essence of Plack rhetoric, tends to be ignored or minimized by
singlemindedly natlonalistic assumptioﬂs about Black language and
communication. Uarolyn nodgefs. for example, sets up a clear-cut dichotomy
between tﬂe "mush mouth/Afiican tonal" of some untainted "Blackness” and
the "better &nglish" of the "colonizer's language.” 6 And behind Miss
Rodgers' antithesis lies the currently popular assumption about

impenetrable barriers between Black and “hite America. Mel Watkins, for



example, cleims that the Slack audience to which James &rown'appeals most --
“he majority, or grass-roots segment of the biack community“ -~ 1is
antithetical to America's mainstrean society in both_life Style and.point

of view: "Itlis perhaps the most pervaeive aspect of black 1ifet the tacit
awareness of‘mainstream America's absnnd posture\. . » and the acceptance

of a more funaamental and less pretentioustlife etylez"t? Ubtviously this
claim goes beyond the ‘arguments of other dlack aegtneticians like

James Dtewart and Larry Neal, both of whon enVISion these perceptual

and behavor1u1 antltheses. not as existing realities, but as desirable
goalsp Blaoks. they argue, need to construct a garticular way of looking

at tne‘moﬁld,"s‘and invthelprocess they "will destroy the double-consciousness

-~ the temmn tm*f‘*m in the eouls of the black folk." 7

He neellmﬂv be de ainad he“u by the pros and cons of Dtewart s, and
Neal's, hopes Yo ¥ the 7u*ur9. ”ut it is imperative that we guestion

"atkins', and hoogers ’ assumptipns about the status guo. For this issue

touches'upon the traditional and continuing norme of dlack rhetorio. Is
Black ﬁmerica, together Wlth its modes of perception and communication,
'completely sequestered fzom the American mainstream? Or isn' t there a |
.relationship of conplex and conflicting attltudest assinilation—and—
separatlon, mutual reJection and mutual imitation, the Blacks American
1oya1ties, nurtured by ﬁlack expectations of America, versus Black
Nationalism, encouraged by “hite 1ntransigence? The pattern is familiar
to most studénts‘of bla.ck history 1n,Amer1ca and elsewhere: Dﬁﬂois
‘analyzed it as our double consciousness, ﬂalcolm)( declaimed against it, .
and Frantz I‘anon taught us about the psycho-existential complex of our

[Kc
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black-skins-and-#hite-masks. “loser to our immediate subject, Clarence kajor,
among others, has pinpointed the culturalhinteraction which shapes L

Bléck American's distinctive vocabularyt "Tnis so-called private vocabulaly
of black people serves the users as a powerful medium of self-defense

agalnst a world demanding participation while at the same time laying a

boobytrap-network of rejection and exploitation" (Dictionary of afro-smerican Slang,

Pe 9). And Mercer Cook offers a broad African analogyr "Taking the white

man's language, dislocating his syntax, recharging his words with .new

strength and sometimes with new meaning before nurling them back in his

teeth, while upsetting his self-righteous complacency and clichés lﬂfricag?

poets rehabilitate such terms as Africa and blackness, beauty and peace.” 10
Altogether then, tﬁe full parametiers of Dlack.rhetoric/communication

ought to be viewed as an integral part of a larger process -- the dynamics

of the relationship between Black and White cilture. In c;ther words,

distinctive black modes function tarnugh interaction with White structures.

And, equally important, but even less frequently noted, the nature and

roleé of Whiie medla add an important dimension to this interactive process.

Hence a comprehensive view of the function and structure of slack rhetoric

must include its %otal context -- the overall ethnic interaction between

vlacks and "hites in :. géneral, and the interaction between slack rhetoric

éza;mhite media in particular, But having minimized the Plack-~¥hite tensions

within Black rhetoric itself, some of our experts -are now in danger of

grossly underesiimating the psycho-imagistic roles of the White media,

and, of course, the Black man's rhetorical reactions to those roles. It is

curiously ironical, for example, that f“arold “Yruss lectures us, in one




breath, on his favorite theﬁe”i— our "lack of positive i:eas, of what
America really is as a nation and the true nature of the “egroes'
intrinsic relationship to the American reality;" and then, in the next
breath, he raises serious doubdbts about his zrasp of that dmerican 'reality"
and of that "intrinsic relationship" by describing the media as America's
"weakest sector." ‘The Dlgck cultural revolution, he argues, will succeed
if it attacks this weaif_.est sector -~ "film, theater, radio and television,
nusic performing and publishing. . . . In short . . . that part of the
system devoted to the economics and aesthetic ideology involved in the
cultural arts of America." 1
But before we launch the glorious cultural revolution we need to
recognize (1) the very real strengths of the so-called '"weakest sector,"
‘and &2);1ts interacfion with Plack modes of communication. 1ln thié regz.xd
the singie most important characteristic of vhite media and theii images
is the fact that they are, inherently, no less interactive than Plack
rhetoric, in one area of Black communication =-- music -- it has become a
truism that %hite Aperican culture has always been an egploitive imitator,
adapting Plack musical form; and issuing the.white variants as originals.
Accoxding to beRoi Jones, "too much exposure to the debilitating
qualities of popular expression tended to lessen the emotional validity
of the Afro-tmerican forms; teen mwore or less violent reaction to this
overexposure altered their ovg&all shape . . » The result was a deliberately
changing, constantly self-refining folk expression, the limbs of which grew
S0 large.that they extended into the wider emotional field to which all

Western art wants constantly to address itself," 12 Frank *ofsky, another
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expert on Slack music, elaborates on this interactive cycle of Slack

creation, *hite imitafion, Black reection and reScreation: "there can
be 1itt la question among serious students of the music that jazz has
inevitably functioned not solelyvas music, but also as a vehlcle for the
expressiocn of outragedvprotest et>£he opprression of Lfro-ﬂmericaqs“as a
people and the specific evploitation to which tﬂe jazz musician, as black
creation." And; according to a Black bebop nusician quotes. by “ofsky,
"You see, we‘need music, wefve always needed a musi. -- our own., We
have nothing else, Yur writers write like ths whites, our painters painf
like them, our philosophers think like ihem.‘Vniy oﬁr musicians don't
play like the xhites.’ﬁo we created a rusic for ourselves. When we had-
it = the old type of jazz —- the whites came, and they liked it and
‘imitated it. Pretty soon, it Was no 1longer our music . e + o

"You see._as soon as we have a music,_the white ;sn comes and
imitates 1t. We've now had Jjazz for fiftj years, and in'all those fifty
yeais there has not been a Si.,!l&e white man, pefheps leaving aslde Bix
‘:deiderbeegé7, who has had an idea. YUnly the coloured men haverideas.
But if youﬁsee who's got the famous names, they're all white. |

"Nhat can we do? We must g0 on 1nvent1ng something new all the time;
When we have it the whites will take it from us, and we have to start all
over agaln," 13 But these aggressive patterns of imitation and adaptatlon
are not linited to music., They pervade all Forms of ﬂhite media, and they

shape the function of images and image—making/ 1mage-distortions in
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White societys the newo. entertainment, and advertlsing nedla are all
components of the sophlsticated. highly complex, and incredlbly adaptive
imagistic structure on which America's consumer-technology is based., it is

. a-structu%thhat aliows the system automafically to imitate, absorb, and
neutralize allen or overtly hostile modes of communlcation.’

Three of the great social movements since the sixties -- cudent
dissent, women's liberatipn, and the black revolution -- are cases in
point. in the aﬁtﬁ}nrimgi:wi.%'g, léss than six months after the nationwide
campus rebellions the rhetoric of stud t.diSSIﬁence (or,'more.precisely,
versions of that rhetoric) had becone & marke£2§g point for a headache pill

©on télevision comnercialst Eﬁter stﬁdgnt racical \from the left-hand
TSide-of the screen). There is a-spﬁdied éasgalness about his dress -~
rumpled jeans and Shirt,_scruffy‘and half-clean, and the ineviteble long
hair, Hg cpnfronts our hero, a hérrassed college presicent who combines
the-hallowed eXpertisé of middie age with youthful good‘iggis; v ina
loud, squeaky voicea&gril& demapds the acceptance of 'non-negoitable
condiriﬁns“ (the rhetorical hallmark of all qamprs militants of course);
'and slams (violeﬁce, too, of;course) his 1ist on the president's desk,
Exit (self-righteously) Pauée;dﬂero reaches into his desk,.lan uidly,
and brings out pills for what is obviously a sudden full-blown headache,
And a soothing commentary assures .the world that all super-sensitive
persons (coiiege~£re51dents not least among them) who are intensely

~sympathetic to others (especially to 1nsen51tive student militants)

need D'ramd X. buperficially, the strategy here is quite straightforward
and innocuoust the audience's attention is to be caught simply by

EKC_ S
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referring to a current toplc cf controversy, in order to get cown to the
vital \and profitable/ business of selling headache pills, Put the process
of ccmmunication is rather more insidious and complex than this. ‘he selling
point is not merely phcrmaceutiCal. 1t is also ideological. By simplifying
the campus issue into a temperamental conflict (unrcasonable hotheads versus
sensitive and responsible leaderé) the commercial caters to; and thereby
perpétuates,a meaninglessly narrow norality (good guys versus bad boys)

about a crucial social problem, By co-opting ard distorting the image and

‘the rhetoric of student radlcallsm, the comnerclal persuades the viewer

that buying the product is not only a medicinal‘yenturc but a2 cdeeply
ratriotic and pfofoundly moral actt you may now banish two headaches iﬂ
one multi-purpose, econocmy=-sized pcckaées it is the ﬂmerican:way.

And what about women‘s liberation? Thé scene is Main Street, Any
City, U.D,h,, The likeness of L'olonel Uaunders beams benevolently down
on snarled traffic from a large, well-1it bill board which he shares
with the inevitable bucket of Kentucky fried chicken -- and with an eye-

catching phrase in bold lettering: "WUMAN'S LIbHMHATLUN," Unce agaln, the

' mctivation seems straightforward eqoﬁghl_a very popular taiking-point

becomes the huckster's attention-gétter. ﬁut;note, too, how subtly
significaﬁt snifts and distortlions in images and language have simuitaneously
effected a selling pitch on the ideological level. "Women's Liberation,”

the rhet-rical symbol of the feminist revolt, has become "Woman's liberation."
The collectivist asscciationc of “he original phrese have been replaced
by an individual emphasis that evokes "freedon," And,equally importcnf,.

the exhortatory and prophetlc connotations of the original rallying cry
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have been shoved to the background of our consciousness by the concrete,
three-dimensional presence of that 1mposing buckets liberation is now, it

1s of the present, it is already here. ‘ihe almost tangible physicality

of the volonel and his buckét is a re-assurance of incontrovertible factsi
the fact of “entucky fried chicken restuarants, the fact of "secret recipes,”

' warm succulence, and not least, the established fact

"herbs," "spices,'
that the little woman has been ".iiberated" from the stove this evening --
Just as she has been freed from drudgery by all the gadgetry of a
marvellous technological paradise. ‘he gastronomic image confronts and
transforms the feminist's rhetorici no need for exhortatory threats and

prophecies about liberation for "women;" "

woman" is already a "liberated"
individual, emancipated, enfranchised, and packaged like so many hentucky
fried breasts and legs for our'(male/'consumétion. as for those who
agltate for humanistic rather than merely physical liberation, the
patriarchical features of the benign Colonel are a sufficient rejoinder:
it is a man's world,

All of this is familiar enough in the ©lack-#hite interaction
Wwhich has been prcceeding long before £he advent of current radical
groups, lhese groups (white radicals and feminists) are, after all, aliens
to the status quo, and as perenniai aliens blacks have always provided
the media with grist for the image-making mills. Traditionally, the-co-opting
of Plack mu;ic has been supplemented by the initative dilution of Black

languages "Funky," once denoting sexual odour and erotic experience, and by

extension, experientlally suggestive music, has now become a meaninglessly
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hackneyed label, expioited by advertisers for tﬁéir particular product. e

now even have "fiuky" witehouse sales, In ethno-political rhetoric

the onc.: slectr:iiying and (to White society) menzcing connotations of

the Black Fower slogan have 10ﬁg been defused by repetitive, and exploitive;

variarts vhich sell everything from the Soy Scouts ("Boy fower") and baseball

("Cub_fowerﬁ) to supérmarket.specialé ("dolla: power"), Similarly, "Right on!"

which was”once the revolutlonary's éxhortative rallying cry has becone

another meaningless cliché which, at begf. meiely 1mplies agreement ol

endorsement of any kind, in the White =medla, Note, in this connection, -

that the "hite "nisrepresentation" is really an extension of the more

familiar White image of concurrence -- "striking the nail.right on the hezd,"
In this latter instance we have a very gocd example of the built-in

ironies in the-interaction between glack and ¥hite modes of communication,

| bec.;use of his socio-political relationship with White language (that is,

| the slave stapus-of tﬁe upreoted African was confirmed by his béing

compelled to drop hlédoﬁn tongue in favour of the slave-masters), and

because of tpe'inherently interactive tendencies qf his own rhetorical

fo;ms, th:: Black man's language is pecullarly eqlipped to deal wiﬁh the‘

imitative and suppressive instincts: of the %hite media. ;n the fest Indles

 Edward Brathwaite reminds us of the historical rélationéhip since slaveryt

"It was in laﬁguage that the slave ﬁas perhaps most sucqessfully inprisoned

'by his master; and it was in his (mis-) usé:of it that he perhaps;most.

effectively rebelled." 14 And 1n the United States Clarence ¥iajox pinpoints

the course of those ironies whlch have developed 1n this historical
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rélatiqnsh;p: when he alaborates wpon what he calls- the “powerful medium
of self-defense" in-the Slack Amgrican's vdcabﬁlaryl "+e dlready know |
thaﬁ.the most original and revolufionary ar£_form in North hmerica.'
The'Technology bocieiy,’has been Black music, And out of the life-styles
of the people who make it comes the vernacula;‘taat has made posaiﬁle
certain functional concepts =-- such as_pgg meaning géggg hard having

a positive connotation; killto mean, affect str;hgly, to fastinate; love

letter to meant a bullet; and murder toO express approval of something

excéllen " (Dictionary of Afro-American Slang,.pp. 9, 13~14),

o In other words, the juxtaposition of Black and Whi£e modes of
communication, and the interactive fraité on both sides, have created
a context in which Black'rhetoric'ahitcipates. and self—ééfensively
Asubverts, patierns of white imitation. QOnseqﬁently; the vérbaljforms

of 8lack "vernacular" are really a specles of connotative ironys for as
‘anﬁonyms of thelr White American counterparts, they are 1iterally booby-

traps in the path of the po-optiVé White madia..gi we have already seen,

the exhortative connotations of "right on!" have been missed or distorted

during White popularization which has been based on Hhite colloguial

definitions of "rigﬁt on!“-as a confirmative. Clarence Major's samplé
quctations frqm-the Black Américan's vocabuiary follow a similax patfern -
of built in, comnotative 1ronjg Bndltﬁis proceés of an£1cipation and ‘ |
entfapment is also dramatized py the interactive functlions of another
Black form -- "It ain't shit," Here we have two gégaﬁﬁyes -~ the structural
"ain't" and the connative "shit.".ﬂow, according to the precise logic

of orthodéx grammar, this‘doﬁfle negative translates ;ntO‘conventicnal

ERIC
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English as a positive emphasis ("It ain't shit . . « It ain't no g00d o o .

It s not-bad o «'v It is good"). but this is the very kind of imitative

logic that Black. rhetoric anticipates and subverts, for, of ceurse,'the
original phrase is not a positive empﬁasis but an emphatic negative..

| Hence, on the oﬁe hand, the éoPularization of Black rhetoiiéal
forms like-"right on!" and “It ain't shit" has distorted and diiuted
original connotations so that they may conform ﬁith the cultural logic
of the White media, But, on the other hand, the-ironlc effects of the
interaetion-confirm that this vulnerability to the "hite media is
counteibalanced by the inherent ability ofxﬁlack_rhetoric to anticipate
and transform White imitativeness into the advantages of connotative
irony, In addition to the iongstanding.musical interaction (Black
* creation/ White imitation/ Black reaction and re-creatioﬁ) we EISd_haQe

" a verbal pattern of interactions Black colnage/wWhite parody/Slack irony.

Sut although the Black musician's role in these interactive relationships

is well known, the'verbel areae"of interaction have been neglected,
egpecially in so far as they affect, and are exploited~by, the Bleck
5ﬁericaﬁ wriﬁer._Inaeed;Aas we have already seen, Hr; Kofsky's Black .
nmusician dismisses the Plack writer_merely es someone who. writes like
Whites., Det ﬁith due deference to our musiclan~critic, we ﬁeed to
distiﬁguish betwien the blacic writer who uncpiticaily initates White
forms and the artist whose ambivalenf attitudes towards his White forms
(novel, poem, play) are informed by an eWareness of the 1ronie$.thatlare

inhevent in the interaction betwesn these White media} on the one hand,

A
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‘

and, oh the other hand, the ethnic 1méges or value systems which his
rhetoric embodivs, 4nd once this dist;nétion has been made, it will bscomé’
-clear than an eﬂtire area of Black literary rhetoric still remains unexplored,

Neither 1s this area a. new phenomenon in Slack rhetoric, The Black
writer}s rhetoric ﬁas always been a cruclal exaﬁple of the interactive -
nature of Black—ﬂﬁite'communication. snd it is this inteiactionlthat
informs the-tﬁémes of communication in a writer like Paul Laurence Yunoari

We wear the mask_thét grins and lles

It hides our cheeks and shades our eyes, ~-

mdy@r;a/ a’é/é'ﬁof/ Leee
Ao cmpyrigh”
resie 1S

Of course ke have always been familiar'ﬁiih the gerCegﬁual theme‘of_thé poem Fd-
"at least those of us who have requed.to be diétxacted by all that historical 4
nonsense about Uunbar being an "Uncle Tom"'poet. Oh the perceptuzl theme, |
Duﬁb;r 1s_emphésizing the White American's inability to perceive the

realities beneath the Slack man's v1Vacioﬁs ma.ske Pu£ this theme is linkéd

to the ironies of communication whiéhiare_built in to the relationship -

between the Plack poet and his White readex: (a) tne Black writer's readershif .

is predominantly White (b) these réaders are conditioned to perceive Blacks
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~and tﬁe Blsck life-style as grinaing bon vivant stereotypes which assuage .
hite zuilt (c) this image of Slacks, combined with the ¥hite literary

norms . poetty as a written me@ium; establishes a tension between the
rset's-«abnic consciousness, on the one ﬁand, and, on the ofher hand,

the k'*hite Jriteria,of.his med;um and the majoiiiy of'hisireaders (Ingidentally,
D nbar's}oﬁvious sessitivity 10 the tastes and‘motives of his White
erthuslasts 1ay vefy well be the singls most important Teason for bis

rototious reluctance to write only so-called dialect poetry). In short,

¢

ti soet's rhetoric is rooted in an intense -awarensse: of the-conflicti
ana_intsractionﬁ between what he is try;ng to communicaté and what his
reas 3rs péfceive; and since the mask meta@hor COnclusivelj stsfes Nﬁite'

- inability to pervelve, then the rhetorical structure of yhe poem sets

lup an in-group awareness versus the mythic image-making of "outside"
readers ~- between "we"land “the world," "us" and "them;h And, as usual,
from this flows the.connotativeiirbny of the in-group rhetorict since

" nhites are sayycho-pathologically blinded fo the realities of the Black
experience, chen it follows that the imagé«making pioceséés of ﬁhiﬁe
society will iénore sr distort evenlggis poetic ﬁomént-of unmasking., In ‘
'effect, Uunbar has exploitcd his “hite‘litetarj medium‘to ashieve the same
kind -f connofative.irony which is characferistic of verbal féxﬁs in Afro-

 American fnglish, His rheboric anticipates and interacts ironisally'
with‘the preconceptions and expectations of the nhite (litefary) media,

'And in orﬁe: to appreéiate the soundness of Uunbar's ironic insights into
Hhite literary msdis, we need only reﬁind ourselves of his owd.continuing

reputation, in some circles, as a kind of genial Yncle Lom who grinned rather




_ than.ﬁrotesf,ed.1
-In our own time Leftoi Jones' poetry actually‘relies on Afro-American
Englis‘h in order to establish the kind of ironic. anticipation, ;and |
ihteracti&n, that Dunbai achie?es in orthodox ﬁﬁglish;.The rhetoric of”
a poem like "Black Art," for example, is obviouély baéed'oﬁ those "“functional
concepts” which “larence Major has ;ttributed-to Black "vernacular.," So
that the title "Black Art" anticipates the pejorativé_connotétions of
the phrase (the "Slack artd) in W¥hite comrunication, then interacts with
g "those connotations by establishinéJoppdsite meanings. Black art, that is,
Black poetry, is not evil but good,»not'desiructive but créativg.'The
seﬁantic transformations which ueRoi Jones effects with his title therefore
g0 to the hearf of those ethical and aesthétic transformations which the
entire poem investigatess Black,poetr& is ethnicaliy creati;;*QA;nJif
. destroys the ethncceﬁtric assunptions of the White aestheticy it is good
~when it rejects. the nairow, Purifan morality of whité hypocrisy in févour
6f‘a frank acceptance of life 1ﬁ all its vitality and physicality; and, in
this vein, Black art is functionally effective'when it rejects abstract,
esoteric concepts of art, in favour of that art which plunges into theAhreal"
world of Tlesh and bloods | R

. Poems are bullshit unless they are

teeth or trees or lemons piled
srraterial Aefo e e

e .aé/’ ek

Joatriatin s
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come at you, love what you are,

breathe like wrestlers, or shudder

As for the esoteric contention that art exists for art's sake, and that art
should rise above the "hip world" of flesh, blood, and pissing, from that
point of view works like 'black Art" are bad -- that is, they are didactic,
violent, even anti-demetic!

Another bad poem cracking ‘

steel knuckles in a jewlady's mouth.
Ané having anticipated this White image of Black #ationalism (violent,
militant, extremist, reverse racist), Jones juxtaposes it with the opposing
viewpoint which is connoted by "bad" ("baaad") as the olack ~merican's
word for “good." Hence this pivotal passage in which Jones expands upo n
a non-%hite view of art and social: mora:ity is literally integrated with
the distinctive patterns of anticipation and interaction which we have
-already observed in the "functional.concepts" of Black dnglish.17 It is
important that we apply this kind of close textuwal analysis to a writexr
like Jones, because the tell-talé ironies of *hite literary history have
already,unwittingly, estéblished a rough analogy between his reputation
and Paul Yunbar's. That is, the interactive and complex patterns of Yones'
poetic rhetoric are disguised by a seemingly simple zad straightforward
anger which has been taken at face value by outraged and frightened
white critics == in much the same way that similar critics concocted a

narrowW view of “unbar by seeing only his grinning mask., put -~ and this
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is what establishes a crucial link between both poets -- in anticipating
and mocking the shite critic's reaction, and the #hite media's response,
to their poetry,both writers fully demonstrate that exquisite connotative
irony which they dérive from the interactive patterns of ULlack literary
rhetoric.

But above all, Lgngston'nughes still remains unsurpassed at this
kind of rhetoric. For he repeatedly demonstrates an uncanny ab:lity to
reproduce and exploit more than one level of interaction in Black rhetoric.

As we have seén, a paem like "Children's fhymes" combines the internal
interaction -- that is, the interplay of verbal, musical, and other
elements of #lack rhetoric -- with the external interaction between
Black rhetoric and %hite media. “ear him again, i.a "~ream Boogie't

Good morning, daddy!

Ain't you heard

v forral  Aeleted Hee

Yo C?yr/}&f '
‘f1?52ff}c,f72713

The boogie-woogie beat, the connotative irony of "daddy" (great White father)
are combined into a ®lack rhetorical mask which anticipates, interacts with,

and sarconically panders to, the *hite Father's need to see Hughes' boogie woogie
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woogle and Yunbar's ggiggjngimask as expressions of undiluted happihesss
_ﬁnd. in turn, this multiple intefactio# explodes the "drean" reference

into three, ironically juxtaposed meanings: (1) the Ylack man's (”deferredﬁ)
dream of fulfilment in America-(2) the. larger smerican Yrean of liberty

and human dignity which w.1l remain only as a self-serving w#whice myth

as long as the Black man's dream is deferred and (3) the dream or illusion
which White Americans foster about their "decency" ard about the glack
American's "hepriness." Unce again, fughes' poetic techniques have

charact:ristically combined the major features of #lack literary rhetoric,

AT ARETTT N A KT AR KN

Thé following course outlines are for courses which woﬁld cover some of
the major areas discussed above. Lhese courses.are envisaged as a twoy or
thrée-part program, +n view of th e range of mateiials ‘envisuged here
it woﬁld be essential té appf&acb the teaching ofveach course within a
multi-media context, and becausé cf this, any detailéd planning for the

- curricula should consider innovative teaching methods wherever appropriate,



‘QQHEEE_E is a study#ofiblack rhetoric; defined as cOmmuhication, with
eﬁphasis on the c0mplex, interactive patterns which inclﬁde ﬁlack'vocabulary.
tonal rhythns, and music. ideally, materials for the course should include

:'not oply conventlonal llngulstlc structures \vocabulary and morpholog cal
forms), but also music and dance, in so far as these interact with, and

infiuence, verbal forms of communication in Black #merica,
1. Vocabulary and Grammars The wocio-Ling.istic and Black hangudge
: riusic and Plack Language
The Yocabulary of “usic as “om:unication
2. Historical Sources and #archetypes:s The Slack Church and secular-
ellglous interaction in Black rhetoric.
Sleve Yulture and “anguage (anim-1 stories,
work songs, linguistic/musical forms)
Zthnic srchetypes And “tyles +n Communication
(eg. Yncle Tom,; Feaches, “eraldine, etc)
Urban ulfe~vtyles and Black Yanguage
bugeested Delected Haterials: Hagor,‘clarence, Yictionary #iro~American’
Slang {New Yorkt international fubs., 1970)
Gold, Hobvert S, A Jazz sexicon (New York:
Knopf, 1964/,
forne, ©,, Hiptionary \new Yoxk: Simon
Schuster, 1963)
"Hughes, L, & A, Bontemps {eds) The Book
of Begro rolklore (New Yorkt Dodd,lead, 1958)
furston, 4ora. N, kules and Fen, I’erenm.al ed
(New York, ﬂaxper & ltow, 1970/
Jones, ~elloi, Blues fecple (lew Yorky Apollo, 1963)
‘Nicholas, #., 4, {ed) The roetry of “oul
(New Yorks 5antam, 1971)
- Johnson, J. J The Sooks of American Negro uplrltuals
(New York: ? 1k1ng, 1969/}, .
Johnson, Y.%,-God's “rombones (New York:
Viking, 1927) o
Charters; ©, Yhe roerry of the Ijlues (New York!
Avon, 1970)

fusical selections by Nina Simone, - Aretha
Frahklin, Utis Hfedding, Yohn Coltrane, |
Berbie fancock, Miles Yavis, James Prown,
B,B, fing, Pessie “mith, ﬂllly foliday




vourse II extends the study of rhetorical interaction by examining the
interplay of #hite media and Black modes of communication. An essential
feature of such a course w uld be a thorough-going examination 6f thite
media, especially of those images/stereotypes through which "new" or
"outside" movements are "popularized,” and distorted. s#nd this examination
will rely on some of the skills of llterary criticism and amalysis, particularly
in th e investigation of language, symbols, and archetypes in the writien
and broadcast media. in some respects this would all involve an‘updating of,
and "ethnic" elzboration on, eariier works like narshall iacluhan's

hechanical Sride and Understanding;ﬁedia. secundly, the course would pin-

point those areas of Slack rhetoric in which thers is a continuing
interacticn with the co-optive instincts and images of th: white media.

white sedis and Llack Modes of Vomrunication

1. The Vounter-“ulture and the tiass hedia

otudent fevolt

Women's ~iberation

the "New weft"

riedia reaction/use of counter-culture rhetoric

otructure and functiion .f political images in comrerclals and entertainment
2. black america's alleglance to, and "outsider" stztus in, mainstream culture

Black music in white #mexrica

plack vocabulary in popular media

Ylack-¥hite interaction in ®lack language arts

The rhetoric of civil rights in the media

ihe rhetoric of “lack cultural revolution in the media

Black images in television and the movies

cugeested welected ‘‘aterialss Mac*uhan, ¥,Understanding siedia New York:
McYraw-111, 1964)
Macsvhan, *, The hechanical “ride (£ostons Beacon,1951/
~id, R.W (ed), Yrooving the oymbol (New Yorks
macmillan, 1970/
Uross, 1.,& (ed\ Hepresentative Men (New York:
hacmillan, 1970/
kofsky, #. Black “ationalism and the nevolution
in music (New lorkiPathfinder, 1970)
Jones, 4. Rlues Feople
Aopme (New fork: horrow, 1968)
Cleaver, B, 9oul Vn “ce (New forksUell, 1968)
Post-Yrison Writings opeeches (New York:




Vintage, 1969)-
nglcolm A, Malcolm 4 Speaks. (“ew lorkt merit, 1965) !
autobiogravhy (New Lork: “rove, 1$64)
Fishwick, **., ilepus Mustus “evolution (2owling Green,
Dowling wreen University tfress, 1971)

Course III will investlgate the varioug teciiniques \tone, rnyihnm,
RN A

vocabulary, symbolism) by which the poets, novelists and dramatists exploit'

or exemplify the ambiguitigs'and black-"hite tensions .of black communication,
;}g?ally, the materials chosen and the teaching emphasis of the course sliould

allow the student to perceive D'ELackl literature, not as an esoteric exercise,

or as an crnament of Dlack culture, but as a yital mode of §Ommunication -

a mode which‘is in turn derived from a synthesis of those interaciing'modes

in the general area of black comsunication. in effect, therefore, this course
will study the :Plack writer's relationship with those forme of rhetorical
‘interaction which are éhe subject of ‘Courses I & II,

1.The lask as a communication symbol: Rhetorical hodes of *rotest in &lack
' Titerature
Black Writer, “hite Reader
2lack Writer, Plack feader
2, husic in £lack Literdturex James W, Yohnson and the ®pirituals
Langston *ughes and the Plack huskcian
Black Mationalism and usic in Lefoi Jones
- The Jazz artist as “oet
ihe Yoet as lusiciant Black foetry of the veventies

3. feligious ﬁnetoric in ©lack “iteratures The fulpit in the *ovel (Baldwin)
, . fleligious fhetoric as Protest in
Slack Poetry \eg. =terling ©rown)
Black Revolutionary Theatre and
thetorical ‘raditions in the Plack

— ' L “hurch

4 Ihe black nriter and “odes of Lommnicztion in 11olklo
: Ralph #1lison and t'olklore “rchetypes
Zora deale furston and the nhetoric
of Black Yolktales
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ouggested “elected iteadingst Yunbar, &, “ollected roems \kKew lork: vodd, ‘iead,
. 1913/
Aughes, ~, velected “oems (New Yorks Knopf, 1959)
pest of vimple (iNew York, fill «wang,
1961) o .
Jones, k.uvlack “agic (Indiznapolist Bobbs-t:errill,
(1969) .
Four Plack fevolutionary ¥lays (indianapolist
bobbs-errill, 1%69).
oystem of vante's kell (iew lork: Grove, 1953/
vanchez, =, We A Paall People {~etroit: sroadside, 1970)
. Leey-¥on L, ¥Yon t “ry Scream {~etroit: Broadside,1970)
Giovanni, W., Plack feeling Plack +alk (~etroit!
' broadside, 1970/
prooks, G., »elected Poems (New lorks Harper & Kow, 1963/
nalker, #,, For liy People {(wew “évgnl Yale u, P, 1942/
Wright, &, “ative oon (Mew lork: KeXER¥Xak, 1940/
»aldwin, Y. Go *ell ¥t “n the “ountain (New Iork?
Lial, 1953/ '
Tocmer, Y. Yane (bew lLorkt Uoni « wiveright, 1923/,
®]lison, &, invisible Yan (New York: “andom “ouse, 1952/
Syllins, ®=d five flays (Incdianapolist Bobbs-herrill, 1968)
Reed, 1, Yellow Pack R:iio Broke ~own (N w lork:
Uoubleday, 1969)
Joans, ‘ed, Llack _ow-fiow ilew lork: Hill « Wang, 1969/
Chestnutt, V,%, Lhe Yonjure “oman, Ann #rbor faper ed
(Ann arvors U, of isichigan F.,1969)
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