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"Black witers of the present generation have found that a
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life enmbodied in the folk heritage is the only way that a black
writer can arrive at a firm sense of identity and speak

neani ngfully to his own people.

46 EN481



\R9BTT0 W 3 ITaesRd Lz Tud A

'Houston A. Baker,Jr., Black Literature in America (New York:
MGawH I, 1971), 20.

2 FaEmi aiiuedug, EnwsdmuRe e (MJIATAMIURT: M MENae
TIWAUNRY, 2533),146- 9.

paul Lauter et al., The Heath Anthology of Anerican Literature,
vol. 2 (Lexington: D.C Heath and Conpany, 18%0), 194.

“LeRoi Jones, Bl ues Peopl e (NewYork: WIIiam Morrow, 1963),
12-3.

®Thomas Sowell, Ethnic America A H story (New York: Basic Books,
1981), 188.

®Richard Barksdale and Keneth Kinnanon, Black Witers of America
(NewYor k: McMillan, 1972), Xiii-xxiii.

"Lauter, Heal th, 196.

®alan Lomak and Raoul Abdul, 3000 Years of Black Poetry (New
York: Dodd, Mead & Conpany, 1970), 1.

"*Jones, Blues, 19.

mHarry A. Ploski and James WIIliams, The Negro Almanac: A
Reference WOrk on the Afro-American, 4th ed. (New York: John
Wlley & Sons, 1983), 1149.

"Baker, Jr., Black Literature, 308.

EN481 47



-
NINIITN

1.

3.

4.

48

i 1l N .

[ Y <ias < o~ < <
BN EFIRE AT UNNENHIE LAB LIRS (Stereotyped) 1aeLU3suiNey
- W &Ql dxh Qﬂ'
NUAIAEATYTY LAY LU ITITNIRAWULIUDEIEREY «
- 5» = o E %) L T3 » [R "
unwuuaaunLwaquunﬂuﬁaaﬁuuaﬂwiﬂaznaugaaﬁi ‘(Message) az11u1aungawu

Ix"
@au lesnNITLa LAl TR
-~ o a P ﬁﬁu » o & .

Lngﬁamaavﬂiuaﬂwquunwuuw1ﬂuu1ﬂaeL AULILARLEUNR® (Trickster)

o o = Vd ) ¥ [ VI 7
Lngqmﬂuuaﬂwaonﬂ1zuumnﬂvtawunwuuazsaeLuaa WAUAT ML AGH I TENAY
atnyiae 2 LHAGA

- o - a o w - ad
WLITEU LB ITINAAWLLUE A TUH IR ITINAAWUL LB A B EAY «
IS e ﬁv‘b Loy % A ' a o
ANMUMEIaLATL uaﬂaﬁznauﬂaﬂuzﬁnunﬂﬂaﬂwqisuQQﬁuuaﬂw
\WaIEIR (Spirituals) Anazly tﬂ@?ﬂﬁuaaﬁwﬁq¥501waqadﬂ

1 3 [ % ,
LWaIWUTNM L WBLH#IN M (Folk songs for freedom) IMALREN (Tone) asnals
uazuaﬂqﬂdwuiﬁnaéwqisnaaﬁuﬁaéw

;7
wWamlseteiuy (Form) 18333 TUAGWUL WD B FUN I WEFI L 1]

EN 481



i - { - [ 1 -
Inumiinara hiEng (Animal tales): #iagioin

Fox and Rabbit in the Well

The Fox was after the Rabbit to Kill him. So Ber Fox was
about to catch Brother Rabbit. There was a well down in the flat
between the two hills. It had two water buckets, one on each end
of the rope. When you let one down, you’d be pulling one bucket
of water up. Brother Rabbit jumped in the bucket was up. Down he
went, the other bucket. come up. The mwmoon was shining right in the
well. It looked like a round hoop of cheese. Ber Rabbit didn’t know
how he was goin’ git back up after he was down there. He commenced
hollering for Mr. Fox to come here quick.

Mr. Fox goes up to the well and looked down in there, says
"What you want, Brother Rabbit?"

"See this big old hoop of cheese I got down in here?" Says
"Man, it sure is good."

Ber Fox says, "How did you get down in there?"

Says "git in that bucket up there,” says "That’s the way 1
come down." Mr. Fox Jjumped in that bucket was up, Brother Rabbit
jumped in the one was down. Down goes Mr. Fox, up come Brother
Rabbit.. Brother Rabbit passed Brother Fox. "Hey Brother Fox, this
the way the world goes, some going and some coming."

My sister’d been watching round that well and she left a bar

of soap, 1 stepped on it, and I skated on back home.
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ﬁu1: Paul Lauter et al., The Heath Anthology of American Literature,

Vol. 2 (Lexington: D.C. Heath and Company, 1990), 201-2.

Quest.ions

1. What does the Fox symbolize?

2. What does the Rabbit symbolize?

3. What happens in the story? And what is the implication?
4, How did the Rabbit outsmart the Fox?

5. What folk element does the reader get from this 7

The Fox and the Goose

One day a Fox was going down the road and was a Goose.
"Good-morning, Goose," He said; and the Goose flew up on & limb and
said, "GQood-morning, Fox."

Then the Fox said, "You ain’t_afraid of me, is you? Haven’t
you heard of the meeting up at the hall the other night?"

"No, Fox. What was that?"

"You haven’t heard about all the animals meeting up at the
hall! Why, they passed a law that no animal must hurt any other
animal. Come down and let me tell you sbout it. The hawk mustn’t
catch the chicken, and the dog mustn’t chase the rabbit, and the lion
mustn’t hurt the lumb. No animal must hurt any other animal."

"Is that so!"

"Yes, all live friendly together. Come down, and don’t be
afraid." -
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As the Goose was about to fly down, way off in the woods they
heard a "Woo-wooh! woo-wooh! and the Fox looked around.

"Come down, Goose,” he said.

And the Dog got closer. "Woo-wooh!"

Then the Fox started to sneak off; and the Goose said, "Fox,
you ain’t scared of the dog, is you? Didn’t all the animals pass a
law at the meeting not to bother each other any more?"

"Yes," replied the Fox as he trotted away quickly, "the
animals passed the law; but scme of the animals round here ain’t
got much respec’ for the law."

#uw: Richard Barksdale and Keneth Kinnamon Black Writers of America

(New York: Macmillan, 1972), 231.

Questions‘

1. What are the characteristics of a fox?

2. What are those of a goose?

3. What doeé the Fox stand for? And what does the Goose stand for?
4, VWhat is implied in the tale?

8. Wwhat line(s) impress you most? Why? Give reasons.

6. _Hhat is the characteristic of this folk tale?
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WnMinamung (John and 01d Master)

Baby in_the Crib

John stole a pig from Old Marsa. He was on his way home with
him and his 01d Marsa seen hin. After John got home he looked out
and seen his 0ld Marsa coming down to the house. So he put his pig
in a cradle they used to rock the babies in them days (some people
called them cribs), and he covered him up. When his bld Marster come
in John was sitting there rocking him.

0ld Marster says, "What;s the matter with the baby, John?"
"The baby got the measles,” "I want to see him." John said, "Well you
can’t; the doctor said if you uncover him the measles will go back in
on him and kill him." So his 0ld Marster said, "It doesn’t matter; I
want to see him. John." He reached down to uncover him.

John said, "If that baby is turned to a pig now, don’t blame

me.

ﬁua: Paul Lauter et al., The Heath Anthology of American Literature,

Vol.2 (Lixington: D.C. Heath and Company, 1990), 211.

Questions

1. From the story, what was a usual habbit of a slave?
2. What did John do with the stolen pig? -
3. Wwhat did Jobn tell his master about the cradle?

4, What do we learn about. John and his master?
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5. Find the folk elements in this tale. Give examples to support

your answer.

How Buck Won His Freedom

Buck was the shrewdest sléve on the big Washington
plantation. He could steal things almost in front of his master’s
eyes without being detected. Finally, after having had his chickens
and pigs stolen until he was sick, Master Henry Washington called
Buck to him one day and said, "Buck, how da you manage to steal
without getting caught?"

"Dat.’s easy, Massa, 'replied Buck, "dat’s easy. Ah kin steal
yo’ clo’es right tonight, wid you aguardin’ ‘em,"

"No, no," said the master, "you may be a slick thief, but you
can’t do that. I will make a proposition with you: If you steal my
suit of clothes tonight, I will give you your freedom, and if you
fail to steal them, then you will stop stealing my chickens."

"Aw right, Massa, aw right," Buck agreed. "Dat’s uh go."

That night about nine o'clock the master called his wife
into the bedroom, got his Sunday suit of clothes, laid it out on the
table, and told his wife about the proposition he had made with Buck.
He got on one side of the table and had his wife get on the other
side, and they waited. Pretty soon, through a window tha£ was open,
the master heard the mules and the horses in the stable lot running
as if someone were after them.

"

"Here wife," said he, "you take this gun and keep an eye on
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this suit. I am going to see what’s the matter with those animals."

Buék, who had been- out to the horse lot and started the
stampede to attract the master’s attention, now approached the open
window. He was a good mimiec, and in tones that sounded like his
master’s he called out, "ol’lady, ol’lady, ol’lady, you bettér hand
me that suit. That damn thief might steal it while I’m gone."

The mnaster’s wife, thinking that it was her husband asking
for his suit; took it from the table and handed it out the window to

Buck. This is how Buck won his freedom.

ﬁMW: Richard A. Baker, Jr., Black Literature in America (New York:
McGraw-Hill, 1971), 30-1.

Questions

1. From the story, how could Euck out.smart his master and finally
win his freedom?

2. Comment the relationship between Buck and his master.

3. What is implied>in the story?

4. What do the reader gain from a slave expereince?

5. What is the steredtype of a black man in this tale?

Swapping Dreaams
Master Jim Turner, an unusually good-natured master, had a
fondness for telling long stories woven out of what he claimed to be
his dreams, and especially did he like to "swap" dreams with Ike, a

witty slave who was a house servant. Every morning he would set Ike

54 EN 481



to telling about what he had dreamed the night before. It salways
seemed, however, that the master could tell the best dream tale, and
Ike had to admit that he was beaten most of the time.

One morning, when Ike entered the master’s room to clean it,
he found the master just preparing to get out of bed. "Ike," he said,
"I certainly did have a strange dream last night.”

"Sez yuh did, Massa, sez yuh did?" answered Ike. "Lemme
hyeah it."

"All right," replied the naster. "It was 1like this: I
dreamedl went to Nigger Heaven last night, and saw there a lot of
garbage, some old torn-down houses, a few old broken-down rotten
fences, the muddiest, sloppiest streets I ever saw, and a big bunch
of ragged, dirty Negroes walking around."

"Umph, umph, Massa," said Ike, "yuh sho’ musta et de same t’
ing Ah did 1las' night, ’cause Ah dreamed Ah went up ter de white
man’s paradise, an’de streets wuz all ob gol’ an’ silvah, and dey wuz
lots o’, milk an’ honey dere, an’ putty pearly pearly gates, but dey

wuzn’t uh soul in de whole place.”

Ya: Richard A. Baker, Jr., Black Literature in America (New York:

McGraw-Hill, 1971), 31-2.
Questions

1. What is master John’s favorite thing?

2. What is Ike’s?

EN 481 55



3. How did Ike outsmart his master?
4. What kind of character is the white master presented. in this
tale?

5. What literary element is given? Explain.

Lias> Revelation

Lias Jones was a praying slave. Lias would pray any time,
but no matter what he was doing at twelve o’clock noon, he would stop
short, kneel and pray to God. The prayer Lias prayed at this hour
was a special one. “Oh, Lawd," he would pray, “won’t yuh please gib
us ouah freedom? Lawd, won't yuh please gib us ouah freedom?7

Yet Lias was not discouraged. Without variation he continued
at high noon every day to pray that God would give him and his slave
brothers freedom. Finally, one day the master sent for Lias to help
clean the big house. Lias at twelve o’clock was starting in on the
parlor, but had not been in the room long enough to examine the
furnishings. Just then the big gong that called the Negroes to
dinner started sounding. lLias stopped, as was his custom, to pray
for freedom. So he knelt down in the parlor and began to pray: “Oh,
Lawd, cum an’ gib us all ouah freedom. Oh, Lawd, cum an’ gib us all
ough freedom.” When Lias got up, it happened that he was standing
just opposite a lifesize mirror in the parlor, which reflected his
image in it.

Since the slaves had no looking-glasses, Lias had never seen

one before, and now he was amazed to see a black man gazing at him
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from the glass. The only thing he could think of in connection with
the image was that God had come down in answer to his prayers; so he
said, looking at the image in the mirror, "Ah decla’, Gawd, Ah didn’t
know yuh wuz black. Ah thought yuh wuz uh white man. If yuh is

black, Ah’s gwine make yuh gib us ouah freedom."

< N . . .
1 Richard Barksdale and Keneth Kinnamon, Black Writers of America

(New York: Macmillan, 1972), 231.

Questions

1. List the characteristics of a slave sterotype from this tale.
2. What happens to Lias?

3. Wwhy didn’t Lias first dare to ask God for freedom?

4, According to the question no. 3, wha@ is the tragic point?
5. Would Lias ask for freedom if God were black?

6. What do the reader know about the life of slaves?

LWaINd (Slave songs)
Steal Away
Steal away, steal away, steal away to Jesus,
Steal away, steal away home,
I ain’t got long to stay here.
My Lord, He calls me,

He calls me by the thunder,
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The trumpet sounds within-a my soul,
I ain’t got long to stay here.
Steal away, steal away, steal away {0 Jesus,
Steal away, steal away home,
I ain’t got long to stay here.
Green trees a-bending,
Po’ sinner stands a-trembling
The trumpet sounds within-a my soul,
I ain’t got long to stay here.
Steal away, steal away, steal away to Jesus,
Steal away, steal away home,
I ain’t got long to stay here.

Anonymous

ﬁu1: Richard A. Baker, Jr., Black Literature in America (New York:
McGrae-Hill, 1971), 42-3.

Questions

1. What kind of song is this?

2. Vhat is the tone of this song?

3. Where did the slave in the song want to go?

4. Why did he want to "steal away"?

‘5. What is the explanation of his stealing away?

6. What kind of techinque is used in this song in order to express
the slave'’s feeling?

7. Does the song reveal the slave’s "escapism"?
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MOTHERLESS CHILD
Sometimes I feel like a motherless child,
Sometimes I feel like a motherless child,
Sometimes I feel like a motherless child,
A long ways from home,

A long ways from home.

Sometimes I feel like I’m almost gone,
Somet imes I feel like I’m almost gone,
Sometimes I feel like I’m almost gone,
A long ways from home,

A long ways from home.

Sometimes I feel like a feather in the air,
Sometimes 1 feel kike a feather in the air,
Somet.imes 1 feel like a feather in the air,
And I spread my wings and fly.

I spread my wings and I fly.

<
Nyt Richard A. Baker, Jr., Black Literature in America (New

McGraw-Hill, 1971), 40-1.

Quiestion
1. what type of work is this?
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2.

3.

4,

5.

60

what kind of experience is stated?
Cite those words or phrases that convey the slave’s misery?
Explain the following lines in simple English.
Sometimes I feel like a feather in the air,
Sometimes I feel like a feather in the air,
Sometimes I feel like a feather in the air,
And I spread my wings and I fly.
1 spread my wings and I fly.
Is this old song similar to any folk song you know? -Discuss

freely.

Soon One Mawnin

Soon one mawnin death come creepin in mah roon,
Soon one mawnin death come creepin in mah room,
Soon one mawnin death come creepin in mah room,

Oh mah Lowd, oh mah Lowd, what shall ah do to be saved?

Death done been heah, took mahrmother an gine,
Death done been heah, took mah mother an gone,
Death done been heah, took mah mother an gone,
Oh mah Lawd, Oh mah Lawd, what shall ah do to be saved?
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Don’t move mah pillow till mah Jesus come,
Don’t move mah pillow till mah Jesus conme,
Don’t move mah piilow till mah Jesus come,

Oh mah Lawd, Oh mah Lawd, what shall ah do to be saved?

I'm so glad I got religion in time,
I’m so glad I got religion in time,
I’'m so glad 1 got religion in time,

Oh mah Lawd, Oh mah Lawd, what shall ah do to saved?

- . .
nu1: Richard Barksdale and Keneth Kinnamon, Black Writers of America

(New York: Macmillan, 1972), 238.

Questions

1. Wwhat type of work is this?

2. What is the tone of the song?

3. Wwhat kind of techniques are used to stimulate the sorrow in this
song? '

4. Wwhat does the song tell us about slave experience?

5. Do you like this song? Why or why not? Discuss.
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Mary, Don You Weep

Mary, don you weep an Marthie don you moan,
Mary, don you weep an Marthie don you moan;
Pharaoh’s army got drown-ded,

Oh Mary don you weep.
I thinks every day an I wish I could,
Stan on de rock whar Moses stood,
Oh Pharaoh’s army got drown-ded,

Oh Mary don you weep.

%uw: Richard Barksdale and Keneth Kinnamon, Black Writers of America

(New York: Macmillan, 1972), 237.

Questions

1. Why is the name ’Mary’ used in this song?

2. What kind of song is this? Explain with reasons.
3. Explain ‘Pharaoh’s army.’

4, Who is ‘'Moses’? How did Moses save his people?

5. How did the black people Comfort themselves? Why?
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Go Down, Moses

Go down, Mbses,

Way down in Egyptland
Tell A d Pharaoh

To let ny people go.

When Israel was in Egyptland
Let ny people go
Qppressed so hard they coul d not stand

Let ny people go.

G down, Mbses,

way down in Egyptland
Tel | ol d Pharaoh

"Let ny people go.'

"Thus saith the Lord," Bold Mses said,
"Let ny people go;
If not ['Il smte your first-born dead

Let ny people go."

(o down, Mbses,
way down in Egyptland
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Tell old Pharaoh,

Let my people go!”

< . - . -
min: Richard A. Baker, Jr., Black Literature in America (New York:

McGrae-Hill, 1971), 41,

Quest.ions

1. What kind of song is this?

2. In which ways is this song considered religious?
3. What is the purpose of this song?

4, What did the black people long for?

5. What is the tone of this song?

6. What techniques are used in this song? And why?
7. Who said "Let my people go?"

8. Who is moses? Cite the ‘biblical references’ in this song.
The Virgin Mary Had a Baby Boy

The virgin Mary had a baby boy,
The virgin Mary had a baby boy,
The virgin Mary had a baby boy,
And they said His name was Jesus.
He come from the glory,

He come from the glorious kingdom!
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Oh, yes, believer!
He come from the glory,

He come from the glorious kingdom!

YOt Richard A. Baker, Jr., Black Literature in America (New York:

McGraw-Hill, 1971), 41.

Questions

1. What type of scng is this?

2. What is the tone of this song?

3. Discuss the subject matter and its effect.
4. What techniques(s) is used?

5. What does this song tell the reader about the black people?
tua@tﬁaﬂ11kﬁﬂn1ﬁuaztﬁ?ﬂﬁu (Songs for Emancipation and Freedom)
Freedom

Abe Lincoln freed the nigger,

Wid da gun and wid da trigger,

An! ain’t ginna git whipped no mo.
Ah got mah ticket

Out of dis heah thicket,

An I'm headin for da golden sho.
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0 freedom, O freedon,
0 freedom after a while,
And before I’d be a slave, I’d be buried in my grave,

And go home to my Lord and be free.

No more weeping, no more crying,
No more weeping after a while,
And before i’d be a slave, i’d be buried in my grave,

And go home to my Lord and be free.

There’ll be no more kneeling, no more bowing,
No more kneeling after a while,
And before 1°d be a slave, I’d be buried in my grave,

And go home to my Lord and be free.

There’1l be shouting, there’ll be shouting,
There’ll be shouting after a while,
and before 1°d be a slave, I'd be buried in my grave,

And go home to my Lord and be free.

Mi1: Richard Barksdale and Keneth Kinnamon, Black Writers of America

(New York: Macmillan, 1972), 313.
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Quest.ions

1.

According to the song, how did Abraham Lincoln free the slaves?
And in which period?

wWhat would happen after the slaves were freed?

List all those sufferings with which the slaves confronted.
Compare the last stanza with the rest of the song and discuss
their contrast.

What do the reader learn through this song?

Why did the slaves sing such a song?
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“*rwo related cultural Developments
in the British colonies help to
explain the remarkable omergence
of the earliest voicess of Black
literature in English. These were
the religious fervor of the Great
Awakening and related movements,
especially American wesleyanism,
that swept the 1and in the middle
third of the eighteenth century
and the revolutionary ferment in
colonial political life that

gquickly followed.*

Richard Barksdale and Keneth Kinnamon:

Black Writers of America



