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Abstract: This essay examines the ways in which the Lindyp lgrovided a means of escape,
freedom, and rebellion for Black, working-class wemduring the swing era. Rudolph Fisher’s
“The Lindy Hop,” Ann Petry’s “In Darkness and Cosifon,” Ann Petry’sThe Streetand
Debbie Allen’sStompin’ at the Savogoincide with the social history of the era andwver that
the Lindy Hop and jazz culture held a great deakotial power for Black, working-class
women. Because of expectations for the Black ferbaldy, Black, working-class women who
danced the Lindy Hop were not just rebelling agaiihsir White employers, but also the Black
bourgeoisie and the older generation; in this vilagse women were reclaiming their bodies for
pleasure rather than wage labor.
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“Through sound and movement—through their bodies-siomans, dancers, and athletes
enact the formative ideas of the age. Culturatipction is political. And intellectual.”

- Gena Caponi-Tabery inJump for Joy: Jazz, Basketball, and Black Culturel®30s
America
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In “The Negro Artist and the Racial Mountain,” Latgn Hughes famously wrote, “jazz
to me is one of the inherent expressions of Nefgarl America; the eternal tom-tom beating in
the Negro soul—the tom-tom of revolt against wessin a white world, a world of subway
trains, and work, work, work; the tom-tom of joydalaughter, and pain swallowed in a smile”
(43). In this passage, Hughes points out an impbfrfiunction of jazz for the Black working-
class during the first half of the ®@entury: resistance to the White-dominated woflt¢abor.
Similarly, J.A. Rogers in “Jazz at Home” claimstthglazz isn’t music merely[;] it is a spirit
that can express itself in almost anything. Thee tepirit of jazz is a joyous revolt from
convention, custom, authority, boredom, even sordrem everything that would confine the
soul of man and hinder its riding free on the &92). Both of these writers emphasize the use
of jazz not only as a means of revolt but also ssuace of freedom through that revolt. Hughes
points out the need for revolt against work, whiehlinks with the White world; after long hours
of hard labor, many Black working-class people has time agreed and took solace in jazz
dance. These young, Black men and women incluag¢dmly “kitchen mechanics,” a slang
term for maids and cooks, but also waiters, partelsormen, secretaries, hairdressers,
stevedores, carpenters, and janitors. Many oktBésck, working-class youth in the late 1920s
through 1940s spent their leisure time at the S&8adlroom, visiting nightclubs to listen to jazz,
drinking, and/or engaging in sensual pleasuressd lagtivities were not simply fun; they were a
means of escape: a way to freedom from their lagesenial wage workers. At the most basic
level, jazz culturtallowed the workers to reclaim their bodies aswree of personal enjoyment
rather than a mechanism of labor. Furthermongravided some of these Black youth a chance
for achievement as well as a means to resist tin@rdmt culture, both the White and Black
bourgeois culture that emphasized the importaneeodk and respectability.

Previous scholarship on this time period has fodugeimarily on jazz music,
overlooking the importance of dance research. igniftroduction toRepresenting JazXrin
Gabbard claims that until this collection, thosatics writing about jazz ignored the
“extramusical aspects of jazz” such as dance, stglielanguage, and social relations (3).
Likewise, Brenda Dixon Gottschild asserts thataoking at performance history, “the pivotal
role of dance has been trivialized while other pariing arts (music, in particular) have been the
focus of print documentation and scholarly attamtil0). At the same time, Jacqui Malone
points out the importance of dance, particularlyidsh American dance, as a means of
liberation and rebellion. She claims that dancelps drive the blues away and provides rich
opportunities to symbolically challenge societatrhrchies by offering powers and freedoms
that are impossible in ordinary life” (1). In respse to the neglect of dance in jazz studies and
performance studies, this essay examines the wayshich Black working-class women
participated in jazz culture and the Lindy Hop. amg on the cultural history of the Lindy
Hop, | argue that Black, working-class women ndiydaund solace and escape in dancing but
also a means to resist expectations for their raless, and gender. In examining fictional
accounts in literature and film, 1 show that thespresentations of the Lindy Hop and jazz
culture mirror real-life experiences.
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At the very least, jazz, including music and darneas a way to escape the daily grind
that Black, working-class youth experienced. St hénall claims that the “feverish dancing of
the Savoy's stompers released the daily tensiorigeoin the pressuri[z]Jed world of Harlem’s
hipster clubs” (59). Likewise, Robin D. G. Kellexplains that “[flor many working-class men
and women who daily endured back-breaking wage wovkincome, long hours, and pervasive
racism, these urban dance halls were places tpeeate, to take back their bodies” (142). In an
effort to forget their daily routines, “black wonrg people of both sexes shook and twisted their
already overworked bodies, drank, talked, engageskekual play, and—in spite of occasional
fights—reinforced their sense of community” (142)ouis A. Erenberg believes that “moving
the audiences to ecstatic release” was the “magbitant function” that the bands who played
jazz music could perform (111). In fact, dancirsgaaform of escape was so popular amongst
domestics that the Savoy deemed Thursday nightcH&n Mechanics’ Night.” The Savoy
allowed women to enter for free on Thursdays, amdtnof the frequenters were maids and
cooks who had the night off, but had to work alkelend (Watson 139; Engelbrecht 5). Frankie
Manning, a famous Lindy Hopper, recounts that KetctiMechanics’ Night was “for folks who
were working all week, so you got a lot of one-tégh. Most of them were women, domestics
who got Thursdays off, and they were ready to pdfg). With only one night off from their
consuming jobs, these Black women needed a chanoglax and have fun. In light of their
looming weekend of work, they needed this form sufape.

Perhaps most significantly, jazz culture also gBlack, working-class women a means
to resist the dominant culture. Because of thecemnover young, Black women’s sexuality,
Black, working-class women were in a particulardyiand the expectations for their bodies were
carefully prescribed. The link between promiscuaitd dancing caused parents, employers, and
community leaders to worry about the young, Blacmen migrating from the South. As Hazel
Carby says, “[tlhe movement of black women betwearal and urban areas and between
southern and northern cities generated a seri@soodl panics. One serious consequence was
that the behavior of black female migrants was attarized as sexually degenerate and,
therefore, socially dangerous” (739). StereotygfeBlack women as naturally promiscuous and
overly sexual increased the fears that young, Bi&oknen, now living away from home and
given the chance to explore new venues for thé&ute time, would become unruly and wild.
Carby explains that numerous fears existed in thaes of migrating young, Black women:
“fears of a rampant and uncontrolled female setydiears of miscegenation; and fears of the
assertion of an independent black female desire tha been unleashed through migration”
(745-46). These fears were shared by parentBldek bourgeoisie, and Whites alike. Thus,
“[w]ith the increasing popularity of movies, danbealls, and amusement parks, community
members and relatives became more concerned abauaind with whom their young women
spent their leisure time. Reformers and the poditso attempted to regulate working-class
women’s social lives and especially their sexuéalilyicks 419). Black, working-class women’s
sexuality was considered threatening and their ragseof independence and choice in
entertainment served as another means of rebeltjamst expectations for their bodies.
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For the older generations and the Black bourgepiBiack, working-class women'’s
dancing opposed the values of respectability amd Wwark. According to Hazel V. Carby:

[tlhe need to police and discipline the behavior bddick women in cities,
however, was not only a premise of white agencres iastitutions but also a
perception of black institutions and organizatioasd the black middle class.
The moral panic about the urban presence of apiharencontrolled black
women was symptomatic of and referenced aspedtseaiore general crises of
social displacement and dislocation that were aabgemigration. (741)

Wanting to separate themselves from the sterestyqf African Americans as lazy and
disreputable, the Black bourgeoisie rejected aatvithat did not coincide with a strong work
ethic. Rather than engage in forms of entertainmige dancing, the Black bourgeoisie
promoted respectable leisure time activities ltkese sponsored by the church. Thus, the surge
of young, Black women migrating to the city incitpdnic as these women were not only alone
and unchaperoned, but also interested in explaihthe entertainment options offered in the
city. Cheryl D. Hicks believes “[s]Juch anxiety albdchow young women seemed captured by
secular music and behavior epitomized black leaderd family members’ authentic concerns
about individual women’s welfare in addition to ithbelief that respectability was a viable
strategy for racial advancement and a stable hdafeie(#32). The older generations and the
Black bourgeoisie viewed dance halls as temptdtormigrating young, Black women: “they
agreed that the urban trappings of ‘silk and eledights’ and other ‘evil influences’ such as
dance halls and saloons caused young women tatigy’a@Hicks 431). In this way, dance halls
and the Black women who frequented them becamestieeny to racial advancement since
dance halls were considered both morally reprebénsis well as a distraction from reputable
work.

In addition, dance halls were also considered ttemg of racial advancement because
they distracted people from work, and the Blackrgeaisie feared that the entire race would be
labeled lazy if the working-class did not displagteong work ethic. In their minds, the appeal
of dancing might tempt the Black working-classaave work early, not show up to work at all,
or even refuse certain duties. For instance, dbcsewho only have Thursday nights off might
refuse to stay and work that night when asked by thistresses to do extra tasks. Furthermore,
the Black bourgeoisie feared that dancing longlzerd into the night might be so tiring that the
Black, working-class women would not be able toparnty perform their duties the following
day. According to Tera Hunter, “[tlhe black bousgge lamented the shame and disgrace that
befell the entire race when workers failed to liwe to the highest expectations of dutiful
service” (179).
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While the Black bourgeoisie feared the implicatimisdance interfering with wage work, the
Black working-class celebrated the freedom it pdedi “[tlhe masses of black women and men
embraced dancing because it met needs not comyplstgisfied by the church or other
institutions; it countered the debilitating impadtwage labor” (Hunter 178). In this way, the
dancers were rejecting the expectations of the leiddss and its values, and, instead,
constructed their own working-class set of valuesivipging leisure time over work time—and
reclaiming their bodies for their own use. As Hrrgxplains,

[b]oth sides understood that dancing interferechwiage work, though clearly
from antithetical perspectives. The elite saw damas a hindrance to the
creation of a chaste, disciplined, submissive, hadi-driving labor force—the
hallmarks of the Protestant work ethic. Workerss saas a respite from the
deadening sensation of long hours of poorly comgieaslabor—critical to the
task of claiming one’s life as one’s own. (180)

However, dancing was not a complete refusal of wouk rather a specific refusal of wage labor
that was repetitive, non-engaging, and poorly pa&dcording to Hunter, “[tlhough dancing was
seen as interfering with wage labor, the connatatid ‘work’ in black culture had multiple
meanings. Work not only meant physical labor,Isbameant dancing....The ethics of drive,
achievement, and perseverance took on a differelanmg when removed from the context of
wage relations” (181). While the Black bourgeoifgared that the working-class’s privileging
of leisure time would reinforce the stereotypeldit race being lazy, the Black, working-class
viewed dancing as a form of work, just not wagevtabDancing provided them with a skill that
could be practiced, modified through creative inmsation, and perfected which, in turn, was a
more rewarding achievement than the repetitive wioak was performed as a domestic worker.

Moreover, this alternative definition of work pided Black women, in particular, with a
new understanding of their gender performancea Bociety which valued femininity in only
one particular definition, that of White womanho&lack, working-class women sought ways
to create their own understandings of femininifyera Hunter claims that “[tlhe value placed on
dancing as hard work resonated in particular wiicAn-American women workers in a society
in which the highest valorization of womanhood viegely defined by non-work. The ideal
woman did not engage in wage work, and the ideah&mgds vocation in the home was not
considered work” (181). Dancing provided a meansgvhich “black women could reconstruct
notions of womanhood” (Hunter 181). To illustréer point, Hunter provides the example of a
woman in the community named Sue: “Sue worked hi#e,a man, during the day, but she
shed her industrial pants and worked hard as a wahanight, as she danced in a setting in
which femininity was appreciated for its compattlilwith work of several different orders”
(181-82). Instead of accepting the definition ohiW¥ femininity, Black women decided that a
woman could work both during the day and at night.
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Shedding the demoralizing maid uniform she worerduthe day, she could dance in beautiful,
feminine dresses and celebrate her body and sgxudh fact, “in dance halls, black beauty
could be highlighted and celebrated” (Hunter 188Jack dance, particularly the Lindy Hop,
privileges the movement of the hips and buttockerdfore, Black women’s bodies were
celebrated as they perfected these moves. Withaltannative definition of femininity and
beauty, the Black, working-class women who freqeeéndance halls found places of escape
from the degradation they felt in the White world.

For Whites, Black, working-class women’s danciapected the idea that the Black body
was to be used only for labor in White homes. Winitistresses saw the Black, working-class
woman as her property, and any exertion outsideeiVhite home was work robbed from her.
In this way, “[w]hite employers opposed the viabatiof what they considered their rightful
claim to restrict Black women’s exertions to manwabrk” (Hunter 179). These White
employers feared that if a Black woman danced iglhtn she would not have the energy to
complete her duties inside the White home the ¥ahg day. Additionally, the linking of
dancing with sex incited fear: “[ijt was believeldat dancing encouraged sexual promiscuity
among black women, who would then taint the whiveideholds through their illicit activity”
(Hunter 179). Similarly, “[w]hite employers alsbjected to dancing by black domestic workers
because they feared that the dance halls bredl smeitagions that would infect their homes”
(Hunter 179). Thus, like the Black bourgeoisie whared the sexual connotations of Black
dance might lead to sexual promiscuity amongst Blaomen, the White employers also
worried that Black women might be doing more thast dancing. Of course, White mistresses
who believed that their maids were interested idusig all White men were particularly
concerned with the possibility that these women ldialeep with the mistresses’ husbands.
Despite all the fears of the contamination of thkité/household, “[tlhe mere sight of African
Americans, especially domestic workers, derivingaglre and expressing symbolic liberation in
dance halls by posing alternative meanings of aahertion seemed threatening to employers”
(Hunter 185). If domestic workers could reclaimittbodies for themselves in dance halls, then
they might also begin to reject the entire notibattthey should work in White households
altogether. Black, working-class women were, thaefjantly dancing. They were not only
rejecting the ideas of their own race, in termsvb&t was deemed appropriate and necessary for
their time and sexuality, but also rejecting theaisl of White culture that believed it owned the
Black body.

This resistance to dancing and the culture surrmgnd created a space where Black,
working-class women could construct their own idalsut race, class, and gender. Constantly
at battle with their parents, employers, the Blackirgeoisie, and mainstream White culture,
these women were responsible for deciding for tkedwies what constituted femininity, who
owned the Black body, and how a working-class ysuthsure time should be spent.
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Even though they may not have been concerned halpolitical implications surrounding their
desires to dance, these women, nonetheless, ikjgeeexpectations that Whites and the Black
bourgeoisie had for them consequently forming &ucal identity that fit their needs and desires.
Tired of working long hours in White households;ba&fing told that they should be chaste and
religious; of being inappropriately judged basedlwir gender and skin color; these women put
on their dancing shoes and reclaimed their bodiesr-& only for one night a week.

Therefore, jazz music and dance and the culhatedurrounds them can be described as
a source of freedom and resistance for Black, workiass women in the early part of thd"20
century. Not surprisingly, some of the writerstlois time period also portrayed jazz culture in
this light. While | do draw from some historicacaunts of Black, working-class women of this
time period, fiction provides a unique narrativelled experiences of these women. Because this
was a time when Black, working-class women'’s exgreres were not valued, only a very limited
record of their lives, particularly their limite@isure time, exists. Black writers were familiar
with the cultural practices of African Americans, their works can provide a glimpse into the
leisure time activities enjoyed during this timeMore specifically, Ann Petry, a former
journalist, was intimately aware of the lives oé tBlack working-class since she researched and
wrote about them for many of her newspaper piedérefore, fiction helps us fill in the blanks
and tell the story of women who would otherwise hate a voice. For this reason, | examine
how Rudolph Fisher’s “The Lindy Hop,” Ann Petry’;“Darkness and Confusion,” Ann Petry’s
The Streetand Debbie Allen’s made-for-television filnstompin’ at the SavoMlustrate how
dancing and jazz culture provided a means of eseapgerebellion for Black working-class
female characters. Through dancing, listeningaiaz j and going to nightclubs, these characters
are able to reclaim their bodies for the use caglee rather than for the use of work set forth by
the Black and White middle-class. In discussing tise of music in African American literary
texts, Saadi A. Simawe'’s introductionBtack Orpheusleems this music “orphic music because
the writers discussed attribute subversive, umsgitantiestablishment, and ultimately liberating
and transforming power to the music and the musscthey portray” (xxiii)). Simawe believes
that “genuine freedom...cannot be expressed in laggu&ather, it is music, dance, and singing
that provide the adequate expression for the dégpelsmost complex spiritual and emotional
realities” (xxiii). The characters in “The Lindydg,” “In Darkness and ConfusionThe Street
and Stompin’ at the Savoyhether consciously or unconsciously, illustr@tmawe’s position,
thus experiencing their freedom through jazz masit dance.

The short story “The Lindy Hop” by Rudolph Fishanpublished but probably written
between 1932 and 1933, illustrates resistive desaliof the Lindy Hop for the young, Black
working-class protagonist, Tillie. Though she ist rattempting to make a bold political
statement through her dancing, she is resistingotler generation’s negative viewpoint, as
portrayed by her grandmother, of jazz culture. éThndy Hop” tells the story of a young girl,
Tillie, who defies her grandmother to participateaiLindy Hop contest at the Arcadia ballroom.
Grammie fears that Tillie will win the Lindy Hop ctest and become a dance-hall hostess, an
occupation that Grammie claims killed Tillie’s meth
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Grammie wishes that Tillie would spend her timehwitep, one of her boarders, “out ‘mongst
some quality folks” (288). However, Tillie respantb her grandmother’s request with “Pepper
don’ dance” making it very clear that her mainndt only, interest is in Lindy Hop (288).
Although her enthusiasm for dance, as well as fhenimg scene in which she happily dances
around the kitchen, are indicators of her lovetf@ dance, Tillie appears to see Lindy Hop as
her way out of her dead-end job. Tillie tries t@lain to her grandmother that she has a good
chance of winning the Lindy Hop contest which wasult in an offer for a job as a hostess at the
ballroom. She claims, “I got a chance to make tywdrucks a week” (288). In addition, she
reasons, “lI sweat all day downtown over dressesofber girls to dance in. When my turn
comes, I'm gonna have it. | can take care o' nfy9@89). According to Steve Chibnall,
“mastery of ‘the Lindy Hop’ offered celebrity stattand a sense of achievement to lowly
‘kitchen mechanics’, cooks and maids who massethersprung and constantly vibrating floor
of the Savoy on a Thursday night” (58). Just askitchen mechanics wanted to gain a kind of
celebrity status and sense of achievement, Taligyorking-class woman herself, wants to be
more than just a laundress. As a twenty year dé&tlBworking-class woman, Tillie believes
that she has a right to make her own choices, we$gr grandmother’s insistence that the
dancing will kill her, and make a better life foerkelf. The Lindy Hop is not only a means for
her to temporarily escape her working-class woyies, hopefully, a more permanent one if she
can become a hostess.

Besides Tillie's obvious plans to use the LindypHas a means to escape her working-
class position, Fisher’'s story also describes htwmgugh dancing, other Black, working-class
youth feel released from the daily grind. Upondag in the Lindy Hop competition,

the boy and girl were no longer merely a boy anlj ghe no longer imprisoned
in a stuffy little Bronx kitchen, her dark arms geda suds; he no longer caged in
an elevator, droning endless floor after floor; hyoinstead, abruptly released,
their harbored impulses, accumulated during the Idull day like gunpowder
poured into a barrel, touched off at last by a lsgdirmusic, exploding in joyous
motion. (296)

Fisher's description of the dancers exemplifies iRdD. G. Kelley's assertion that the dance
halls were places for the working-class to feeValed from their status as mere workers, and to
recuperate from their daily troubles. Fisher etidsparagraph by saying that “[w]ith never the
loss of a precious step they bared themselvesetedicery of rhythm which transformed them
from shackled drudges into jubilant spirits of fleen” (296). The use of words like
“imprisoned,” “caged,” and “shackled” paint theiayd jobs as oppressive, while words like
“released,” “exploding,” and “freedom” establisheti.indy Hop as a liberating experience.
Most definitely, Fisher portrays the Lindy Hop ameaans by which these dancers find freedom
and happiness.
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However, Grammie is not swayed by this obvioupldis of happy dancing, and she
continues to see the Lindy Hop as a dangerousitgctivThough “[s]he watches the couples
transformed by the music from overworked laborersjubilant spirits of freedom,” she still
thinks the “dancing and the music are signs offbeil at work” (McCluskey 57). Before she
even enters the ballroom, Grammie says, “Lord hélanrd walks “forward into the mouth of
hell” (293). Once inside, she observes the exganadécor and reasons “[t]he devil sho’ know
how to sweeten the pizen. No wonder you can’'t Keephome” (293). Grammie’s conviction
that this contest is dangerous is so strong thatrisks her own health by dancing during the
contest to distract Tillie. Proclaiming that “[§tmy neck or Tillie’s,” she dances until she faint
and successfully prohibits Tillie from winning thendy Hop contest.

Grammie’s undying will to prevent Tillie from beming a dance hall hostess echoes the
fears of the Black bourgeoisie and older generatiofVhile Grammie does not appear concerned
so much with Tillie’'s work ethic, she certainly l@ses that dancing is immoral, insinuating the
conflation of dancing with sex. Tillie’'s sexuality never overtly discussed in this story, but
Grammie’s likening of the dance hall to hell resé&mslthe fears that the ballroom may breed
promiscuity. Working as a dance hall hostess weulaose Tillie to many men who may try to
convince her to sleep with them; Grammie probabbr$ that the pressures of working in such
an environment would be the destruction of a “ggoll like her grand-daughter. Thus, Tillie's
refusal to follow her grandmother’s rules and ggpttion in the Lindy Hop contest attest to the
resistant qualities of dancing for a young, Blacknwan. In this way, Tillie asserts her
independence and takes charge of her body to usef@wn purpose.

Like “The Lindy Hop,” Ann Petry’s “In Darkness ardonfusion” also illustrates the
resistance that jazz culture provides for the Blagrking-class woman. “In Darkness and
Confusion” tells the story of the Harlem riots @4B from the view point of William Jones, a
working-class, Black man. Jones lives in a tomflapartment with his wife, Pink, and his
niece, Annie May, and he anxiously awaits hearnognf his son, Sam, who is enlisted in the
Army in Georgia. The plot of the story revolveswand William’s concern for his son’s well-
being which is amplified when he hears that Sadoiag twenty years of hard labor for shooting
a White military police officer who initially shdtim in the stomach because he “wouldn’t go to
the nigger end of the bus” (Petry, "In Darkness &@mhfusion” 268). He then witnesses a
young, Black soldier being shot in a bar by a Whidp, which spurs a riot in the streets.

Though she is not a central character, Annie Makiaracter coincides with the real life
Black, working-class women who found dancing amt jaulture to be a form of escape and
rebellion. Her choice of clothing and makeup relslesithat of a female zoot suiter of the time:
“Too thin. Too much lipstick. Their dresses ware short and too tight” (Petry, "In Darkness
and Confusion" 264). Moreover, her nonchalant attitude toward hergol her questionable
conduct creates a chasm between her and Willianke the older generations and Black
bourgeoisie who coupled dancing with sexual promigcWilliam suspects that Annie May’s
late nights are probably spent engaging in disadgatactivities.
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When Annie May returns home at four o’clock in therning, he thinks, “Probably she was out
dancing” (256). But he quickly considers the al&give that she was doing more than just
dancing. In fact, he even thinks that she is inedlin prostitution or “treating®William knows
“that she didn’'t earn enough money to pay for h# theap, bright-colored dresses she was
forever buying” (264). To William, Annie May andeh friends’ behavior is inappropriate
because it does not fit within his definition ofrfminity. When he sees them outside a movie
theater, he is appalled that “[t|hey were all cheyvgum and they nudged each other and talked
too loud and laughed too loud. They stared hamlvaty man who went past them” (264). He
even confronts her saying, “nice girls ain’t rurinamound the streets at four o’clock in the
mornin” (271). Of course, Annie May just ignores laughs at her uncle, and she seems to
almost take pleasure in the fact that her behdotiners him so much.

Through her dress and behavior, Annie May stasdsrabellious character. Robin Lucy
explains that “Annie May is a ‘zoot girl’ who, likdhe male zoot-suiters of the period, dressed
the body as a defiant declaration of resistancpréscribed racial and economic roles” (17).
Likewise, Paige Dougherty Delano believes thatiKfl] oppositional zoot suiters, Annie May
emerges as a disorderly woman whose disturbingaappee must now be read as disturbing the
pillars of racism and the sex/gender system” (38)this way, Annie May’s desire for fun and
escape in her leisure time activities leads herew®ist the prescribed roles for her race and
gender. Unlike her uncle, she refuses to accepntidle-class notions of respectability, and
she and her friends, instead, form their own iddssut Black femininity. Like the women Tera
Hunter describes in Atlanta dance halls, Annie Meafines femininity in a way that disturbs the
formerly upheld belief in White femininity as thalg form of womanhood. Annie May and her
friends’ “lipstick also marks an unstable/unrulynfale identity, suggesting public, sexual young
women....The girls’ ‘staring’ at men shows their aetipresence, their refusal to accept the
passive roles assigned them by Black men and vgloitgety” (Delano 58-59). Luis Alvarez
claims that in combining both men and women'’s dhglwhile wearing heavy makeup, “female
zoot suiters transgressed the popular boundariégsmahinity and masculinity” and “used their
own bodies to simultaneously extend the limits a@ihvanhood and craft an alternative female
version of wartime masculinity that emphasized rthedependence and cultural difference”
(108). These women did not conform to acceptatriea$ of female “wartime masculinity” such
as the “Rosie the Riveter” image of dutiful factomprker; instead, they chose to take on a
resistive form of female masculinity that allowdetin sexual freedom as well as independence
from patriarchal figures. Alvarez explains thab]yf challenging notions of feminine beauty,
sexuality, and race that prescribed how they shbalthve, they discarded the submissive roles
that parents, middle-class activists, and even #wat boyfriends expected them to play” (108).
As a zoot girl, in both dress and behavior, Anni@yMresists the mainstream notions of
femininity as well as her uncle’s and the Black tgmoisie’s restrictions on her sexuality. She
embraces activities such as dancing and sexualtpityoffer her a form of escape from her
status as a domestic worker.
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In addition, Annie May also values leisure time owerk time which stands against her
uncle’s and the Black bourgeoisie’s strong worketiAnnie May often shows up late for work
or skips work altogether. At one point, Williamesvasks her, “How do you expect to keep a job
when you don’t show up half the time?” (Petry, Darkness and Confusion" 256). Yet, Annie
May’s nonchalant response, “lI can always get amathe,” proves that work does not concern
her (256). Instead, William suspects that “sheautfim he was a fool for working so hard” (256).
Rather than trying to live up to the standardshef tniddle-class work ethic, Annie May finds
pleasure in dancing, shopping, and, perhaps, examabplay. As Robin Lucy explains, Annie
May, “refus[es] to accept her place as a domestikear within the private household of a white
employer” (18). Thus, Annie May'’s refusal to addpe¢ middle-class value of a strong work
ethic is another way that she rebels against tipeatations for her as a Black, working-class
woman.

By the end of the story, Ann Petry fully cementsnfnMay’s as a rebellious character
who appears completely aware of her actions. A&sribt commences, people begin looting
White businesses and William sees Annie May in esslrshop: “there was something so
ferocious about the way her dark hands grippedntieed model that he resisted the onward
movement of the crowd to stare in fascination” (f3€tin Darkness and Confusion" 289). At
first, William does not understand why anyone wostdl be in a shop stripped of all its
merchandise, but Annie May’s intentions with thenmequin have nothing to do with stealing:

Her hands crept around the throat of the modelsaedsent it hurtling through the
air above the heads of the crowd. It landed sbb# window across the street.
The legs shattered. The head rolled to the curbe waist snapped neatly in
two....Annie May stood in the empty window and laugjlvégth the crowd when
someone kicked the torso into the street. (289)

At this point, William has a revelation and reatizthe catalyst for Annie May’s disregard for
work. The fact that the mannequin has a “pinkmtsd” conflates the image with that of the
White woman or, rather, the many White women wheehamployed Annie May. Though her
clothing and behavior throughout the story resmiishant notions of femininity, Robin Lucy
believes that “[d]uring the riot, Annie May’s defiee takes the form of a symbolic act against a
white and female world” (19). Upon witnessing tbene, William “felt that now for the first
time he understood her. She had never had anythuhgadly paying jobs—working for young
white women who probably despised her” (Petry,Darkness and Confusion” 289-90). In this
moment of outrage, Annie May transcends simply singsas a zoot girl, behaving in an
“unfeminine” way, or showing up late to work; sheleashes her anger on the form of a White
woman, proving that she is consciously aware ofgnetest against the White and middle-class
culture. Moreover, Annie May'’s outburst allows Wi to relate to her and even compare her
to his beloved son: “She was like Sam on that buSeorgia. She didn’t want just the nigger
end of things, and here in Harlem there wasn'tlangtelse for her.
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All along she’d been trying the only way she kneswtto squeeze out of life a little something
for herself” (290). With this in mind, William “a@mdons his middle-class value system, he takes
part in violence,” and “he undergoes a ritual tfarmmation, completing the symmetry of the
rebellious family and closing the generation gapidsntifying with Sam and Annie May”
(Adams 57). In the end, William finally understantthe political importance of Annie May’s
rebellious attitude. Rather than seeing her [neis#fwior as a sign of laziness or silliness,
William sees Annie May as a woman who seeks @ lgteasure in a life filled with racial and
gender oppression.

Therefore, the portrayal of jazz culture in “In rRaess and Confusion” is one of a
powerful, resistive nature. Embodied in the chiamaof Annie May, this resistive nature stands
as a force against the restrictive expectatiorth@dominant culture. In opposition to the older
generation, the Black bourgeoisie, and her Whitgleyers, Annie May is an independent,
sexual woman, and “[h]er flamboyant dress, her matching and her Lindy-hopping assert her
visibility, her presence, in the urban environmgihflicy 19). Robin Lucy believes “Annie May
is a female figure of the improvisational and pttdly revolutionary energy of the cultural
forms of the black urban and working class whichirdy the 1940s Ralph Ellison began to
associate with new forms of political power” (19Refusing to be the passive, submissive
woman that everyone expects of a Black, workingslavoman, Annie May acts out her
rebellion through dance, dress, and her final wibteitburst during the riot.

While “The Lindy Hop” and “In Darkness and Confusiopromote jazz culture and
dance as a freeing, joyful alternative to labornAretry’s 1946 novellhe Streetpffers a far
more dismal look at both the work life and leisuie of a Black, working-class woman.
Nonetheless, the only lighthearted moments in theehare the scenes that include jazz music or
dance. Asin “The Lindy Hop” and “In Darkness @wainfusion,”The Streetevolves around the
lives of Black, working-class people who seek eecapm their hard lives. Throughout the
novel, Petry repeatedly describes the barrierstkigatain character, Lutie Johnson, faces as she
struggles to reach the American Dréafor herself and her son, Bub. In every attempm sh
makes to earn more money, to move into a bettergigituation, and to keep her son out of
trouble, Lutie is matched against racism, sexiamd, @ass exploitation: forces that confine her
until she lashes out and Kills.

The overwhelming bleakness of the novel is liftedyoon a few occasions: primarily
when Lutie visits nightclubs. In these scenes,amdy is Lutie’s sense of happiness and release
apparent but also the joy that the other workiragslpatrons gain from visiting the nightclubs.
While walking down the street, Lutie thinks, “[w§n’'t have time enough or money enough to
live like other people because the women have tk watil they become drudges” (Petiyhe
Street186). However, the Junto bar offers solace fes¢hworking-class women and Lutie:
“Young women coming home from work—dirty, tired, plessed—Ilooked forward to the
moment when they would change their clothes and tmaard the gracious spaciousness of the
Junto” (144).
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In fact, even standing in front of the Junto “offédra certain measure of escape” from the
coldness of the street because “the light strearfimg the windows and the music from its
jukebox created an oasis of warmth” (141). Evenammbiance of the décor in the Junto “pushed
the world of other people’s kitchen sinks back vehiétbelonged and destroyed the existence of
dirty streets and small shadowed rooms” (146). rdale, the bartenders’ “courteous
friendliness was a heart-warming thing that helpsulild egos battered and bruised during the
course of the day’s work” (143). Lutie herself,avbeems more pensive than the other patrons
as well as separated from their communal fun, godise Junto “so that she could for a moment
capture the illusion of having some of the thingattshe lacked” (144). According to Johanna
X. K. Garvey, “She wants to hear voices, see peai@y the music: find an escape from the
daily struggles to survive” (132-33). In fact, laibbserves that the people in the Junto have “a
pleasant gaiety and charm about all of them” amdl $he “looked young, very young and happy
in the mirror” at the bar (Petry,he Streetl45). Thus, just sitting in the Junto and listento

the music provides an escape for Lutie and ther etbeking-class patrons.

Furthermore, social dancing provides an escapeedls simply dancing to a radio at a
party in someone’s living room is equivalent toifigelet out of jail to be able to forget about the
houseful of kids, forget about not having any mén@etry, The Streetl75). Similar to Tera
Hunter’'s assertion that the Black body can be @sedn instrument of pleasure in leisure time
rather than an instrument of work, Petry claimbeit bodies were the only source of relief from
the pressure under which they lived” (206). Theailag, the partying, the music and drinking in
nightclubs all promote using the body for pleasuagéher than saving it for the purpose of work
alone. Petry’'s novel illustrates the many pressuard confines the Black working-class,
particularly women, faced in Harlem during this ¢irperiod. This time spent at parties and
nightclubs are the only times that the charactppear to feel any sort of happiness and release
from their lives on “the street.” Even though theslief may be brief, jazz music, dance, and
nightclub culture afforded these people the opputyuto feel liberated from the confines of
work.

While the release the frequenters feel in the Jypnbwes that jazz music and culture
offers an escape for the Black working-class, Li#és even higher aspirations of completely
escaping her working-class status by becoming agamer. While in the Junto, she feels free
enough to sing along with the jukebox, revealing daptivating singing voice to the entire bar.
Boots Smith, a leader of a band that plays at th&in© nightclub, approaches her and tells her
that she could make a living singing. Though shaware that he is interested in her sexually,
she plays along with him in hopes that she mayrseayob with his band which would “mean
she and Bub could leave 116treet” (PetryThe Streetl51) . As she goes to sleep that night,
she “started building a picture of herself standiefpre a microphone in a long taffeta dress that
whispered sweetly as she moved; of a room fullasfagrs who paused in their dancing to listen
as she sang. Their faces were expectant, worshiaithey looked up at her” (207).
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Jacqueline Jones explains that the life of the dlsiager was especially alluring to Black,
working-class women at this time: “it was the etaierment field that fueled the dreams of black
girls who yearned for life’s work of glamour andutnph...these singers beckoned listeners
away from the routine of the white woman’s kitchend into a glittering world of public
adulation” (220). Lutie yearns for the admiringzga of the public, but she is far more
concerned with making enough money to leave “theest As she sings in the Casino, she
thinks about “leaving the street with its dark talys, its mean, shabby rooms...She and Bub
were getting out and away, and they would nevdrduk” (Petry,The StreeR22). Her night of
singing remains in “a blur and a mist of happinasd contentment because she had found the
means of getting away from the street” (223). agsTillie in “The Lindy Hop” plans to escape
her dead-end job and working-class status throwgitidg, Lutie plans to do the same through
singing® For both of these Black women, the music and easfgazz not only provide them
moments of escape while actually performing bub &lgpe for a better future. In this way, jazz
culture and dance as representedlire Streetis a means of escape and freedom from the
drudgery that Black, working-class men and womee fan a daily basis.

Finally, the power of the Lindy Hop and jazz cuétdor Black, working-class women is
apparent in the filnstompin’ at the SavoyThe 1992 made-for-television film weaves theist
of four black female domestics who follow their aines in New York and escape their daily
troubles by dancing at the Savoy Ballroom on thahts off of work. The story opens in 1939
with Esther, played by Lynn Whitfield, describirtgetcircumstances of the Great Depression and
the Great Migration. Each of the other charactdPadtine played by Vanessa Williams, Alice
played by Jasmine Guy, and Dorothy played by Vand3dsll Calloway—are introduced as
domestic workers who share a room on their onetroffna week. Of course, their favorite
activity for their night off is going to the Sav@allroom to dance. Therefore, this film features
several Lindy Hop scenes choreographed by Franlkaanihg and Norma Miller, two former
members of Whitey’s Lindy Hoppéts

Unlike Tillie in “The Lindy Hop” and Annie May inlh Darkness and Confusion,” the
four women inStompin’ at the Savago not face criticism and restrictions from thearents or
guardians. In fact, amongst all of the other isstine film attempts to tackle, the resistance to
dancing and jazz culture from the Black bourgeogiel older generation is left untouched.
Instead, the Savoy Ballroom remains the one pladée film where the characters escape the
racism and sexism they face in the outside worhcthg is always portrayed in a positive light.
All of the blissful moments of the film—Esther reting to Harlem after a season in Saratoga,
the celebration of Esther winning two-hundred dsllaand the New Year's Eve party—are
accompanied by dancing. Even at Alice and Ernestdding in Dorothy’s apartment, someone
shouts, “Hey, | thought this was a party. | wadiaace,” and the music begirSt¢mpin' at the
Savoy. In fact, the four women value dancing aboveotier activities. When Pauline asks the
women to go to the Lafayette nightclub with hersigpport her in a talent contest, Esther
exclaims, “Pauline, we only get one night a week dfm sorry, but I'm going to the Savoy”
(Stompin' at the Savhy
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Pauline says, “You mean to tell me all ‘ya’ll, my salled friends, would rather go dancing than
cheer me on at the Lafayette?” to which they siamdbusly answer, “yeah’Sfompin' at the
Savoy. After a moment, Pauline laughs and says, “Salevd¢” (Stompin' at the Savhy As
Pauline tells Walter, “we’re here every Kitchen Manics’ Night,” indicating their commitment
to dancing $tompin' at the Savhy The scenes of the women Lindy Hopping at theo@are

the most carefree and joyous parts of the film;oélthe characters are laughing, smiling, and
enjoying themselves. As the film progresses amavgrincreasingly serious, the dance scenes
dissipate. By the end of the film, Esther and \&fadtand alone in front of the now dead Savoy,
and Esther claims, “I'll never forgive LaGuardia fhutting down the Savoy'Sfompin' at the
Savoy’. With Alice dead from tuberculosis, Dorothy liginwith her mother after a nervous
breakdown, and Pauline and Esther’s friendship rangantic relationships shattered, the final
scene remains bleak except for the brief cut tmesef the characters dancing at the Savoy.
Meant to be scenes from Esther's memory, thesergyaits of the characters smiling and
laughing while dancing cement the importance of thiedy Hop for Black, working-class
women who need an escape from the drudgery anglgtanld of their jobs.

The importance of the Lindy Hop, swing music, aadzj culture for the four Black
women extends beyond just an escape from their jdbe dreams these women have of upward
mobility are connected to their love of swing musied jazz culture. In the brief opening
narration, Esther clarifies that connection by sgyl‘All those nights we used to jaunt up to the
Savoy. | guess we all had our hopes and our dreand | always knew I'd make mine come
true” (Stompin' at the Savhy Like Lutie inThe StreetPauline sees singing in a nightclub as her
ticket out of domestic work. Though Esther origipdlelieves playing the numbers will result in
her success, she eventually realizes that the memgets dancing in nightclubs can invest in
her dreams. Additionally, both Dorothy and Esthex deeply upset by the news of drummer
Chick Webb’s death. Upon hearing the news, Dorotbgs out of the restaurant and
immediately calls Esther saying, “I feel worse tiveimen my own uncle died"Stompin' at the
Savoy). Both women admire Chick Webb as not only abed musician but also a role model.
As a child, Webb suffered from tuberculosis of siine which left him disabled and with health
problems until his death in 1939. Nonethelesdetene of the post popular bands of the swing
era, which developed and performed the song “Stongpithe Savoy.” Esther tells Dorothy on
the telephone, “He was something, wasn't he, g€ was colored and crippled...He didn't let
nothing stop him from what he wanted to d8tdmpin’ at the Savhy Esther’s interpretation of
Webb mirrors her own declaration in the face ofadity to the opening of her own beauty
shop: “That's what wrong with people. They alwagk themselves no before they get started.
Don't think they deserve nothing. Well, ain't nalyogonna tell me no, and | sure as hell ain’'t
gonna tell myself” $tompin' at the Savhy Similarly, Dorothy exits the phone booth talkin
about a seemingly unrelated topic: the coat hetress, Mrs. Bennett, gave her. However, she
quickly switches into a rant crying, “I want my oyatace. What's to stop me? I'm gonna get
my own place” $tompin' at the Savhy For Dorothy and Esther, jazz culture is mor@ntiust
an escape from day-to-day troubles; it is alsdalkeer for their dreams of upward mobility.
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As Morris Dickstein explains, “[tlhe fantasy culéuof the 1930s...is all about movement, not
the desperate simulation of movement we find inrtheed stories but movement that suggests
genuine freedom” (238). The Savoy Ballroom prouide place where Black, working-class
women could reclaim their bodies and remember #reyhuman. As an interracial dance floor
and as a place where domestics were “ladies” andsimaply workers, these women could
momentarily escape the oppression they faced im tladly lives. They could dream about a
world in which their dreams could come true.

Even though these women are not faced with any ©ippo from the older generation,
they do assert independence in regards to theirasealationships that would most likely incite
fear in family members and the Black bourgeoifderothy benefits from her relationship with a
White man when he secures an apartment for haulinedlirts with Calvin, a nightclub owner,
which results in a job, as well as an apartmentdmts for her after they become a couple.
Finally, Esther sleeps with Calvin in exchange ddiquor license so that she can open up her
own liquor store. Esther’s behavior is considedteglorable by nearly all of the characters, but
all of the women’s interest in dancing and sexwhtronships with men would have been
suspect to the older generation and the middlesclddl of the women, except Alice, engage in
sexual relationships before marriage; many woutibably blame this sexual independence on
the dance halls that provided spaces for womenedet men, to move their bodies in a sensual
manner, and to reclaim their bodies for their olgapure. The dance floor provided a chance
for these women to boldly approach men. In fattpme scene, Pauline even struts across the
floor studying a group of men as if she is evah@geach one’s potential before she motions to
one of them to dance with her. Therefore, besitiesescape and freedom that the Savoy
Ballroom afforded these Black, working-class womieralso allowed them a place to explore
their sexuality and resist the expectations forngpwomen to be chaste, passive, and sexual
objects for men.

While the resistance of the older generations aedBlack bourgeoisie is not apparent in
the film, Pauline’s interactions with her White tnesses does illustrate the domestic worker’'s
rebellion against the expectation for the Black yotal be used only for labor in the White
household. Within the first few minutes of therfjl Pauline’s dissatisfaction with her job is
apparent through her aggravation with and disdairttfe mistress’s misbehaving children. The
White mistress asks her if she is coming back éwaning, Pauline’s one night a week off.
With a “humph” and dismissive gesture as if theaiteridiculous, Pauline puts on her coat and
leaves the house. She tells her friends, “Evenyr3dhay this woman asks me, ‘Are you comin’
back this evening?’ You'd think she’d know by nowain’t” (Stompin' at the Savhy In
addition, she reveals her plan to lie to her msstreo that she can skip work on Saturday and
enter a talent contest: “I'm going to get sick $d#ty and see about amateur night at the Harlem
Opera House” $tompin' at the Savhy Eventually, she loses her job, and while shesdwot
specify what happened, she claims, “I couldn’t tékat woman and her uniform anymore”
(Stompin' at the Savhy Even in her new job, Pauline refuses to be euwient to the White
mistress.
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When the mistress tells her that she needs taistdg the laundry, Pauline refuses saying that it
was not her fault that the water heater was brah that she scrubbed the walls and floors
instead. The mistress tells her that she will ieg if she leaves, so Pauline asks to be paid for
the work she has done. Pauline fits Trudier Harrdescription of the “militant maid” in
literature: “[t]he militants, usually northern maigictured in northern settings, carry with them
the almost mythical belief that the North is a frpice for black people” (24). Because of that
belief these maids feel free to “talk back, to leéiaht in reaction to the sixteen-hour days their
mistresses may want to squeeze into eight, to taisemselves whenever possible” (24).
Pauline is the one character in the film who opeldfies her mistress and refuses to stay late or
do extra work. Her militant behavior serves aslemnce of her refusal to be thought of as simply
a wage worker, and as simply a body to be usedMbite women. Instead, Pauline asserts
herself—even if it means the loss of a job—so 8@ can go dancing on Thursday nights and
reclaim her body for herself.

Thus, the female charactersStompin’ at the Savayot only find escape and freedom in
dancing at the Savoy but also a way to assert Heinality and rebel against the expectations
for their time and bodies. The film presents thesenen as independent characters who are
willing to engage in dubious behavior to achieveirtidreams. Coming to the subject matter
nearly fifty years later, the flmmakers could presthe sexual independence of the female
characters as more acceptable and without thetaeses of the Black bourgeoisie or older
generation. At the same time, this film does rotity this behavior, at least not in the case of
Esther's overt attempt to exchange sex for findngain; in fact, the ending—with Esther
rejected by both her friend and lover—shows theatieg effects of using one’s sexuality to gain
financial security. Instead, the final scene jpeises Esther’s loneliness with a collage of scenes
of the women happily dancing at the Savoy: a ngstdbok at their earlier, supposedly less
complicated, lives. Perhaps this nostalgic lens issult of the overall nostalgia for the 1930s
and 1940s that Americans felt during the late 198@kearly 1990s when the swing revival took
root. In any case, the final scene does readsart indy Hopping at the Savoy remains the most
carefree, joyful experience in the film.

Rudolph Fisher’'s “The Lindy Hop,” Ann Petry's “Indkness and Confusion,” Ann
Petry’sThe Streetand Debbie Allen’sStompin’ at the Savagll portray jazz music and dance as
an escape for Black, working-class women in the 1820s through the 1940s. The descriptions
in all of these works of the joy and gaiety thaggé characters feel while dancing or visiting a
nightclub is set in contrast to the drudgery tihatytface each day at work. Moreover, by using
their bodies as a source of leisure rather thamstnument of work, these characters resist the
older generation’s and Black bourgeoisie’s expemtator Black, working-class women to be
respectable, hard workers. Thus, by moving thedids in dance, they reclaim their bodies for
themselves. For Black Studies scholars, these gesnof the power of the Lindy Hop and
Black dance illustrate the importance of countegegmeonic cultural practices to African
Americans, particularly before the Civil Rights Mowent.
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Not only did the Lindy Hop provide joy and escapeidst the confines of a segregated society,
but the dance also enabled Black, working-class &omo resist the many restrictions placed
upon them because of their race, class, and gendersocial steps achieved on the dance floor
may seem small, but they were significant becabsedancers, musicians, and athletes of the
time “laid the groundwork for postwar culturahd political expression” (Caponi-Tabery xv).
Dancers during the swing era anticipated the calairthe Civil Rights Movement in that they
were reclaiming their bodies from White employarstebrating African American expression,
like jazz music, and worldview; and rejecting theiatus as merely wage laborers and, instead,
forming their own communities and identities separffom the stereotypes of African
Americans. Therefore, dance and other leisureviies held, and still holds, great importance
for African Americans. As Jacqui Malone contertddyican American vernacular dance, like
jazz music, mirrors the values and worldview ofdtsators. Even in the face of tremendous
adversity, it evinces an affirmation and celebraid life....[B]lack dance is a source of energy,
joy, and inspiration; a spiritual antidote to o®mien” (23-24). Indeed, Black, working-class
women were able to revolt against repression amdljéy even when faced with racism, sexism,
and class exploitation. Jazz music and danceftnaned them into, in the words of Rudolph
Fisher, “jubilant spirits of freedom.”
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Endnotes

| use the term “jazz culture” to encompass a v@rié activities similar to how Robin D. G.
Kelley uses the term “hipster culture.” | primgrémphasize the use of the word jazz to mean
both music and dance—patrticularly the Lindy Hopowdver, | do not limit my interpretation of
“lazz culture” to music and dance but use it fdrestactivities and the community that surrounds
jazz. In many cases, this culture can be seen gsh@mequenters of nightclubs in Harlem during
this time period. In my definition of jazz muslanclude that music which is a subset or closely
related to jazz—primarily the blues and swing.
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% In The Power of the Zoptuis Alvarez describes female zoot suiters asringdieavy makeup,
particularly lipstick and mascara, and short dressel bobby socks.

% Treating was a dating practice in which women daichange sexual favors for gifts, meals,
or admission to dances or movies.

* The American Dream typically consists of overcognipoverty through hard work and
perseverance. In Lutie’s case, reaching the Araeri@ream would mean that she could afford
an apartment or home in a middle-class neighborlaway from the dangers of “the street.”

® Unfortunately, Lutie’s chances of becoming a psefenal musician do not seem as promising
as Tillie’'s chances of becoming a dance hall hesté#itten far later than Fisher’s short story,
The Streeportrays the menacing side of jazz in light of dtwenmoditization of jazz music by
Whites. Every path Lutie pursues to a singing aaieblocked by a White man—first Junto and
later the man at the Crosse School for Singerssdineen see her as a sexual object, and their
control over the music business (or, as in Juntase, entertainment in general) provide them
with the power to squelch Lutie’s dream unless shbmits to their desires. Though the
commoditization of jazz destroys some of the pothat jazz offers the Black working-class, the
novel still illustrates the importance that jazzawuand dance had in providing an escape from
the daily grind.

® Whitey’'s Lindy Hoppers (also known as Whitey's Hap Maniacs) was a group of
professional Lindy Hoppers organized by Herbert fs@4§7 White in the early 1930’s. Whitey
often had numerous groups (up to twelve at onetpwainich he would send all over the world to
perform the Lindy Hop either on stage or in filmglost of the groups disbanded by 1942 when
many of the male dancers were sent to war.

" In 1943, Deputy Police Commissioner Cornelius @iye encouraged by the U.S. Army and
Navy, served notice to the Savoy that its licenselld be revoked because of “immorality and

vice charges.” The Army and Navy contended thaiale dancers at the Savoy (inferring Black
women) were prostitutes infecting servicemen withareal disease (Giordano 111).
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