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In 1950, Alain Locke offered several reflective
comments on the significance of the Harlem

Renaissance. He considered it a movement that
never surpassed the “gawky” and “pimply” stage
of adolescence, one that had essentially failed in
its attempt to achieve universal, objective ap-
proaches in its creations. Overall, he concluded
that perhaps he and others had “expected too
much of the Negro Renaissance” (Phylon 11 : 391).
Locke, who had been one of the key supporters of
and inspirational figures in the lives of several of
the writers who came to prominence during that
period, was perhaps more critical of what the
movement had achieved than his contemporaries
during the Renaissance or in the 1950s. He was
certainly more disparaging than literary evalua-
tions have proven to be in the past five decades.
The period of the1920s has become one of the
most written about in African American literary
history and one in which numerous scholars spe-
cialize. And not undeservedly so. By most stan-
dards of measurement, especially ones that might
take into consideration a before and after effect,
the Harlem Renaissance, or the New Negro Move-
ment as some prefer to call it, is arguably the defin-
ing moment in African American literary creativ-
ity.

That moment occurred because of the conflu-
ence of historical and social forces. The devasta-
tion the boll weevil wrought on southern crops
and the ensuing economic chaos led many Blacks

to migrate from the South to northern cities as a
part of what became known as the Great Migra-
tion, a mass movement that noted artist Jacob
Lawrence captures vividly and colorfully in his
Migration Series. Economic opportunity the
North represented was appealing not only be-
cause of the decline in the southern farm
economy but because the mythical presentations
by relatives of Black people who had migrated
north made it equally glamorous. The legendary
promise of the North and particularly New York
City, as Rudolph Fisher depicts in “The City of
Refuge” (1925) and about which Langston
Hughes rhapsodizes in several poems as well as his
autobiographies, drew Black people from the
southern United States, the Caribbean, and Africa.
Harlem thus more than tripled its Black popula-
tion between 1900 and 1930. Word of mouth was
powerful, but determined efforts to gather a criti-
cal mass of young Black creative artists were also
factors in bringing about the literary production
known as the Harlem Renaissance. Charles Spur-
geon Johnson, who became editor of Opportunity,
the official organ of the National Urban League,
directed his secretary, Ethel Nance, to write to
aspiring young writers and artists and encourage
their migration to New York. While many re-
sponded eagerly, it was only with repeated coax-
ing that Aaron Douglas, who became the foremost
artist of the period, was persuaded to leave his
position as an art teacher in Kansas and head to

FO
R

EW
O

R
D

x i



New York. Of the writers who are now promi-
nently identified with the movement, Hughes
came from Kansas and Ohio, Zora Neale Hurston
from Florida, Wallace Thurman from Idaho,
Claude McKay from Jamaica, Eric Walrond from
British Guiana, Jean Toomer from Washington,
D.C., Dorothy West from Boston, and Countee
Cullen from Kentucky (although he always
claimed New York as his point of origin).

From its beginnings, therefore, the Harlem
Renaissance was spawned by a mixture of hap-
penstance and deliberate planning. This was the
first time in African American literary history that
editors and writers saw the possibilities of col-
laborative creative efforts—or at least creative ef-
forts expended in the midst of others who were
also about literary production. Such concerted ef-
fort distinguished the 1920s from what had gone
before, distinguished the New Negro with a self-
directed cultural purpose from the Old Negro who
was often driven by circumstance. Awareness of
themselves as artists in a variety of media was one
of the distinguishing characteristics of the editors,
writers, visual artists, and musicians who became
the most well-known figures of the Harlem Re-
naissance and about whom Hughes wrote in his
first autobiography, The Big Sea (1940), and whom
Thurman fictionalized in Infants of the Spring
(1932).

The movement thus marks the period in Afri-
can American literary development during which
Black writers could claim their creativity in ways
that were not previously available to them. The
tradition of slave—or freedom—narratives was the
most productive group effort prior to the Harlem
Renaissance (the grouping, however, was not
something the writers themselves orchestrated);
the productivity was frequently cast in a white
envelope/Black message mold. Abolitionists and
other persons who identified potential writers as
well as those who published their works often had
their own agendas for what Black narrators could
or should put forth in their own so-called indi-
vidualized works. Black writers did not control the
means of production of their words or the edito-
rial prerogatives that sometimes shaped their final
form. Black literary dependency on white cultural
philanthropy was the order of the day. While it
would be rash to suggest that such limitations
completely disappeared during the 1920s, it is
nonetheless reasonable to argue that persons of
African descent had a stronger say in what they
published, where, and under what circumstances.
Of course we are familiar with the stories of how
Carl Van Vechten, guru and midwife extraordi-
naire of the Renaissance, read, revised, and sug-

gested further revisions to The Weary Blues (1926),
Hughes’s first volume of poetry. And the tales of
Mrs. Charlotte Osgood Mason’s attempts to inter-
fere in the creativity of Hughes and Hurston are
equally well known. More to the point, however,
are the instances in which African American writ-
ers were mostly in charge of what they produced
and the manner of its production.

Two significant outlets for “in charge” pro-
duction were Opportunity magazine and its coun-
terpart, the Crisis, the official publication of the
National Association for the Advancement of
Colored People (NAACP). The latter was devel-
oped by the eminent W. E. B. Du Bois, who served
as general editor; Jessie Fauset served as literary
editor, a position from which she would encour-
age many of the younger writers. For these two
publications, Black writers did not go, hat in
hand, to white editors requesting publication of
their work. As African Americans, both Charles S.
Johnson and Du Bois were acutely aware of the
need for as much African American control of
publishing outlets as possible. This position, com-
bined with their general notions of mission and
service, led both editors to sponsor contests to
encourage Black writing even as they regularly
published what came to them voluntarily. By
establishing the outlets for publication, determin-
ing the criteria, and passing judgment on the
works, these editors and their staffs moved dra-
matically away from the censorship that had de-
fined cross-racial publication by writers such as
Paul Laurence Dunbar and Charles W. Chesnutt
prior to this period. Again, an assessment of the
Harlem Renaissance in this area is not to suggest
that all was sweetness and light, for both Johnson
and Du Bois had rather specific notions of what
they believed should be published. The point is
that African Americans, whatever their criteria,
were making the decisions that they had not pre-
viously made except for newspapers, white-
owned/Black-edited small magazines (Voice of the
Negro), and denominational outlets (the Christian
Recorder, the A.M.E. Church Review).

The claiming of creativity was even history-
making in the anthologies that appeared during
this period. Two of the most important were The
Book of American Negro Poetry, edited and pub-
lished by James Weldon Johnson in 1922, and The
New Negro, edited and published by Alain Locke
in 1925 (expanded from a special issue of Survey
Graphic). Black writers had appeared in yearbooks
such as William Stanley Braithwaite’s Anthology of
Magazine Verse (beginning in 1913), but Johnson’s
and Locke’s were volumes devoted almost exclu-
sively to African American writers. Johnson was
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careful to include as many up-and-coming poets
as he could locate, and he expanded his original
inclusions when the volume was revised and re-
published in 1931. Locke’s volume, of course,
served as the defining statement for the Renais-
sance, just as Hughes’s “The Negro Artist and the
Racial Mountain” (1926) served as the defining
manifesto for younger Black writers. Locke
wanted to assure his readers that the Old Negro
was dead, that this was an age of unparalleled
creativity by African American writers. While it
has become clear that Locke, even in his seeming
expansiveness, gave preferential treatment to
certain kinds of writers and subjects, it is nonethe-
less more significant that he was doing the choos-
ing, that an African American scholar, researcher,
and writer was in charge of shaping a volume that
showcased the richness of African American cul-
tural creativity. The bountifulness of that creativ-
ity could not be constrained by the mind that of-
fered it for public consumption. Thus the legacy
of the Renaissance was measurable from even that
single volume of claimed creativity.

An even more proper appreciation of the
claiming of African American creativity during
the Harlem Renaissance might begin in the
middle of the 1920s, with the publication of the
little magazine called Fire!! (1926). The work of
Hughes, Hurston, Thurman, Richard Bruce Nu-
gent, Gwendolyn Bennett, and a few others, it
represented the efforts of younger African Ameri-
can writers to claim their creativity from their
elders, all members of Du Bois’s “talented tenth”
of well-educated Blacks with leadership potential
(and often “high yaller”), as well as from potential
white exploiters. Fire!! was in bas relief against the
backdrop of prevailing elder wisdom represented
by the likes of Du Bois, James Weldon Johnson,
and Braithwaite, all of whom espoused best-foot-
forward, universalized portrayals of Black experi-
ence that could serve to bridge the gaps between
Blacks and whites. Fire!! represented the first time
a group of young African American writers con-
sciously sought to define themselves against a
larger tradition, which means that it was the first
time that there were measurable layerings of Afri-
can American literary creativity. When Nugent
and Thurman flipped a coin to see who would
write a story on prostitution and who on drugs,
they were claiming their creativity as young writ-
ers breaking away from their elders: “If black
people are pleased, it doesn’t matter.”

The fact that Fire!! exists would be reason
enough to label the 1920s a noteworthy period of
African American creativity. Here were several
young Black writers bent upon cultural produc-

tion at a time when it was not yet historically
established that they indeed had a culture. That
independence of spirit is no less remarkable than
that exhibited by Frederick Douglass and others
who escaped from slavery in the South and went
on to produce narratives about their experiences.
The difference is one of orchestration, not one of
kind. Whereas Douglass was manipulated—
though his genius nonetheless showed through
that manipulation—these young writers made
their own decisions about who and what to pub-
lish. They may have failed to sustain the maga-
zine, but what they sought to accomplish is the
guiding motivation for scholarly focus on the
Harlem Renaissance: the documentation of Afri-
can American creative genius as widespread, di-
verse, and ever evolving.

A careful look at Johnson’s Book of Negro Poetry
will reveal that several of the figures Johnson
singled out for greatness did not make it. Of those
who did, Countee Cullen, Langston Hughes, and
Claude McKay have garnered critical attention
worthy of their talent, and that attention contin-
ues. In 2002, when the Academy of American
Poets conducted a survey to determine who was
the most well-known American poet, Langston
Hughes won by a landslide. It would have been
difficult in the 1920s, however, for literary observ-
ers to conclude that Hughes’s reputation would
exceed Cullen’s, for Cullen was the darling of crit-
ics and critical readers. His imitation of Keatsian
poetic forms undoubtedly informed those judg-
ments, whereas Hughes’s focus on the Black
masses was a bit more to the left than some elitists
in the “talented tenth” tradition might have
wished. Ensuing decades, especially the Black-
centered 1960s, coupled with Hughes’s own lon-
gevity and interaction with later writers, probably
influenced ultimate scholarly and popular prefer-
ence for Hughes.

Hughes and McKay, whose strong emotional
sentiments overshadowed his Shakespearean son-
nets, make clear the importance of audience as an
ongoing, shaping force in Harlem Renaissance
successes. The increase in Black audiences during
the 1920s, which found their parallels in the
1960s, spurred acceptance by some of sentiments
that were slightly more militant than many of
Cullen’s sugar-coated creations. Publication in
outlets aimed primarily at Black people during the
1920s was a marked contrast to the outlets in
which Dunbar and Chesnutt had published their
early works, such as the Atlantic Monthly. Talented
poets such as Hughes and McKay, along with a
host of other writers during the 1920s, thus facili-
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tated the institutionalization of African American
literary arts within Black communities.

The anthologies, volumes of poetry, novels,
dramas, and newspaper columns that the Harlem
Renaissance has yielded make the claim more
than anything else for the period having been
substantive and of greater import than Locke al-
lowed. We can certainly measure individual ac-
complishment, as with Hughes’s focus on the
blues as a source for literary creativity in The
Weary Blues, or Jean Toomer’s experimentation in
Cane (1923), or Hurston’s concern with colorpho-
bia in Color Struck (1926). Of greater import is the
stage-setting or path-breaking that these accom-
plishments pointed toward. Fire!! easily leads to
Black World/Negro Digest and on to Callaloo. Cane
anticipates works such as Ntozake Shange’s Sas-
safras, Cypress and Indigo (1982), Alice Walker’s
The Color Purple (1982), and practically all of Toni
Morrison’s novels. Hurston is godmother to a host
of African American women writers, including
Walker, Tina McElroy Ansa, and Gloria Naylor.
Thus institution-building and midwifing a liter-
ary tradition were functions Harlem Renaissance
writers served for ensuing generations as assur-
edly as Alain Locke and Jessie Fauset midwifed
them.

Godmothering, however, is not always altru-
istic, as was the case with Mrs. Mason’s impact on
Hurston as well as on Hughes. The issue of patron-
age for African American writers remains a central
concern in the twenty-first century. What does a
writer owe to the providers of fellowships and
leisure time to write? At what point does a writer
who receives such aid give up his or her autonomy
to his or her work? The issue is relevant not only
to isolated writers trying to find the funds for a
semester’s leave from teaching, but also to the
choreographer or the dramatist or the musician
whose creative space can be provided by funders
who may or may not be sympathetic to the total
direction of the project. The Harlem Renaissance
gave us models for thinking through these crucial
issues and for weighing the shackles as well as the
opportunities of patronage across racial lines.

That continues to be a source of exploration in
contemporary scholars’ understanding of the fac-
tors that influenced how successful some of the
most important writers of the Harlem Renaissance
were —or were not—in claiming their creativity.

In the early years of the twenty-first century,
the Harlem Renaissance is a scholarly industry. It
became institutionalized with the advent of Black
studies courses and programs in American acad-
emies in the 1960s and 1970s. No scholar of Afri-
can American literary studies could be taken seri-
ously without in-depth knowledge of the Harlem
Renaissance. No doctoral candidate studying for
written and oral examinations could expect to be
taken seriously without detailed knowledge of the
Harlem Renaissance. In contrast to the 1960s,
when a single survey course might have sufficed
to introduce students to African American litera-
ture, today there are two and three courses de-
signed to provide that coverage. Specialized
courses focusing exclusively on the Harlem Re-
naissance are offered routinely. Equally as signifi-
cant, graduate students in African American liter-
ary studies remain engrossed enough by the
Renaissance to select writers and topics relevant
to it for the subjects of their masters theses and
doctoral dissertations. Their interest, in turn, has
been guided in large part by the numerous schol-
arly studies of the Harlem Renaissance that have
been published in the past thirty years. In striking
contrast to Alain Locke’s assessment, the Harlem
Renaissance is alive and well in every college and
university in the United States where students
explore the multi-faceted meanings and ramifica-
tions of the literature, its producers, and its pro-
duction. These three volumes are welcome addi-
tions to those ongoing dialogues and will
undoubtedly provide invaluable insights that will
continue to illustrate the undying significance of
the Harlem Renaissance.

—Trudier Harris-Lopez, Ph.D.
J. Carlyle Sitterson Professor of English

University of North Carolina at Chapel Hill
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The Gale Critical Companion Collection
In response to a growing demand for relevant
criticism and interpretation of perennial topics
and important literary movements throughout
history, the Gale Critical Companion Collection
(GCCC) was designed to meet the research needs
of upper high school and undergraduate students.
Each edition of GCCC focuses on a different liter-
ary movement or topic of broad interest to stu-
dents of literature, history, multicultural studies,
humanities, foreign language studies, and other
subject areas. Topics covered are based on feed-
back from a standing advisory board consisting of
reference librarians and subject specialists from
public, academic, and school library systems.

The GCCC is designed to complement Gale’s
existing Literary Criticism Series (LCS) , which
includes such award-winning and distinguished
titles as Nineteenth-Century Literature Criticism
(NCLC), Twentieth-Century Literary Criticism
(TCLC), and Contemporary Literary Criticism (CLC).
Like the LCS titles, the GCCC editions provide
selected reprinted essays that offer an inclusive
range of critical and scholarly response to authors
and topics widely studied in high school and un-
dergraduate classes; however, the GCCC also in-
cludes primary source documents, chronologies,
sidebars, supplemental photographs, and other
material not included in the LCS products. The
graphic and supplemental material is designed to
extend the usefulness of the critical essays and

provide students with historical and cultural con-
text on a topic or author’s work. GCCC titles will
benefit larger institutions with ongoing subscrip-
tions to Gale’s LCS products as well as smaller
libraries and school systems with less extensive
reference collections. Each edition of the GCCC is
created as a stand- alone set providing a wealth of
information on the topic or movement. Impor-
tantly, the overlap between the GCCC and LCS
titles is 15% or less, ensuring that LCS subscribers
will not duplicate resources in their collection.

Editions within the GCCC are either single-
volume or multi-volume sets, depending on the
nature and scope of the topic being covered. Topic
entries and author entries are treated separately,
with entries on related topics appearing first, fol-
lowed by author entries in an A-Z arrangement.
Each volume is approximately 500 pages in length
and includes approximately 50 images and side-
bar graphics. These sidebars include summaries of
important historical events, newspaper clippings,
brief biographies of important non-literary fig-
ures, complete poems or passages of fiction writ-
ten by the author, descriptions of events in the
related arts (music, visual arts, and dance), and so
on.

The reprinted essays in each GCCC edition
explicate the major themes and literary tech-
niques of the authors and literary works. It is
important to note that approximately 85% of the
essays reprinted in GCCC editions are full-text,
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meaning that they are reprinted in their entirety,
including footnotes and lists of abbreviations. Es-
says are selected based on their coverage of the
seminal works and themes of an author, and based
on the importance of those essays to an apprecia-
tion of the author’s contribution to the move-
ment and to literature in general. Gale’s editors
select those essays of most value to upper high
school and undergraduate students, avoiding nar-
row and highly pedantic interpretations of indi-
vidual works or of an author’s canon.

Scope of Harlem Renaissance
Harlem Renaissance, the inaugural set in the

Gale Critical Companion Collection, consists of
three volumes. Each volume includes a detailed
table of contents, a foreword on the Harlem Re-
naissance written by noted scholar Trudier Harris-
Lopez, and a descriptive chronology of key events
of the movement. The main body of volume 1
consists of entries on five topics relevant to the
Harlem Renaissance, including 1) Overviews and
General Studies; 2) Social, Economic, and Politi-
cal Factors that Influenced the Harlem Renais-
sance; 3) Publishing and Periodicals during the
Harlem Renaissance; 4) Performing Arts during
the Harlem Renaissance; and 5) Visual Arts during
the Harlem Renaissance. Volumes 2 and 3 include
entries on thirty-three authors and literary figures
associated with the movement, including such
notables as Countee Cullen, W. E. B. Du Bois,
Jessie Redmon Fauset, Langston Hughes, Zora
Neale Hurston, Claude McKay, and Jean Toomer,
as well as entries on individuals who have gar-
nered less attention, but whose contributions to
the Harlem Renaissance are noteworthy, such as
Alice Dunbar-Nelson, Angelina Weld Grimké,
Georgia Douglas Johnson, Richard Bruce Nugent,
and Willis Richardson.

Organization of the Harlem Renaissance
A Harlem Renaissance topic entry consists of the
following elements:

• The Introduction defines the subject of the
entry and provides social and historical infor-
mation important to understanding the criti-
cism.

• The list of Representative Works identifies
writings and works by authors and figures as-
sociated with the subject. The list is divided
into alphabetical sections by name; works
listed under each name appear in chronologi-
cal order. The genre and publication date of
each work is given. Unless otherwise indi-
cated, dramas are dated by first performance,
not first publication.

• Entries generally begin with a section of Pri-
mary Sources, which includes essays,
speeches, social history, newspaper accounts
and other materials that were produced dur-
ing the time of the Harlem Renaissance.

• Reprinted Criticism in topic entries is ar-
ranged thematically. Topic entries commonly
begin with general surveys of the subject or es-
says providing historical or background infor-
mation, followed by essays that develop par-
ticular aspects of the topic. For example, the
Publishing and Periodicals topic entry in vol-
ume 1 of Harlem Renaissance begins with a sec-
tion providing an overview of the topic. This
is followed by three other sections: African
American Writers and Mainstream Publishers;
Anthologies: The New Negro and Others; and
African American Periodicals and the Harlem
Renaissance. Each section has a separate title
heading and is identified with a page number
in the table of contents. The critic’s name and
the date of composition or publication of the
critical work are given at the beginning of
each piece of criticism. Unsigned criticism is
preceded by the title of the source in which it
appeared. Footnotes are reprinted at the end
of each essay or excerpt. In the case of ex-
cerpted criticism, only those footnotes that
pertain to the excerpted texts are included.

• A complete Bibliographical Citation of the
original essay or book precedes each piece of
criticism.

• Critical essays are prefaced by brief Annota-
tions explicating each piece. Unless the de-
scriptor “excerpt” is used in the annotation,
the essay is being reprinted in its entirety.

• An annotated bibliography of Further Read-
ing appears at the end of each entry and sug-
gests resources for additional study. In some
cases, significant essays for which the editors
could not obtain reprint rights are included
here.

A Harlem Renaissance author entry consists of the
following elements:

• The Author Heading cites the name under
which the author most commonly wrote, fol-
lowed by birth and death dates. Also located
here are any name variations under which an
author wrote. If the author wrote consistently
under a pseudonym, the pseudonym will be
listed in the author heading and the author’s
actual name given in parentheses on the first
line of the biographical and critical informa-
tion. Uncertain birth or death dates are indi-
cated by question marks.
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• A Portrait of the Author is included when
available.

• The Introduction contains background infor-
mation that introduces the reader to the au-
thor that is the subject of the entry.

• The list of Principal Works is ordered chrono-
logically by date of first publication and lists
the most important works by the author. The
genre and publication date of each work is
given. Unless otherwise indicated, dramas are
dated by first performance, not first publica-
tion.

• Author entries are arranged into three sec-
tions: Primary Sources, General Commen-
tary, and Title Commentary. The Primary
Sources section includes letters, poems, short
stories, journal entries, and essays written by
the featured author. General Commentary
includes overviews of the author’s career and
general studies; Title Commentary includes
in-depth analyses of seminal works by the
author. Within the Title Commentary sec-
tion, the reprinted criticism is further orga-
nized by title, then by date of publication. The
critic’s name and the date of composition or
publication of the critical work are given at
the beginning of each piece of criticism. Un-
signed criticism is preceded by the title of the
source in which it appeared. All titles by the
author featured in the text are printed in bold-
face type. However, not all boldfaced titles are
included in the author and subject indexes;
only substantial discussions of works are in-
dexed. Footnotes are reprinted at the end of
each essay or excerpt. In the case of excerpted
criticism, only those footnotes that pertain to
the excerpted texts are included.

• A complete Bibliographical Citation of the
original essay or book precedes each piece of
criticism.

• Critical essays are prefaced by brief Annota-
tions explicating each piece. Unless the de-
scriptor “excerpt” is used in the annotation,
the essay is being reprinted in its entirety.

• An annotated bibliography of Further Read-
ing appears at the end of each entry and sug-
gests resources for additional study. In some
cases, significant essays for which the editors
could not obtain reprint rights are included
here. A list of Other Sources from Gale fol-
lows the further reading section and provides
references to other biographical and critical
sources on the author in series published by
Gale.

Indexes
The Author Index lists all of the authors fea-

tured in the Harlem Renaissance set, with refer-
ences to the main author entries in volumes 2 and
3 as well as commentary on the featured author in
other author entries and in the topic volume. Page
references to substantial discussions of the au-
thors appear in boldface. The Author Index also
includes birth and death dates and cross refer-
ences between pseudonyms and actual names,
and cross references to other Gale series in which
the authors have appeared. A complete list of
these sources is found facing the first page of the
Author Index.

The Title Index alphabetically lists the titles
of works written by the authors featured in vol-
umes 2 and 3 and provides page numbers or page
ranges where commentary on these titles can be
found. Page references to substantial discussions
of the titles appear in boldface. English transla-
tions of foreign titles and variations of titles are
cross-referenced to the title under which a work
was originally published. Titles of novels, dramas,
nonfiction books, and poetry, short story, or es-
say collections are printed in italics, while indi-
vidual poems, short stories, and essays are printed
in body type within quotation marks.

The Subject Index includes the authors and
titles that appear in the Author Index and the Title
Index as well as the names of other authors and
figures that are discussed in the set. The Subject
Index also lists hundreds of literary terms and top-
ics covered in the criticism. The index provides
page numbers or page ranges where subjects are
discussed and is fully cross referenced.

Citing Harlem Renaissance
When writing papers, students who quote

directly from the Harlem Renaissance set may use
the following general format to footnote re-
printed criticism. The first example pertains to
material drawn from periodicals, the second to
material reprinted from books.

Alvarez, Joseph A., “The Lonesome Boy Theme as Em-
blem for Arna Bontemps’s Children’s Literature,” Afri-
can American Review 32, no. 1 (spring 1998): 23-31;
reprinted in Harlem Renaissance: A Gale Critical Com-
panion, vol. 2, ed. Janet Witalec (Farmington Hills,
Mich: The Gale Group, 2003), 72-8.

Helbling, Mark, introduction to The Harlem Renais-
sance: The One and the Many (Westport, Conn.: Green-
wood Press, 1999), 1-18; reprinted in Harlem Renais-
sance: A Gale Critical Companion, vol. 1, ed. Janet
Witalec (Farmington Hills, Mich: The Gale Group,
2003), 27-38.
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Harlem Renaissance Advisory Board
The members of the Harlem Renaissance Advi-

sory Board—reference librarians and subject spe-
cialists from public, academic, and school library
systems—offered a variety of informed perspec-
tives on both the presentation and content of the
Harlem Renaissance set. Advisory board members
assessed and defined such quality issues as the
relevance, currency, and usefulness of the author
coverage, critical content, and topics included in
our product; evaluated the layout, presentation,
and general quality of our product; provided feed-
back on the criteria used for selecting authors and
topics covered in our product; identified any gaps
in our coverage of authors or topics, recommend-
ing authors or topics for inclusion; and analyzed
the appropriateness of our content and presenta-
tion for various user audiences, such as high

school students, undergraduates, graduate stu-
dents, librarians, and educators. We wish to thank
the advisors for their advice during the develop-
ment of Harlem Renaissance.

Suggestions are Welcome
Readers who wish to suggest new features,

topics, or authors to appear in future volumes of
the Gale Critical Companion Collection, or who
have other suggestions or comments are cordially
invited to call, write, or fax the Project Editor:

Project Editor, Gale Critical Companion
Collection

The Gale Group
27500 Drake Road
Farmington Hills, MI 48331-3535
1-800-347-4253 (GALE)
Fax: 248-699-8054
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The editors wish to thank the copyright holders
of the criticism included in this volume and the
permissions managers of many book and maga-
zine publishing companies for assisting us in se-
curing reproduction rights. We are also grateful to
the staffs of the Detroit Public Library, the Library
of Congress, the University of Detroit Mercy Li-
brary, Wayne State University Purdy/Kresge Li-
brary Complex, and the University of Michigan
Libraries for making their resources available to
us. Following is a list of the copyright holders who
have granted us permission to reproduce material
in this edition of Harlem Renaissance. Every effort
has been made to trace copyright, but if omissions
have been made, please let us know.

Copyrighted material in Harlem
Renaissance was reproduced from the
following periodicals:
African American Review, v. 26, Fall, 1992; v. 27,
Fall, 1993; v. 31, Autumn, 1997. All reproduced
by permission of the African American Review,
formerly the Black American Literature Forum./v.
32, Spring, 1998 for “The Lonesome Boy Theme
as Emblem for Arna Bontemps’ Children’s Litera-
ture,” by Joseph A. Alvarez. Copyright © 1998 by
the author. Reproduced by permission of the pub-
lisher and the author./v. 32, Winter, 1998 for
“Countee Cullen’s Medea,” by Lillian Corti. Repro-
duced by permission of the author./v. 32, Winter,

1998 for “The World Would Do Better to Ask Why
Is Frimbo Sherlock Holmes?: Investigating Limi-
nality in Rudolph Fisher’s The Conjure-Man Dies,”
by Adrienne Johnson Gosselin. Reproduced by
permission of the author./v. 33, Fall, 1999 for
“And Yet They Paused and A Bill to be Passed:
Newly Recovered Lynching Dramas by Georgia
Douglas Johnson,” by Judith Stephens. Repro-
duced by permission of the author.—Afro-
Americans in New York Life and History, v. 10,
1986. Reproduced by permission.—American
Drama, v. 5, 1996. Reproduced by permission.—
American Literary History, v. 3, 1991 for “Com-
munity and Cultural Crisis: The ‘Transfiguring
Imagination’ of Alain Locke,” by Everett Akam.
Reproduced by permission of Oxford University
Press and the author.—American Literature, v.
43, March, 1971; v. 44, 1972; v. 47, 1975; v. 51,
March, 1979. Copyright © 1971, 1972, 1975, 1979
by Duke University Press, Durham, NC. All repro-
duced by permission.—American Quarterly, v.
17, Summer, 1965; v. 32, Winter, 1980; v. 48,
March, 1996; v. 50, September, 1998; v. 51, 1999.
© The Johns Hopkins University Press. All repro-
duced by permission.—American Studies, v. 18,
Spring, 1977 for “Combatting Racism with Art:
Charles S. Johnson and the Harlem Renaissance,”
by Ralph L. Pearson. Copyright Mid-America
American Studies Association Reproduced by per-
mission.—ANQ: A Quarterly Journal of Short Ar-
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ticles, Notes, and Reviews, v. 8, Summer, 1995.
Copyright © 1985 Helen Dwight Reid Educational
Foundation. Reproduced with permission of the
Helen Dwight Reid Educational Foundation, pub-
lished by Heldref Publications, 1319 18th Street,
NW, Washington, DC 20036-1802.—Arizona
Quarterly, v. 39, Fall, 1983 for “Jean Toomer’s
Cane: The Search for Identity through Form,” by
Alan Golding. Copyright © 1983 by the Regents
of the University of Arizona. Reproduced by per-
mission of the publisher and the author.—Black
American Literature Forum, v. 12, Autumn, 1978;
v. 14, 1980; v. 19, 1985; v. 21, Fall, 1987; v. 21,
Spring-Summer, 1987. All reproduced by permis-
sion of the Black American Literature Forum, cur-
rently the African American Review.—Black World,
v. 20, November, 1970 for “Alain Locke,” by Ri-
chard A. Long. Reproduced by permission of the
author./v. 20, November, 1970 for “Voice for the
Jazz Age, Great Migration, or Black Bourgeoisie,”
by Faith Berry. Reproduced by permission of the
Gail Berry for the author./v. 21, April, 1972 for
“Alain Locke & Black Drama,” by Samuel A. Hay.
Reproduced by permission of the author./v. 25,
February, 1976 for “Renaissance ‘Renegade’? Wal-
lace Thurman,” by Huel D. Perkins. Reproduced
by permission of the author./v. 25, February, 1976
for “The Genesis of Locke’s The New Negro,” by Ri-
chard A. Long. Reproduced by permission of the
author./v. 25, February, 1976 for “Toward a Socio-
logical Analysis of the Renaissance: Why Har-
lem?” by Jabulani Kamau Makalani. Reproduced
by permission of the author.—Callaloo, v. 9,
1986; v. 21, Fall, 1998. Both reproduced by per-
mission.—CLA Journal, v. 15, March, 1972; v. 16,
March, 1973; v. 16, June, 1973; v. 17, September,
1973; v. 18, 1974; v. 19, 1976; v. 26, December,
1982; v. 29, September, 1985; v. 32, December,
1988; v. 32, March, 1989; v. 32, June, 1989; v. 34,
March, 1991; v. 35, June, 1992; v. 37, March,
1994; v. 38, September, 1994; v. 39, December,
1995; v. 41, June, 1998; v. 42 September 1998; 42,
June 1999. Copyright, 1972, 1973, 1974, 1976,
1982, 1985, 1988, 1989, 1991, 1992, 1994, 1995,
1998, 1999 by The College Language Association.
All reproduced by permission.—The Crisis, v. 76,
March, 1969; v. 78, July, 1971; v. 90, June/July,
1983. All reproduced by permission.—Federal
Writers’ Project, August 23, 1938; December 1,
1938; January 17, 1939; January 19, 1939; April
19, 1939. All courtesy of The Library of Congress.
All reproduced by permission.—Georgia Histori-
cal Quarterly, v. 80, Winter, 1996. Courtesy of the
Georgia Historical Society. Reproduced by permis-

sion.—Georgia Review, v. 5, Fall, 1951, renewed
1979 by the Georgia Review. Reproduced by per-
mission.—International Review of African Ameri-
can Art, v. 4, 1995. Reproduced by permission.—
Journal of Black Studies, v. 12, September, 1981.
Copyright © 1981 by Sage Publications, Inc. Re-
produced by permissions of Sage Publications,
Inc.—Journal of Negro History, v. 52, 1967; v. 57,
1972. Both reproduced by permission.—Langston
Hughes Review, v. 1, Fall, 1982. Reproduced by
permission.—Legacy: A Journal of American
Women Writers, v. 18, 2001. Reproduced by per-
mission.—Markham Review, v. 5, Summer, 1976.
Reproduced by permission.—The Massachusetts
Review, v. 24, Autumn, 1983; v. 28, Winter, 1987.
© 1983, 1987. Both reproduced from The Mas-
sachusetts Review, Inc. by permission.—The Mod-
ern Schoolmen, v. 74, May, 1997. Reproduced by
permission.—MELUS, v. 23, 1998. Copyright,
MELUS: The Society for the Study of Multi-Ethnic
Literature of the United States, 1998. Reproduced
by permission.—The Midwest Quarterly, v. 24,
Winter, 1983. Reproduced by permission.—Nar-
rative, v. 7, May, 1999. Reproduced by permis-
sion.—Negro American Literature Forum, v. 14,
January, 1965; v. 6, Summer, 1972. Both repro-
duced by permission of the African American
Review./v. 5, Spring, 1971 for “The Vagabond
Motif in the Writings of Claude McKay,” by Mary
Conroy. Copyright © 1971 by the author. Repro-
duced by permission of the publisher and the
author./v. 10, 1976 for “Carl Van Vechten and the
Harlem Renaissance” by Mark Helbling. Repro-
duced by permission of the author.—New En-
gland Quarterly, v. 74, March, 2001 for “Encour-
aging Verse: William S. Braithwaite and the
Poetics of Race,” by Lisa Szefel. Copyright held by
The New England Quarterly. Reproduced by permis-
sion of the publisher and the author.—New Or-
leans Review, v. 15, 1989. Copyright © 1989 by
Loyola University. Reproduced by permission.—
New York Herald Tribune Books, January 10,
1926. Reproduced by permission.—The New York
Times, February 29, 1932. Copyright 1932 by The
New York Times Company. Reproduced by per-
mission.—The New York Times Book Review, Au-
gust 21, 1927; March 4, 1945; Copyright © 1945,
renewed 1972 by The New York Times Company;
September 20, 1992 Copyright © 1992 by The
New York Times Company; January 3, 1999.
Copyright © 1999 by The New York Times Com-
pany. All reproduced by permission.—The New
Yorker, v. 74, September 27, 1998 for “Beyond the
Color Line,” by Henry Louis Gates, Jr. © 1998 by
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the author. All rights reserved. Reproduced by
permission of the author.—Novel, v. 30, Winter,
1997. Copyright NOVEL Corp. © 1997 Repro-
duced with permission.—Pacific Coast Philology,
v. 15, December, 1980. Reproduced by permis-
sion.—Phylon: The Atlanta University of Race
and Culture, v.6, 1945; v. 9, 1948; v. 11, 1950; v.
17, 1956; v. 18, 1957; v. 21, 1960;v. 25, 1964; v.
32, 1971; v. 39, 1978; v. 40, 1979; v. 57, 1996.
Copyright 1945, 1948, 1950, 1956, 1957, 1960,
1964, 1971, 1978, 1979, 1996 by Atlanta Univer-
sity. All reproduced by permission.—PMLA, v.
105, January, 1990. Copyright © 1990 by the
Modern Language Association of America. Repro-
duced by permission of the Modern Language As-
sociation of America.—Poetry, v. 24, February,
1930. Reproduced by permission.—South Caro-
lina Review, v. 2, May, 1970. Reproduced by per-
mission.—Studies in American Fiction, v. 19,
Spring, 1991. Copyright © 1991 Northeastern
University. Reproduced by permission.—Studies
in Black Literature, v. 3, Summer, 1972; v. 5,
Winter, 1974. Copyright 1972, 1974 by the edi-
tor. Both reproduced by permission.—Studies in
Short Fiction, v. 2, 1965. Reproduced by permis-
sion.—Studies in the Literary Imagination, v. 7,
Fall, 1974. Reproduced by permission.—Susque-
hanna University Studies, v. 7, June, 1963. Repro-
duced by permission.—Theatre Annual, 1985.
Reproduced by permission.—Virginia Cavalcade,
v. 27, 1978. Reproduced by permission.—Western
American Literature, v. 6, Spring, 1971. Copy-
right 1971, by the Western American Literature
Association. Reproduced by permission.—West-
ern Journal of Black Studies, v. 22, 1998. Repro-
duced by permission.

Copyrighted material in Harlem
Renaissance was reproduced from the
following books:
Anderson, Paul A. From “‘My Lord, What a Morn-
ing’: The ‘Sorrow Songs’ in Harlem Renaissance
Thought,” in Symbolic Loss: The Ambiguity of
Mourning and Memory at Century’s End. Edited
by Peter Homans. University Press of Virginia,
2000. Copyright © 2000 by University Press of
Virginia. All rights reserved. Reproduced by per-
mission.—Baker, Houston A., Jr. From Modernism
and the Harlem Renaissance. University of Chi-
cago Press, 1987. Copyright © 1987 by University
of Chicago Press. All rights reserved. Reproduced
by permission.—Balshaw, Maria. From Looking
for Harlem: Urban Aesthetics in African American
Literature. Pluto Press, 2000. Copyright © 2000
by Pluto Press. All rights reserved. Reproduced by

permission.—Barfoot, C. C., et al. From “The New
Negro in Context,” in Wallace Thurman’s Har-
lem Renaissance. Editions Rodopi B.V., 1994.
Copyright © 1994 by Editions Rodopi B.V. All
rights reserved. Reproduced by permission.—
Barksdale, Richard K. From “Langston Hughes
and the Blues He Couldn’t Lose,” in The Harlem
Renaissance: Revaluations. Edited by Amritjit
Singh, William S. Shiver, and Stanley Brodwin.
Garland Publishing, Inc., 1989. © 1989 Amritjit
Singh, William S. Shiver, and Stanley Brodwin. All
rights reserved. Reproduced by permission of the
editors.—Bearden, Romare and Harry Henderson.
From A History of African-American Artists From
1792 to the Present. Pantheon Books, 1993. Copy-
right © 1993 by Pantheon Books. All rights re-
served. Reproduced by permission.—Bone, Rob-
ert. From The Negro Novel in America. Yale
University Press, 1958. Copyright © 1958 by Yale
University Press. Revised edition © 1965 by Yale
University. Copyright © renewed 1985 by Robert
Bone. Reproduced by permission of the author.—
Bontemps, Arna. From Personals. P. Breman,
1973. Reproduced by permission of Harold Ober
Associates, Inc. for the Literary Estate of Arna Bon-
temps.—Booker, Peter. From “Modernism De-
ferred: Langston Hughes, Harlem and Jazz Mon-
tage,” in Locations of Liberty Modernism: Region
and Nation in British and American Modernist
Poetry. Edited by Alex Davis and Lee M. Jenkins.
Cambridge University Press, 2000. Copyright ©
2000 by Cambridge University Press. All rights
reserved. Reprinted with permission of Cam-
bridge University Press and the author.—Brown-
Guillory, Elizabeth. From “Disrupted Mother-
lines: Mothers and Daughters in a Genderized,
Sexualized, and Racialized World,” in Women of
Color: Mother-Daughter Relationships in 20th-
Century Literature. Edited by Elizabeth Brown-
Guillory. University of Texas Press, 1996. Copy-
right © 1996 by University of Texas Press. All
rights reserved. Reproduced by permission.—
Byrd, Rudolph P. From “Jean Toomer and the
Writers of the Harlem Renaissance: Was He There
with Them?” in The Harlem Renaissance: Revalu-
ations. Edited by Amritjit Singh, William S.
Shiver, and Stanley Brodwin. Garland Publishing,
Inc., 1989. © 1989 Amritjit Singh, William S.
Shiver, and Stanley Brodwin. All rights reserved.
Reproduced by permission of the editors.—
Champion, Laurie. From “Dorothy West (1907-
1998),” in American Women Writers, 1900-1945:
A Bio- Bibliographical Critical Sourcebook. Edited
by Laurie Champion. Greenwood Press, 2000.
Copyright © 2000 by Greenwood Press, Green-
wood Publishing Group, Inc., Westport, CT. All
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rights reserved. Reproduced by permission of
Greenwood Publishing Group, Inc., Westport,
CT.—Clum, John M. From Ridgely Torrence.
Twayne Publishers, 1972. Copyright © 1972 by
Twayne Publishers. All rights reserved. The Gale
Group.—Coleman, Leon. From Carl Van Vechten
and the Harlem Renaissance: A Critical Assess-
ment. Garland Publishing, Inc., 1989. Copyright
© 1989 by Garland Publishing, Inc. All rights
reserved. Reproduced by permission.—Collier,
Eugenia. From “Message to the Generations: The
Mythic Hero in Sterling Brown’s Poetry,” in The
Furious Flowering of African American Poetry.
Edited by Joanne V. Gabbin. University of Vir-
ginia, 1999. Copyright © 1999 by University of
Virginia. All rights reserved. Reproduced by per-
mission.—Cripps, Thomas. From “Introduction:
A Monument to Lost Innocence,” in The Green
Pastures. Edited by Thomas Cripps. University of
Wisconsin Press, 1979. Copyright © 1979 The
Board of Regents of the University of Wisconsin
System. All rights reserved. Reproduced by per-
mission.—Cullen, Countee. From Caroling Dusk:
An Anthology of Verse by Negro Poets. Edited by
Countee Cullen. Harper & Row, 1974. Copyright
© 1974 by Harper & Row. All rights reserved. Re-
produced by permission of Thompson and Th-
ompson for the Estate of Countee Cullen.—
Cullen, Countee. From Copper Sun. Harper, 1927.
Copyright 1927 by Harper. Renewed 1954 by Ida
M. Cullen. All rights reserved. Reproduced by
permission of Thompson and Thompson for the
Estate of Countee Cullen.—Davis, Thadious M.
From “Nella Larsen’s Harlem Aesthetic,” in The
Harlem Renaissance: Revaluations. Edited by
Amritjit Singh, William S. Shiver, and Stanley
Brodwin. Garland Publishing, Inc., 1989. © 1989
Amritjit Singh, William S. Shiver, and Stanley
Brodwin. All rights reserved. Reproduced by per-
mission of the editors.—Douglas, Aaron with L.
M. Collins. From “Aaron Douglas Chats about the
Harlem Renaissance,” in The Portable Harlem
Renaissance Reader. Edited by David Levering
Lewis. Viking, 1994. Copyright © 1994 by Viking.
All rights reserved. Reproduced by permission.—
Doyle, Don H. From the introduction to Mamba’s
Daughters: A Novel of Charleston, by DuBose
Heyward. University of South Carolina Press,
1995. Copyright © 1995 by University of South
Carolina Press. All rights reserved. Reproduced by
permission.—Driskell, David. From Harlem Re-
naissance: Art of Black America. Harry N.
Abrams, Inc., 1987. Copyright © 1987 by Harry N.
Abrams, Inc. All rights reserved. Reproduced by
permission.—Du Bois, W. E. B. “Editing The Cri-
sis,” in Black Titan: W. E. B. Du Bois: An Anthol-

ogy by the Editors of “Freedomways.” Edited by
John Henrik Clarke, et al. Beacon Press, 1970.
Copyright © 1970 by Beacon Press. All rights re-
served. Reproduced by permission.—Durham,
Frank. From DuBose Heyward: The Man Who
Wrote Porgy. University of South Carolina Press,
1954. Copyright © 1954 by University of South
Carolina Press. Renewed 1982 by Kathleen C.
Durham. All rights reserved. Reproduced by per-
mission.—Early, Gerald. From My Soul’s High
Song. Doubleday, 1991. Copyright © 1991 by
Doubleday. All rights reserved. Reproduced by
permission.—Ellington, Duke. From Music is My
Mistress. Doubleday, 1973. Copyright © 1973 by
Doubleday. All rights reserved. Reproduced by
permission.—Fabre, Michel. From From Harlem
to Paris: Black American Writers in France, 1840-
1980. University of Illinois Press, 1991. Copyright
1991 by Board of Trustees. Used with permission
of the University of Illinois Press.—Flamming,
Douglas. From “A Westerner in Search of ‘Negro-
ness’: Region and Race in the Writing of Arna Bon-
temps,” in Over the Edge: Remapping the Ameri-
can West. Edited by Valerie J. Matsumoto and
Blake Allmendinger. University of California
Press, 1999. Copyright © 1999 by University of
California Press. All rights reserved. Reproduced
by permission.—Flynn, Joyce. From the introduc-
tion to Frye Street & Environs: The Collected
Works of Marita Bonner. Edited by Joyce Flynn
and Joyce Occomy Stricklin. Beacon Press, 1987.
Copyright © 1987 by Beacon Press. All rights re-
served. Reproduced by permission.—Garber, Eric.
From “Richard Bruce Nugent,” in Dictionary of
Literary Biography, Volume 51: Afro-American
Writers from the Harlem Renaissance to 1940.
Edited by Trudier Harris and Thadious M. Davis.
Gale Research, Inc., 1987. Copyright © 1987 by
Gale Research, Inc. All rights reserved.—Govan,
Sandra Y. From “A Blend of Voices: Composite
Narrative Strategies in Biographical Reconstruc-
tion,” in Recovered Writers/Recovered Texts:
Race, Class, and Gender in Black Women’s Litera-
ture. Edited by Dolan Hubbard. University of Ten-
nessee Press, 1997. Copyright © 1997 by Univer-
sity of Tennessee Press. All rights reserved.
Reproduced by permission.—Gray, Christine
Rauchfuss. From Willis Richardson: Forgotten
Pioneer of African-American Drama. Greenwood
Press, 1999. Copyright © 1999 by Greenwood
Press. All rights reserved. Reproduced by permis-
sion of Greenwood Publishing Group, Inc., West-
port, CT.—Greene, J. Lee. From “Anne Spencer,”
in Dictionary of Literary Biography, Volume 51:
Afro-American Writers from the Harlem Renais-
sance to 1940. Edited by Trudier Harris and Thadi-

A
C

K
N

O
W

LE
D

G
M

E
N

T
S

x x i i H A R L E M R E N A I S S A N C E : A G A L E C R I T I C A L C O M P A N I O N , V O L . 1



ous M. Davis. Gale Research, Inc., 1987. Copyright
© 1987 by Gale Research, Inc. All rights re-
served.—Greene, J. Lee. From Time’s Unfading
Garden: Anne Spencer’s Life and Poetry. Louisiana
State University, 1977. Copyright © 1977 by Loui-
siana State University. All rights reserved. Repro-
duced by permission of the author.—Hayden,
Robert. From the preface to The New Negro. Edited
by Alain Locke. Atheneum, 1968. Copyright ©
1968 by Atheneum. All rights reserved. Repro-
duced by permission.—Helbling, Mark. From the
introduction to The Harlem Renaissance: The
One and the Many. Greenwood Press, 1999. Copy-
right © 1999 by Greenwood Press, Inc., Westport,
CT. All rights reserved. Reproduced by permission
of Greenwood Publishing Group, Inc., Westport,
CT.—Hemenway, Robert E. From “Zora Neale
Hurston and the Eatonville Anthropology,” in
Harlem Renaissance Remembered. Edited by Arna
Bontemps. Dodd, Mead, 1972. Copyright © 1972
by Dodd, Mead. All rights reserved. Reproduced
by permission.—Henderson, Mae Gwendolyn.
From “Portrait of Wallace Thurman,” in The Har-
lem Renaissance Remembered. Edited by Arna
Bontemps. Dodd, Mead & Company, 1972. Copy-
right © 1972 by Dodd, Mead & Company. All
rights reserved. Reproduced by permission.—Her-
ron, Carolivia. From the introduction to Selected
Works of Angelina Weld Grimké. Edited by Caro-
livia Herron. Oxford University Press, 1991. Copy-
right © 1991 by Oxford University Press. All rights
reserved. Reproduced by permission.—Hill, Rob-
ert A. From the introduction to Marcus Garvey:
Life and Lessons. University of California Press,
1987. Copyright © 1987 by University of Califor-
nia Press. All rights reserved. Reproduced by per-
mission.—Howard, Elizabeth F. From “Arna Bon-
temps,” in The Scribner Writers Series. Gale
Group, 2002. Copyright © 2002 by Gale Group.
All rights reserved.—Huggins, Nathan Irvin. From
“Alain Locke: Aesthetic Value-System and Afro-
American Art,” in Revelation: American History,
American Myths. Edited by Brenda Smith Hug-
gins. Oxford University Press, 1995. Copyright ©
1995 by Oxford University Press. All rights re-
served. Reproduced by permission.—Hughes,
Langston. From “The Negro and the Racial Moun-
tain,” in African American Literary Criticism.
Edited by Hazel Arnett Ervin. Twayne Publishers,
1999. Copyright © 1999 by Twayne Publishers. All
rights reserved. Reproduced by permission of
Harold Ober Associates for the Estate of Langston
Hughes.—Hull, Gloria T. From “Black Women
Poets from Wheatley to Walker,” in Sturdy Black
Bridges: Visions of Black Women in Literature.
Edited by Roseann P. Bell, Bettye J. Parker, and

Beverly Guy-Sheftall. Anchor Books, 1979. Copy-
right © 1979 by Anchor Books. All rights reserved.
Reproduced by permission of the author.—Hull,
Gloria T. From the introduction to Give Us Each
Day: The Diary of Alice Dunbar-Nelson. W.W.
Norton, 1984. Copyright © 1984 by W.W. Norton.
All rights reserved. Reproduced by permission of
the author.—Hurston, Zora Neale. From “What
White Publishers Won’t Print,” in I Love Myself
When I Am Laughing { And Then again When I
Am Looking Mean and Impressive: A Zora Neale
Hurston Reader. Edited by Alice Walker. The
Feminist Press, 1979. Copyright © 1979 by The
Feminist Press. All rights reserved. Reproduced by
permission of the Victoria Sanders Literary
Agency for the Estate of Zora Neale Hurston.—
Hutchinson, George. The Harlem Renaissance in
Black and White. The Belknap Press of Harvard
University Press, 1995. Copyright © 1995 by The
Belknap Press of Harvard University Press. Re-
printed by permission of the publisher.—Hutson,
Jean Blackwell. From Black Bibliophiles and Col-
lectors: Preservers of Black History. Howard Uni-
versity Press, 1990. Copyright © 1990 by Howard
University Press. All rights reserved. Reproduced
by permission.—Ikonne, Chidi. From From Du
Bois to Van Vechten: The Early New Negro Litera-
ture, 1903-1926. Greenwood Press, 1981. Copy-
right © 1981 by Greenwood Press. All rights re-
served. Reproduced by permission of Greenwood
Publishing Group, Inc., Westport, CT.—Jimoh, A.
Yemisi. From “Dorothy West (1907-1998),” in
Contemporary African American Novelists: A Bio-
Bibliographical Critical Sourcebook. Edited by
Emmanuel S. Nelson. Greenwood Press, 1999.
Copyright © 1999 by Greenwood Press. All rights
reserved. Reproduced by permission of Green-
wood Publishing Group, Inc., Westport, CT.—
Johnson, Abby Arthur and Ronald Maberry
Johnson. From Propaganda and Aesthetics: The
Literary Politics of Afro-American Magazines in
the Twentieth Century. University of Massachu-
setts Press, 1979. Copyright © 1979 by University
of Massachusetts Press. All rights reserved. Repro-
duced by permission.—Johnson, Charles S. From
“The Negro Renaissance and Its Significance,” in
The Portable Harlem Renaissance Reader. Edited
by David Levering Lewis. Viking, 1994. Copyright
© 1994 by Viking. All rights reserved. Reproduced
by permission.—Johnson, Eloise. From Rediscov-
ering the Harlem Renaissance: The Politics of Ex-
clusion. Garland Publishing, Inc., 1997. Copy-
right © 1997 by Garland Publishing, Inc. All rights
reserved. Reproduced by permission.—Kellner,
Bruce. From “Carl Van Vechten’s Black Renais-
sance,” in The Harlem Renaissance: Revalua-
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tions. Edited by Amritjit Singh, William S. Shiver,
and Stanley Brodwin. Garland Publishing, Inc.,
1989. © 1989 Amritjit Singh, William S. Shiver,
and Stanley Brodwin. All rights reserved. Repro-
duced by permission of the editors.—Kostelanetz,
Richard. From Politics in the African American
Novel: James Weldon Johnson, W. E. B. Du Bois,
Richard Wright, and Ralph Ellison. Greenwood
Press, 1991. Copyright © 1991 by Greenwood
Press. All rights reserved. Reproduced by permis-
sion of Greenwood Publishing Group, Inc., West-
port, CT.—Lang, Robert. From “‘The Birth of a Na-
tion’: History, Ideology, Narrative Form” in The
Birth of a Nation: D.W. Griffith, Director. Edited
by Robert Lang. Rutgers University Press, 1994.
Copyright © 1994 by Rutgers University Press. All
rights reserved. Reproduced by permission.—Le-
Seur, Geta. From “Claude McKay’s Marxism,” in
The Harlem Renaissance: Revaluations. Edited by
Amritjit Singh, William S. Shiver, and Stanley
Brodwin. Garland Publishing, Inc., 1989. © 1989
Amritjit Singh, William S. Shiver, and Stanley
Brodwin. All rights reserved. Reproduced by per-
mission of the editors.—Lewis, David Levering.
From the introduction to The Portable Harlem
Renaissance Reader. Edited by David Levering
Lewis. Viking, 1994. Copyright © 1994 by Viking.
All rights reserved. Reproduced by permission of
Brandt & Hochman for the editor.—Locke, Alain.
From “Art or Propaganda,” in The Critical Temper
of Alain Locke: A Selection of His Essays on Art
and Culture. Edited by Jeffrey C. Stewart. Garland
Publishing, Inc., 1983. Copyright © 1983 by Gar-
land Publishing, Inc. All rights reserved. Repro-
duced by permission.—Locke, Alain. From “The
Negro Takes His Place in American Art,” in The
Portable Harlem Renaissance Reader. Edited by
David Levering Lewis. Viking, 1994. Copyright ©
1994 by Viking. All rights reserved. Publisher,
1994. © info from verso. Reproduced by permis-
sion of the author.—Lutz, Tom. From “Claude
McKay: Music, Sexuality, and Literary Cosmopoli-
tanism,” in Black Orpheus: Music in African
American Fiction from the Harlem Renaissance
to Toni Morrison. Edited by Saadi A. Simawe.
Garland Publishing, Inc., 2000. Copyright © 2000
by Garland Publishing, Inc. All rights reserved.
Reproduced by permission.—Martin, Tony. From
Literary Garveyism: Garvey, Black Arts, and the
Harlem Renaissance. Majority Press, 1983. Copy-
right © 1983 by Majority Press. All rights reserved.
Reproduced by permission.—McDonald, C. Ann.
From “James Weldon Johnson,” in American
Women Writers, 1900-1945: A Bio-Biblio-
graphical Critical Sourcebook. Edited by Laurie
Champion. Greenwood Press, 2000. Copyright ©

2000. Reproduced by permission of Greenwood
Publishing Group, Inc., Westport, CT.—McKay,
Nellie. From “Jean Toomer in his Time: An Intro-
duction,” in Jean Toomer: A Critical Evaluation.
Edited by Therman B. O’Daniel. Howard Univer-
sity Press, 1988. Copyright © 1988 by Howard
University Press. All rights reserved. Reproduced
by permission.—McLaren, Joseph M. From “Early
Recognitions: Duke Ellington and Langston
Hughes in New York, 1920-1930,” in The Harlem
Renaissance: Revaluations. Edited by Amritjit
Singh, William S. Shiver, and Stanley Brodwin.
Garland Publishing, Inc., 1989. © 1989 Amritjit
Singh, William S. Shiver, and Stanley Brodwin. All
rights reserved. Reproduced by permission of the
editors.—Meche, Jude R. From “Marita Bonner,”
in Dictionary of Literary Biography, Volume 228:
Twentieth-Century American Dramatists. Edited
by Christopher J. Wheatley. The Gale Group,
2000. Copyright © 2000 by The Gale Group. Re-
produced by permission.—Miller, Nina. From
“‘Our Younger Negro (Women) Artists’: Gwen-
dolyn Bennett and Helene Johnson,” in Making
Love Modern: The Intimate Public Worlds of New
York’s Literary Women. Oxford University Press,
1998. Copyright © 1998 by Oxford University
Press. All rights reserved. Reproduced by permis-
sion.—Miller, R. Baxter. From “‘Some Mark to
Make’: the Lyrical Imagination of Langston
Hughes,” in Critical Essays on Langston Hughes.
G.K. Hall, 1986. Copyright © 1986 by G.K. Hall.
All rights reserved. The Gale Group.—Mitchell,
Verner D. From the introduction to This Waiting
for Love: Helene Johnson, Poet of the Harlem Re-
naissance. University of Massachusetts Press,
2000. Copyright © 2000 by University of Mas-
sachusetts Press. All rights reserved. Reproduced
by permission.—Parascandola, Louis J. From An
Eric Walrond Reader. Wayne State University
Press, 1998. Copyright © 1998 by Wayne State
University Press. All rights reserved. Reproduced
by permission.—Peplow, Michael W. From George
S. Schuyler. Twayne Publishers, 1980. Copyright
© 1980 by Twayne Publishers. The Gale Group.—
Perry, Patsy B. From “Willis Richardson,” in Dic-
tionary of Literary Biography, Volume 51: Afro-
Ameican Writers from the Harlem Renaissance to
1940. Edited by Trudier Harris and Thadious M.
Davis. The Gale Group, 1987. Copyright © 1987
Gale Research Company.—Rampersad, Arnold.
From “Langston Hughes and Approaches to Mod-
ernism in the Harlem Renaissance,” in The Har-
lem Renaissance: Revaluations. Edited by Am-
ritjit Singh, William S. Shiver, and Stanley
Brodwin. Garland Publishing, Inc., 1989. © 1989
Amritjit Singh, William S. Shiver, and Stanley
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Brodwin. All rights reserved. Reproduced by per-
mission of the editors.—Robinson, William H.
From Black New England Letters: The Uses of
Writings in Black New England. Trustees of the
Public Library of the City of Boston, 1977. Copy-
right © 1977 by Trustees of the Public Library of
the City of Boston. All rights reserved. Reproduced
by permission.—Sanders, Mark A. From “The Bal-
lad, the Hero, and the Ride: A Reading of Sterling
Brown’s ‘The Last Ride of Wild Bill,’” in The Furi-
ous Flowering of African American Poetry. Edited
by Joanne V. Gabbin. University of Virginia, 1999.
Copyright © 1999 by University of Virginia. All
rights reserved. Reproduced by permission.—Sin-
nette, Elinor Des Verney. From Arthur Alfonso
Schomburg: Black Bibliophile & Collector. The
New York Public Library & Wayne State Univer-
sity Press, 1989. Copyright © 1989 by The New
York Public Library & Wayne State University
Press. All rights reserved. Reproduced by permis-
sion of the author.—Slavick, William H. From
“Going to School to DuBose Heyward,” in The
Harlem Renaissance Re-Examined. Edited by Vic-
tor A. Kramer. AMS, 1987. Copyright © 1987 by
AMS. All rights reserved. Reproduced by permis-
sion.—Slavick, William H. From DuBose Hey-
ward. Twayne Publishers, 1981. Copyright ©
1981 by Twayne Publishers. The Gale Group.—
Stewart, Jeffrey C. From Rhapsodies in Black: Art
of the Harlem Renaissance. University of Califor-
nia Press, 1997. Copyright © 1997 by University
of California Press. All rights reserved. Repro-
duced by permission.—Stoff, Michael B. From
“Claude McKay and the Cult of Primitivism,” in
The Harlem Renaissance Remembered. Edited by
Arna Bontemps. Dodd, Mead & Company, 1972.
Copyright © 1972 by Dodd, Mead & Company.
All rights reserved. Reproduced by permission.—
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sity Press, 1996. Copyright © 1996 by Oxford
University Press. All rights reserved. Reproduced
by permission.—Tate, Claudia. From The Selected
Works of Georgia Douglas Johnson. G.K. Hall &
Co., 1997. Copyright © 1997 by G.K. Hall & Co.
All rights reserved. The Gale Group.—Tracy,
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Blues,” in Langston Hughes: Critical Perspectives
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© 1993 by Amistad Press. Reproduced by permis-
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Reproduced by permission of the editors.—Tyler,
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reserved. Reproduced by permission.—van Not-
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Rodopi. All rights reserved. Reproduced by per-
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1987. Copyright © 1987 by AMS Press. All rights
reserved. Reproduced by permission.—Walker,
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rights reserved. Reproduced by permission.—
Wall, Cheryl A. From the foreword to This Wait-
ing for Love: Helene Johnson, Poet of the Harlem
Renaissance. Edited by Verner D. Mitchell. Uni-
versity of Massachusetts Press, 2000. Copyright ©
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right © 1995 by Indiana University Press. All rights
reserved. Reproduced by permission.—Washing-
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gent Female Hero,” in Zora Neale Hurston: Criti-
cal Perspectives Past and Present. Edited by Henry
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1993. Copyright © 1993 by Amistad Press. Repro-
duced by permission of Henry Louis Gates, Jr.—
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sance to 1940. Edited by Trudier Harris. Gale Re-
search, Inc., 1987. Copyright © 1987 by Gale Re-
search, Inc. All rights reserved. Reproduced by
permission.—Willis-Braithwaite, Deborah. From
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Harry N. Abrams, Inc., 1987. Copyright © 1987 by
Harry N. Abrams, Inc. All rights reserved. Repro-
duced by permission.—Wintz, Cary D. From
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Press, 1988. Copyright © 1996 by Texas A&M
University Press. Reproduced by permission.—
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1990 by Iowa State University Press. All rights
reserved. Reproduced by permission. Copyright
to all editions of the Black Press, U.S.A. is owned
by Alice A. Tait.—Woodson, Jon. From To Make a
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Copyright © 1998 by University of Mississippi
Press. All rights reserved. Reproduced by permis-
sion.—Zamir, Shamoon. From Dark Voices: W. E.
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University of Chicago Press, 1995. Copyright ©
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reserved. Reproduced by permission.

Photographs and illustrations in Harlem
Renaissance were received from the
following sources:
African American soldiers of the 368 Infantry,
photograph. Corbis. Reproduced by permis-
sion.—Apollo Theater marquee, “See You Soon,”
photograph. AP/Wide World Photos. Reproduced
by permission.—“Aspects of Negro Life: The Ne-
gro in an African Setting,” painting by Aaron Dou-
glas, photograph by Manu Sassoonian. Schom-
burg Center for Research in Black Culture, The
New York Public Library, Art Resource, NY. Repro-
duced by permission.—“Ethiopia Awakening,”
sculpture by Meta Warrick Fuller, photograph.
Schomburg Center for Research in Black Culture,
The New York Public Library/Art Resource, NY.
Reproduced by permission. Bailey, Pearl, photo-
graph by Carl Van Vechten. Reproduced by per-
mission of the Estate of Carl Van Vechten.—
Baker, Josephine, in a scene from the 1934 film
Zou Zou, directed by Marc Allegret, photograph.
The Kobal Collection. Reproduced by permis-
sion.—Bennett, Gwendolyn, photograph. Repro-
duced by permission of Helaine Victoria Press and

the Moorland-Spingarn Research Center, Howard
University.—Black Cross nurses, parading down a
street in Harlem during the opening of the Univer-
sal Negro Improvement Association convention,
photograph. © Underwood & Underwood/Corbis.
Reproduced by permission.—Bonner, Marita, sit-
ting with her husband, William Occomy, photo-
graph. Radcliffe Archives, Radcliffe Institute, Har-
vard University. Reproduced by permission.—
Bontemps, Arna, photograph. Fisk University
Library. Reproduced by permission.—Braith-
waite, William Stanley, photograph. Fisk Univer-
sity Library. Reproduced by permission.—Brown,
Sterling, photograph. Fisk University Library.
Reproduced by permission.—Calloway, Cab, pho-
tograph by Carl Van Vechten. The Estate of Carl
Van Vechten. Reproduced by permission.—
Circular diagram showing difference between
speech and silence (Figure A), compared with
circular diagram showing the linearity of silence
and speech by marking the trajectory as a circuit
(Figure B). The Gale Group.—Cotton Club, Har-
lem, New York City, ca. 1920-1940, photograph.
Corbis Corporation. Reproduced by permis-
sion.—Cover from Black Thunder, by Arna Bon-
temps. Beacon Press, 1992. Copyright 1936 by
The Macmillan Company, renewed 1963 by Arna
Bontemps. Reproduced by permission.—Cover
from The Crisis: A Record of the Darker Races, edited
by W. E. B. Du Bois, 1910, print.—Cover of the
program for DuBose Heyward and Ira Gershwin’s
libretto Porgy and Bess, photograph. Hulton/
Archive. Reproduced by permission.—Cullen,
Countee, photograph. The Bettmann Archive/
Corbis-Bettmann. Reproduced by permission.—
Diagram showing the word fixed in the middle of
a diagrammatically circumscribed cross becom-
ing a vehicle for the attempted transcendence of
silent difference and the aspiration to silent non-
difference. The Gale Group.—Douglas, Aaron (oil
on canvas painting), photograph. Gibbs Museum
of Art/CAA. Reproduced by permission.—Du Bois,
W. E. B., photograph. Fisk University Library.
Reproduced by permission.—Du Bois, W. E. B.
(top right), and others working in the offices of
the NAACP’s Crisis magazine, photograph. © Un-
derwood & Underwood/Corbis. Reproduced by
permission.—Ellington, Duke, and Louis Arm-
strong (performing), 1946, photograph. AP/Wide
World Photos Inc. Reproduced by permission.—
Exterior view of Abyssinian Baptist Church, New
York City, c. 1923, photograph. Corbis Corpora-
tion. Reproduced by permission.—Exterior view
of Lafayette Theatre in Harlem, 7th Avenue be-
tween 131st and 132nd Streets, photograph. Cor-
bis. Reproduced by permission.—“Ezekiel Saw the
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Wheels,” painting by William H. Johnson. The
Library of Congress.—Fauset, Jesse Redmon, pho-
tograph. The Library of Congress.—Fauset, Jessie,
Langston Hughes and Zora Neale Hurston, photo-
graph. Schomburg Center for Research in Black
Culture, The New York Public Library/Art Re-
source, NY. Reproduced by permission.—Fisher,
Rudolph, photograph. The Beinecke Rare Book
and Manuscript Library. Reproduced by permis-
sion.—Frontispiece, caricature drawing by Miguel
Covarrubias, from “Keep A-Inchin’ along,” writ-
ten by Carl Van Vechten, (left to right), Carl Van
Vechten, Fania Marinoff, and Taylor Gordon.
Special Collections Library, University of Michi-
gan. Reproduced by permission.—Garvey, Marcus
(center), handcuffed to a deputy after he is es-
corted from a courtroom after being sentenced to
five years in Atlanta Penitentiary for mail fraud,
photograph. © Bettmann/Corbis. Reproduced by
permission.—Garvey, Marcus, photograph. Con-
sulate General of Jamaica. Reproduced by permis-
sion.—Garvey, Marcus, standing in front of a
UNIA club in New York, photograph. Hulton/
Archive. Reproduced by permission.—Grimké,
Angelina Weld, photograph. Reproduced by per-
mission of Helaine Victoria Press and the
Moorland-Spingarn Research Center, Howard
University.—Harlem bookstore known as the
“House of Common Sense and the Home of
Proper Propaganda” hosting the registration for
the Back-to-Africa movement, photograph. ©
Bettmann/Corbis. Reproduced by permission.—
Heyward, DuBose, photograph. The Library of
Congress.—Horne, Frank, photograph. AP/Wide
World Photos. Reproduced by permission.—
Hughes, Langston, photograph. The Bettmann
Archive/Newsphotos, Inc./Corbis- Bettmann.
Reproduced by permission.—Hurston, Zora
Neale, photograph. Yale Collection of American
Literature, Beinecke Rare Book and Manuscript
Library. Reproduced by permission of Carl Van
Vechten Papers.—Jacket of The Souls of Black Folk,
by W. E. B. Du Bois. Random House, 1996. Jacket
portrait courtesy of the Bettman Archive.—The
January, 1991 PLAYBILL for Langston Hughes and
Zora Neale Hurston’s Mule Bone, directed by
Michael Schultz by the Ethel Barrymore Theatre,
at Lincoln Center Theater, some men and one
woman are sitting on a porch listening to a man
playing a guitar, photograph. PLAYBILL ® is a
registered trademark of Playbill Incorperated,
N.Y.C. All rights reserved. Reproduced by permis-
sion.—Johnson, Charles S., photograph. Fisk Uni-
versity Library. Reproduced by permission.—
Johnson, William H., self portrait painting. The
Library of Congress.—Johnson, James Weldon,

photograph. The Library of Congress.—Larsen,
Nella (1891-1964), photograph. The Beinecke
Rare Book and Manuscript Library. Reproduced
by permission.—Larsen, Nella (shaking hands,
four men to her left), photograph. UPI/Corbis-
Bettmann. Reproduced by permission.—Leibow-
itz, Sam, Patterson, Heywood (Scottsboro boys),
phototgraph. UPI/Corbis-Bettmann. Reproduced
by permission.—Locke, Dr. Alain, photograph.
The Library of Congress.—McKay, Claude, photo-
graph. The Granger Collection, New York. Repro-
duced by permission.—Members of the NAACP
New York City Youth Council holding signs and
picketing for anti-lynching legislation in front of
the Strand Theatre in Times Square, photograph.
Courtesy of The Library of Congress. Reproduced
by permission.—NAACP anti-lynching poster,
photograph. Archive Photos. Reproduced by per-
mission.—Nelson, Alice Ruth Moore Dunbar,
photograph. Reproduced by permission of He-
laine Victoria Press and the Ohio Historical Soci-
ety.—Original typewritten manuscript from
Harlem/Good Morning, Daddy, written by Langston
Hughes. Reproduced by permission of Harold
Ober Associates Incorporated for the Estate of
Langston Hughes.—Parade of men, opening of
the annual convention of the Provisional Repub-
lic of Africa in Harlem, carrying banners and a
paintng of the “Ethiopian Christ,” banner above
street: “Summer Chatauqua of the Abyssinian
Baptist Church,” New York, photograph by
George Rinhart. Corbis Corporation. Reproduced
by permission.—Pedestrians walking on East
112th Street in Harlem, New York, photograph. ©
Bettmann/Corbis. Reproduced by permission.—
Rex, Ingram, photograph. The Kobal Collection.
Reproduced by permission.—Robeson, Paul, as
Brutus Jones, throwing his hands up, surrounded
by ghosts, scene from the 1933 film The Emperor
Jones, photograph. ©Underwood & Underwood/
Corbis. Reproduced by permission.—Robinson,
Bill (with Shirley Temple), photograph. AP/Wide
World Photos. Reproduced by permission.—
Scene from the movie Birth of A Nation, 1915,
photograph. The Kobal Collection. Reproduced
by permission.—Schuyler, George S., photograph
by Carl Van Vechten. Reproduced by permission
of the Estate of Carl Van Vechten.—Smith, Bessie,
photograph. New York Public Library.—Spencer,
Anne, photograph. Reproduced by permission of
Helaine Victoria Press and the Literary Estate of
Anne Spencer.—Thurman, Wallace, photograph.
Reproduced by permission of the Beinecke Rare
Book and Manuscript Library.—Title page from
Anthology of Magazine Verse for 1920, edited by
William Stanley Braithwaite, all text. Courtesy of
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the Graduate Library, University of Michigan.
Reproduced by permission.—Title page from The
Book of American Negro Poetry, written by James
Weldon Johnson, all text. Courtesy of the Gradu-
ate Library, University of Michigan. Reproduced
by permission.—Title page from Caroling Dusk,
edited by Countee Cullen, all text. Special Collec-
tions Library, University of Michigan. Repro-
duced by permission.—Title page from Frye Street
& Environs: The Collected Works of Marita Bonner,
by Joyce Flynn and Joyce Occomy Stricklin. Copy-
right © 1987 by Joyce Flynn and Joyce Occomy
Stricklin. Reproduced by permission of Beacon
Press, Boston.—Title page from The Weary Blues,
written by Langston Hughes. Special Collections
Library, University of Michigan. Reproduced by
permission.—Toomer, Jean (foreground), sitting
in front of typewriter while his wife, Marjory La-
timer, stands next to him looking over his shoul-
der, photograph. © Bettmann/Corbis. Repro-

duced by permission.—Toomer, Jean,
photograph. Beinecke Library, Yale University.
Reproduced by permission.—Two women walk-
ing with two girls, photograph. Corbis. Repro-
duced by permission.—Unemployed black men
talking together, 1935, Lennox Avenue, Harlem,
photograph. Corbis-Bettmann. Reproduced by
permission.—VanDerZee, James, photograph.
AP/Wide World Photos. Reproduced by permis-
sion.—Van Vechten, Carl, photograph. AP/Wide
World Photos. Reproduced by permission.—View
of Lenox Avenue in Harlem, photograph. Corbis.
Reproduced by permission.—Walrond, Eric, a
drawing. Winold Reiss Collecection/Fisk Univer-
sity Library. Reproduced by permission.—West,
Dorothy, Martha’s Vineyard, Massachusetts,
1995, photograph. AP/Wide World Photos. Re-
produced by permission.—White, Walter, photo-
graph. Library of Congress.
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